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CHAPTER I

INTRODUCTION

The brash poet, Filippo Tommaso Marinetti (1876-1944) first

announced the Futurist movement in his Manifeste de futurisme in

Le Figaro, published in Paris on February 20, 19099 ‘It was a vio-
1ént‘revolt against the imitative sentimentalism of the arts in Italy,
a blast af the "culi of the past" and an opening wedge for a new
aesthetic theory to evolve as an expression of the radical changes

1n-science;1

During the latter part of the nineteenth century new concepts of
the physical world came from research, experimentation and analysis in
the laboratories of Europe, New sources of energy included electricity
which produced industrial changes in communication and transportation,
and one result was an acceleration of the tempo of life, Among the men
most responsive to these developments were the philosopher, Henri
Bergson, professor at the Coliége de France, and Marinetti, a student
who admired Bergson's theories of intuition and vitalism, Mainly from
the metaphysics of Nietzsche and Bergson, Marinetti and the Futurists--
Umberto Boccioni, Caxrlo Carré, Luigi Russole, Gino Severini, Giacomo
Balla and Antonio Sant'Elia--were to develop concepts of motion, force-

lines, dynamism and physical transcendentalism to be expressed in art

forms, Believing that creativity does not spring from the rational

IRosa Trilloe Clough, Futurism (New York: Wisdom Library of the
Philosophical Library, 1961), p. 11,



intellect, they stressed the irrational and extolled motion in many
forms--from the artist at the "center of the world's ceaseless activity,"
to the man at the steering wheel, to the Earth "raéing over the circuit
of her orbit."z Speed was the only absolute univérsal:_and exertion,
agitation, violence, conflict ard ultimately war were welcomed as

expressions of universal dynamism,

During the six years that followed the first Futurist manifesto,
the young men worked in feverish creativity in ﬁany mediaz poet:y,
prose, drama, music,'typography; painting. sculpture,; photography,
archiiecture and film.‘ Often they combined these means of expression
in rédical experiments, for the Futurists emphasized originality at
all costs, They exploited speed and éimultaneity and by 1912 had
shocked, provoked and outraged most Italians and other Europeans as
Marinetti circulated their work to cities throughout Europe.3 They
implemented their program with serate, theatre performances of music,
speeches, poetry, debates and dance, Ridicule was their weapon; huwnor
was their thrust at the "passéﬁst," the conservative Italian, comfort-
able with past art forms, apathetic to the new intellectual changes in
scientific thought. The revolution in physics and mathematics moti-
vated them to try to express through motion purely contemporaneous idéas,

feelings and levels of consciousness in a space-time continuum, Their

2Marianne W. Martin, Futurist Art and Theory (Oxford:
Clarendon Press, 1968), pp. 40-41,

SWerner Haftﬁann, Painting in the Twentieth Century, trans, by
Ralph Manheim (2 vols.; New York: Frecerick A, Praeger Publishers,
5th rev., 1968), 1, 106-107.




goal was a fusion of art and sciehce as part of life based on universal
dynamism.b}
By 1915 the Futurists had published twenty-six manifestos with

‘increasing nationalistic fervor. In pro-war demonstrations in Rome,

Benito Mussolini, editor of the Popolo d'Italia and a friend of

Futurism, went to jail with Marinetti for burning a German flag in the
street.S Scon afterward, when Italy entered the war, the Futurists
joined the military service, and Boccioni and Sant'Elia were killed.
Marinetti, Russolo and Carfg were wounded, and the first phase of
Futurism ended, _Yét in 1916 their vitality continued long enough to
produce four major additions to Futurism: Severini's theories on motion
in art, Marinetti's manifesto on the new Religion of Speed, Balla's
"plastic complexities" (sculpture that moved), and the Futurists' firsi

full-length film, Perfido Incam:o.6

The Futurist'movemeﬁt emerged from a matrix of Italian culture
hostile to imaginative thought, irrational concepts, persSnal freedom
and radical scientific change, Fear of the theories of Freud, Marx,
Nietzsche and Sorel buttressed sternly conservative points of view,
Imperialism and industrial progress had yielded profits too precious
to the middle classes for them to be disturbed by the economic and

social philosophers Weber, Pareto and Durkheim, Neo-idealism dominatéd

4Siegfried Giedion, Space, Time and Architecture (Cambridge:
Harvard University Press, Uth ed.,, 1963), pp. 14-17, LLO,

5james Joll, Three Intellectuals in Politics (New Yorks:
Pantheon Books, 1900), P. 162,

6Joshua C. 1aylor Futurism (New York: Museum of Modern Art,
1961), p. 123,



the thought in Italy through la Critica, the Jjournal published by the
philosopher-historian, Benedetto Croce, in Naples, Yet beneath the
suppression enforced by conservative institutions, new studies in
psychology, sociology, physics, and the arts were published and cir-
culated in Italy.

Through the prose-poetry of the manifestos, the Futurists tried
to shake Italy out of its intellectual apathy and into the mainstream
éf'EurOPean thought toward synthesis in the arts, Marinetti and the
"explosion of youth"-expressed in periodicals formed a bridge of ideas
between France and Italy, particﬁlérly in Florence where J1 Lecnardo,

Ja Voce and lacerba were published until suspended at the outbreak of

World War I, French culture created a challenge for Futurism during
what Stuart Hughes called the "intellectual revolution" when science
had become the initial thrust for change in the French dissemination
of the ideas of Bergson, Freud, Nietzsche, Eihstein, Curié, Planck,
Poincafé, Mach and Sorel.7 These men made it clear that concepts of
matter and energy were transformed beyond recognition, Time and space
were coordinated, and matter could be converted into energy according
to Einstein's theory. FEnergy was a complex system of electric charges
in motion, and many of these theories expressed in the arts are still

evolving at the present time.

Today there is a vast amount of literature on "classical" or the

7H. Stuart Hughes, Consciousness and Society (New York: Vintage
Books, 1958), pp. 33, 105-109,

8Gerhard Masur, Prophets of Yesterday (New York: Harper and
Row, 1961), pp, 203-2056,




first phase of Futurism, from 190§ to World War I, written in the
French or Ttalian languages, In 1958 Maria Drudi Gambillo and'Téresa
Fiori edited the first of two volumes of documentation of the Futurist
movement; and in 1962, when the second volume was published, serious
investigation was possible. Since 1960, three major publications and
many articles on Futurism have been writien in English, indicating a
growing interest in the movement, particularly in the United States,
The delay in investigation into Futurism was due in part to the pro-
blems of translation; the scattered documents throughout Italy, two
world wars, the bombastic style of the manifestos with their national-
istic rancor, and the strong dominatiocn of the School of Paris in the
arts of this period,

The political aspects of Futurism were also a source of resent-
ment to those Iitalians whose menories of Marinet@i's allegiance to
Mussolini still foster hestility to Futurism. Hence, they did not
encourage research by outsiders, and misconceptions in Futurist theory
and the art resulted, It is now easler for a non-Italian to undertake
an ingquiry into the original sources of Futurism through the arts in
museums and galleries, collected manuscripts and letters, and through
private sources, The most rewarding is the collection of Donna
Benedetta Marinetti, the widow of the poet; her collection of materials
is to be turned over to the Italian government for a center for the
study of Futurism, In addition to these documents, the publisher and
editor, Mondadori of Verona, in 1968 compiled the writings of Marinettl

for the public in Tutte le Opere di Marinetti, .

Among recent studies of Futurism, there seems to be no



interpretation of the movement related to the basic changes of science
of the period; Other than generalizations made on the "machine age,"
no historian has presented the Futurist movement as a science-motivated
group embraéing all the arts at the opening of the twentieth century,
Seientific sources and thelr relatlon to the arts are qot yet [ully
understood, but the "machine" interpretation seems superficial con-
sidering the deliberate program of experiment in the arts attempting
to portray motion based on electrical energy, cosmic, terrestrial and

cerebral in origin,

The theories of motion evolved by the Futurists toward ggixggggl
gzgﬁggﬁm.cannot be based simply on their technslogical interest in the
wheel, the automobile and the ajrplane, They had a serious desire to
express scientific changes in thought, levels of consciousness and the

-underlying structure of matter in motion when they wrote in the Technical

Manifesto of Painting in 1910:‘ "We are the primitives éf a new sensi-
bility .-. ."9

There is no attempt here to evaluate their success on an aesthetic
basis or to deal with their followers--artists, dealers, critics or
writers in the movement. The spread of Futurist art and ideas in France,
Germany, Russia, England and the United States must be omitted, as this
inquiry is limited to the origiﬁs of the movement in Italy as it emerged

from a milieu restrictive of original intellectual and artistic development.io

IMaria Drudi Gambillo and Terssa Fiori, eds., Archivi del futurismo
(2 vols,; Rome: De Luca, 1958 and 1962), I, 67. (Hereinafter referred to
as Archivi T and II,) See also Taylor, p. 126,

10Martin, p. 182,



The leadership of Italian institutions was authoritarian and powerful,
and these young men, excited by new scientific ideas, had to work col-
lectively toward change against apathy and overt hostility; hence their
methods were shock tacties and radical nationalism,

The emphasis ol this investigation is on the plastic arts, as
this was the emphasis of the Futurists themselves after their initial
literary onslaught., Thelr strongest expression was in visual art and,
although they created many forms of art, none of them as individuals
developed more than one form of expression to the fullest,

The study ends in 1916 when the force of their originality wa.s

largely spent after the Manifesto of Cinematography, although Marinetti

was to develop the secondo futurismo with other men after the war,

The influence of Futurism on our visual environment continues to
this day in modern architecture, city planning, wordépainting, action
minting, collage—sculpture, assemblages, mobiles and the motion picture.

The film expresses the essence of their concepts of motion, simultaneity

and universal dynamism, The Futurists were prophetic in their theories

of science and art which continue today in the art forms of the artist-
engineer, But the movement can best be understood in relation to its
total cultural setting as it emerged from the relationship of science

and society when many significaﬁt art forms developed throughout Europe
simultaneously with significan£ scientific changes in man's understanding
of mind and matter, The Futurists called it "the new reality," and £hey

added time as the fourth dimension to the arts.11

Mciough, p. 212,



CHAPTER IXI

FUTURIST IEADERSHIP AND IDBOIOGY

Filippo Tommaso Marinetti was born in Alexandria, Egypt, in 1876,
the son of a wealthy Milanese lawyer, He was expelled from the Jesuit
College of St. Frangols Xavier in Alexandria for smuggling Emile Zola's
novels into the school and for writing an anti-clerical pamphlet called
Te Eggxggi, At the age of seventeen he went to Paris to study at the
- Sorbonne and later téﬁk a Doctorate of Jurisprudence aﬁvthe University
of Genoa in 1899.1 But he was never to practice law, as he preferred
the creative activities of the poet, journalist, dramatist, propagan-
dist and intellectual agitator as part of the avant-garde,

After 1905, Paris was still his spiritual home, although Milan
became his physical home,., Both influenced him as he traveled constantly
ih Burope, Asia and Africa. He had come to Paris at an impressionable
age from the mysticism of the Near Fast where King Fuad had t&ﬂght him
about ve169ity, geometry and astronomy.z French culture was equally
stimulating and exciting to him, particularly the ideas generated by
the advances in sqience and the philosophical theorizs of man's changing
his concepts of his physical environment, He eagerly assimilated ideas
from the theater, museums, libraries and galleries, where revolutionary
forces stirred in all fields, Even as a student, he wrole articles on

drama for the journal Revue Blanche, a gathering place for writers such

Yartin, p. 28.

2Mondadori, ed., Tutte le Opere di Marinetti (Veronas: Mondadori,
1968), pp. 965, 980.




as Oscar Vilde and Bakunin, and for artists such as Bonnard and Toulouse-
Tautrec.3 He read the intuitionist theories of Henri Bergson, the
Dionysian theories of Friedrich Nietzsche, and the psychic theories of
Sigmund Freud. His friends discussed the >§l§3 vital concept of Bergson,
hic thcory of motion and “"stream of becoming." In 1885 Bergson published

Time and Free Will, and in 18396 his Matter and Memory, in which he

describes the werld as a dynamic continuity, an immense play of forces

&

in which there is no division but a synthesis, In 1607 he published

Creative Evolution, which emphasized change and states of consciousness

and which presented his definition of man as creator: "To exist is to
change, to change is to mature, to mature is to go on creating oneself
endlessly."5 Marinetti, with an intense passion for science, was caught
up in this ferment of ideas of change, movement and creativity which he
expressed in poetry and plays.6

As an enthusiastic admirer of Rimbaud and Mallarmé: Marinetti

wrote science-motivated free verse as he gravitated toward the writers

of Mercurzs de France and Ia Plume, organs of the Symbolist writers.

They, too, believed that through intuition and the elevation of man's
irrationality they could create images in the arts to combine mind and

matter in symbolism and purely associative sequences of words.7

3Haftmann, I, 44, 103,
he1ough, p. 213.
5Masur, P. 258,
6Clough, p. 11,

7Haftmann, I, 106,
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With his friend, the poet Emile Verhaeren, Marinetti developed a
faith in scientific progress and the glorification of the energy of man,
In 1902, when Verhaeren: published his scientific lyricism in Les Forces

v
Tunulteuses, Marinetti published la Conquete des Etoiles at his own

expense.8 lle was only twenty-cix ycars old, This postry was dense
with imagery, romantic and excessive yet brilliant with the concept of
man as potential hero of the forces of nature, In 1903 he tried to

/
shed his romanticism in DYAnnunzic intime, a series of articles critical

-

of the poet--the super-patriot of Italy and former inspiration to-

Marinetti, The following year he published Destruction, Le Demon de

Vitesse and Poésie TLirigues, In these the magic of speed and elec-

tricity were coupled with the tension of iron and steel.? He felt
that he could literally conquer space and time as he drove his auto-
mobile at great speed over the roads of France and Italy., His mastery
of that machine was to have increasing significance for him when he

« 0
wrote A 1‘'Automobile in 1905, arrogantly glorifying force and speed.1

By coincidence that same year Albert Einstein published his first paper
on the theory of relativity, stating that conventional ideas of motion,
space and time were too simple and they merged into a fourth dimension:
the space-time continuum. The concepts of matter and energy were being'

transformed, Science and society were changing.ll

8Martin, pp. 29-30.
91bid., pp. 30-31.
101p14,, p. 3u.

