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ems lent decisive impulses to Expressionism. He died in an accident while ice
skating on the Havel River in Berlin.

Richard Dehmel (1863-1920) was a German poet whose work combined an in-
terest in the plight of workers and the underclass with a Nietzschean individual-
ism. He was known not only for the frequent excesses of his rhetoric, but also
for his frank depiction of a mystically tinged sexuality.

Benjamin refers here to the Nazi violence against Jewish homes and businesses
on November 9 and 10, 1938, an event now generally known as “Kristall-
nacht.” The name is an ironic reference to the litter of broken glass it left in its
wake.

Nike was the goddess of victory in Greek mythology.

Otium cum dignitate: “Leisure with dignity,” an exhortation from Cicero.
Eduard Friedrich Mérike (1804-1875) was an important German post-Roman-
tic poet and prose writer. His best-known works include the novel Maler Nolten
(Nolten the Painter; 1832) and the multiple editions of his poems (1838, 1847,
1856, and 1867).

Aere perennius: “More lasting than brass.”
Chatles Fourier (1772-1837), French social theorist and reformer, called for a

reorganization of society based on communal agrarian associations which he
called “phalansteries.” In each community, the members would continually
change roles within different systems of production. Fourier was much on
Benjamin’s mind in the late 1930s, and became an important figure in the Ar-
cades Project.

The volume Lieder Gedichte Chdre was first published in Paris in 1934.

Herr Keuner, the protagonist in a series of Brecht’s stories, also appears in the
poem “Morgendliche Rede an den Baum Green” (Morning Address to the Tree
Green), from the Hauspostille.

Lao-tzu (“Master Lao,” or “old master”) was the first philosopher of Chinese
Taoism and the reputed author of the Tao-te Ching, a primary Taoist writing.
Ssu-ma Ch'ien, China’s first great historian (who lived in the second century
B.C.), claimed that Lao-tzu was a curator of the Imperial Chinese archives in the
sixth century B.c. Modern scholars discount the possibility that the Tao-fe
Ching was written by only one person, but readily acknowledge the influence of
Taoism on the development of Buddhism. Lao-tzu is venerated as a philosopher
by Confucianists and as a saint or god by many ordinary people. He was wor-
shiped as an imperial ancestor during the T’ang dynasty (618-207).

The poem is entitled “Von der Freundlichkeit der Welt.”

Unversieglich literally means “inexhaustible,” “everflowing.”

he Work of Art in the Age of Its
Technological Reproducibility

Third Version

Qur fine arts were developed, their types and uses were established, in times ver
filffere'nt fror'n the present, by men whose power of action upon thi’ngs was y
1ns1gn1ﬁcant‘ in comparison with ours. But the amazing growth of our techniques
thfe adaptabl.lity and precision they have attained, the ideas and habits they are cr,e-
ating, make ita certainty that profound changes are impending in the ancient craft
of the B.eautlful. In all the arts, there is a physical component which can no longer
be considered or treated as it used to be, which cannot remain unaffected by our
modt?rn knowledge and power. For the last twenty years, neither matter nor space
nor time has been what it was from time immemorial. We must expect great inno-
vations to transform the entire technique of the arts, thereby affecting artistic in-
vention itself and perhaps even bringing about an amazing change in our ver
notion of art. ’

—Paul Valéry, Piéces sur I'art (“La Conquéte de I'ubiquité”)

introduction

When Marx undertook his analysis of the capitalist mode of production
this ‘mosie was in its infancy.! Marx adopted an approach which gave his inj
vestigations prognostic value. Going back to the basic conditions of capital-
ist production, he presented them in a way which showed what could be ex-
pected of capiFalism in the future. What could be expected, it emerged, was
not only an increasingly harsh exploitation of the proletariat but ’ ulti-
mately, the creation of conditions which would make it possible for ca)pital—
ism to abolish itself.

Since the transformation of the superstructure proceeds far more slowly
than that of the base, it has taken more than half a century for the change in
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the conditions of production to be ma

this process has affected culture can only
ments must meet certain prognostic requirements. They do not, however,

call for theses on the art of the proletariat after its seizure of power, and still
less for any on the art of the classless society. They call for theses defining
the tendencies of the development of art under the present conditions of
production. The dialectic of these conditions of production is evident in the
superstructure, no less than in the economy. Theses defining the develop-
mental tendencies of art can therefore contribute to the political struggle in
ways that it would be a mistake to underestimate. They neutralize a number
of traditional concepts—such as creativity and genius, eternal value and
mystery—which, used in an uncontrolled way (and controlling them is
difficult today), allow factual material to be manipulated in the interests of
tascism. In what follows, the concepts which are introduced into the theory
of art differ from those now current in that they are completely useless for
the purposes of fascism. On the other hand, they are useful for the formula-
tion of revolutionary demands in the politics of art [Kunstpolitik].

nifested in all areas of culture. How
now be assessed, and these assess-

I

In principle, the work of
humans could always be copied by hum
in practicing for their craft, by masters

finally, by third parties in pursuit of pro
tion of artworks is something new. Having appeared intermittently in

history, at widely spaced intervals, it is now being adopted with ever-

increasing intensity. The Greeks had only two ways of technologically re-

producing works of art: casting and stamping. Bronzes, terracottas, and
coins were the only artworks they could produce in large numbers. All oth-
ers were unique and could not be technologically reproduced. Graphic art

was first made technologically reproducible by the woodcut, long before
written language became reproducible by movable type. The enormous
changes brought about in literature by movable type, the technological
reproducibility of writing, are well known. But they are only a special case,
though an important one, of the phenomenon considered here from the per-
spective of world history- In the course of the Middle Ages the woodcut was
supplemented by engraving and etching, and at the beginning of the nine-

teenth century by lithography.
Lithography marked a fundamentally

production. This much more direct process—disti
the drawing is traced on a stone, cather than incised on a block of wood or

etched on a copper plate—first made it possible for graphic art to market its
products not only in large numbers, as previously, but in daily changing

art has always been reproducible. Objects made by
ans. Replicas were made by pupils
in disseminating their works, and,
fit. But the technological reproduc-

new stage in the technology of re-
nguished by the fact that
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variations. Lithograph
' phy enabled graphi
companiment t . graphic art to provi i
printing. But Onc;ye:?rydzy life. It began to keepp pacledi)v?:}ll illustrated ac-
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production—tasks th stic tasks in the process of pictori
lens. And sinc at now devolved solel of pictorial re-
. e the eye percei lely upon the eye looking int
process of pictorial ooy ves more swiftly than the hand ca dg 0 a
could now kee production was enormous} n draw, the
P pace with speech. A cj y accelerated, so that i
the studio ca /ith speech. A cinemato h o at it
. ptures the ima grapher shooting a ;
illustrated ne Images at the speed of an actor” Srene wn
film was latezs?slﬁio‘?rtuallz lay hidden within litholt‘.;i:gg;dsl. Jtllqut as the
ography. Th h . , SO the sound
was tackled at the end e technological reproducti
| : of the last production of sound
it possible to conceive st century. These conve
of the situati rgent endeavors mad
tence: “Just as water. ation that Paul Valéry describes in thi ©
far off to satisfy > 8as, and electricity are brought i e in this sea-
) our needs with mini ught into our houses fr
visual or auditory minimal effort, so we shall b es from
y images, which will ’ all be supplied with
movement of ’ will appear and di -
logical reprodfcl:i ;l;jl;g; ha;dl};}r ztxilore than a sign,”? Alrzafff;a;;)za sn;}lple
, techno-
produce all Enown only nad reached a standard thar ;i ;
also had captured “L;erckeso(;ff ,;‘rt, profoundly modifying ZZZ”;;;ZZU 20 tr?_
ing this stand is own among the artisti s our it
ndard, we would do well to study the ini;;ztp\;(ﬁiféi - gacllJ i
its two dif-

ferent mani :
nifestations—th,
i e reproducti
ar S on o
e having on art in its traditional form f artworks and the art of flm-

i

In
In ;Velfl Lhe most perfect reproduction
no; of the work of art—its unique exi;t
o iqlfllet §x1stenl:e—and nothing else—th
ch the work has bee j
n subject. This hi
cal structure of er time, tog
the work o i
st ver time, to
ship.> Traces of the former can be ,det

analyses (which can
. not be performed
ownership a ' ertormed on a reproducti i
pot of ti re part qf a tradition which can be tra C;OH), while changes of
The b e oggmal 1n 1ts present location ced only from the stand-
re and now of the origi .
Chemical anal original underlies the conce i
. t Pl
ticity, just as ti;sees ?cf) fffle Eatlna Qf a bronze can help topes?afblfis ﬁl}thentlmty.
from an archive ol} d:)e ftiftit : EIVen manuscript of the Middlse X;:Suthen-
The whole s enth century hel ish | iy
phere of authentici Ps to establish its authentici
only technolon: nticity eludes technological— oHetty.
. gical—reproducibilizy,4 gical—and, of course
tains its f o cibuity.® But where i > 1ot
ull authority in the face of a reproductic?rsl ﬁsdzl;)t)}fl intl(éi Wo}fk -
and, which it

one thing is lacking: the here and
ence i a particular place. It is this
at bea.rs the mark of the history ¢

story includes changes to the phy s'o
gether with any changes in owr?erl:
ected only by chemical or physical
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i duc-
is is not the case with techno!og@al repro )
genef'ell}éy 1;2223181 ?s ft(gizcr)}ll’df};isri,rgchnologiiial répro%u(r:t;c;r; rlrslprioi; 1;}(32_
sondent igi i eproduction. F'o ple,
s O'f e Obrlgmacl)ltlktlzrsl;:czaélfu ?ﬁer ol?:iginal thE}t are :cxccels)sdble (t)rtl(l)ytﬁc;
D i i mg'g stable and can easily change viewpoint) but n(l)ow the
e (WhICh'IS ; ]use certain processes, such as enlargement Ofr ; ow mo-
o i us which escape natural optics altogether. s the
o, e e 1Imiiget<=.chnological reproduction can pla'CC ths cop;}il f the
ﬁf.St'feaS'Oﬂ-. Sec‘?n , which the original itself cannot attam..A Eveforr,n e
Olr)llgln?ﬁ;nosrlfguiig? rtl(i meet the recipient halfw(iay:rﬁvhet}tlgz dl;; 1tl :aves noa
“ho i record. The ca .
ph(l;tograpfrlecc)lrixllntg;asttggg%)rfa :rllofrktlt(igfrer; the choral worri( performed in an
auditoriun ir is enj in a private room. .
aUditOﬂ}Jm e " Fhe Opilrilc?:rtlllze;r]gzlfzccitlof tgchnological reproc;ucglotnt;ir;
o e b oy imoe“;he artwork’s other properties untouﬁhe ,h tl}llis hey
o bf.ought m?y eﬁ: here and now of the artwor}(. And althoug  this can
e iy tn s but (say) to a landscape moving past th.e.spec for 2
applY. ik ai:F t t this process touches on a highl‘y .sensrclzc cqrit, ore
B e Workkcx) arf any natural object. That core is its aut eptlf:blz. The
Vulnera\?l? i 9}11'5_0 is the quintessence of all that is transmissi ¢in it
amhe?'flclt}’ 'Of e an, ing from its physical duration to the hlstzncah et
v lortiilgntzrk: rglir;gce ';ghe historical testimony is fc()jlunilie;)(i1 oril nt ; Eic}}fl cal
duration. . is ] ized by reproduction,
dufa§i0na e 'forrlmi;:ystor?(; ;Sagf.oﬁirddl\jlhat 1}; reglly jeo.parc}lzed when the
ﬁi};zl;igld;rsiitrlgong is affected is t'he auc';hcfri;}; :l);f ;c;\];i }Sg]iﬁz oncept of the
One e encompzsas t h\?v}?ilfl gli?cflirse ien the age of the techqts)lsgrﬁ;}
repre an('i e OT; tt}(:e wz;k of art is the latter’s aura. The proceIis ’; ,' Zt P
rePfOC.iuC{blht'Y o'ﬁ ace extends far beyond the realm of art. o ]fes e
oo gonera l o smula that the technology of reproduc‘tzorf e aches e
e ok oo f?rom the sphere of tradition. By re?)lzcatz@g e work
fePYOd%_iced Ob]ec? . bstitutes a mass existence for a'unz.que e:czste:{z} “ :gitua-
it OUZY, . S1:oduction 1o reach the recipient in his or her : on it
lﬁ Pefﬁﬂttmglt. . rizat which is reproduced. These two pr;)cesse':che dros
D ue mphe lzesl i1 the domain of objects handed down from € is}; st
chattord uPheaVad.l{l 1 which is the reverse side of the present Cris and e
Shattim?ghofrfartiitl;l%oth processes are intimatelglrelar;;d tc; zli'fl Isriagils1 move
oot of ou Thei ent is film. The socia .
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histori i imilati e advanced po
hisﬁ()fi;ii filrgz;llc'cel;eiitrr:tli;agrr:)g(:fa‘{i:rrxefgc;; 1927, “Shakespeare, Rembrandt,
When Abe

~ Uniqueness and permanence are as
 Sttoriness and repeatability in the f
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Beethoven will make films. . . . All legends, all mythologies, and all myths,
all the founders of religions, indeed, all religions, . . . await their celluloid
resurrection, and the heroes are pressing at the gates,” he was inviting the
reader, no doubt unawares, to witness a comprehensive liquidation.$

M

Just as the entire mode of existence of buman collectives changes over long

historical periods, so too does their mode of perception. The way in which

human perception is organized—the medium in which it occurs—is condi-

tioned not only by nature but by history. The era of the migration of peo-
ples, an era which saw the rise of the late-Roman art industry and the Vi-
enna Genesis, developed not only an art different from that of antiquity but
also a different perception. The scholars of the Viennese school Riegl and
Wickhoff, resisting the weight of the classical tradition beneath which this
art had been buried, were the first to think of using such art to draw conclu-
sions about the organization of perception at the time the art was pro-
duced.” However far-reaching their insight, it was limited by the fact that
these scholars were content to highlight the formal signature which charac-

terized perception in late-Roman times. They did not attempt to show the

social upheavals manifested in these changes of perception—and perhaps
could not have hoped to do so at that time, Today, the conditions for an
analogous insight are more favorable. And if changes in the medium of
present-day perception can be understood as a decay of the aura, it is possi-
ble to demonstrate the social determinants of that decay.

The concept of the aura which was proposed above with reference to his-
torical objects can be usefully illustrated with reference t6 an aura of natu-
ral objects. We define the aura of the latter as the unique apparition of a dis-
tance, however near it may be.? To follow with the eye—while resting on a
summer afternoon—a mountain range on the horizon or a branch that casts
its shadow on the beholder is to breathe the aura of those mountains, of
that branch. In the light of this description, we can readily grasp the social
basis of the aura’s present decay. It rests on two circumstances, both linked
to the increasing significance of the masses in contemporary life. Namely:
the desire of the bresent-day masses to “get closer” to things spatially and
bumanly, and their equally passionate concern for overcoming each thing’s
uniqueness [Uberwindung des Einmaligen jeder Gegebenbeit] by assimilat-
ing it as a reproduction.’ Every day the urge grows stronger to get hold of
an object at close range in an image [Bild], or better, in a facsimile [Abbild],

a reproduction. And the reproduction [Reproduktion], as offered by illus-
trated magazines and newsreels, differs unmistakably from the image.
closely entwined in the latter as are tran-
ormer. The stripping of the veil from the
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plied to artistic production, the whole social function of art is revolution-

ized. Instead of being founded on ritual, it is based on a different practice:
politics.

\%

The reception of works of art varies in character, but in general two polar
types stand out: one accentuates the artwork’s cult value; the other, its exhi-
bition value.!S Artistic production begins with figures in the service of a cult.
One may assume that it was more important for these figures to be present
than to be seen. The elk depicted by Stone Age man on the walls of his cave
is an instrument of magic. He exhibits it to his fellow men, to be sure, but in
the main it is meant for the spirits. Cult value as such tends today, it would
seem, to keep the artwork out of sight: certain statues of gods are accessible
only to the priest in the cella; certain images of the Madonna remain cov-
ered nearly all year round; certain sculptures on medieval cathedrals are not
visible to the viewer at ground level. With the emancipation of specific artis-
tic practices from the service of ritual, the opportunities for exhibiting their
products increase. It is easier to exhibit a portrait bust that can be sent here
and there than to exhibit the statue of a divinity that has a fixed place in the
interior of a temple. A panel painting can be exhibited more easily than the
mosaic or fresco which preceded it. And although a Mass may have been no
less suited to public presentation than a symphony, the symphony came into
being at a time when the possibility of such presentation promised to be
greater.

The scope for exhibiting the work of art has increased so enormously
with the various methods of technologically reproducing it that, as hap-
pened in prehistoric times, a quantitative shift between the two poles of the
artwork has led to a qualitative transformation in its nature. Just as the
work of art in prehistoric times, through the absolute emphasis placed on
its cult value, became first and foremost an instrument of magic which only
later came to be recognized as a work of art, so today, through the absolute
emphasis placed on its exhibition value, the work of art becomes a con-
struct [Gebilde] with quite new functions. Among these, the one we are
conscious of—the artistic function—may subsequently be seen as inciden-

tal.16 This much is certain: today, photography and film are the most ser-
viceable vehicles of this new understanding.