11Masur, p. 207,
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When the Revue Blanche suspended publication in 1905, Marinetti

returned to Milan to found the poetry journal, Eéggig. This was the only
poetry publication in Italy, and as editor he became a zealqt for vers
libre and published French Symbolist poetry. He even translated Mallarme®s
poetry into Italign and gathered around him a group of young Italian poets
in an atmosphere of grandiloquent polemics and literary excitement, He
exhorted them to express themselves with energy and defiance in radical
forms in opposition to the classical unities.12
In Paris Marinetti, on a visit in 1905, published a play, Le Roi
Bombance, a fierce safire on the corruption of societyvgnd thé hypocrisy
of religious and democratic practices, It was an allegory based on the
French attention to gastronomy; the digestive system becomes alive with
characters in conflict and the artist-poet-fool-leader resolves the
conflicts, With irrational humor he expressed his hatred of the past

and the decadence of the people in form much like the theater of the

absurd today. Le Roi Bombance contained his ideas for Futurism, the

role of the artist, and a reconciliation of art and life, and was pro-
duced in Paris in 1909.13
Marinetti had “fused himself with the scientific universe" when

he embraced the feats of modern technology and rewrote A 1'Automobile

Vd .
as Mon Pegasse in 1908, The new Pegasus became a cross between a car

and an airplane,iu In taking full advantage of the telephone, telegraph,

12Haftmann, p. 106,
13Martin, D. 77,

1L'LHora.ce B, Samuel, Mcdernities (Edinburgh: Ballantyne, Hanson
_and Co., 1913), p. 227. See also Martin, p., 3b.
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radio communication and printing devices now under the new sources of
power, this prolific writer "modernized" himself into a new culture,

a2 new way of 1life unlike that in which he was born., Moreover, his
marriage to the painter, Benedetta, broadened his interest in art, and
he began to see the possibility of giving ideological c¢oheTence to his
controversial periedical, Poésia,

Marinetti coined the word "Futurism" in the autumn of 1908 to
stir the minds of the young people., Before this choice, he had con-
sidered the terms "Dyﬁamism" and "Electricism," for the incipient
movement to reject the idealist notion of a static, changelesé reality
and to embrace intuitive concepts gained from modern science.15 Also,
from 1902 to 1905, the poet Mario Morasso (1870-7) had published in
Florence a journal called Marzocco, with articles on the aesthetics of
spéed, the heroes of the machine and the flight of the airplane, Accor-
ding to Marinettl, all artists were to abandon the contemplative 1ife
for one of activity, becoming part of the center, the sources of power,
Giovanni Papini, art critic of Florence, said of Marinetti: "He was
always rushing from one place to another writing, orating, organizing
« s e w16 A1l sources agree on his boundless energy and his ambition,
He wanted to leave no aspect untouched, to transform all the arts and
to make Italy great. Croce calied him the "high priest of mysteries

¢« o+ o drunk with incestuous passion."17

15rayior, p. 9.

16J011 s Do 1380

17Benedetto Croce, History of Italy 1875-1915, trans, by Ceﬂllla
M, Ady (Oxford: Clarendon Press, 1929), p. 242,
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The year 1909 was the climax of his 1ife., Revolutionary forces
stirred in all fields as Italy felt the results of foreign publications
and the young writers of journals in Florence, Milan, Rome and Naples,
Anti-clerical elements, nationalism and socialism provoked new out-
pourings from thc Florentine writers; and Ardegno Soffici of Qé_!ggg
wrote back from Paris about the Impressionist paintings: "Italian

rainting is stupid Verism abetted by photography . » » stealthily

w18

coﬁied from German or English magazines ., ., . Soffici sent

-

articles, photographs and art exhibitions from Paris; a tidal wave

of French-aesthetics swept Italy.lg

Marinetti published his First Manifesto of Futurism, aimed at
all of Buropa, It‘kas a violent burst of prose-poetry on the front
page of the prestigious Lé Figaro in Paris. Hundreds of copies were
mailed out to people of importance in Italy. The movement was launched
with the keen insight of the propagandist and the timing of an inter-
national journalist.zc Marinetti had found the literary form best
suited to his talents, and he had offered a tasic philosophy for the
arts of the future. Aggressive, defiant and nationalistic, the mzni-
festo sounds as outrageous today as it did in 1909, for it renounced
the past and all tradition,

7
Marinetti also published the play, Pcupees Electrigues, in 1909,

dedicated to Wilbur Wright of-the United States, as well as Mafarka le

']

18Haftmann, I, 104,
197b14,



1L

Futuriste, an epic of three hundrea pages of the destructive and cre-
ative exploits of an intellectual yet militant African prince, fhe
flashes of imagery are almost like religious‘exultation, and the
language shocked André Gide, who called Marinetti a genius yet
deplored his feverish and verbose style.?! His attempts to rid hinm-
self and Italy of the overtones of romanticism include the speech

called Tet's Kill the Modnlight, a diatribe against past sentimen-

talism in favor of the electric light in Venice,?2 He was arrested
by the_police once in”Trieste in 1908 for a speech against Austria

and again in 1910 for obscenity in the Mafarka le Futuriste for the
‘"undressing a fair priestess‘.“z3 He welcomed the controversy, pub-
licity and notoriety.

In the teeming industrial city of Milan during 1909, he gathered
the men who were to form.his revolutionary movement in the arts, The
Futurists worked frantically for the next seven years to develop a’
program and to produce works of art "for the pride, energy and expan-

n2k They wrote many manifestos, held Futurist open

sion of the nation,
evening meetings (serate) throughout Italy, and produced poetry,
paintings, sculpture, typography, music, drama, architectural plans

and film, Marinetti admonished: “Consider me not as a teacher, but

215611, p. 133.
223amuel, pp. 130-31; Joll, p. 144,
233011, p. 142,

2b1pid,, p. 141,
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as a strong exciter of European intellectuality."25

Umberto Boccioni (1882-1916) was more than a mere follower of
Marinetti; according to the art critie, Guido Ballo, he was like a
son for the next few years.26 He was creative in both art and 1it-
erature, and independent in thought., When they met in Milan, both
were stimulated by the vitality of the city and influenced by the
scientific achievements in Europe, Boccioni had been born in Reggio
Calabria and had studied engineering at the Technical Institute in
Catania, Sicily, in i897. He later studied in Rbme,atfthe Academy
and with Giacomo Balla, the well-known painter influenced by impres—
slonism and Divisionism and later a_parﬁ of the movement.2/ There he
met_dino Severini, also a student of Balla, and in Paris in 1906 they
saw the work of the Fauves as well as the Impressiohists. The work
of Cé%anne was a revglation to them, and Severini recorded their ex-
citement in his autobiography published in 19&6.28

When Boccioni returned from Paris, he studied the writings of
Giovanni Previati, the Itallan painter whose books humbled him because
of their technical erudition, He wondered when, where and how he could

study so much chenmistry and physics,29 In his diaries of 1907, he

25Archivi, I, 239,

26Gyido Ballo, Modern Italian Painting from Futurism to the
Present Day (New York: Praeger and Co., 1958), p. 56.

27Taylor, p. 142,

28Gino Severini, Tutts la Vita d’un Pittore (2 vols; Milan:
Garganti, 1946), I, 33-38,

29Martin, Ps 57
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comments on his research toward alneW'form of art, for he believed in
the need to synthsesize modern knowledge to create arts |

I believe thét an immense mind thai has courage

and force to synthesize modern science . . .«

might create the true work fof art/, . . . Our

feverish epoch makes that produced yesterday

obsolete and useless.
His comments on his search for a form of expression show a most acute
intuition according to Giullo Carlo Argan in his book on Boccloni,
The painter reflected on the changes in modern Europe, and from the
beginning his Qpik was directed toward the discgveryﬁof a virile -
artistic order inspired by SCientific conquests, He wantéd(tc.paint
"the fruit of our industrial age."31 ‘This grasp of scientific
achievement and this desire for release from provincialisn inclined
him toward Marinetti, By the iime they met, Boccloni was twenty-seven
years old; had been in art for ten years, and had traveled in France
and Russia,

Iuigi Russolo (1885»19&7) was born in Portgruvaro near Venice,

The son of an organist, he was well trained in music and self=-taught
in art, At The Brera Academy in Milan, he met Boccloni, Carm and Mari-
nettl and absorbed many art_princiﬁles through discussion.b His sen-
sitive, mystical temperamen{ and alert mind were valuable to the
Podsia group, as he seemed to have the philosophical background to act

as llaison among the literary, musical and fine arts branches of the

movement, In 1909 he .exhibited a group of etchings at the Famiglia

Oprchivi, I, 227.

31Giulio Carlo Argan, Boccioni (Romes De Luca, 1953), Pe 7»
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Artistica in Milan, and among them was a head of Nietzsche showing the
philosopher imprisoned in the hair of a female, perhaps representing
madness.32 Always interested in sound, he gave up painting and invented

the intonarumori, thereafter writing the manifesto on The Art of Noises

which foreshadowed musique conerete and the work of Varése, Pierre
Schaeffer and John Cage today.33

Carlo Carra (1881-1966) was born in Quargnento near Alessandria
and, by 1900, was working in London with a crew of Italian painter-
decorators on the Viétoria Station murals, In his autobiography, Ia
Mia vita (1945), he recalled seeing the art of Manet, Delacroix, Courbet,
Renoir, Monet and Gauguin in London and Paris, Eager to learn and to
change social inequities, he was interested in art and science; he
believed "young people could transform society."Bu He commented on
the importance of newspapers in England "to elevate and educate the
public,”" and also commented on his»reading of the works of Saint-Simon,

Bakunin, Nietzsche and Marx.3” When he returned to Milan in 1904, he

enrolled in the Brera Academy and earned a patente di disegno in 1509,

There is little art extant from his period other than an awkward early
portrait of his father (uncertainly dated about 1903) and the cover

design for the 1909 Famiglia Artistica annual exhibition. Like

Boccioni, he was influenced by Art Nouveau, the Grubicy circle,

32Mart1n, pp. 70-71,
33c1ough, pp. 260-62,

Meario Carra, Ta Mia vita (2 vols.; Milan: Rizzoli, 1945),
I' 15"‘18' LJ'B"'“’?.

351vid,, I, 48-56,
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36

Segantini and Previati, and by the Impressionists., vHe complained
bitterly about the Academy's backwardness and the fact that the young
people discussed Nietzsche and knew nothing df Renoir or Cézanne.
There was, he thought, " . . . 2 paralysis of the young by this sys-
tem o o o n37 He met Boceioni at an exhibition, and the two had long
discussions forming the basis of a large part of Futurist theory,
Giacomo Balla (1871-1958) was born in Turin but lived most of
his 1life in Rome, Older than the other Futurists, he was the son of
a chemist interested in photography who died while Balla was still a
child, Besides hié'study at the Academia Albertina, he worked for a
lithographer in 1883 to aid the support of his family. Lithography
stimulated his interest in art, and when the family moved to Rome in
1893, he set up a studio, In 1900 he spent seven months in Paris,
which increased his enthusiasm for Impressionism,BS He was a regular
exhibitor in Kome when Boeccioni and Severini became his students and
later asked him to join the Futurist movement. His 1902 painting,
Lavoro, shows the architectonic composition of his intuitive grasp
of the shapes and planes. This night scene may have stemmed from hﬁs
father's interest in night photography. The interest of cinematography
rather than photography is evident in Giornata, painted in 1904, There
are three divisions of the formét depicting three times of day; light

shifts and time shifts, a foreshadowing of Futurism. After his two

36Martin, pp. 68-69,
37Carr£, I, 85,

38Martin, pPPe 73=75.
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students convinced him to come to Milan, he put his past work ué for
auction with a sign with two black crosses: "f&r sale . + +» the works
of the late Ralla.,"39 Fortunately, his talent and his motivation were
equal to the decision to join the Futurists,

Gino Severini (1883-1965) was born in Cortonz, and he comments
in his autobiograpﬁy that he was "born twice; once physically in Cor-
tona and then intellectually and spiritually in Paris."uo Unlike the
other Futurists, he remained in France, for in 1913 he married the
daughter of Paul Fort, the Parisian poet. Yet he worked with the
Ttalian group and kept them continually informed of art actifities in

the French capital,

After he had been expelled from the Cortona Scuola Technica at
age sixteen because of a prank, he went to Rome in 1899 where he
attended evening classes at the Villa Medici and worked at odd jobs
during the day.41 In 1900>he met Boccioni, and they found that they
had much to discuss: the theories of Marx, Nietzsche, Bakunin, and
the "dominant ideas around 1900 that resulted from the progress of
science.")‘}2 rThey decided both were atheists and revolutionaries and
had a profound sympathy for the oppressed, When they studied together

under.Giacomo Balla, they "discovered" Impressionism and the art of

391vid.

%0geverini, I, 1.

ulMartin, pp. 76-77.

M25everini, I, 1-3.
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Pissarro, Signac, Bonnard; Matisse, ‘Marquet and Rouau.‘).t.lL3 Their
artistic environment included Italian artists, friends of Balla, subh
as Sironi, Vallone and Tito, who encouraged them when they exhibited
their work or entered competitions, In 1906 Severini took the money
from the sale of a painting and lefl for Paris?u Doccioni Jater
visited him in the apartment Severini had found behind the-Thégfre

de 1°0Qeuvre, where Marinetti's play Le Roi Bombance was later pro-

duced in 1909, The artist Severini joined the 1lively literary and
artistic circle of tge theatre, the Symbolist poets and Nabis
painters. |

The aerial feats of the Wrights, Bleriot and Chavez attracted
Severini to the art of flying, and he spent a month in pilot's training
before he realized "that painting, not flying, was his true calling,"45
When he returned to Paris, he showed his work in the Socigtg Nationale
des Beaux Arts (1908-1909) and the Salon des Iﬁdéﬁéndents. In his

™~
painting Printemps a Montmartre (1909), his Neo~Impressionist style

showed the influence of Balla, But this endured only until he met the
Cubists, Bragque and Picaéso, ;s well as the poets, Apollinaire and
Salmon, and the artists most affected by science and industry, Leger,
Metzinger, the Duchamp brothers and Gleizes, The combination of the

driving force of Futurism with the subtle stimulation of the Paris

Y31bid., T, 13-16,
Mivid,, 1, 21-22,

Y5Martin, p. 77.
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L6

artists helped to bring.his werk £o fruition,
Antonio Sant'Elia (1888-1916) was the last member of the Eiimg
futurismo who was considered one of the founders. He was not a signef
of the garly manifestos for this architect was considerably younger
than the other Futurists, Born in Como in 1888, he lived only
twenty-eight years; but he produced ideas and sketches during the
years 1912 to 1914.of astonishing originality and strength. Sant'Elia
was educated at the Brera Academy in Milan and took examinations at
the University of Boiogna in 1912, after which he set up an office in
Milan, Many of his designs were displayed at the first exhibition of

the Nuove Tendenze in 1914 at the Famiglia Artistica, and he wrote

the catalog like a Futurist manifesto., And indeed it became, with

few changes, the L*Architettura futurista manifesto of 11 July 1614

and printed in lacerba on 1 August 1914.“7 The‘Futurists needed an
architect, and Carlo Carrg'introduced Sant*Elia to Marinetti in 1914
as a young architect who had at the time no construction of his
designs and no substantial practice, But his damning of past styles
and his desire to design the city of the fuﬁure, based on the newest
scientific knowledge, appealed to them all, His best known works were

‘plans for the New city and the Power plant (see Pi.. #7). These

illustrated the use of building materials of concrete, glass and

steel “"selected to make the world of things a direct expression of

461bid,, p. 78.