\4

In photography, exhibition value begins to drive back cult value on all
fronts. But cult value does not give way without resistance. It falls back to a
last entrenchment: the human countenance. It is no accident that the por-




258 - 1939
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Egyptians. . . . Pictorial language has not matured, because our eyes are not
vet adapted to it. There is not yet enough respect, not enough cult, for what
it expresses.”?? Or, in the words of Séverin-Mars: “What other art has been
granted a dream . . . at once more poetic and more real? Seen in this light,
film might represent an incomparable means of expression, and only the no-
blest minds should move within its atmosphere, in the most perfect and
mysterious moments of their lives.”?® Alexandre Arnoux, for his part, con-
cludes a fantasy about the silent film with the question: “Do not all the bold
descriptions we have given amount to a definition of prayer?”2! It is instruc-
tive to see how the desire to annex film to “art” impels these theoreticians
to attribute elements of cult to film—with a striking lack of discretion. Yet
when these speculations were published, works like A Woman of Paris and
The Gold Rush had already appeared. This did not deter Abel Gance from
making the comparison with hieroglyphs, while Séverin-Mars speaks of
film as one might speak of paintings by Fra Angelico.2? It is revealing that
even today especially reactionary authors look in the same direction for the
significance of film—finding, if not actually a sacred significance, then at
least a supernatural one. In connection with Max Reinhardt’s film version
of A Midsummer Night’s Dream, Werfel comments that it was undoubtedly
the sterile copying of the external world—with its streets, interiors, railroad
stations, restaurants, automobiles, and beaches—that had prevented film up
to now from ascending to the realm of art. “Film has not yet realized its
true purpose, its real possibilities. . . . These consist in its unique ability to
use natural means to give incomparably convincing expression to the fairy-
like, the marvelous, the supernatural.”??

Vil

The artistic performance of a stage actor is directly presented to the public
by the actor in person; that of a screen actor, however, is presented through
a camera, with two consequences. The recording apparatus that brings the
film actor’s performance to the public need not respect the performance as
an integral whole. Guided by the cameraman, the camera continually
changes its position with respect to the performance. The sequence of posi-
tional views which the editor composes from the material supplied him con-
stitutes the completed film. It comprises a certain number of movements, of
various kinds and duration, which must be apprehended as such through
the camera, not to mention special camera angles, close-ups, and so on.
Hence, the performance of the actor is subjected to a series of optical tests.
This is the first consequence of the fact that the actor’s performance is pre-
sented by means of a camera. The second consequence is that the film actor
lacks the opportunity of the stage actor to adjust to the audience during his
performance, since he does not present his performance to the audience in
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opment is something else. The stage actor identifies himself with a role. The
film actor very often is denied this opportunity. His performance is by no
means a unified whole, but is assembled from many individual perfor-
mances. Apart from incidental concerns about studio rental, availability of
other actors, scenery, and so on, there are elementary necessities of the ma-
chinery that split the actor’s performance into a series of episodes capable of
being assembled. In particular, lighting and its installation require the repre-
sentation of an action—which on the screen appears as a swift, unified se-
quence~—to be filmed in a series of separate takes, which may be spread
over hours in the studio. Not to mention the more obvious effects of mon-
tage. A leap from a window, for example, can be shot in the studio as a leap
from a scaffold, while the ensuing fall may be filmed weeks later at an out-
door location. And far more paradoxical cases can easily be imagined. Let
us assume that an actor is supposed to be startled by a knock at the door. If
his reaction is not satisfactory, the director can resort to an expedient: he
could have a shot fired without warning behind the actor’s back on some
other occasion when he happens to be in the studio. The actor’s frightened
reaction at that moment could be recorded and then edited into the film.
Nothing shows more graphically that art has escaped the realm of “beauti-

ful semblance,” which for so long was regarded as the only sphere in which
it could thrive.

X

The film actor’s feeling of estrangement in the face of the apparatus, as
Pirandello describes this experience, is basically of the same kind as the es-
trangement felt before one’s appearance [Erscheinung] in a mirror. But now

. the mirror image [Bild] has become detachable from the person mirrored,

and is transportable. And where is it transported? To a site in front of the
public.?” The screen actor never for a moment ceases to be aware of this.
While he stands before the apparatus, the screen actor knows that in the
end be is confronting the public, the consumers who constitute the market.
This market, where he offers not only his labor but his entire self, his heart
and soul, is beyond his reach. During the shooting, he has as little contact
with it as would any article being made in a factory. This may contribute to
that oppression, that new anxiety which, according to Pirandello, grips the
actor before the camera. Film responds to the shriveling of the aura by
artificially building up the “personality” outside the studio. The cult of the
movie star, fostered by the money of the film industry, preserves that magic
of the personality which has long been no more than the putrid magic of its
own commodity character. So long as moviemakers’ capital sets the fashion,
as a rule the only revolutionary merit that can be ascribed to today’s cinema
is the promotion of a revolutionary criticism of traditional concepts of art.
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We do not deny that in some cases today’s films can also foster revolution-
ary criticism of social conditions, even of property relations. But the present
study is no more specifically concerned with this than is western European

film production.
It is inherent in the technology of film, as of sports, that everyone who
quasi-expert. This is obvious to

witnesses these performances does so as a

anyone who has listened to a group of newspaper boys leaning on their bi-
cycles and discussing the outcome of a bicycle race. It is no accident that
rewspaper publishers arrange races for their delivery boys. These arouse
great interest among the participants, for the winner has a chance to rise
from delivery boy to professional racer. Similarly, the newsreel offers every-
one the chance to rise from passer-by to movie extra. In this way, 2 person

might even see himself becoming part of a work of art: think of Vertov’s
Three Songs of Lenin ot Ivens’ Borinage.?s Any person today can lay claim
to being filmed. This claim can best be clarified by considering the historical

situation of literature today.
For centuries it was in the nature of literature that a small number of
writers confronted many thousands of readers. This began to change to-
ward the end of the past century. With the growth and extension of the
which constantly made new political, religious, scientific, profes-
d local journals available to readers, an increasing number of
d cases, at first—turned irnto writers. 1t began with the
«jetters to the editor” in the daily press, and has now
ere is hardly a Enropean engaged in the work pro-
cess who could not, in principle, find an opportunity to publish somewhere
or other an account of a work experience, 2 complaint, a report, oF some-
thing of the kind. Thus, the distinction between author and public is about
to lose its axiomatic character. The difference becormes functional; it may
vary from case to case. At any moment, the reader is ready t0 become a
writer. As an expert——which he has had to become in any ca
specialized work process, even if only in some minor capacity—the reader
gains access t0 authorship. In the Soviet Union, work itself is given a voice.
And the ability to describe a job in words now forms part of the expertise
needed to carry it out. Literary competence is no longer founded on special-
ized higher education but on polytechnic training, and thus is common

press,
sional, an
readers—in isolate
space set aside for
ceached a point where th

property.”?
All this can readily be applied to film, where shifts that in literature took

place over centuries have occurred in a decade. In cinematic practice—
above all, in Russia—this shift has already been partly realized. Some of the
actors taking part in Russian films are not actors in our sense but people
who portray themselves—and primarily in their own work process. In west-
ern Europe today, the capitalist exploitation of film obstructs the human be-
ing’s legitimate claim to being reproduced. Under these circumstances, the

se in a highly
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sponse.>® Thus, the same public which reacts progressively to a slapstick
comedy inevitably displays a backward attitude toward Surrealism.3

X

Film can be characterized not only in terms of man’s presentation of himself
to the camera but also in terms of his representation of his environment by
means of this apparatus. A glance at occupational psychology illustrates the
testing capacity of the equipment. Psychoanalysis illustrates it in a different
perspective. In fact, film has enriched our field of perception with methods
that can be illustrated by those of Freudian theory. Fifty years ago, a slip of
the tongue passed more or less unnoticed. Only exceptionally may such a
slip have opened a perspective on depths in a conversation which had
seemed to be proceeding on a superficial plane. Since the publication of Zur
Psychopathologie des Alltagsiebens (On the Psychopathology of Everyday
Life), things have changed.?s This book isolated and made analyzable things
which had previously floated unnoticed on the broad stream of perception.
A similar deepening of apperception throughout the entire spectrum of op-
tical—and now also auditory?*—impressions has been accomplished by
film. One is merely stating the obverse of this fact when one says that ac-
tions shown in a movie can be analyzed much more precisely and from
more points of view than those presented in a painting or on the stage. In
contrast to what obtains in painting, filmed action lends itself more readily
to analysis because it delineates situations far more precisely. In contrast to
what obtains on the stage, filmed action lends itself more readily to analysis
because it can be isolated more easily. This circumstance derives its prime
importance from the fact that it tends to foster the interpenetration of art
and science. Actually, if we think of a filmed action as neatly delineated
within a particular situation—like a flexed muscle in a body—it is difficult
to say which is more fascinating, its artistic value or its value for science.
Demonstrating that the artistic uses of photography are identical to its
scientific uses—these two dimensions having usually been separated until
now—uwill be one of the revolutionary functions of film.>
On the one hand, film furthers insight into the necessities governing our
lives by its use of close-ups, by its accentuation of hidden details in familiar
objects, and by its exploration of commonplace milieux through the inge-
nious guidance of the camera; on the other hand, it manages to assure us of
a vast and unsuspected field of action [Spielraum]. Our bars and city streets,
our offices and furnished rooms, our railroad stations and our factories
seemed to close relentlessly around us. Then came film and exploded this
prison-world with the dynamite of the split second, so that now we can set
off calmly on journeys of adventure among its far-flung debris. With the
close-up, space expands; with slow motion, movement is extended. And
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clarifies what we see indistinctly “in any
case,” but brings to light entirely new structures of matter, slow motion not
familiar aspects of movements, but discloses quite unknown as-
pects within them—aspects “which do not appear as the retarding of natu-
ral movements but have a curious gliding, floating character of their
own.”3 Clearly, it is another nature which speaks to the camera as com-
pared to the eye. «Other” above all in the sense that a space informed by
human consciousness gives way to a space informed by the unconscious.
Whereas it is a commonplace that, for example, we have some idea what is
involved in the act of walking (if only in general terms), We have no idea at
all what happens during the split second when a person actually takes a
step. We are familiar with the movement of picking up a cigarette lighter ot
a spoon, but know almost nothing of what really goes on between hand and
metal, and still less how this varies with different moods. This is where the
camera comes into play, with all its resources for swooping and rising, dis-
rupting and isolating, stretching or compressing a sequence, enlarging or re-
ducing an object. It is through the camera that we first discover the optical
anconscious, just as we discover the instinctual unconscious through psy-

choanalysis.

just as enlargement not merely

only reveals

XV

It has always been one of the primary tasks of art to create a demand whose

hour of full satisfaction has not yet come.*’ The history of every art form

has critical periods in which the particular form strains after effects which
can be easily achieved only with a changed technical standard—that is to
say, in a new art form. The excesses and crudities of art which thus result,
particularly in periods of so-called decadence, actually emerge from the
core of its richest historical energies. In recent years, Dadaism has
abounded in such barbarisms. Only now is its impulse recognizable: Dada-
ism attempted to produce with the means of painting (or literature) the ef-
fects which the public today seeks in film.