W7¥artin, p. 189; Taylor, p. 123,



w48 1) his manifesto there was pernaps the

the world of the spirit.
hand of Marinetti in the theory of obsolescences '"Every generation
should build its own c::’tty."L"9 For the Futurists, the city and the
power plant were symbols of electric energy--the generator of their
dynamism.50
In the first manifesto,‘signed by Marinetti alone in 1909,

there are the main elements of an aggressive start of a movement
which evolved a program and forms of expression partly based on
science, |

We shall sing of the love of danger, the habit

of energy and boldness ., « . the new beauty of

speed and the racing car more beautiful than

the Victory of Samothrace,51
The interest in motion is indicated when the poet talks of "the
Earth, rushing over the circuit of her orbit ., . . the poet must
give himself with frenzy o« e there is no masterpiece without
aggressiveness."52 Poetry was to be an “onslaught upon unknown
forces, to command them to bow to man."52 |
Time and Space died yesterday. Already we live

in the absolute, since we have created speed,
eternal and ever-present,d3

¥8prchivi, 11, 192-93.

49Tay10r, pp. 106-07; Martin, p. 190.
50Martin, p. 191,

5LTay}or, p. 124,

52£Elgr

531bid,
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In eleven points Marinetti stated his case and hurled his challenge,
He glorified war, showed contempt for women, wished to destroy museums
and libraries, and embraced revolutions in modern capital cities, with
their factories and smoke and bridges and locomotives, airplanes,

flags and crowds., At the end he told why he launched this "manifesto

of violence" in Italy:

« « « [to/ deliver Italy from its cancer of
professors, archeologists, cicerones and anti-
quaries , , « as the oldest one of us is thirty;
we have ten years at least to accomplish our task,
When we are forty let others, younger and more
valiant, throw us into the basket like useless
manuscripts . . . We stand on the summit of the
world and once more we cast our challenge to the

stars,
He was a first-class showman and superbly gifted in the opinion of

Moholy Nagy in 1947, 55
Marinetti called the Futurists to his Milan home, filled with

Arabic lamps and Oriental rugs, to write tﬁe Manifesto of Futurist
Painting in 1909. All night they argued, with Boccioni taking the
leadership in theory to follow the philosophy proposed by Marinetti,

In Ia Mia vita, Car£§ deseribed the aura of this dark mysterious house,
like a mosque, where five northern Italians, born into poverty and with
little education, discussed their society coming into the industrial
"revolution through radical changes in science.56 Repressed by many

aspects in their lives, they gave vent to their own revolution, a

1bid., pp. 124-25.

5512210 Moholy Nagy, Vision in Motion (Chicago: Paul Theobold,
1947), p. 303.

56carra, I, 129-30.
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revolution in the arts, Marinetti later had to finance most of the pro-
gram frOm his own pocket and to fill in gaps in their education, But
they attacked their problems with passion, and Boccioni read their first
manifesto on the stage of the Chiarella Theater in Turin on the night of
March 8, 1910, IL was a bid for freedom, a cr& of rcbellion against
mediocfity and the worship of the past.57 And it was addressed to the
young artists of Italy so that théy would "reject the respected artists
of Italy as banal, academic fossils , . . to follow the progress of
science which had préfound changes for~humanity."58‘ Most important

was the "Aeed to destroy all forms of imitation, to exalt originality
and to glbrify the present which was transformed by victorious

science , . . in the conquest of the unknown, the miracles of contem-
Aporary life, in speed over land, sea and_air."59

Just two months later they published the Technical Manifesto of

Futurist Peinting (April 11, 1910), " ., . ., to expound with technical

precision our programme for the renovation of painting."60 ‘The first

requirement was the recognition of universal dynamism:

¢« « « dynamic sensation itself made eternal , . .
for 211 things move, all things run, all things
are rapidly changing . . . nothing is absolute in
painting; what was truth for the painters of yes-
terday is but a falsehood today.él

57Taylor, p. 175 Martin, p. 44,
58Martin. p. 45,

9Archivi, I, 64-65,

‘69Taylor, pp. 125-26,

611pid,, p. 126.
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They dealt with the new vision in terms of light and space; the figure

and atmosphere are“one——light infused and changed objects and figures.,

There was a penetration of forms, a reaction of one object in relation
to another. X-rays and inner structure were important, and "universal‘
vibrations" must be a part of art as the "vivifying current of science"
as well as research, There was a new consciousness; the spectator must
be at the center of the picture, and there must be innate complemen-
tarism based on Divisionism: " . . . and our art is intoxicated with
spontaneity and powef."62

Under the words "we declare” and "we fight" the Futuris£s listed
other ideas based on science as they demolished past criteria of
prainting, Theyvglorified_originality, sincerity and purity for a life
of steel, pride, fever and speed. They declared that movement and
light destroyed the materiality of objects. They lcoked to science
both for example and inspiration as the new dynamnic image of the world
included the pﬁenomena of after-image of seen movement. Dynamism was
the key word, to be rendered in both psychic and physical phenomena.63

This 1910 manifesto was signed by the five Futurists. They then
had a program, but not one work of artl But the interchange of ideas
was vigorous now that thé Technical Manifesto had introduced the prin-

ciple of dynamism, the chief {theoretical statement of early Futurism,

Both Marinetti's Technical Manifesto of Literature and Beccioni's

Technical Manifesto of Futurist Sculpture in 1912 were extensions of

621bid,

834artin, pp. 50-51.
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this program outlined in 1910, The concept of motion develomned more
importance in each succeeding manifesto as in 1910 the concept of

universal dynamism, especially speed, w&s'not_treated as an indépendent-

artistic.value but enumerated with the others such as vitality, change
and originality., Marinetti's manifesto of 1909 was inclusive of all
creative activity, but the painiters' manifesto was a specific commit-
‘ment to the figurative arts.é4
This manifesto showed that the ‘painters had brozdened their
horizons to combine éarinetti's complex modern view of the world with
remnants of their previous positivism, The next three manifestos
(1910-1911) extended Futurism to drama and music. Marinetti, the
author of the manifesto on drama, reinforced his concepts of “speed
on the earth, the sea,'and in the sky, dominated by steam and electric
power ., . . and that sensation of power of the machine must be intro-
_duced into the theater,"®5
In the music manifestos of 1911 Francesco Balilla Pratella
exhbrted the composer to write his own libretto in free verse:
e « o tO experiment with tonal, modal and
rhythmic changes and add (Italics mine) the
power of the machine and the victorious reign
of-electricitgéto the central motifs of the
musical poen,

There had been a shift from the.evocative to the didactic tone of the

manifestos; and there had been & shift in the arts as they thrust into

S41bid., p. 46,

651014, , pe 47.

66Martin, pp. 48-49, (The Italics placed by Miss Maxrtin serve
the thesis of this paper well,)
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a society basicaliy hostile to them, Established was the basic theo-
retical emphasis on science to be evolved in the next five years

through the arts,



CHAPTER III

THE CULTURAL MATRIX: SOCIAL AND INTELLECTUAL CHANGE

During the yeaf 1900 radical changes affected Italy and the
lives of the young-men who later formed the Futurist movement. King
Umberto was assassinated by an anarchist, and King Victor Emmanuel III
came to the throne, Shocked by this news, Carlo Carrg, working on
ﬁﬁrals in London, wréte a manifesto against violence for the Daily
Mail. When the newspaper failed to publish his article, he distri-
ﬁuted it on the streets by hand and soon left his anarchist activitles

to return to Italy.1

Other young Italians to be linked with Futurism were working in
Paris:s +the poets Ungaretti, Marinetti and Apollinaire; the artists
Modigliani and Balla; and the Florentine writers Giovanni Papini and
Ardegno Soffici who were interested in Impressionism.2 Gabriele
- D'Annunzio published his poem I1 Fuoco in Paris in 1900 and called on
young Italians for violent actibn to redeem Trentino for.Italy.3

Méanwhile Professor Henri Bergson was appointed to the chair of

philosophy at the Colléée de France where the mathematical physicist,

lcarrZ‘: [ I '] 14‘5"50 [

zDenis Mack Smith, Italy, A Modern History (Ann Arbor: Univer-
sity of Michigan Press, 1959), p. 250. See also Haftmann, T, 103,

3cordon Craig, FEurope Since 1815 (New York: Holt, Rinehart and
Winston, 1962), p. 344,
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< - ¥ s
Henri Poincare, was writing the Foundations of 501ence.u Both men

worked on thecories of creativity, intuition and dynamism which later
/

influenced the arts, The painter Cezanne was working on a series of

Bathers, and Gauguin sent his painting, Who Are We? Where Do We Come

I'rom? Where Arc We Going?, to Paris from Tahiti.”? Art Nouveau

appeared and Symbolism was on the wane 1n both art and literature
when a young painter, Pablo Picasso,_arrived from Spain at the age of
nineteen, He met Soffici as they both visited art exhibitions of
Degas, Manet and Renéir in the T.xembourg and the Louvre museums,
In 1900 the World's Fair in Paris offered art and science in hew

N

directions and new forms, Georges Melies opened the first theater

for film with The Doctor's Secret, showing trick effects with the

motion picture.7 The Pasteur Institute demonstrated the firét syn-
thetic drugs for anesthesia and asepsis and opened the first depart-
ments for the study of genetics and bacteriology.s

In Rome in 1900 the first electric train and street lights on

the Piazza Termini excited two eighteen-year-old art students, Boccioni

uHo Stuart Hucnes, Consciousness and Society (New York° Vintage
Books, 1961), pp. 109-114,

5Lionello Venturi, Impressionists and Symbolists (New York:
Charles Scribner's Sons, 1950), pp. 137-38, 173.

, 6Jacques Barzun, The Energies of Art (New Yorks: Harper and
Brothers, 1959), p. 19. See also Alfred H. Barr,Jr., Picasso (New
York: Museum of Modern Art, 19&6), pp. 19, 253,

?Ko G. Pontus Hulten, The Machine Age (New York: Museum of
Modern Art, 19468), p. 43,

8A. Rupert Hall and Marie Boas H

11 ' A Brief History of Science
(New York: Signet Science Library Books,

964), pp. 287-49,
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and.Severini.9 Russolo, fifteen years old, was studying music in
Venice; and Sant'Elia, only twelve years old, was a étudent in Como,

- an industrial-intellectual center in northern Italy.io Meanwhile, at
the University of Rome, Antonio Jabriola, Georges Sorel and Benedetto
Croce discussed Marxism for the last time before Croce returned to his
native Naples to free himself of the theories of Karl Marx.11 So, too,
the Futurists were to try to shake off thé influences of Romanticism

and Victorianism with the acceptahce of the jdeas of Sigmund Freud in

his Interpretation of Dreams and Max Planck's concepts in his Quantun

Theory, both published in 1900, - The Futurists alsoc read about the
"psychology of creativity" and the "will to power" concept of Friedrich
Nietzsche who diea in 1900 leaving a heritage of contempt for Christian
decadence and the concept of the Superman with a néw heroic morality.
Both Severini and Carfé wrote of Futurist discussions and arguments
over the ideas of Nietzsche,

Twenty-nine years after political unification, Italy in 1900 was
still deeply divided by local oligarchies, provincial dialects and
differing customs as well as léck of education, communication and
transportation, Inequality, hunger and repression illuminated the
conflict between the Church and the State which indirectly promoted

personal liberty.13 It was Giovanni Giolitti, later to serve five

9%everini, 1, 16. See also Archivi, IT, 177.
1OTa.ylor, p. 146,
Hughes, pp. 202-203.

12William Barrett, Trrational Man (Garden City, New York:
Doubleday Anchor Books, 1962), p. 197.

13Guido de Ruggiero, The History of European Liberalisn (Boston:
Beacon Press, 1966), p. 399.
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terms as Premier, who wrote in 1900 that there was no tax on wealth:

+ o o the country is sick politically and

morally ., . . the cause is that the classes

in power spend enormous sums on themselves and

their own interests and obtain the money almost

entirely from the poor sections of society, 1

Italy watched jealously as European imperialism, at its height

in 1900, colonized the continents of Africa and parts of Asia and
South America, Strikes and unemployment increased, and at the
Socialist Congress of the Second International, reformers and revolu-
tionists discussed the problems of Communism, strikes, jobs and emi-

gration-~Italy's chief concerns., Filippo Turati forecast in {he

January issue of Critica Sociale in 1900s " , . . revolution . . .

coming by tiny fractions like snowflakes to make the eventual snow-

15

storm,"

Just és there was revolution in social thought, so was there
revolution in science, In-the words of Severini, "The dominant ideas
around 1900 were those resulting from the ultimate progress of science
o s e w16 In physics Hermann Minkowski was working with the geometric
theory of numbers to develop nomographs or diagrams illustrating four
‘dimensions., One of his students was Albert Einstein, who was completing

his schooling at the Federal Institute of Technology in Zurich in 1900.17

Pack Smith, p. 214,

15Christopher Seton-Watson, Italy from Iiberalism to Fascism
(Fromme-London: Methuen and Co. Ltd,, 1967), p. 264,

16

Seyerini. I, 13.

17Reﬁg Taton, ed., Science in the Twentieth Century, trans. by
A, J. Pomerans (New York: Basic Books, Inc., 1966), pp. 3, 89.




Gugliemo Marconi, meanwhile,; was working with radio waves to signal
across the Atlantic Ocean, and Ernst Mach, the philosophér of science
in Vienna, was studying centrifugal force. Ernest Rutherford was
working with radiocactivity and the structure of the atom in England,
while Wilhelm Roentgen in France was investigating the X-ray for
which he won the Nobel Prize in Physics.18
The study of science was spreading on the popular level and the

abstruse level through universities, libraries and industry, as govern-
ment and private subsidies encouraged research and development, France
led the way in medicine; mathematics and physics, as well as the arts,
and all of Eurcpe felt the impetﬁs of science as a cultural;force.lg

Even . . » Italy was an active center for

sclentific research, . « . functional analysis,

algebraic geometry, theoretical mechanics,

radioelectricity, geocdesy, seismology, vul-

canology, solar astronomy, neurophysiology and

medical parasi.tology.2

By 1900 art and science combined in many experiments in photo-

grathy, and art began to turn ., , . away from reality, disregarding
outer form for the traces of motion, becoming more analytical and more

symbo}_ic.“21 Bocecioni contended: " , . . forms may be endowed with

life and motion , . . not drafted by calculating reason . . . but

18¢o1umbia Encyclopedia (New York: Columbia University Press,
3rd ed., 1963), p. 1509,

19Norman Kaplan, Science and Society (Chicago: Eand McNally Co.,
1965), pp. L2-47, .

20Ta£on, P. 573,

21y, q, Wells, Outline of History (Garden City, New York:
Doubleday & Co,, 1956 rev, ), p. 818,
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22 More than the othexr Futurists, Boccioni

inspired by . . . intuition."
was a serious student of science as well as art and criticism, His gift
'for words made him prolific; his books, many articles,; sculptures,
drawings, péintings and prints showed his imaginative dedication to
what he called " . . . the new reality . . . transformed by victorious
science , . . " for he felt that the concepts of matter and energy were
transformed teyond recognition from 1900 to 19114-.23

Political changes in ltaly after 1900 included attempts to pacify
the Socialists and anarchists during the "age of Giolitti® (1903-1913),

as problems of transformismo in Parliament blocked reforms in.employ-

ment, housing, lawy taxes, suffrage and sanitation, As a result, Gio-
1itti governed vy manipulation as Liberalism failed and young intel-
lectuals without a voice in government joined extrémist groups, strikes
and other forms of protest against repression from the State and the

2k The government was conservative; and the Church was reac-

Church,
tionary under Pope Pius X, fearful of all forms of modernism, They
‘were powerless in the face of a general strike in 1905 which paralyzed

the nation, In 1903 Georges Sorel’s anarchist doctrines had been

published in Italian, and his Reflections on Viclence influenced both

Left and Right.25

The Balkan Wars, Irredentism, the conquest of Libya and the Triple

2Z2Umberto Boccioni, Pittura scultura futuriste (Milans Fdizione
Fuluriste di- Foesiz, 19i4), pp. 118-19,

23Masur,‘pp. 205-206,

zuMa.Ck Smithg ppo 211"149

ZsHughes, pps 38, 52. See also Craig, p. 342,



Alliance doubled the anxiety of people cognizant of the bribery, secreey
and fraud involved in international, national and local affairs; As the
new industrial rich became despotic during Parliamentary dictatorship

and inacfion, Marinetti wrote in 1909 for Le Figaro: "If this injustice

u26

is based on reason, let us follow the absurd, The Pro Patria party,

formed a year later with the leadership of Corradini, editor of Il Regno

s

and later JTdee Nazionale, promoted the concept of the “elite" first
27

formulated by Gaetano Mosca and Wilfredo Pareto, By 1912 Socialists
were voted into the government,; but the .party split into Communist and
Fascist factions just at the time suffrage was finally extended to all

28 The following year the Futurists

men over thirty years of age,
turned to political activism in accordance with Marinetti's dictum:
"Futurism is an artistic and'ideological'movement. s+ « » It intervenes
in political struggles only in hours of grave danger for the nation."29
In 1914 Italy was divided between neutrality‘and intervention at
the outbreak of World Wax I, and in 1915 King Victor Emmanuel III signed

the secret Pact of London to enter the war on the side of the Triple

Entente after Parliament was‘dismissed.30 The Futurists were the first

26prchivi, I, 16.

273, B, Clough and A, Saladino, History of Modern Italy (New York:
Columbia University Press, 1960), pp. 288-94,

280ecil Sprigge, The Development of Modern Italy (New Haven: Yale
University Press, 1944), pp. 103-104,

29Arnoldo Mondadori, ed,, Tutte le opere de F, T. Marinetti.
(Verona: Mondadori, 1958), p. 490,

s31vio Paolucci, Storia: ottocento e novecento (Bologna:
Zanichelli, 1966), p. 215. '
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vqlunteer cyclists into the mountains to fight Austrian troopé; and
Severini‘(who had stayed in Paris) contended that Futurism could be
querstood only as it reflected the historical conditions in Italy.31
Paradoxically, 1900 to 1915 was the "golden age" of economic
expansion in Italy, particularly in the industrial north as seen in

Boccioni's painting The City Risés in 1910, Tourism and foreign trade

‘illuminated the "progress" of European industry and colonization
’through wealth, although Ttaly had'to.import coal, oil and steel,
Poverty and hunger in the industrial slums anq agricultural South
accompanied widespread illiteracy. Gilolittl contended that “all
disturbanceé are due to bad economic conditions , . . in no other
country of Europe were taxes on ordinary articles of food so high,
or the gap between rich and poor so wide,"32
At the same time, Italian bank scandals, syndicates, cartels

and trusts placed power in fewer hands, In 1911 five large steel
companies combined and unemployment increased, As a result, emi-
gration mounted every year; and in 1913 over one-half million people
left Italy in search of wcrk,BB The populaticn, in spite of constant
emigration, increased 3.28 million from 1900 %o 1911; and, with rising

inflation, the wage levels were the lowest in Europe.Bu Giolitti

31Severini, I, 14,

32Giovanni Glolitti, Memoirs of My Life, trans, by Edward Stover

(London & Sidney: Chapman And Dodd Ltd., 1923), p. 194,
33Paolucci, p. 204,

!
34Croce, pp. 228-30,
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charged: "No other people have for centuries suffered such grave evils
with so much reéignation."35 These conditions invited the political
thrust of the intellectual, the independent thinker and the artists,
already alienated from society,

Society was studied "scientifically" by Pareto and Sorel (both
trained as engineers),36 as well as by Max Weber and Gaetano Mosca
during the "intellectual revolution of 1914" when Italy made contri-
butioﬁs to science, sociology, econonics, psychoiogy and philosophy.
Young natiornalistic intellectuals, concerned with social justice and
creative achievement, were intensely interested in challenging posi-
tivism through the work of Nietzscheg.Bergson and Freud.37 They
believed man’s essence was of rational and irrational motivation,
Not only did they refer to the irrational in their literature, but
they used these concepts in their arts.

The "mystic" geometrician Bergson, counter to thehmaterialism
of the Marxists, offered metaphysical fusion of art and science in
his quest for synthesis, and both Marinetti and Boccionil considered

him the "deity of the generation," Bergson's Time and Free Will,

Matter and Memory, Introduction to Metaphysics, and Creative Evolution

were published in Italian between 1910 and 1914.38 Boccioni named a

35c1ough and Seladino, p. 251.
Ftughes, pp. 36, 90.
371bid,

38Aa.ron Scharf; "Futurism=States of Mind and.States of Matter,"
Studio International, Vol. 173, No. 889, ¥ay, 1967, pp. 244-48,
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painting Taughter in 1911, the title of one of Bergson's books of 1900;

and Marinetti wrote his Manifesto of the New Moraiity—Religion of Speed
in 1916 using concepts from Bergson's ideas later published in Two

Sources of Morality and Religion (1932). The Bergsonian concepts of

levels of éonsciousness, intuitien and motion, both physical and
psychological, were the groundwork for much of the theory the Futurists
developed in the concept of dynamism and its counterpart, time. The
flux of reality for Bergson had the element of time or what he called
gpratiﬁﬁ——time—aSwexﬁerience, One could "transcend" the symbolic
world of natural science through intuition and the ”gigg ziigl, 

the vital impulse or 1life ferce, could take introspection into immor-

'tality,39 Boccioni used the term physical transcendentalism to denote

the occult aims of the states of mind in his paintings: " ., . . the
emotional architecture of the objects' plastic faces,“uo
In March 1913 Boccioni approvingly quoted Bergson in his

Pittura scultura futuriste: " . . . a division of material depends

on absolute contours . .  movement from one pose to another is

by

indivisible," Tater from Bergson's Matter and Memory, Boccioni

quoted: "The physical world is a dynamic continuity, an immense play

of forces in which, in fact, there is no division,"b’2 The artist

interpreted this dynamic continuity in two sculptures: Development

39Hugh055 p.," 118

uOUmberto Boccloni, Estetica e arte fﬂtﬁriste (Miian: I1
Balcone, 1946), p. 181, [ereinafter referred to as EEEEEEE&?

ulégghixi, I, 144, See also Martin, p. 133.

42Clough, pp, 212-13,
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of a Bottle in Space, and Unique Forms of Continuity in Spzce., They

were exhibited at the Galerie Ts Bostie in Parls in 1913. (See F1, ITI.)
The dynamism of the human body and its relationship to space
challenged Boceionli, and he became the theoretical bridge between the
ideas of Bergson and the Futurists, although there seems to be no
evidence that they ever met, Both evolved ideas of motion in space
implying time based on the past fifiy years of sclentific achievenent
in the physlical sciences, Bergson replaced the absolutes with his
“stream of becoming"vénd "flux of reality" which acknowledged molecu-
lar action in thgrmodynémics and foreshadowed the notion of electrons
in atomic physies., The philosopher combined theolcgy and physics in
his concepts of duration, space-time and synthesisj; hls work on con-

sciocusness overlapped the investigation of Freud and the “collective

uneonsclous"” of Carl Jung.a3 As early as 1889, in his Esgal sur les

v Vs :
donnees immediutes de la consclence, Bergson introduced dreams and

the‘é&gﬂ vital concept which was much like the vitalism of Nietzsche,

b All these men

the libido of Freud and the life force of Jung.
recognized the levels of conselousness, the irrational, the "becomning®
with some form of motion or dynamism, Often intuition seemed the,
origin of the créative impulse, and in lacerba in 1913 Fapini urged the

Futurists to stu&y'their dreams to gain freedom and originality in

4Bi’éarry ﬁo&lfgréanp Sclence as a Cultural Force (Baltimoréii
Johns Hopkins Press, 1964), p. 104,

uuHughes, PP. 64;'116, 124-25,
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their art.b’5 Boccioni's paintings of states of mind in 1911 show the
influence ovareud's theories as well as Bergson's concepts of dyna-
mism and intuition., When in 1914 Bergson's writings were put on the
Index to join those of Darwin, Comte, Spenser and Freud, Papiﬁi wrote
again in ILacerba: "The Church castrates man . . . for it opposes
novelty, experiment, originality, personal freedom, art and gemlus."b’6
Meanvwhile Croce-~-scholar, philosopher and editor of Ta Critica--

developed his idealistic historicism with great authority and pre-

.cision, Among his many books is the Brevario di estetica (1902),

revised in 1912, which introduced an aesthetic theory based on intui-
tion but contending that reason must predominate. Largely ignored by
the Futurists, Croce, shocked at irrational art forms, informed Cario
‘Carré that science was not valid in art ¥7 He continued to maintain
a benevolent dictatorship over Italian literature and philosophic
life with leadership in opposition to most modern art forms, To
Croce, as vell as to the majority of Italians, Impressionism was a

L8 He scorned the Futurists, and "for

nore "“logical" art style,
D'Annunzio ., . . he had only words of reproof . . , they were

spiritually of two different races,"*9

“Sarchivi, I, 32.
46;939., I, 140, See also Hughes, p. 350.

u7Carrg, I, 63. No date is available here as the Futurists went
to Naples for a serate and visited Croce sometime during their stay.

48Hugbes, pp. 201, 206-207,

491bid,, pp. 336-38. See also Martin, p. L0,
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Bergson, Nietzsche and Poincafg’were part of the "mainspring
for intellectual energy" of the European generation of 1905 which
embraced intuition and the irrational as an avenue for creativity,50
But Italy was asleep according to Boccioni in a letter to Vico Baer in
1909, Force was neseded to get her into the mainstream of European
culture,51 The arts were imitative and sentimental, with little

relation to the changes of the concept of man and his environment,

Romanticism, developed with the,risdrgimento and fed by the cult of
Goethe, appeared in»ﬁany formss the opera of Puccini and Verdi,
landscape paintiﬁgs of Signorini, Fattori and Lega, and the»pbetry

of Pascoli and D'Annunzio. Through ridicule the Futurists constantly

denied D'Annunzio's ideas, yet his flamboyant life-style (modo di vita)

influenced them,

Stirring outside the bourgeois control of the arts through the
academies were artists and writers who traveled throughout Europe,
read international journals, and eventually created an "expiosion of
youth in a country dominated by old people, customs and institutions."sz
This was Futurism., In Milan Boccioni studied the three texts of scien-
tific principles of Divisionism by Gaetano Previati and worked with

Medardo Rosso who made Impressionist sculpture in privation and

neglect, The painter Giovanni Segantini wrote in 1894

50Jacques Barzun, The Energies of Art (New York: Harper and
Brothers, 1956), pp. 326-28,

Slarchivi, 11, 41,

52Giorgio Castelfranco and Jacopo Recupero, Il Futurismo (Rome:
De Tuca, 1959), p. 13,
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e « ¢« new ideas have emerged or are about to

emerge . » » outmoded ideals are no longer

Justified, The thought of the artist must no

longer turn to the past, but must forge forward

towards the future he conceives, 53
Some artists such as Signorono or Cecioni pleased tourists with
Corot-like landseape paintings in Florence, as did Costa in Rome,
In Milan the Grubicy brothers practiced Divisionism inspired by
Seurat and symbolism of‘Art Nouveau., But generally the plastic arts
were weak, partly because " ., . . every author or artist suspected of
having originality or imagination was distrusted," St

The Florentine movement, essentially a series of journais

professing to integrate spirit with intelligence, began with. Marzocco
in the 1890's and gained force with ;}_nggéggg in 1903 and I1 Regno
and 1a Voce in 1908. These magazines aroused Italy to political and
cultural problems, science and invention,5> Papini and Soffici
reviewed French art in La Voce and later in Lacerba (founded in 1913)
from Impressionism to Cé%anne and from the Fauves fo Picasso and

Cubism, Other journals aided the intellectual attack for social

change: L'Unita, La Ronda, Avantguardia and Critica Sociale, In 1913

Marinetti and the Futurists gained a new voice when Papini wrote "Il

Mio Futurismo® in lacerbz, combining Milanese ferocity with Florentine

scholarship, This article established the artists as renowned agitators

SMartin, pp. 11-12,

54Count Carlo Sforza, Contemporary Italy, trans, by Drake and
Denise de Kay (New York: E, P. Dutton Co,, Inc,, 1944), p. 139,

55peter A, Riccio, On the Threshold of Fascism (New York: Casa
Italiana, Columbia University Press, 1929), pp. 11-12, passinm,
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for national and international audiences.56

During the years 1903 to 1916 the journals presented articles on
physiecs by Poincaré: science by Bergson, and syndicalist theories of
Pareto and Mosca., The stress was on action, not just fhetoric: and the
poétronf D'Annunzio, illustrated and continued inr many issues,
increased the nationalistic tone of the publications, Introiba,
started in 1913 by lacerba, included art and poetry with wild maxims,

puns, satires and tirades, Futurist calligrammes and experiments with

photography.57 HoweQér, at the entry of Italy into the war, the pub-
‘lications were suspended,58

Photography changed man's view of the world through motion
studies of the human figure and animals by E, J. Marey and Eadweard

Muybridge beforeA19OO, foreshadowing the photographic experiments of

Balla ahd the fotodynamismo of the Bragaglia brothers in 1912,59 The
motion picture cameré, jnvented by Thomas Edison in 1889 and perfected
by William Dickson, and the film by the Lumi;re brothers in 1895 cul-
minated in the "cinéﬁatographe," a combination camera, projector and
printer first demonstrated in the foyer of the Paris Opera in 1896 by
the Lumiergé.éO Marinetti enjoyed optics and the many new methods of

observation--looking down into a microscope; up through a telescope,

Martin, pp. 19-27.