Every fundamentally new, pioneering creation of demand will overshoot
its target. Dadaism did so to the extent that it sacrificed the market values
so characteristic of film in favor of more significant aspirations——of which,
to be sure, it was unaware in the form described here. The Dadaists at-
tached much less importance to the commercial usefulness of their artworks

than to the uselessness of those works as objects of contemplative immer-

sion. They sought to achieve this uselessness not least by thorough degrada-
tion of their material. Their poems are «word-salad” containing obscene
expressions and every imaginable kind of linguistic refuse. It is not other-
wise with their paintings, on which they mounted buttons ot train tickets.

What they achieved by such means was a It

thless annihilation of the aura
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contenp ati ir;age e C, e can give himself up to his train of associations
cady changed T e e do s Nosooer b e g e s o
cady chang cannot be fis . mel, who detests the ci
anows ne dérslfr;)bfelstsdsllgn.lﬁcax}ce, though he does know somethinignzbmoiiriltd
e A o g mLuat;lon as follows: “I can no longer think What;
e e ughts have been replaced by moving images.”* In-
o e o teczilz;)tlons in the person contemplating these images is
Pl Sho s yf?ew images. This constitutes the shock effect of
el ck effects, seeks to induce heightened attention.*2 B
chnological structure, film has freed the physical sh(r;k e;}

fect—wbhich Dadaism had k ;
effect—from this wraPPing.fspt wrapped, as it were, inside the moral shock

XV

The masses a i i
The mas tod;; ae?nl:rtrﬁ from vt\)fhlch all customary behavior toward works
P ey the genatty ingiregsngw orn. Quar.m.ty has been transformed into
kind (Ojf participation. The ?acTﬁZtiiﬁﬁ::fliimf 1%;5 B et
e ode of participati -
e e cllgsli'sgﬁlzzbie.fgrﬁ should not mislead the obselzver?l;ftr Ssto?rpl)e
et e e Am}())mte hattack‘s‘ against precisely this superficial as-
ot cdiclly. What e ects 1o most b he kind of pavcsimaton which
most radica e kind of participatio i
o ;Stisoﬁt)fr.i tile rélasses. Duhamel calls the movie “5 pasfclinviahgc:)}r1
e bt Worri(r:se ucated, wretched, worn-out creatures who are
o ci.sd spectac.:le which requires no concentration
ntelligence . . . , which kindles no light in the heart and
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awakens no hope other than the ridiculous one of someday becoming a
‘star’ in Los Angeles.”** Clearly, this is in essence the ancient lament that the
masses seek distraction, whereas art demands concentration from the spec-
tator.®s Thatis a commonplace. The question remains whether it provides a
basis for the analysis of 6lm. This calls for closer examination. Distraction
and concentration [Zerstrenng wnd Sammlung) form an antithesis, which
may be formulated as follows. A person who concentrates before a work of
art is absorbed by it; he enters into the work, just as, according to legend, 2
Chinese painter entered his completed painting while beholding it.* By con-
trast, the distracted masses absorb the work of art into themselves. This is
most obvious with regard to buildings. Architecture has always offered the
prototype of an artwork that is received in a state of distraction and
through the collective. The laws of architecture’s reception are highly in-
structive.

Buildings have accompanied human existence since primeval times.
Many art forms have come into being and passed away. Tragedy begins
with the Greeks, is extinguished along with them, and is revived centuries
Jater, though only according to its «pules.” The epic, which originates in the
early days of peoples, dies out in Burope at the end of the Renaissance.

Panel painting is a creation of the Middle Ages, and nothing guarantees its
uninterrupted existence. But the human need for shelter is permanent. Ar-

chitecture has never had fallow periods. Its history is longer than that of
any other art, and its effect ought to be recognized in any attempt to ac-
count for the relationship of the masses to the work of art. Buildings are re-
ceived in a twofold manner: by use and by perception. Of, better: tactilely
and optically. Such reception cannot be understood in terms of the concen-
trated attention of a traveler before a famous building. On the tactile side,
there is no counterpart to what contemplation is on the optical side. Tactile
reception comes about not so much by way of attention as by way of habit.
The latter largely determines even the optical reception of architecture,
which spontaneously takes the form of casual noticing, rather than atten-
tive observation. Under certain circumstances, this form of reception
shaped by architecture acquires canonical value. For the tasks which face
the human apparatus of perception at bistorical turning points cannot be

y optical means—ithat is, by way of contemplation. They

performed solely b
tion—through

are mastered gmdually——taking their cue from tactile recep

habit.

Fven the distracted person can form habits. What is more, the ability to
master certain tasks in a state of distraction proves that their performance
has become habitual. The sort of distraction that is provided by art repre-
sents a covert measure of the extent to which it has become possible to per-
form new tasks of apperception. Since, MOreover, individuals are tempted

to evade such tasks, art will tackle the most difficult and most important
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tasks wher it i

e i :2':,' :;rjcjg; E)tgloblllze the masses. It does so currently in film
AR o e sort of reception which is increasingly notice—.
e e o, e o is a symptom of profound changes in apper-
e I s ];:1‘/‘8 training ground. Film, by virtue of its shock
ot borpaibosed cc)>tt: 1si f(l))rm of rc?ception. It makes cult value recede
e ; e bon y because it enicourages an evaluating attitude
e o ecause, at the movies, the evaluating attitude re-

on. The audience is an examiner, but a distracted one *

Epilogue

The increasi At
" m::;z;g proletarla(rjnzatlon of modern man and the increasing f
) are two sides of the sam : orma-
nize the ne g e process. Fascism attempt -
tions Whic}jvggepr Otlf{tarlanlzed‘masses while leaving intact the prf);e:)’orrgla
o the masses—)];’) Isltnve to abolish. It sees its salvation in granting exPress?oa-
right to changed pr(;)};leng’ aCICOUIlt grfa nting them rights.*’ The masses haVez
. rty relations; fasci ;
keepine the - s fascism seeks to give them expression i
zzeszgy ’ t%cizin§ ;:tfelatllo'n.s unf:hanged. .The logical outcome of faszz < ;flggn ;n
with its Fiibrer plo ’?Cﬂl life. The violation of the masses, whom fasci ;
dion of an a arcut t, Ofl;es to their knees, has its counter;;art in the \filgin’
| pparatus which is pressed into serving th i o
values. g the production of ritual
All effort. s »
< o ,%(V ars Z(I)l Ccizest}lzetzczze politics culminate in one point. That one poi
ments on the granodlzes}:t Waf, mikles it possible to set a goal for mass rrlzgxlrzt
. scale while preservi iti g
That is how i : preserving traditional property relati
8 oW kt)l;ef sltuatilon presents itself in political terms. IrI1> tetghnoi?oinsi
livs all of today’s ?2;111 ;teid as flollows: only war makes it possible to rr;go?:il
: ological resources whil intaini )
tions. It goes wi . ile maintaining proper B
make us ego ¢ t/:Z :'Zh:ut saying that the fascist glorification ff%vaf d;};srilst
rguments. Nevertheless, a glance at such glorification i
s

nstructive. In Marlnettl Ill‘est() 1()] t]le C()[()]ual war 1 l:(]ll()[)la we
S ma )
. .

For twenty-se i
e e e tl to.. War is beautiful because—
estfbﬁshes m,a 1r:§st§g;1fﬁl.1g megaphones, '1ts flame throwers, and light tt};illrlggs—tﬁ
amse it mangrates the 1gn over the sub]ugated machine. War is beautiful be-
e | bourates the hreamed-of .rnetalhzation of the human body. War is
chine-guns., War is beauiifesl ?)ﬂoweﬂ'ng meaflow with the fiery oxchids of ma-
seonte. and the Fragranee l; ecause it cgmbmes gunfire, barrages, cease-fires
A e oran c;1 ; putrefactlf)n into a symphony. War is beautiful bej
e adrons of aircraft. < rc 1ltectures, like those of armored tanks, geometric
qustons o A ,f%m s'of smoke from burning villages, and much more
of Futurism, . . . remember these principles of an aesthetic.
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of war, that they may illuminate .
sculpture!*?

This manifesto has the merit of clarity. The ques.tion it poses desc;rves tci
be taken up by the dialectician. To him, the aest.hetlc of rn.od'ern Vncflard age attﬁe
pears as follows: if the natural use of productive .forces is impede ee')cfi he
property system, then the increase in technological rr;le'ar.xs,fm s‘fm V,Var
sources of energy will press toward an unnatural use. T is is foun ) mai
and the destruction caused by war furnishes proof that soc1et1y was noS na-
ture enough to make technology its organ, that tefchno. ogy Tv;z o
sufficiently developed to master the elemental fprces o ;oc(:il.ety. he most
horrifying features of imperialist war are deterrmned l?y the discrep o Iylf b
tween the enormous means of production and their madequa;e Es in the
process of production (in other wor.d.s, by unemployment ;n 11(:) e a;zhkh
markets). Imperialist war is an uprising on the part of telzc mt) fzjlljsociety
demands repayment in “human material _for tke natural mater society
bas denied it. Instead of draining rivers, soclety dlregts a hum‘andstrea o into
a bed of trenches; instead of dropping seeds f;om airplanes, it ropse;rrl1 e
diary bombs over cities; and in gas warfare it has found a new m

ishi ura. .
abggisftl nfrtsh-e;ereat mundus,”# says fascism, expecting from lzva;é ;s
Marinetti admits, the artistic gratification of a sense perceptllc)m a I_eIr man}i
technology. This is evidently the consummation of Part pom'1 ?::n fgr o
kind, which once, in Homer, was an object of contempla

Olympian gods, has now become one for itself. Its self-alienation has

. . . s eme
reached the point where it can experience its OWIl annihilation as a supr

aesthetic pleasure. Such is the aestheticizing of politics, as practiced by fas-
cism. Conmunism replies by politicizing art.

blished in this form in Benjamin’s life-
lated by Harry Zohn and Edmund

.. your struggles for a new poetry and a new

Written spring 1936-March or April 1939; unpu
time. Gesammelte Schriften, I, 471-508. Trans

Jephcott.

Notes

Benjamin began work on this versior_l Qf “Das Kunstwe}lrlchln% Zeclltlaért; ST;?;;
technischen Reproduzierbarkeit” in Paris, in connection with the Fegical e e
of the essay in early 1936, intending to publish it in a German perhlot be.co o by
numerous modifications over the next two years, be:fore allqwmg itto & asplate Y
Gretel Adorno. It was this significantly revised version—which Beri]aném’ say—that
1939, could still regard as a work in progress, rather than a c‘ong ;;e'ne]s?. en}{amin’s
served as source for the first publication of the German text in i j

Schriften.

1. The German political philosopher Karl Marx (1818-1883) analyzed the capital-
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ist mode of production in his most famous and influential work, Das Kapital
(3 vols., 1867, 1885, 1895), which was carried to completion by his collaborator
Friedrich Engels (1820-1895). The translation of Benjamin’s epigraph is from
Paul Valéry, “The Conquest of Ubiquity,” in Aesthetics, trans. Ralph Manheim
(New York: Pantheon, 1964), p. 225. Valéry (1871-1945), French man of letters,
is the author of books of verse, such as Charmes (1922), and prose writings, such
as Soirée avec M. Teste (1895) and Analecta (1927).

2. Paul Valéry, Piéces sur Part (Paris), p. 105 (“La Conquéte de 'ubiquité”).
[Benjamin’s note. In English in Aesthetics, p. 226. Benjamin made use of the
third, augmented edition of Piéces sur P'art, published in January 1936.—Trans.]

3. Of course, the history of a work of art encompasses more than this. The history
of the Mona Lisa, for instance, encompasses the kinds and number of copies
made of it in the seventeenth, eighteenth, and nineteenth centuries. [Benjamin’s
note. The Mona Lisa (La Gioconda) was painted in 1503-1506 by the Floren-
tine artist and scientist Leonardo da Vinci (1452-1519). It now hangs in the
Louvre.—Trans.]

4, Precisely because authenticity is not reproducible, the intensive penetration of
certain (technological) processes of reproduction was instrumental in differenti-
ating and gradating authenticity. To develop such differentiations was an impor-
tant function of the trade in works of art. Such trade had a manifest interest in
distinguishing among various prints of a woodblock engraving (those before and
those after inscription), of a copperplate engraving, and so on. The invention of
the woodcut may be said to have struck at the root of the quality of authenticity
even before its late flowering. To be sure, a medieval picture of the Madonna at

the time it was created could not yet be said to be “authentic.” It became “aun-
thentic” only during the succeeding centuries, and perhaps most strikingly so
during the nineteenth. [Benjamin’s note]

S. The poorest provincial staging of Goethe’s Faust is superior to a film of Faust, in
that, ideally, it competes with the first performance at Weimar. The viewer in
front of a movie screen derives no benefit from recalling bits of tradition which
might come to mind in front of a stage—for instance, that the character of
Mephisto is based on Goethe’s friend Johann Heinrich Merck, and the like,
[Benjamin’s note. The first performance of Parts I and I of Goethe’s Faust took
place in Weimar in 1876. Johann Heinrich Merck (1741-1791), a German
writer, critic, and translator, as well as a professional pharmacist, helped found
the periodical Frankfurter gelehrte Anzeigen (1722), in which some of Goethe’s
earliest pieces were published. For his portrait of Mephisto in Faust, Goethe
drew on certain personality traits of this friend of his youth (who later commit-
ted suicide)—namely, his cool analytic mind, his unconstrained love of mockery
and derision, and his destructive, nihilistic view of human affairs.—Trans.]

6. Abel Gance, “Le Temps de 'image est venue!” (It Is Time for the Image!), in
Léon Pierre-Quint, Germaine Dulac, Lionel Landry, and Abel Gance, L’Art
cinématographique, vol. 2 (Paris, 1927), pp. 94-96. [Benjamin’s note. Gance
(1889-1981) was a leading French film director, whose epic films J’Accuse
(1919), La Roue (1922), and Napoléon (1927) made innovative use of such de-
vices as superimposition, rapid intercutting, and split screen.—Trans.]

7. Alois Riegl (1858-1905) was an Austrian art historian who argued that different
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i istori hs.
i as expressions of different h1§tor1cal epoc :
fOfH}al l'?rder:}rigi gﬁ .;tritlf:cgz;%e(}mndligungen u einer Geschzci;t;;)ie;n(jrgc:e
321;;]: (eQ?;stions of Style: Towardda };ist(;ry Oi %r;:;:x:;;;_éngarn 900,
; j »n Funden 1
SPiitrb'rmsch; ngzf;":z;iisstlgteeg “lf,},} Rilf Winks as Late Roman z;\gts gf;igéz;r)y
o 13“‘3‘. " Bretschneider Editore, 1985). Franz. chkhoff.( B e ;
O GlOfgIO £t historian, is the author of Die Wiener Gen.eszs (The s
e e o) 2 tudy of the sumptuously illuminated, ear‘ly smth:ceniu{ybt;t .
Genes(;sf;ttzzlfiﬁli:zl bo};k of Genesis preserved in the Austrian National Library
copy

in Vienna. - '
3. “Hinmalige Erscheinung einé
means “air,” “breath.”

9. Getting closer {in terms of human interest) he masses Iy s e
. ne’s social function removed from the field of vision.
o

inti con at the breakfast table
iti today, when painting a famous surge . able
: Pgr;f.al?sxtnﬁf gepi?:ts his social function more precisely than a pi;lrgt;r c;ofes—
seventee ?h czx;tury who showed the viewer doctors rfepn?se’ntmg ThePDutch
s?vznf: I;{embrandt did in his Anatomy Lesso761. 1[12?;])am1r'1 st er;ot%.?e o
e iin (1606— painf
i Rembrandt van Rijn ({ ( The Anatont
%alnf)e; Zr;dDe:C};\??colZes Tulp in 1632. It hangs in the Mauritshuis in the
ess . |
Flague - T Exotische Novellen, trans. Julia
jamin i oting Johannes V. Jensen, o - Ju
o }Is(en]a:lu&elrslircllzus. Figcher, 1919), pp. 41-42. ]ense:n (18713: 1?51:?11:&1;51:1944. ish
OP}Z;' et. and essayist who won the Nobel Prize for Litera O ions
Egesilsits,}f)i(; I\’/Iarseilles » in Benjamin, Selected Writings, Volume 2:
a; b4