57&;33212, I, 129, See also Martin, p. 131.
5“‘E{Riccio,, PP 111-12,

59Hu1ten, pp. 36-39.

60114, , p. 37.
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through the eye of a camera, and later from a speeding automobile and
down from an airplane in flight., He could combine these methods in

film, and by September 1916 he wrote the Manifesto of Futurist Cine-

mafogzaghxvon what he considered a dynamic revolutionary art form.61
The important influence of French art on the Futurists started
with their study of Impressionism and Divisionism and their use of
color, light and paint application. The next phase of their study
inéluded the Symbolists and the Fauves, Cg;anne°s work and his die-
tum of reducing ever&thing to forms of solid geometry appeated par-
“ticularly to Boccioni.62 The true challenge for the Futurists was
Cubism~-that Céganne-based style of Picasso and Braque which Soffici
discussed in Ia Voce in August of 1911, the first article on Cubisnm
in the Italian 1anguage.63‘ In Futurist literature all references to

Picasso were made with admiration; thus it is not unusual that the

bronze female head by Boccioni in 1912, called Antigrazioso, is

directly influenced by the Cubist head of a female in bronze by

Picasso in 1909, Woman's Head, The Futurists had their daring con-

cept of states of mind in 1911, but they turned to Cubism with eager-
ness and, using parts of this formal system, developed dynamisnm,
They felt Cubism was lifeless, static, and illustrated only the

concept of simultaneity in showing various views of the object at

the same time,

®lprenivi, I, 96.

62Martin, p. 6h,

®3prchivi, T, 9.



Space does not allow discussion of the QrphismeFuturism contro-
versy over which group developed dynamism first, The many changes in
Futurist art brought about by the Cubist simultaneity paralleled the
théory of relativity. Boccioni used these ideas consciously in his
soulpture of 1912-1913,_for he wished to "surpass Cubism" by using
their style in three dimensions, hoping to add the fourth, time.6u
Medardo Rosso had opened the way in 1909 with his insistence that
movenent in sculpture must not stop at the contours but should express
cosmie rhythm, impeliingeitself into space " . . . the way an electric
‘wave emitted ; . « by 2 machine flies out to rejoin the eternal force
of the universe , ., . nothing is material in space."65 Rosso's words
were only a step away from the Futurists, yet his wax-covered sculpture
was much like‘Impressionism. |

As early as 1911 Marinettl tried to break away from Romanticism:
"Today we hgte our glbrioué forefathers , . . Poe, Baudelaire, Mallarmé
and Verlaine."66 Carra® noted in his autobiography the influences of
Erik Satie} Varese and Stravinsky in music, Diaghilev and Cocteau in
dance and theater, Gustave Kahn in poetry, and Roussezu,; Delaunay,
Vollard, Brancusi and Ozenfant in art.67 'In their search for unity in
the arts the Futurists, intent on the synthesis of Bergson, worked

their way through major art movemenis to 1912 when Boccicni asserted:

6”Martin, pp. 12L-26,

Gﬁlbid,,‘pp. 56-57.«

66F. T, Marinetti, Futurisme (Paris: Sansot, 1911), pp. 82-83,

A67Car£§, I, 180-99, He comments zlso on the “great superiority“
of Picasso and how much the young artists want to move the "old
bourgeois culture."
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“"There is no such thing as paintihg, sculpture, mus;c or poetry; there
| is only cféation."ég By 1913 their own "style of motion" had béen cor-
 re1ated in theory,and individual achievements took precedence err

theilr collective achievements.

The influence of Art Nouveau and German Expressionism was

apparent in the 1911 statés—of—mind paintings and culminated in 1912

with the influence of Kandinsky's painting and wfiting. His Concerning

the.Spiritual 13 Art, which introduced non-objective painting and analo-
gies between paintiné and music, so impressed Marinetti that he wrote a
manifesto to Kandinsky based on dynamism: "the abstract tension
between spirit and mattcr.“69 Boccioni showed the influence of German
Expressiénism in his paintings of the dynamism of football players,
horseback riders and.cyclists. Not until 1914 did he paint Dimensioni
astratte, an abstract composition in pure coclor and form. Dynamism

had become the subject matter; no visuval image was needed, Yet before
this, in 1912, Balla had returned from Germany with a series of

paintings called Compenetrazioni, pure designs of interlocking colors

70

and shapes.,

X . -
Cezanne's work also had a strong influence on the Futurists,
greater than the color of Van Gogh and Gauguin and the Divisionism of

\ / . 3 - 3 .
Seurat. Carra wrote "Da Cezanne a noi futuristi' in lacerba in 1913,71

68artin, p, 126, See also Archivi, I, 79,
®nrchivi, T, 235,

70Martin. pp. 174-76.



and Boccioni returned to the style of Cézanne in Il Bevitore, 1914,

and the Portrait of Fredrico Busoni just before the artist's death

in 1916. Both paintings were lasting tiibutes to the architectonic
strgcture of Cézanne.
The two main bridges between the Futurists and the arts of

Paris were the poet—critic Guillaume Apollinaire, a long-time friend
of Marinetti, and Severini, who lived in Paris near the painters
Utrillo, Valadon, Dufy and Braque but who admired more the painters
Seurat, Leger._Gleizés and Picasso.72 In August 1913 Apollinaire,
referring to Orphism, wrote in lacerba: '"The last and most‘glérious
phase of Cubism is the art of dynamism obtained by the use of com-
plementary celors and simultaneous contrasts."’3 The French had
appropriated dynamism and passed it off as new, although the Futurists
had proclaimed it in their 1910 manifesto as "sensed molecular move-
ments , o . that atomie movement which philoséphy suspected and science
later demonstrated."7u (when matter was found to be a series of elec-
triecal charges, in metion), In 1912 Boccioni's definition‘was:

Dynamism is the simultaneous action of the

particular and characteristic motion of the

object (absolute motion) together with the

transformations experlenced by the object as

a result of its displacements in a moving or
motionless milieu (relative motion).75

72Martin, P. 77 See also Severini, I, 78.
73c10ugh, p. 81.
M1vid., p. 82.

75Boccioni, Pittura scultura Futurista, p. 195,
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Just as the definitions evolved, so did the dynamism in their arts,
Futurism was avowédly based on scientific iéeas as early as
1907 when Boccioni had commented in his diaries before the mbvement
started: "Art should become a function of 1life as science is part
of 1ifé-today. PO beiieve an immense mind might.have the
courage and force to synthesize modern knowledge and create the

"76 ‘

true work , . ., of art,
Scientific research from 1500 to 1916 brought revolutionary.
changes in mathematiﬁs; physics, chemistry, cosmology and the study
of human behavior, Motion was a unifying concept much as motion in
many forms unified futurism. It evolved from motion as activity or
change in position, to kinetic energy in absolute motion and relative

motion, to the concept of speed as Marinetti used it in his Manifesto

on the New Morality-Religion of Speed in 1916, Speed was to him the
only'universal,77 Only the &eér before, Binstein had established in
the Gensral Theory of Relaﬁivity.in final form that the velocity of
light is constant and the weight of bodies increases with velocity,
M&rinetti equated velocity with imagination and power with genius in
his system of analogies: " . . . speed destroys the laws of gravity,
‘time and space."78 He saw this as a means to increase man's freedom
in both art and science as he considered the Darwinian evolution, the

Freudian revolution in psychology, and the Einsteinian revolution in

76prchivi, I, 276-77.
771bid,, I, 52,

781bid.
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physics equating matter with eneréy and the relativity of motion in
the space-time continuum, |
Boccioni used Bergson's concept of motion in 1913 as a feature
of both ﬁhysical and psychological times "Our idealism is constructed
on laws from science illuminated by our intuition, sensitive to new
conditions of 1life created by scientific discoveries . . . all is
novement,"’? Motion became the generator of vision and insight as

science became the intellectual force which continued to change the

Futurists® concepts.

The Quantum theory of Max Planck changed the concept of physics
when he postulated his theory of radiant energy emitted as waves of
matter, not as constant stream but as discontinuous, This eiement of
indeterminancy made it slow to be accepted by scientists, although the
wave functicn was fully developed and determined for all places and
time by initiai and boundary conditions, Yet it was beyond visual
perception which made it difficult for the classical physicist.SO
By 1904 the light quanta was used to develop the law of the photo-

electric effect when Albert Einstein in 1905 published his Special

Theory of Relativity, He worked out the relativity of simultaneous

motion of moving bodies and the Brownian motion of molecules, Mari-
netti called this the “agitation of the atoms" in 1909 in Tutte Le
Opere when he mentioned Brownian motion and microscopic studies in

the “"drama. of the infinite" based on observation and intuition in

791bid., 1, b2, 14,

SORobert G, Colodny, ed., Frontiers of Science and Philosophy
(Pittsburgh: University of Pittsburgh Press, 1962), pp. 204-203,
[Hereinafter referred to as Frontiers,/
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this artist's search for fusion, for the synthesis of 1ife.81

Hermann Minkowski in Zurich developed irrational fractions in

his Theory of Numbers, based on the work of Castelnuove and Severi in

geomeﬁric integrals, While working with Einstein, Minkowski made
nomographs illustrating scientific laws--diagrams to illustrate multi-
relationships simu],ta.neously.82 By 1908 he developed the four-
dimensionai time concept based on Einstein's relativity of motion
and the union of space and time., (See P1, I.)} As in science, time
and space formed theﬁspace-time.continuum, Cubism and Futurism developed
the artistic equivalent in their search for a means of éxpreséing simule
téneity. There were indications of a new interrelatedness of science
and art, a new dynamic existence freed from the static, fixed framework
of the past.83 The world could be conceived of ih four dimensions.,
By'1900 geneticists were revising the mechanics of the Darwinianr
concepts, and chemists were synthesizing drugs to ease pain in the study

84

of organic chemistry. Michael Faraday's imagery of "lines of force" in
physics had followed investigation of magnetism and radiaticn.85 Boceioni

used these lines of force, or force lines, in his art as well as the

states of mind influenced by drugs. Markow and Bach studisd the

81Mondadori, p. 64,

82George Gamow, Biography of Physics (New York, Evanston and

London: Harper & Row, 1961), pp. 189-91,

835eigfried Giedion, Space, Time and Architecture (Canbridge:
Harvard University Press, 4th ed.,, 1963), ppo. 14-17,

8l

*Hall and Hall, pp. 239, 286-88,

851vid., pp. 297-99.
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electrical activity of the brain, and Clark Maxwell devised a mathe-
matical theory of electromagnetism while Hertz investigated electro-
magnetism and wave transmission for radin, Medical men studied the
mind, and Dr, Sigmund Freud attempted to cure mental illness through
psychoanalysis, dealing with levels of consciousness and a theory of
the subconscious and human desire, In his study of aphasia and
hysteria, he first used hypnosis and later therapy to reach the
emotional causes of neuroses and bring to attention the irrational,
dreams, sexuality and the repressed, and intuition as a source of
creativity., In 1906 Carl Jung joined him, and they founded a.journal
for the International Psychological Association just before 1913 when

Freud's book, Totem and Taboo, was published as an investigation of

the origins of morality and religion, Excerpts from both the journal
and the book were published in Iacerba, and Boccioni makes reference
to the irrational; Freud's concepts of.the unconscious and parapsy-
chology as paraliel to the X-rays in the physical world--sources of
insight and originality.gé

Human behavior was not as predictable as the universe where

' U N .
planets were found to have regular laws by Poincare in his astro-

physics and algebraic topology in celestial mechanics, In 1905 his

Science and Hypothesis, and in 1908 his Mathematical Creation, dealt

. . . ). . 8
with levels of consciousness and intuition "of a mathematical order," 7

Rutherford compared the structure of the atom with that of the solar

.86§£S§1X23 I, 67

7Brewster Ghiselin, The Creative Process (New York: Mentor
Books, 1955), pp. 29-35,
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system in 1911 and found that electrons whirl around the nucleus like

planets around the sun, Einstein provided a new explanation of ¢lip-

tical paths of planetary motion in his theory of relativity, and V, F,
Hess investigated cosmic radiation in 1912, They could then prove the
concept of specetral lines introduced by Poincaré and a new view of the
universe with photography of nebulae showing continuous creation of

matter.88

By 1915, when the General Theory of Relativity was complete,

Einstein's mass-energy equation looked simple: E=mcz. The concept

of universal dynamism and force lines of the Futurists, and simul-

taneity, had a scientific base, Boccioni, in his Hstetica in 1912,

had dealt with the "dynamic unity of the world through physical trans-

cendentalism," gravitation, displacement, reciprocal attraction of

forms, colors, masses and movement in the interpenetration of forces.89
Einstein's view of the universe was comprehensive, unbounded and
finite, based on the electrodynamics of moving bodies in which space
was curved and relative motion denoted time as the fourth dimension
and the velocity of light as the only constant in the space-~time con-
tinuum, The simultaneity question, motion of the planets and gravity
versus inertia, was part of the unified field theory of magnetism
which could be applied to both the microcosm and the macrocosm.go
Carfﬁ commented on the "lie of the fixed laws of gravity cf bodies"

and explained the importance of relativity in his art:

88Ha.11 and Hall, pp. 266, 320-23,

89Clough, pp. 210-13, See also Boccioni, Estetica, p. 73,

90Arch§xi, I, 120-22, See also Hall and Hall, pp. 318-22,
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questi i punti su cuil insistore il nostro movi-

mento nella nuova concezione dell®opera d'arte

eess questi i concetti che noi cercammo di

traurre nell'expressioni sensitale di nostri

quadri,
Maﬁy scientists contributed to the continuing allegory of motion, par-
ticularly Summerfeld and'Moseley in studies of velocity.92 After de
Broglie's workiin rad}ation pulsations, or frequencies, Niels Bohr
developed a huge synthesis of the ideas of Einstein and Planck after
discovering in 1913 that the energy of electrons was quantized. He
combined the quantumdtheory and the electromagnetic theory of wave
propagation with the theory of radiant energy and experimental study
of the structure of matter, But the problem of the particle or pro-
ton, electron or wave, forced him to develop the "complementary
principle" which was beyond visual perception and perhaps visual
concep{ion, not mathematical or empirical but metaphysical, This
problem was typical of the absurdities of the sciences when they are
young, and Bohr wanted to put his scientific theories into an onto-
logical systém and make them plausible; but new phenomena did not fit
into the quantum theory and hence into his "conplementary principlé."93

Boccioni developed his "complementarism" concept in 1910 to

combine the color analysis of Seurat, Signac and Cross with the Cubist

analysis of form practiced by Picasso and Braque.gu To create dynanmic

MNearra, T, 138-39,

92Banesch Hoffman, The Strange Story of the Quantum (New Yorks:
Dover Publications, Inc., lst ed, 1947, rev, 1959), pp. 63, 67.

93Hall and Hall, pp. 266-305.

9Li’Boccion_’L»,, Pittura scultura futuriste, p. 241,
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contrasts of form and color in "pure painting," Boccioni proposed

"plastic complementarism based on the law of equivalence of con-

trasts of value and color using clashing colors to destroy fornm-
equilibrium and engender sensations of motion, 5 By 1915 many of
these theories in both art and asclence revealed that the absolules -
had become a flux of variables; matter and energy, space and time were
interrelated; and electromagnetics tended to unify the sciences, Some
scientific knowledge could not be put into words or traditional sym-
bbls but in colors aﬁd shapes that appealed to many levels of con-
sclousness and meny levels of learning. The sense of energy was
felt before the science of dynamics but was expressed in other ways.96
In 1912 Boccioni prescribed three kinds of motion for the arts:
the cosmic motion of the planets, mechanical motion of the environment,
and the interior motion of the brain in states of consciousness. Under-
lying thislwas the concept of atomic energj.97 In painting the Futurists
were to search for structure beneath the surface of objects and look for
their interaction, They claimed that movement was generated by the
simultaneous "interpenetration.of-planes"’of ovjects with their milieu,
and they proposed to put the spectator at the center of the composition

using force~lines (directional thrusts) to keep relative and absolute

motion in directions set by the color-form unified by dynamic continuity.gB

93c10ugh, pp. 99-100,
Bioolf, p. 55.
9‘7(]lough, pp. 86-91,

9B1pid,, pp. 91-103.



In 1915 Balla saw a fusion of art and science developing, and
in 1916 Severini wrote: "We possess our direction through science and
scientific philosophy."gg' Science had become a cultural force in the

arts,

9arehivi, I, 49, 63,



CHAPTER IV

THE INFLUENCE OF SCIENCE ON ART

19091911 Rebellion: Experiments in ihe Arts

Even before the 1909 Futurisi Manifesto, sclence influenced
Bozcioni who wrote in his diary in 1907 of his desire to paint " . « «
the fruits of our 2ge « o o Our feverish epoch makes that produced yes-
terday obsolete and ﬁéeless."l Only a year later Poincaré produced his

Mathematicnl Creation, an “intultion of a mathematical order" ‘dealing

with origzinality, energy, and the aesthetics of mﬁth@m&tics,z Hence
it was not surprisiﬁg that Marinetti, in the sawme ysar, wrotse the,

preface to Revolverate by Gian Pletro Lucini descriving man’s intuition

of energzy and thg,ﬁolecular agltation of atoms in Brownian movement.3
Einstein had explained thermal motion of molecules in fluld, Brownian
motion, 1n»1905 in a2 speclal paper dealing with motion proportionate

to temperature,n,fﬁ&rin@tti openly‘stated in Revolverate that dynamism

came from electric energy and irradiation from electrens, for he saw in
this the “drama of the infinite" and wished to express the smallest

molecular 1ife as he worked toward fusion, an integral synthesis of 1ifa.5

Yorchivi, 1, 225-27.
2Chiselin, pp. 29-35.
3Mondadori, pp. 29, 64,
uTaton, p. 90

SFcndadori, Po 6,
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The unifying concept of motion was basic to all the theories
introduced by the Futurists in 1909 and 1910 in defiance of past art
and basic to an experimental program of aesthetics for works of art,
MotiOn.was also an important problem in science of the period and the
main problem for Einstein during his lifetime, The Futurists conten-
ded that motion and light destroyed the solidity of bodies, as they

wrote the 1910 Technical Manifesto of Painting which stressed universal

dynamism not as a fixed moment but.as the dynamic sensation itsélf.
A1l things moved; noihing was absoluie in art. They declared that
‘science had delivered painting from academic tradition, The "ini—
fying current" of victorious science had renovated their consciousness,
and space and time no longer existed., Divisionism must be an innate

complementarism, as necessary as free meter in poetry or polyphony in

music, They realized that all forms interpenetrate each other, and
universal vibrations unified all objects. Steel and speed could
express their originality as their dynamism became both physical and
psychic.6

In 19i0 when Boccioni had an exhibition at thé EQLEEEQEE in Venice,
Marinetti wrote the catalog describing the artist as an anarchist, a revo-
lutionary whose life was changed by science, for he did research into

light and dynamism using complementarism which distorted objects.7 Here

the word complementarism meant more than just the complementary or oppo-

site colors used together in Divisionism; it meant, perhaps, color, shape

Oprchivi, I, 63-66.

"Toid., I, 101



and value in forms that would complement each other to make a whole, a
unity,

The Futurists continued their tumultuous serate through many
Italian cities urging freedom to translate scientific discoveries into
music also, in a new counterpoint, harmOn& and tone scale documented

in the Manifesto of Futurist Music written by Balilla Pratella in 1910,

(See P1, IT.) Posters and programs announced the evening gatherings,

one of which presented the Futurist opera, L'Aviatore Dro, and the

‘60 L3 3 .
opera, la Sina d'Vargoun, with free verse and enharmonic music by

Pratella in 1909 in Bologna, Futurist ballets and folk music also
opened the way for a new era in Italian music and dance, Pratella's

Technical Manifestb gi Futurist Music advocated a new scale with

smaller than traditional subdivisions of tones even before the new

scale presented by Schgenberg and Stravinsky.B

In the Dramatist's Manifesto of October 1910, Maxrinetti intended

to revitalize the theater also, with originality and new uses of elec-
tricity, steam and speed; and, by 1911, the didactic Manifesto of

Futurist Musicians combined theater and music with free verse libret-

tos, tonal and rhythmic changes for expression‘of the power of the

9

machine and electricity,

The Futurist principles, however, were not evident to any extent

in the paintings assembled in the Esposizione d’Arte Libera exhibition

\
in Milan in April 1911: ILeaving the Theater by Carra, The Elocution

8Clough, pp. 130-32,

gMa.rtin9 pp. 47-48., See also Archivi, T, 232.
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Teacher by Boccioni, and the Triumpn of Death by Russolo were on display,
The motion expressed was moderate, and the states-of-mind ﬁaintings of
Boecioni appeared largely influenced by German Expressionism, When
Soffici, recently returned from»Paris, reviewed the exhibition for

Ia Voce, his criticism was scathing., He called>it thirty or forty

years behind European art, rot modern at all.lo Severini, also disap-
pointed in their work, urged the group to come to Paris to improvg

their formal precepts,ii,

The Futurists in Paris were profoundly impressed by Cubism, and

they gradually evolved their idiom., The eruptive power of the collec-

tive spirit (one of the symbolic themes culminated in Boccioni's The

\
City Rises and Riot in the Gallery, and in Carra’s Leaving the Theater

and Funeral of the Anarchist Galli) showed the strident color, triangu-

lar shapes, and increase in force and violence of motion which led away

from literal description, Both Music and Memories of a Night by Russolo
illustrated Bergson's conception of psychic "duration" (tims as memory,
which linked the past with present and future), as well as psychological
12 ' c s . . . R
states, In Russolo's paintings the simultaneous images, unrelated
objects and figures appeared in dreamlike sequence, through the air,

Also an example of simultaneity was Boccioni’s Noises in the Street in

which diagonal force-lines and intersecting planes of people .interacting

with buildings and streets illustrated Futurist interpsnetration gg planes,

IOMartin, p. 81,
1SeVerini, I, 125,

12Nartin, p. 89.
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In May of 1911 Boccioni spoke to the Circolo Artistico in Rome

on his experiments with nolecular density of materlals, their substance,
welght, expansiveness and reaction to light., He explained physical

transcendentalism as the nysterious attractions and affinities which

result in the reelproeal, formal influénces on the planes of objects,

Physical transcendentalism was expressed in non-objective painting of

states of mind toward synthesis beyond unity of time and plaqe._ He
cailed for movement of pure color and pure form as symbols of un&ver&al
dzggmism,lB "There will be a time in which»painting will not bg enoughe==
colors and movement will be depicted in colored gas.”iu Painilng then
could be. like music, in incessant motion, and the tarrier between the

art object and the épectator would be eliminated. Newspapers.carried
this story, and Bocclioni later published most of the thesory in his book

Pittura seculiura futurista in 1914,

In 1911 Marinetti published Le Futurieme in Parls with three mani-
festos advocating the artist to merge into the infinite of space and
time, He called the arts the Y“dramas of humanized matter," using the
forces of dilation and “torrents of massed molecules and eddies of elec-
trons.“is He thought that a2 new man was emerging with capabilities
nultiplied by machines whieh were "nourished by electricity." This

superman would some day have replaceable partsolé He then described

13Arehivi, I, 475-76, See also Clough; pp. 106-107.
1z‘l'Bcccicmig, Eststica, pp. 182-83,
yonasaort, p. 130,

16Martin, p. 130,
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his system of analogies and dynamism of thought as a stream of ;mages
and sounds, a perpetﬁal flux of spiritual states 1ike the stream of
consciousness of Freud and the psychic duration of Bergson.

For a revolution in typography he demanded mathematical signs,
Bynbols, nusical notes, twenty type faces used tOgether; and colored
inks for expressive force of words “like an explosion of moleculés and
atoms," He wanfed to force a new vision, a new vay of seeing the world
as a glorificatiéh of seientific discovery and modern ﬁéchanics;17 Fron

. free woxds, he»gontinuedwto words-in-liberty, to word autonomy, .word-

sounds and sound-noises, bringing together typography, poetry, music

and the visual arts,

Perhaps.tﬁe Futurists laafned:through.Bergsoﬁfs theories the
principles de&eiop@d by James Clerk Maxwell whose_book Matter and
Hotion; 18?6,_deal€ with light theory, expansion and contraction,
'radiation and dynanlcs, . His studies of electricity and magnetic flux,
opties and light; parallel the ideas of Marinetti. His thaofiea of
kinetic gases‘apd color parallel the ideas of Bocecioni, &s do the
“force-1ines" of Maxﬁsll's teacher, Michael Faraday.® The space
studies of Herman von Helmholtz led tq the space-time continuum and
geodesic lines, worid lines, on a sphere. (See Pl, I.) Hermann Min-
kowski made a nonogranm cf‘the SPacéntime continuun in 1908,'preparing

for what Hans Reichenbsch called "spatlal intuition.“lg The

17Mondador;, pp. 66-67, 80,

1BColoclny, Frontiers, pp, 180-81,

19Ruclo'ff Carnap, Philcsophical Foundations of Physics (New York,
Londons Baslc Books, InC.s 1966), pp. 145, 166, 172,
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~electromagnetic waves described by Gustav Hertz and the electronle studies
of J. J. Thomson paralleled the thegries of Marinettl withcut direct evi-
dence that he read them,2° |

However, toward the end of 1911 the paintings of Russolo moved away
from the anecdotal in Revolt, & forceful collision of speed and resis-

tance, and in Speeding Train, a synthesls of lignt and force-lines,

Boccioni completed his States of Mind: Those who Leave, Those who Stay,

and the Farewells, three paintings like a triptych which characterized
early Futurism, The subject matter and its expressionist force were

tempered by the geometric force-lines of the composition, Acéord;ng to

\
Carra, Apollinaire was the only art critlic who understood and encouraged

the movement when he saw these paintings in 1912.21

1912 Art Exhibitions

The Futurists opened their art exhibltion in Paris at the Bernhein-
Jeune Gallery on February 5, 1912, with paintings by Russolo, Carr%,
Boccioni and Severini.: This exhibitlon traveled throughout Europszan
cities for the following year, accompanied by bombastic news coverage
band propaganda handled by Marinetti,?? The catelog was shocking,

e ¢« o OUr art is violently revolutionary .  wWe

have surpassed Impressionism . . . we exalt intultlon,
sensation ,  « with dynamism, unlversal vibrations,
lines of force, continuity, states-of-mind, We sesk

a style © Of movement . o » We are starting on a new
epoch in the history of art based on interior mathe-
matics and dynamie sensation with three new conceptions

204a11 and:Hall,'pp. 26163,
21Carr$, I, 1&?.'

22prenivi, I, 481,
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of volumss; force-lines and a synthesis of
rhythms presenting a new reality.23

The paintings were a contrast to Parisian art of the time, but thelr
emphasis on subject matter and Impressionist color made Apollinaire write:

“The Futurists have come to teach us , . . by their titles, and not by

their works."Z% He referred to the Portralt of HMarinettl by Carr&} The

Pan-Pan at the Monico by Severini, the laugh by Boceloni and the Movement

of a Woman by Russolo, The rudimentary forms of motion lacked the formal
foree and originaiiﬁy to come later, ﬁhen the challenge of Cubism had been
assimllated by {he Fﬁiurists. At least Futurist painting took its place
beside Futurist theory as an international force in art,
Marinetti:éxteﬁded Futurist theory and literature when he wrote

radical ideas for poetry in the Technical Manifesto of Futurist Literature

in 1912 in which he demanded a suppression of syntax and the use of free
words or “words in 1liberty" without punctuation, He demanded the use of
a "chain of analégies" which was to evoke a flow of successive images in
dynamle sequences that " . ., . man could be one with the universe

e « o« " and could awaken creative intuition like the telegraph or
wireless (radio) to transmit impsrceptible rclationships and moveﬁents.25

His poem, The Monoplane of the Pope, sugg@sted aero-art, and his posn

Zang-Tunb—tumb was made up of sounds, not words, based on warfare in

AdrianoPIe.zs He contended that " . . . to conquer Paris

231p1d, , T, 104-107.

2Miarein, p. 124,

25Tbid.; p. 129.

zéﬁondadcri, pp. 50-52. See also Archivi, I, 33, and Clough, p. 286,
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you need wildness . . . " and Futurism was the "blg noise® there,2!
The Futurists worked with fierce energy after their return to
Italy, and Boceloni turned to sculpture after writing the Techniecal

Manifesto gg‘Futuristchulptﬁre in April 1912, It was based on motion

of the object integrated with moving space and has been of significant
influence on succeeding generafions of sculptors to the present. To

Boccioni, the axtist'must start with the nucleus of the object being

created and link_it mathematically with the aprarent plastic infinite

and the internal plastic infinite, between matter and spirit or

between outer and inner structure, "A SCULPTURE OF ENVIRONMENT® was to
replace the old .pedestalled scﬁlpture proclaining the *ABSOLUTE AND
COMPIETE ABOLITION OF .THE FINITE LINE AND CLOSED SCULPTURE,' "“IET US

BREAK OFEN THE FIGURE AND ENCLOSE THE ENVIRONMENT IN 17,23 Sculpture

bad to be architectural with interpenetration of planes and the use

of many materials to attain physical transcendentalism for a'STYLE

OF MOVEMENT 27 Introduced into sculpture could be electricity,
lights, movable surfaces and mechanical devices to imp&rﬁ actual
rnotion to planés and volumes, Materials could include wires, glass,
metal, fabric, wood, plaster, cement, iron, leather or cardboard to

carry out the interpenetration of planes, “There is no such thing as

rainting, sculpture or music , . . there is'only c:eation}"BO Boccioni

27prehivi, 1, 237, W78,
281114, , 1, 67-72.