(Cambridge, Mass.: Harvard Univergaty Press, .1?99),fp. g;:;nce o wever near
definition of the aura as the “unique apparition of 2 ,1 g
H The ; mf)lo ats nothing more than a formulation qf the calt va the
ey r_epretsee ories of spatiotemporal perception. Distance is the o}g:pk())m
wark of e 1{};3 e%sentially distant is the unapproachable. Unapprozu:1 a at}é
(')f f‘eg;ggsz pririxary quality of the cult image; true to its nature;tl'xgeaicrlll Er;rrr; lgt X
in . 2 re
1rsfe’ma'ms <‘,distant, .however near it may be.” The nearness ;2: in }17t B on
substance [Materie

i i ? ura
¢+ Ferne, so nah sie sein mag. In Greek, 4

to the masses may involve having

] does not impair the distance it ret
S inting i i impressions of
E?englané;tent tha]\t the cult value of a painting 18 seculanzeq, the ’lsﬂifn o tom,
2 O; eclarnental uniqueness become less distinct. In the \?eyver e
lttlj :1121 ueness of the phenomena holding sway in the cu (; 1$a% o e
) e d?s laced by the empirical uniqueness of the artis c of R iy ol
m(;lr'evemgnt To be sure, never completely so—‘—tlt.le con.ceplt ci B e
ifa;ls transce.nds that of proper attribution. (Tl;lls Es P;;f'n:u a{i ZV hf,pthmugh e
i me traits of the fetishist an R

who always displays some | . o ot
Conec:;(s)irc;n of the artwork, shares in 1ts cultic power.).Ne;;erthellss;1 t,i e o
p(f)ssuthenticity still functions as a determining factor in tle evzf\ue g

Zrtabecomes secularized, authenticity displaces the cult va
[Benjamin’s note]
13. Stéphane Mallarmé

(1842-1898), French poet, translator, and editor, was an
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originator and leader of the Symbolist movement, which sought an incantatory
language cut off from all referential function. Among his works are L'Apres-
Midi d’un faune (Afternoon of a Faun; 1876) and Vers et prose (Poetry and
Prose; 1893).

14. In film, the technological reproducibility of the product is not an externally im-

posed condition of its mass dissemination, as it is, say, in literature or painting.
The technological reproducibility of films is based directly on the technology of
their production. This not only makes possible the mass dissemination of films
in the most direct way, but actually enforces it, It does so because the process of
producing a film is so costly that an individual who could afford to buy a paint-
ing, for example, could not afford to buy a [master print of a] film, It was calcu-
lated in 1927 that, in order to make a profit, a major film needed to reach an
audience of nine million. Of course, the advent of sound film [in that year] ini-
tially caused a movement in the opposite direction: its audience was restricted
by language boundaries. And that coincided with the emphasis placed on na-
tional interests by fascism. But it is less important to note this setback (which in
any case was mitigated by dubbing) than to observe its connection with fascism.
The simultaneity of the two phenomena results from the economic crisis. The
same disorders which led, in the world at large, to an attempt to maintain exist-
ing property relations by brute force induced film capital, under the threat of
crisis, to speed up the development of sound film. Its introduction brought tem-
porary relief, not only because sound film attracted the masses back into the
cinema but because it consolidated new capital from the electricity industry
with that of film. Thus, considered from the outside, sound film promoted na-
tional interests; but seen from the inside, it helped internationalize film produc-
tion even more than before. [Benjamin’s note. By “the economic crisis,”
Benjamin refers to the devastating consequences, in the United States and Eu-
rope, of the stock market crash of October 1929.]

15. This polarity cannot come into its own in the aesthetics of Idealism, which con-
ceives of beauty as something fundamentally undivided (and thus excludes any-
thing polarized). Nonetheless, in Hegel this polarity announces itself as clearly
as possible within the limits of Idealism. We quote from his Vorlesungen zur
Philosophie der Geschichte [Lectures on the Philosophy of History]: “Images
were known of old. In those early days, piety required them for worship, but it
could do without beautiful images. Such images might even be disturbing. In ev-
ery beautiful image, there is also something external—although, insofar as the
image is beautiful, its spirit still speaks to the human being. But religious wor-
ship, being no more than a spiritless torpor of the soul, is directed at a thing. . ..
Fine art arose . . . in the church . . . , though art has now gone beyond the eccle-
siastical principle.” Likewise, the following passage from the Vorlesungen iiber
die Astbetik [Lectures on Aesthetics] indicates that Hegel sensed a problem
here: “We are beyond the stage of venerating works of art as divine and as ob-
jects deserving our worship. Today the impression they produce is of a more
reflective kind, and the emotions they arouse require a more stringent test.” The
transition from the first kind of artistic reception to the second defines the his-
tory of artistic reception in general. Moreover, a certain oscillation between
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Thirties, was considerably i
. ﬂ 3 '
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(18842973) g);?tse dat }?:;iil;tf playw{v;ight, film critic, and screenvx;riter OII-II};
journal Pour Vous (1928-192 :
screenplay for Maldone (1927), a silent film directed b e )Wf'Ote fhe
et ed by Jean Grémillon.—
22. A W j jami
publ;;rz:rai{i 1;?;;15 (Benjamin refers to this film by its French title, L’Opini
B o oh el.Gold Ru.sh were written and directed in 1923 aI;d 19527”0"
spect act(})r,r Vzh arlie Chaplin (Charles Spencer Chaplin; 1889-1977), Lo (i o
born 2 vaudevicﬁ was on stage from the age of five. He came to the Uni,ted rSlt Otn—
with a vauderd eactin 1910{ and made his motion picture debut there in 19a1ZS
ven ﬁ]m}s’ %2V1ng. worldwide renown as a comedian. He was the dir J’f
uch | (19;’12) ae j(liél921), The‘ Circus (1928), City Lights (1931) Ji/it)cz);eo
i (1§Z9n i Qreat Dictator (1940). See Benjamin’s shc;rt aern
- cpapline (1 G.) and .thlefs Diminished Masculinity” (1934) in Vohlljrlr?;eZS
of this e 133.7_ fg;annl da Fiesole, known as Fra Angelico (real name, Guid
i ;tues A $) was an Italian Dominican friar, celebrated for };is can.
gelic” virtue: (; uasnwoar lfsamtell; .mfthe early Renaissance Florentine style Amc::llllg:,
are hi i i .
) ;auy e attimde.s rescoes at Orvieto, which reflect a characteristi-
. Franz Werfel, “Ein Sommernach i
A ‘ tstraum: Ein Film von Shak i
izizlt,w ilfizite(sl ggnf; 4]ournal, cited in Lu, November 1.’? i;%e; fe[BUer;leaRélfi'
e. -1945) was a Czech-born ist, I a5,
‘ 45) poet, novelist, and i
sociated with Expressionism. He emigrated to the Unit,eZnStgiZ“i,f: gil;:(;_
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Among his works are :
1jed von Bernadette
Maximilian Goldmar; 1873-1943)

ducer and director

most significant influence on
directors and actor:
direct film activity was
can movie A Midsummer
liam Dieterle.—Trans.} .
24, “Film... provides——-or'could provid
actions. . . . Character 1s neve

the persons repres
dom is its main re

Der Abituriententag (The Class Reunion; 1928) and Das

inhardt (born
f Bernadette; 1941). Max Rein
e a1543 was Gerrna’ny’s most important stage pro-

during the fisst third of the twentieth century and the single

ented never supp

¢ used as a source of motivation; ife of
lies the principal cause of the plot and 8

” ht, “Der Dr .
S el ;he testable which the filming apparatus

p. 268). The expansion of the field of
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tions. Thus, vocational aptitude tests

i ntal performances ‘
matters in these tests are segme p 5 o e i ore e et ox

of a film and the yocational aptitude

perts. The director in the stu

aminer during apt

Volume 3 of this edition.—Trans.]

25. Luigi Pirandello, Si Gi.m,
I2Art cinématographique,

test are b

:ted in Léon Pierre-Quint, :
Cltfrccl)lanCo;p. 14-15. [Benjamin’s note. Pirandello

(1867-1936) was an Ttalian playwright and no

successes on the stage t
known for his plays
of an Author; 1921)

26. Rudolf Arnheim,

certain apparently incidenta

tices on the stage

seeking the forty
these actors was
resemblances of

Schultz, “Le Macéu)i
1929}, pp. 65-66. es.
infrec]lugrlx)ﬂy functions as actor. At any rafe, itis no

i les at random :
Rather B e < examﬁy revealing case. A clock that is

a role to a prop

number available,

running will alw:

its role of measuring tume.

ays

conflict with theatrical time. In view

appropriate—ca
ture, more than

n readily make use

many others, makes it clear

each and every prop in 2 fitm may perform

Sei personaggi in
and Enrico IV (H
Film als Kunst (Berlin, 1932), pp-
{ details of film
take on added interest. Fo
i as in Dreyer’s

o WIthO:Stgizk;‘gi’ constitutey the Inquisitors’
like hunting for rare p
age, build, and phys

let us take just one especia
be a disturbance on the stage,
Even in a naturalistic p

i orld famous in the 192 .
b e ::rca Fautore (Six Characters 10 Search

enry IV; 1922).—Trans.]

i i e
the classic German silent cinema, many oflyvh;lsis
s trained under him at the Deutsches Theater 1n Berlin.

imi | early Germa - ' :
hmll\tfj":btt?ssgjzin (1935), which he codirected with Wil-

a silents and to the Ameri-

e—useful insight into the details of human

the inner life of

eigroschenprozess,” Versuche,

he extraordinary expansion of the
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of the individual. The final cut

dio occupies a position identical to that of the ex-

jami ¢ resting is treated at
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greater length in the second version of the Work of Ar y
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«Sjgnification du cinéma,
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0s. He is best