291vi1d., I, 67-71. See also Taylor, p. 13i.

30Archivi, I, 67,



quoted Bergson again on the division of matter, for movement to him was
indivisib:le.31 With the internal simpliecity of synthessis, ths work of |
art could only resemble itself, It was a néw figure;, a new entity, the
milieu=-obj=ct,

Objects moving in moving space were also the subject of the physi-
cist, Einstein, whose‘theories‘in 1912 included the space-tine continuum,
So, toa, the sculpture advecated by Boccioni illustrated in a sense the

srace~tine continuﬂm,<a1though'hié Antigrazioso or Antigraceful in 1912

(2 bronze head qf_gﬁé@man) reflected the influence of Cubism without the
motiqn demanded in his manifesto, Not until 1913'in the serles of
gxgamigﬁ_gg.ggg_ﬁgmﬁg.g}gggg did Boceloni find a means of expressing his
ideas fully in three dimensions. His studies of a man walking and his

Development of = Bottle in Space went into Boccloni®s Farls exhibition

of sculpture at_the Galé%ie»la Bogiié-in July 1913, Many of the works,
rmade in plaster, have %@en destroyed; but the most significant work,

row cast in bronge, was the Unigue Forms of Continuity in Smace, (See

Pl. III.) This figure:of a nan in motion with the space éround,him is

completely integirated., Object and space become one, Rotion in space

denoted tine, and the vitality of the sculpture represented Futurism well,
‘Two stylistic changes in 1912 appeared in the painting of Carra and

Balla. Centrifugnl Force and Woman gg'the Balcony, Simultaneity by Carn;

portrayed movement of planes in abstract shapes foreshadowlng the Nude

Descending a Stalrcase by Marcel Duchamp a year later, Even more

extreme ware Balla's Iridescent Interponetrations, a series of geometrle

3i1via,, I, ib3.
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optical designs of kinetic and auditory studies of light and motion, 32
This research in non-objective art carried over into 1913 to become his

most original work,

1913-1914 Maturity of the Concept of Motions

Dynamism in the Arts

Balla's painting Moving Lines + Dynamic Sequences in 1913 was the

culmination of a series of studies of flying swallows, (See Pl. V,)

Like Russolo’s Racing Auto (Autof;geCorso) of 1913, the complex images

of motion and simultaneous polnts of view created patterns of optical
stimulation. (See P1, IV.,) Velocity was their chief concern, and
Russolo expressed the force of the auto in repeated arrow shapes, a
dyranic sequencé‘of spged. Like diagr&ms? these paintings showed more
undexstanding of the concept of motion, carefully based on expsriments
by individual artists working independently. Perhaps Anton Giulio
Bragaglia hastened Balla'’s progress with photographic experiments he

called Fotodinamismo futurista, studies of motion published in'Rome in

the summer of 1913.33

Meanvhile Russolo, in his Manifesto on the Art of Noises (Marech 11,
1913), proclaimed new sounds for future dynamic concerts as he created

his intonarumori, the elecirically pouered noise organ which he played

at concerts and serate, Six new "families of sounds," new rhythms and
new machine instruments were included in the Futurist music for oxches-

tra. For Russolo regarded sound as acousticai, independent of past

32Martin9 Pe 17?;

3Barchivi, I, 499.
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music, not limited to imitative reproduction, and he predicted thirty
thousand original nolses "interpenetrated" in the Futurist symphony.34
This art of nolses today is called Bruitism,

The Manifesto of Wireless Imaglnatlon and Free Words, May 1913,

by Marinettl broke away completely from tradition in postry end invaded
the visual aris by freely deforming words by cutting and lengthening
them for bold typographical effects on the printed page. His "shaped

poetry” (poetry in the shape of gbjeets) foreshadowed the Cnlligranmmes

of'Apollinaire¢3€ﬂ The “sound collage"” of ciphers and sounds was a
dynamic means for quick perception of several nessages to b@Afe%d
36

sinultanecusly.” .The same irrational enphasis appeared in his Mani-

festo of the Theater of Variety in which both actoxs and audience

performed simultaneously like vaudeville, Marinettifs play, Elec-
tricity, the Futurisi play for the Universliiy of Bologna, %as‘peviewed
by M, Sironi in Izcerbas * . . . 1t made the Romans vomit ., ., . " for

it was based on the_absurd’as well as dynanmism and simultaneityg37

Carrd wrote the Hanifesto of Painting of Sounds, Nolses and Odors

in August 1913, demanding sensations beyond the visuals "total art" of
whirlinglspheresg,centrifugal force, and spinning elipses with “reds
that sscccrrr@@eam? and colors that jump in shapes that thrust in

spherical expansioﬁ of space with forms that intersect, interpenetrate

Ferough, pp. 123-29,
35Hartinp p. 135,
36Mohelywﬁagy, ppe 301306,

3 prenivi, I, 29%.
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in diagonals, It was.iike music, His Freeword Painting-Patriotic
Festival (see P1, VI) was a collage of whirling newspaper élippings,
a combination of.typbgraphy and painting with dynamic force in rota=-
38

tion of subtle order.
By the end of 1913 Boccioni had simplified his theories into
form in motion, and motion in form. His "Analogies of Plastic...
Dynanism" article appeared in Poééia (1914) to express confidence in
the affinity b@tween the Bergsonian concept of moticn and the staiic
expression of the Cublsts: " o o o we will demonstrate the groat
dynanic evolution. o ‘i' 39he predicted in discussing ths réléti;i%y
of time and placec; For him, motion had be ecome almost a religiOﬁ:when

the conecept of simul 1neity was taken over by Orphism in Paziao and

he attacked vefbally 1n Lacarba with fully developed theories of

Futurist dynamiam and siﬁultaneityebo

.To Marinetﬁi in 19139 speed was thﬂ eleﬂent which generated
Futurist & anismg‘and he thought that man was at last conquerina his
environnent and could communic&te with all people on earth. He urged
the artists to explore outw&rd througn physies and inward thrcugh
psychics.41 .The Futurist equaéion now develép@d Wass: ‘3fD&+ raterial
L2

weight = expansion - resistance over absolute value = 4th dimension,

His Manifesto_2§ Synthesis of July 1913 included cinema as an example

3Bprenivi, 1, 262-63.
39;9ég,, I, 169,
“Orn1a,, 1, 148,
41Mond&dori, p. 60,

%2prenivi, 1, 302.
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of dynamism with the art of noises and lights in dynanic transcenden-.
1.',a.lilsxn.b'3 |
Severini's unpublished 'Plastic Analogles of Dynanism Manifesto”
also aimed at synthesis by exaltation of form and color: " ., . . to
open up the upiyerse, create a new dimension, a higher consciousness

by destroying time and place by simultaneity.“bu For him, total

reality lay outside time and space as the thsory of relativity pre-
dicted the total destruction of'haterial &= energy."us ILike Ernst Mach,
he believed all sensatlions could take plastic form with colors Qf maxi-
mum intensity and.artificial light in spherical expansion il}égtrating
force and velocity;u;L;ke Boccloni, he advocated unity " ., . . through
all possible materials integrated in action . . + " with spundsg odors,
and "relativity of luminous phenomena."46 The artist‘must try to
express the total.actién of the univerée. | |

I am forcing the end of palinting and sculpture,

2s these 0ld forms limit our ereative freedon,

Our creations should live in the open air 47
Severini seemed @o‘deny the early forms of Futurism._

Howeverﬁfhié theoxies were in contrast to his art, chiefly pain-

tings of analogies entitled Sea=DancertFlowers and Dancer=Sea+Sky, both

with sinple flat shapes of ambigucus subject matter in combirations, Not

¥31014., 1, 27-29.
uuSeverinig I, 79
LkS5archivi, i, 77=79.
¥1p1d., 1, 78479,

u7Severini, I, 80,
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until 19i4 did Severini abandon objeetive reality for subjective

expression as in Spherical Expansion of Light (see P1, VIII).

Dynamisn in painting was the aim of Boccloni's series of paintings

called Dynamism of a Feootballer, Dynamism of a Cyclist, Flastieity, and

Dynamism of a Human Body. They projected vibrant colored shapes in
rotary motion bursting from the format, yet were still i1llustrative,
He could not abandon subject matter, and he explained that the object
was the nucleus (centripedal construction) from which the forces
(force-lineSmforms) #hich define it in the ambience (centrifugal con-
struction) depart and thus determine its essential characterega His
language was abstruse, but he was clearly the-leading theorist of the

Futurist plastic arts as indieated by his book, Pittura scultura

futurista written in 1912 and 1913 but not published until 191k,
Our.idéaiiSm constructed on laws of science,
illuminated by intuition ., . . sensltive to
new conditioEs of 1life created by scientific
discoveries, t?

Conirary to popular opinion, Bocecioni 4id not base his ideas
merely on technology or the machine, He devoted several pages to
pure science==thc inportance of magnetism, velocity, and the space-
time r@laﬁioﬁshipo He refuted division in the arts and called for
“pure painting” and the use of the cinema as an art form, He believed
that d amism,'dormanﬁ in the spectator, became actual when awakened

by a work of art.which expressed kinetic sensation. Veloclity was the

only absolute in, the space-time continuum, and "total art” necessitated

bSBoccioni, Estetica, p. 66,

ugArchivi, I, 142,
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a sense of speed for full realization of modern sclentific 1ife, Plastic

dynamism was a functlon of dynanic complementarism, a synthesis of color

and formj yet not until 1914 did Boccioni paint a non-objective p&inting.sq

By 1913'scientists were particulérly preoccupled with the study of
motion, They had investigated the motion of waves and particles of
matter changed by the thsory of Einstein, The principle of_comgleﬁen—
tarity was proposed by Niels Bohr in 1913 to combine both the wave and
particle theories of energy radiated by excited electrons moving from
one orbit to_another;S1 ILike Marinettl he used analogles--the analogy
of love andfjustic@, to link Planck®’s quantum theory with Rutherford®s

ldeas of high speed electronsgsz Complementarity thus combined the

quantum theory with relativity but was beyond visual conception. In

the symmetry of space-time the eleciron became non-material and science

becane metaphysieal.SB The complementarity prineiple was based on
premises whieh were nelther mathematical nof empirieal. Ther@fdre, it
this were wofkable, dogmatism in sclence was cut, the irraticnal or
absurd entered scienc@, and Bohr’s work allowed man to summarize and

unify many experimental results.su It is still in dispute.

Boceioni redefined dynamic complementarism in 1914

SOBoccionig Pittura scultura futurista, chap. iv, passinm,

SIColodny, Frontiers, p. 222.

521211 and Hall, p. 266.

53Robert G, Colodny; ed,, Mind and Cosmos (Pittsburghs Univer-
sity of Pittsburgh Press, 1966), pp. 342-45, 351,

51!'Colodnys Frontiers; p, 225,
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Each form carries within itself the aspiration
to conmplete itself with a complementary form

« « « necessary to the integral expression of
its temperanment.55

Plastic dynemism was 2 funetion of dynamic complenmentarism, a moderni-

zation of the term congenital complementarism in the painters® technical

manifesto and later considered complementarism of-forh‘and color.56

From this grew the notion of physieal transcendentalism--the vibrations,

emanations, density and motion of energy:

e ¢ ¢« the iInvisible aura of the object and its
action, the analogous synthesis which lives on
the borderline betwsen the real object and its
plastic ideal , , ., That vision called physical
transcendentalisnm is able to represent in plastic
form, the sympathetic attractions and mysterious
affinitles which create the reciprocal influences
of the planes of objects.57 '

In March 191l Marinettii wrote the Geometric and Mechanical Splendor

and Numerical Sensibility Manifesto, adding concepts of hydraulie and

cosnic forces to Futurist theory 4in both art and paetry.58 Based on
ideas of energy and mélecul&r vibrations, this document set the scene
for his sculptural asscmblage in wood of a man r#nning, his first.
sculpture, It is significant that the parts were movable. All the
Futurist arts were now unified by motion,

In 1914 Antonio Sant'Elia, the architect, joined the Futurists

to bring motion to the design of the clty. His Manifesto gg Futurist

5530cciop1, Estetlea, p.‘145.
56}1&1‘%1,1’!, Pe 133 °

57Boccioni, Pittura scultura futurista, pp. 42, 43,

58rrenivi, I, 47-48,
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Architecture was published by lacerba on August 1, 1914, two months

after his exhibition of drawings at the Famiglia Artistica in Milan,

His urban design and architectural renderings were designed mainly for
mobility of vehicles and people. (See Pl, VII.) Motion was as impor-
tant as form and space in the simple bold shapes of the "New City."
His emphasis on transportation, communication, light-weight and

elastic materials, and fefro=concrete created wh&t he called a

dynamic synthesis, an integration of art and science with motion as
the dominant expression.sg Bridges, Viaducts, "moving staircases*
(now escalators) viere 1ntegvated with diagonal highways, subways,

and ramps acknowledving the concept of notion in timeaéo Each gener-
ation was to build its own city. w

Marinetti published the Manifesto on the Price of Artistic Genlus

in March'19144after his group of Futurists was complete in representing
fhe arts. Art was to him cerebral energy, crcatlive force, which should
be "scientifically” measured in a work of art to determine its value,
The quantity of originality and intellectual energy in a poem, symphony
or painting had to bve computed and every artist should be abie to |

61

invent & new art,
New forms of art were forthcoming; Boccloni illustrated plastic
dynamism in many drawings, paintings, sculpture and prints in 1913.

But in 1914 he created a sculpture called Dynamic Construction of a

59&yo“gy Xepes s The.Nature and Art of Motion (New Yorks George
Br&ziller, Inc,, 1965), pp. 180-89,

~

60Giedion9 pp. 319-20, 439,

6lirenive, I, 4145,
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Gallop, Horse and House: & construction of wood, leather, cardboard and

metal scraps interpenetrating in planes of diagonal thrust, Also, Balla,

true to his interest in optics, painted Mercury Passing before the Sun,

an expression of cosmlc force and dynamic interaction of matter and
enargy. Carré»also used unusual materials in the newspaper collage,

Freeword Painting-Patriotic Celebration with centrifugal motion (see

Pl. VI). _
.AISO'for the study of motion in 1914 in Italy, the University of

Padue republished Galileo®s Diaslogues Concerning Two New Sciences- (1638).