176-177. In this context,

directing which diverge from prac-
¢ example, the attempt to let the ac-
Jeanne d’Arc. Dreyer spent months
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but a step to Pudovkin’s principle, which states that “to connect the perfor-
mance of an actor with an object, and to build that performance around the ob-
ject, . .. is always one of the most powerful methods of cinematic construction”
(V. L. Pudovkin, Film Regie und Filmmanuskript [Film Direction and the Film
Script] (Berlin, 1928), p. 126). Film is thus the first artistic medium which is
able to show how matter plays havoc with human beings [wie die Materie dem
Menschen mitspielt]. It follows that films can be an excellent means of material-
ist exposition. [Benjamin’s note. See, in English, Rudolf Arnheim, Film as Art
(Berkeley: University of California Press, 1957), p. 138. Arnheim (1904- ),
German-born Gestalt psychologist and critic, wrote on film, literature, and art
for various Berlin newspapers and magazines from the mid-1920s until 1933.
He came to the United States in 1940 and taught at Sarah Lawrence, the New
School for Social Research, Harvard, and the University of Michigan. Besides
his work on film theory, his publications include Ar¢ and Visual Perception
(1954), Picasso’s Guernica (1962), and Visual Thinking (1969). La Passion de
Jeanne d’Arc, directed by Carl Theodor Dreyer, was released in 1928. Dreyer
(1889-1968), Danish director-writer and film critic, is known for the exacting,
expressive design of his films, his subtle camera movement, and his concentra-
tion on the physiognomy and inner psychology of his characters. Among his
best-known works are Vampyr (1931), Vredens Dag (Day of Wrath; 1943) and
Ordet (1955). Vsevolod I. Pudovkin (1893~1953), one of the masters of Soviet
silent cinema, wrote and directed films—such as Mother (1926), The End of St.
Petersburg (1927), and Storm over Asia (1928)—that showed the evolution of
individualized yet typical characters in a social environment. He also published
books on film technique and film acting.—Trans.]

27. The change noted here in the mode of exhibition—a change brought about by
reproduction technology—is also noticeable in politics. The present crisis of the
bourgeois democracies involves a crisis in the conditions governing the public
presentation of leaders. Democracies exhibit the leader directly, in person, be-
fore elected representatives. The parliament is his public. But innovations in re-
cording equipment now enable the speaker to be heard by an unlimited number *
of people while he is speaking, and to be seen by an unlimited number shortly
afterward. This means that priority is given to presenting the politician before
the recording equipment. Parliaments are becoming depopulated at the same
time as theaters, Radio and film are changing not only the function of the pro-
fessional actor but, equally, the function of those who, like the leaders, present
themselves before these media. The direction of this change is the same for the
film actor and for the leader, regardless of their different tasks. It tends toward
the exhibition of controllable, transferable skills under certain social condi-
tions. This results in a new form of selection—selection before an apparatus—

from which the star and the dictator emerge as victors. [Benjamin’s note. In his
revision, Benjamin toned down the anticapitalist tenor of this paragraph from
section X. Compare the corresponding passage in section XII of the second ver-
sion of the essay, in Benjamin, Selected Writings, Volume 3: 1935-1938, p. 113;
see also pp. 114-115 for a passage Benjamin cut from the end of section XIII of
the second version, corresponding to the end of section X of the third.—Trans.]
28. Three Songs of Lenin, directed by the Russian filmmaker Dziga Vertov, was re-
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leased in 1934. Vertov (born Denis Arkadyevich Kaufman; 1896—1954'), one of
the most important experimenters in the history of film, expf)unqed his theory
of the “kino-eye” (by which photographed fragments of da.uly hfe‘ are recom-
posed within a thematically organized cinematic discourse} in a series of marni-
festos published in the early 1920s and in such films as Man with a Movie szm-
era (1929) and Three Songs of Lenin. Borinage (1933), a film about a bitter
miners’ strike in Belgium, was directed by the Dutch documentary f%lmrr.laker
Joris Ivens (born Georg Henri Ivens; 1898-1989), whose work is distinguished
by the fluid rhythms of his imagery. . ‘ . 1
The privileged character of the respective techmques. is lost. Aldous Huxley
writes: “Advances in technology have led . . . to vulgarity. . . . Process lrepr'oduc—
tion and the rotary press have made possible the indeﬁni'te multiplication of
writing and pictures. Universal education and relatively high wages have cre-
ated an enormous public who know how to read and can affc?rd to b}lY reading
and pictorial matter. A great industry has been cal‘led into existence in order to
supply these commodities. Now, artistic talent is a very rare phenomenon;
whence it follows . . . that, at every epoch and in all countries, most art has been
bad. But the proportion of trash in the total artistic output is greater now than
at any other period. That it must be so is a matter of simple arltbmetlc. The
population of Western Europe has a little more than doubl.ed during the last
century. But the amount of reading—and seeing—matter has 1.ncreased, 1should
imagine, at least fwenty and possibly fifty or evena hu.ndred times. If there were
4 men of talent in a population of x millions, there will presumably be 27 men
of talent among 2x millions. The situation may be summed up thus. For every
page of print and pictures published a century ago, twenty or perhaps Tze‘n a
hundred pages are published today. But for every man of talent then living,
there are now only two men of talent. It may be of course that, thanks to uni-
versal education, many potential talents which in the past would have been still-
botn are now enabled to realize themselves. Let us assume, thel?, that thel.'e are
now three or even four men of talent to every one of earlier times. It still re-
mains true to say that the consumption of reading—and seeing—matter hgs far
outstripped the natural production of gifted writers and draftsmt?n. 1t is the
same with hearing-matter. Prosperity, the gramophone and ?he radio have cre-
ated an audience of hearers who consume an amount of hearing-matter that has
increased out of all proportion to the increase of population and thfa consequent
natural increase of talented musicians. It follows from all this that in all th‘e arts
the output of trash is both absolutely and relatively greater than it was in the
past; and that it must remain greater for just so long as the Wor_ld continues to
consume the present inordinate quantities of reading-matter, seemg—matt)er, and
hearing-matter.” (Aldous Huxley, Beyond the Mexique Bay: A Traz/.eller‘s ]our'—
nal [1934; rpt. London, 1949], pp. 274ff.} This mode of observation is ob'\u}-1
ously not progressive. [Benjamin’s note. Aldous Huxley (1824—1963), Engh§
novelist and critic, was the author of Antic Hay (1923), Point Counter Point
(1928), Brave New World (1932), Eyeless in Gaza (1.936), a1.1d ot}.)er works.
Benjamin quotes the passage above in a French translation published in 1935.—

Trans.]

30. Benjamin alludes here to Heinrich von Ofterdingen, an unfinished novel by the

31.

32.

33.

34.

35.

36.
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German Romantic writer Novalis (Friedrich, Freiherr von Hardenberg; 1772~
1801) first published in 1802, Von Ofterdingen is a medieval poet in search of
the mysterious Blue Flower, which bears the face of his unknown beloved. See
Benjamin’s “Dream Kitsch,” in Benjamin, Selected Writings, vol. 2, p. 3.
The boldness of the cameraman is indeed comparable to that of the surgeon.
Luc Durtain lists, among the manual procedures that count as technical feats,
those “which are required in surgery in the case of certain difficult operations. 1
could cite as an example a case from otorhinolaryngology, . . . the so-called
endonasal perspective procedure; or I could mention the acrobatic tricks of lar-
ynx surgery, which have to be performed with the aid of a reverse-image pro-
vided by the laryngoscope. I might also speak of ear surgery, which is analogous
to the precision work of watchmakers. What a range of extremely subtle mus-
cular acrobatics is required from the person who wants to repair or save the hu-
man body! We have only to think of the couching of a cataract, where there is
virtually a duel between steel and nearly fluid tissue, or of major abdominal op-
erations {laparotomy).” Luc Durtain, “La Technique et ’homme,” Vendredi, 19
{March 13, 1936). [Benjamin’s note. Luc Durtain (born André Nepveu; 1881~
1959), French writer, was the author of L’Autre Europe: Moscou et sa foi (The
Other Europe: Moscow and Its Faith; 1927), La Guerre n’existe pas (The War
Doesn’t Exist; 1939), and other works of prose and poetry.—Trans.]
Pablo Picasso (1881-1973), Spanish-born painter, sculptor, printmaker,
ceramicist, and stage designer, was one of the creators of Cubism (see note 43
below) and the best-known and most influential artist of the twentieth century.
On Chaplin, see note 22 above.
This mode of observation may seem crude [plump]; but as the great theoretician
Leonardo has shown, crude modes of observation may at times prove useful.
Leonardo compares painting and music as follows: “Painting is superior to mu-
sic because, unlike unfortunate music, it does not have to die as soon as it is
born. . . . Music, which is consumed in the very act of its birth, is inferior to
painting, which the use of varnish has rendered eternal.” Leonardo da Vinci,
Frammenti letterari e filosofici (Literary and Philosophical Fragments), cited in
Fernand Baldensperger, “Le Raffermissement des techniques dans la littérature
occidentale de 18407 [The Strengthening of Techniques in Western Literature
around 1840], Revue de Littérature Comparée, 15-16 (Paris, 1935): 79, note 1.
[Benjamin’s note. On Leonardo, see note 3 above.—Trans.]
Surrealism was an influential movement in art, literature, and film which
flourished in Europe between World Wars I and IL. Rooted most immediately in
the ideas of the Dadaists (see note 39 below), it represented a protest against the
rationalism that had guided European culture and politics in the past; it sought
a reunification of conscious and unconscious realms of experience, such that the
world of dream and fantasy would merge with the everyday world in “a
surreality.” See Benjamin’s essays “Dream Kitsch” (1927) and “Surrealism”
(1929) in Volume 2 of this edition.
The Austrian neurologist and founder of psychoanalysis, Sigmund Freud
(1856-1939), published Zur Psychopathologie des Alltagslebens in 1901,
The sound era in motion pictures effectively began in 1927, the year of The Jazz
singer (with Al Jolson) and the talkie revolution.
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38.
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. e oA
Renaissance painting offers a reve.ahn.g apalogy tg this jlt;itgct)rlzaglg :t;(; i rﬁ "
rable development of this art and its mgmﬁcanc? epended 1 e o e

“ 1 of various new sciences, Or at least various new scien . Renale
e paint made use of anatomy and perspective, of mathematics,
e pla mtlnagnd chromatology. Valéry writes: “What coul.d be fl?rtber from us
I?leteiio (;%I}ll,azing ambition of a Leonardo, who, cor}si.derlng P.amtﬁl% ?s raos;——
;rzrrile eend, a supreme display of knowledge, a.nd dec1dm% tl}at 1;1 (c)ze ij epc:h om

isci did not hesitate to embark on a universal analysis w ose dep »
e toion lea whelmed?” Paul Valéry, “ Autour de Corot,” In P,z,e?es gz
Part, p. 191. [Benjamin’s note. See, in Engllish, Valéry,. “Abou% giovr;ts,i tylrll)reses ’

,M t, Morisot, trans. David Paul (Princeton: Princeton oy Do
ﬁl;séO) 63181,52 On Valéry, see note 1 above. On Leonardo, see note 5 above

, p. 152.

! jamin’ ish in
I{fggl}? Arnheim, Fibm als Kunst, p. 138. [Ben]amm ] r;c;ts:bir‘te.}ilgimns.]
Arnheim, Film as Art, pp. 116-117. On Arnheim, see flotef AT
“The art;vork,” writes André B(rietog, ‘:ihas val\}lf (;:;}1’}7 dl;f:l ;;e::lis e s
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a;l: (whichywere no longer motionless) were received by an assem E'lciustereo_
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Hannover, and Paris, recruiting many notable artists, writers, and performers
whose strove to shock their andiences at public gatherings. Dadaism began to
lose steam after 1922, and the energies of the group turned toward Surrealism.
On Chaplin, see note 22 above. Thomas Alva Edison (1847-1931) patented
more than a thousand inventions over a sixty-year period, including the micro-
phone, the phonograph, the incandescent electric lamp, and the alkaline storage
battery. He supervised the invention of the Kinetoscope in 1891; this boxlike
peep-show machine allowed individuals to view moving pictures on a film loop
running on spools between an electric lamp and a shutter. He built the first film
studio, the Black Maria, in 1893, and later founded his own company for the
production of projected films. On the Kaiserpanorama, see the section bearing

that name in Berlin Childhood around 1900, in Volume 3 of this edition.—
Trans.]

40. The theological archetype of this contemplation is the awareness of being alone

with one’s God. Such awareness, in the heyday of the bourgeoisie, fostered a
readiness to shake off clerical tutelage. During the decline of the bourgeoisie,
this same awareness had to take into account the hidden tendency to remove
from public affairs those forces which the individual puts to work in his com-
munion with God. [Benjamin’s note. Hans Arp (1887~1966), Alsatian painter,
sculptor, and poet, was a founder of the Zurich Dada group in 1916 and a col-
laborator with the Surrealists for a time after 1925. August Stramm (1874-
1915) was an early Expressionist poet and dramatist, a member of the circle of
artists gathered around the journal Der Sturm in Berlin. André Derain (1880-
1954), French painter, was a leader of the Postimpressionist school and, later,
one of the Fauvists. Rainer Maria Rilke (1875-1926), Austro-German writer
born in Prague, was one of the great lyric poets in the German language. His

Duineser Elegien (Duino Elegies) and Sonette an Orpheus (Sonnets to Orpheus)
were published in 1923.—Trans.]

41. Georges Duhamel, Scénes de la vie future, 2nd ed. (Paris, 1930), p. 52.

[Benjamin’s note. Georges Duhamel (1884-1966), a physician who served as a
frontline surgeon during World War I, published novels, poetry, plays, and criti-
cism in which he sought to preserve what he thought was best in civilization

and to encourage individual freedom in an age of growing standardization.—
Trans.]

42. Film is the art form corresponding to the increased threat to life that faces peo-

ple today. Humanity’s need to expose itself to shock effects represents an adap-
tation to the dangers threatening it. Film corresponds to profound changes in
the apparatus of apperception—changes that are experienced on the scale of
private existence by each passerby in big-city traffic, and on a historical scale by
every present-day citizen. [Benjamin’s note. “Attention,” in the text, translates
Geistesgegemwart, which also means “presence of mind.” A more literal trans-

lation of the phrase in question is: “seeks to be buffered by intensified presence
of mind.”—Trans.}

43. Film proves useful in illuminating Cubism and Futurism, as well as Dadaism.

Both appear as deficient attempts on the part of art to take into account the per-
vasive interpenetration of reality by the apparatus [Durchdringung der
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Wirklichkeit mit der Apparatur]. Unlike film, these schools did not try to use
the apparatus as such for the artistic representation of reality, but aimed at 2
sort of alloy of represented reality and represented apparatus. In Cubism, a pre-
monition of the structure of this apparatus, which is based on optics, plays a
dominant part; in Futurism, it is the premonition of the effects of the appara-
tus—effects which are brought out by the rapid coursing of the band of film.
[Benjamin’s note. Cubism, 2 movement in painting and sculpture that arose in
Paris in the years 19071914, reduced and fragmented natural forms into ab-
stract, often geometric structures, sometimes showing several sides of an object
simultaneously. Futurism was an artistic movement originating in Italy in 1911
(see note 48 below) whose aim was to oppose traditionalism and to express the
dynamic and violent quality of contemporary life, especially as embodied in the
motion and force of modern machinery and modern warfare.—Trans.]
Duhamel, Scénes de la vie future, p. 58. [Benjamin’s note. On Duhamel, see note
41 above.—Trans.}

On the notion of a “reception in distraction” (Rezeption in der Zerstrewung),
compare “Theater and Radio” (1932) and “The Author as Producer” (1934),
in Benjamin, Selected Writings, vol. 2, pp. 583-586 and 768-782, respectively;
and “Theory of Distraction” (1936), in Benjamin, Selected Writings, vol. 3, Pp-
141-142. Zerstreuung also means “entertainment.”

Benjamin relates the legend of the Chinese painter in the carlier version of “The
Mummerehlen,” a section of Berlin Childhood around 1900 (included in Vol-
ume 3 of this edition).

A technological factor is important here, especially with regard to the newsteel,
whose significance for propaganda purposes can hardly be overstated. Mass re-
production is especially favored by the reproduction of the masses. In great cer-
emonial processions, giant rallies, and mass sporting events, and in war, all of
which are now fed into the camera, the masses come face to face with them-
selves. This process, whose significance need not be emphasized, is closely
bound up with the development of reproduction and recording technologies. In
general, mass movements are more clearly apprehended by the camera thar by
the eye. A bird’s-eye view best captures assemblies of hundreds of thousands.
And even when this perspective is no less accessible to the human eye than to
the camera, the image formed by the eye cannot be enlarged in the same way as
a photograph. This is to say that mass movements, including war, are a form of
human behavior especially suited to the camera. [Benjamin’s note]

Cited in La Stampa Torino. [Benjamin’s note. The German editors of Ben-

jamin’s Gesammelte Schriften argue that this passage is more likely to have been -

excerpted from a French newspaper than from the Ttalian newspaper cited here.
TFuturism (see note 43 above) was founded by the Italian writer Emilio Filippo
Tomaso Marinetti (1 876-1944), whose “Manifeste de Futurisme,” published in
the Paris newspaper Le Figaro in 1909, called for a revolutionary art and total
freedom of expression. Marinetti’s ideas had a powerful influence in Italy and in
Russia, though he himself, after serving as an officer in World War I, went on to
join the Fascist party in 1919 and to become an enthusiastic supporter of Mus-
solini. Among his other works are a volume of poems, Guerra sola igiene del

49,
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mundo (W .

Futuric m(o :rFttZil:isgl;b(llggyf)le::h o{l the World; 1915) and a political essay.
. H . 3

sion of Futurism~—Trans.] » which argues that Fascism is the natural exten-

€« Let t . -

SiXteeaxfthf}::rf:f}rl ;In(i the world pass away.” This is a play on the motto of th

mundus” (<L y Holy Roman emperor Ferdinand I: “Fiat iustiti :

(“Let justice be done and the world pass away”) ia et pereat