Dynamics was the main subject matter in ballisties, acoustics; and
astronomy in the theory of motion and resistance.éz Einstein®s theory
of relativity was a brilliant culmination of Galileo's arguments on
vthe rate of fa2lling bodies and other ﬁechanical experiments.. The
theory of gravitation was published by Einstein in 1914 on the rela-
tion between accelerated motion and the_fdrces of gravity. ﬁe dealt
with floating bodies in interstellar space and the curvaﬁureﬁof space
in zccelerated systenms, “geedesic lines" and centrifugal forée in the
space-tine continuum.63

Meanwhile £he Futurists looked to Boccioni whose theory of

creative forces in the total action. of the universe added a new

understanding of space and time, In his article on Flastlic Dynamism

in 1914 Boccioni foresaw the end of painting and sculpture as

626&111@0 Galilei, Dialogues Concerning Two Seiences (New York:

McGraw=-Hi11l Book Co,, Inc., 3963), pp. vi, xx.

63Gamow,‘p, 195,



electricity and energy would transform art., He predicted that modern
cities powered by electric energy might also have machines for mathe-
matics which would transform huma.-nity.é4 Was this the computer?

As Einstein®s work resulted in the geometrization of a 1arge part
of physies, so the Futurists' art became more abstract and more geo-
metric, The electric and magnetic‘forces still lay outside the geo-
metrical conguest in the so—called unified field theory.s5 Boccioni
insisted that what truly made a falsehood of old painting was the
separation of xhelstﬁdy of matter and the study of‘anergy.66 He. .
forged forward toward a new plastic unity, an indivisible unity with
relativity of ﬁime and place with many sinulianeous aspects of reality.
Until 1905 sirultaneity of two distant events had been an intultive
concept, Then Einsteln introduced his definition of simultaneity and
dealt with velocity, absolute and relative motion, dilation of tinme,

_ . 6
- the electromagnetic field and the mass=energy equation. 7 Boceioni

used these terms in his redefinition of plastic dynaomism in 1914 as
simultaneous form that issues from the Interaction of the object and
its environment, to the destruction of the object through light and
notion, as matter becams energy.68 The artist’s new vision1consisied

of seeing, thinking, feeling in relationship, not as a serles of isclated

64Archivi, I, 95.
65G&mow, p, 207,
66

Boceioni, Pittura scultura futurista, pp. 42, 469,

67Ta,ton9 p..91.

6sBoccioni, Pittura scultura futurista, p. 42,
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phenomena but as a Gestalt, an integrated whole, a transcendence into

the dimension of spa.ce-»time.69

According to Bocclioni, physical transcendentalism in 19i4 was the

object of the artist's vision or contemplation-=-beyond all unity of time

and place, beyond the distinction of thingsc To him, the creative motion
of the universe revealed itself in pure color and pure form-- " , , , the
lyrical appraisal of the motions of matter expressed through the correla-
ted forms of consbiousness.“7 Man's powers of transcendence vwere illus-

trated in plastic dynamism, as energy from electrons which possess both

wave-like and particle-llke properties cannot be diagrammed. "The
invisible force of the.universe had transcended reality and was neta-
physice:,l,?1 Max Born s studies in atomic dynamics at Gottinburg ineluded

speculation in physics which he called "tr&nseendental deduction, n72

1015-1916 Futurist View of the Universes

The Film as an Art Form

s s CSGEA  ASCICE | SRR

By March 1915 the Futurists had a Manifesto of the Reconstruetion

Qﬁ,th@ Universe signed by Balla and Depero. In many studies of veloecity

and outer syace, Balla had used Einstein®s theories of the orbits of ler-
cury and now, in this manifesto, demanded & total fusion of the universe,

Huch 1like the relativistiec theory of the universe, the manifesto demanded

69Moholymﬂagy, Po 153,
7%10ugh, pp. 88-89.
714211 and Hall, p. 307.

7ZColodny, Frontiers, p., 242,
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combined objects of many materials to form "plastic complexés" (construe=-
tions or assemblages) which could be put into motion, Art must be
abstract, dynamlc, transparent, luminous, transformable, dramatic,
voiatile, noisy, cdoriferous and explosive., Materials could be variled:
silk, metal, glass, cardboard and chemieals. The complexes must rotate
or turn on a spindle, compose and decompese, in a fuéion of art and
science, Art, then, would become action, will, aggression and brutal
reality;73 Futurism developed a new art form, sculpture with actusl
rotion, and Balla was the first to construct metal wire assenblages

that moved and wood constructions which rotated. Ty

In April 1915 the Manifesto of Futurist Scenography clted the

possibilities of ciqem& as the "new realisnmn,"” the synthesis of the
arts, With dynamic effects of lighting, mirfors, glass and color in
vhich the subjeét and the object could be interchanged, theater and
art forms wou1§ Qohverge.7u Prampolini and Balla worked with Triétan
Tzara on films to create the Yabstract, synthetic, dynamic force of
the universe,"’ >

Meanwhile Severini in Paris during the war combined freeword

raintings of French mobilization; and Carrg published Guerrapittura,

his book on war drawings and collage. Boccloni, at the front in Austria,

found time to paint Cavalry Charge to show the dynamics of war., When on

leave from the army, Bocclonl continued to write, paint and lecture

Pprchivi, T, 18-51,
Mrvid,, 11, 87-89.

e

?51p1d,, II, 51-57, 351, 361.
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furiouslys "The first Futurism accomplished its purpose of giving a
w76

new meaning and form to Italian art,

Also in 1915 the Synthetic Theater, Theater of Surprise and.

Taétile Theater broke the barriers between drama and life with a
slanted stage and electric devices preparing fhe way to Integrate .
f11m977 The space-time continuum was best expressed in film, and.

tha possibilitias,for‘dynamism were documented in the 1916 Manifesto

of Futurist Cinematography, signed by Marinetti and Balle and othefs

and published in L'Italia Futurista, It predicted that the book which

vas passe would'be'replaced by the film, "the form of expression best

adapted to the complex sensibility of a Futurist artist@"?af The f£ilm

could present Yél@city and simultanelty combining poetry, music,
drama, art and_typﬁgraphy. Harinetti could use analogies, correlation
of sounds with colors, and states of mind with freedom from logic.
Ideas, happ@niﬁgs aﬁd many types of objects could be present@d‘wiﬁh

contrasts of secale and proportion changing with varied feelimgs and

emotions with cdors and sounds, the intonarumori, architecture and

drama, Marinetti saids "We could destroy and recreate the universe

according to our marvelous fancy."79

Severini published the Reconstruction of the Universe Manifesto

76Martin, p. 204,

77Wylie Sypher, Rococo to Cubiom in Art and Titerature (Neu Yorks
Randon House, Inc., 1980), pe 336. T

78Hondadori, pp. 118-23.

79Tvid,, P. 123.
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in February 1916 in Paris as an eiplanation of relativity, the measure-
ment of space and motion, and the fourth di@ension.w It vas a compendium
of the so0lid geometry of the world expressed in Futurist art, Much like
the theories of Boccloni, this was a new 1dealism based on the 1life of
matter as explanation of the gradual Futurist development of synthesis
from object and environment to object and uﬁiverse, their study parallel
to scientifie research, "We express a synthesis Inspired by our intel-
lectual and spiritua}nlif; through reality of vision, We possesé_our
direction througﬁ science and scientific philosophy,"ao (See Pl.jVIII.)
Art had becpma,a diagram, a design for lumlnous and éolorful spherical
expansion of sﬁ@pas'in space without recognizable subject m&tﬁer.lbut.

with dynamic forme. |

In May 1916 Marinettl published the Manifesto of the New Religion-
Moraliﬁg of §£§§g_as a full disclosure of the scientific developrment of
speed on earth,; in the air and on water. He equated velocity with
creative geniué;andiextolled speed for its destruction of the laws of
gravity as weli 28 tims and space. His optimism for the future was
based partly on.the prediction that man’s energy would be rultiplied
by speed dominating time and space, The new salnts would be innumeradle
flying objects .in the atmosphere, gulded by light and electromagnetic
force, Men would bow before a gyroscope going twenty=-thousand RFii's
a minute.gi By this time Eins%ein was working on his magnetic field

theory, and ﬁhg,gxavitational'cdncepts of the universe had changed,

L !

SOArchivi,_I, 207,

Bllbid,, I, 52-56, See alsoc Mondadori, pp, 508, i11-115,
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Severini reporﬁeds : .

Ours is a écieniific philosophy . . . sclence

in general has opened new horizons to the per-

ception of modern artists . « « in cosmic,

physical and chemical laws.of the universe,

Man himself has changed and the forces of

nature have a different aspect,82

When Boccieni and Sant'Elia were killed in the war, Balla con-

tinued with the Futurist search: "We will find abstract equivalents
of . . + all the elements of the universe . o o COmbine themn according
to our inspiration to form plastic complexes that we can put in motion9“83
After seven years of research, from 1909 to 1916, the Futurists developed
the film as a culmination of their program; and Bragaglia produced some

short films and_thenizgrfido Incanto, a full=length experimental film

with Balla in 1916, using abstract scenery, fabrics, painted'panels,
wires and wocden b&nds,84 As Marinetti put it in his equation:
“rainting = scuipture = dynairlsn = words-in-liberty = sound = architec-

ture + synthetic theater = Futurist cinema,"aS

82 prenivs, 1, 202-203,

81pid., 1, 19,
%I‘bido’ II' 499.

851p1d,, I, 99.



CHAFIER V
CONCLUSION

The Futurist movement was a phenomenon‘oflideas in the arts which
emerged from 2 nineteenth century schism of thought and feeling in Italy,
a country dominated by people, customs and institutions which had become
old and rigid in Spirit and culture, To destroy apathy, past art and
outmoded ideas, Iariﬁetti used shock tactics and bizarre propaganda
methods whiech even today obscure the serious aims of the_Futufists and
their contributions to art from 1909 to 1916,

Their objectives were to renew the arts, get European attention
for Italy, exalt originality, and bring about social change to attain
freedom for the arts through the iﬁtegr&tion of art and scilence, These
ains developed with each ensuing manifesto developing their principle

of motion in art with the concepts of dynamlsm and sinultaneity. They

wanted {0 express unity in the arts and the new concepts of man and his

environment,
\

Influenced by the revolution in physical science with the Quaqﬁum
theory and relativity, the Futurists were also influenced by the Freudian
concepts of consclousness and the ovgrlapping philosophy of Neitzsche
and Bergson, In Futurist art, states of mind and states of matter were
to be balanced as they_gxpressed their theories in experimental combi-
nations, Boccloni, as thelr aesthetic leader in the plastic arts,

wrote his theorles closely following the theory of relativity, Even the

80



81

terminology was similar.1

Their unifying concept of motion developed from the Galilean inter-
pretation through Newton®s conception of the universe to thermodynamics,
relativistic dynamics, and the spatialization of time. In 1909 Marinetti
extolled his rudimentary concepts of motion in his first manifesto:
rebellion, energy, speed, earth and universe, viclence, search for the
unknown, and the space-time continuum, Einstein had published his first
papers iIn 1905, just four years bvefore. His work also emphasized motion,
the velocitiy of 1ight; simultaneity, dilation of time, dynamics, and later
the mass-energy equation (which led to materialization and dematerialization),
accelerated systems, the gravitation of spherical bodies, and the solar
systemgzv Eiustein stressed the importance of creative imagination in
visual thinking, problem solving without words or numbers, but with signs
and images which:could be combined, So the Futurists thought that art
could make the world visible in images through which nature and its
functions could be experienced.

As the arts tended to be pushed out of society around 1900 and util-
jtarianism tended to make the arts Into lwwurles, in 1909 the Futurists
embraced the main source of change--pure science, They looked to gcience,
not merely to the technological results of applied science,; to develop
their program for the future, their m;nifestos and works designed to

express thelr ideas. The results of thelr experiments were sometimes sig-

nificant works of art.

isy Ta, p, 64,

zTaton, pp; 90-99,
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Boccioni developed the allegory of motion through a series of

definitions of dynamism and simultaneity: a complex synthesis of physi-

cal, psychological and aesthetic factors to project a unified vision of
man and the universe in the developing abstract idiom. The revolution
in the scientific view of the world was, then, the impetus for revolu-
tion in the arts. Superficlal realism was no longer 1mportant;»reglity
'lgy in the basic;moleoular structure of objects, the atomic structure
whiéh was convertible into energy. This_waé the reality the Futurlsts
wvanted to express,. M _

In 1913 Niels Bohr offered the “complementarity prineciple” to
unify the dualism of the wave and particle emission of matter. The

complementsrism proposed by Boccioni was iis counterpart.B Both were

based on the need for unity, two parts of a form or function making a
whole, a synthesis; According to Kepes, the complemenparity_of motlion
and stability are fundamental to intellectual growth, bn@ dées not
perceive one without the other, and the fundamental aspects of artistic
vision include complementary unity, rhythm and sequence. Not only
artists but scientists have come to recognize that they cannot create

2 valid model of nature that exists independently of the observer,

Today éomplomentarity is accepted as basic in the description of natural
phenomena, and ariiéts,and scientistsArecognize the dynamic interpene-
L

tration of the inside and outside world,

Based on the formal voecabulary of Cubism, Futurist paihting and

supra, pps 70-71.

4Kepes, pp. ili-v,
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sculpture adopted complementarism to strengthen coler, form and motions

Plastic complementarism . . « based on the law of
aquivalencs of contrasts, draws 1ts force from the
shock produced ., . . by clashing colors . ., . this
results in the destruction ot the form-equilibriunm,
which in turn engenders the sensation of motion;
this motion tends to become spheriecal expansion in
space,d

Futurism was one of many art movements of the period which were
affected by the sclentific and intellectual changes. Only five years

after Wilhelm Worringer in Germany published his Abstraction and Empathy

in 190?,'abstraction‘in art had spread throughout Europe and into
America,6 As the Futurlsts integrated space and objects within the
format of a painfing; Edgar Rubin in 1915 published his findings oh
figure-ground relationships.7 Art moved toward diagrams as artisté
tried to express motlon in numbers, signs, colors and shapes as dynamism
replaced subject matter, Energy replaced outward appearance analogous
to physics and psychology. Dematerialization in art foilowed demateri-
alizaticn in science, .

‘Through their philosophy, their credo of dynanism, the Futurists
developed a kind of sclentific humanism. Their goal of synthesis of
rind and matter vas not wholly fulfilled, for expression of motion in
their canvases often retained the»iook of photographic moticn studies,
but their experiments created a bridge between sclence and art with a

renewal of aestheties which is still evolving in the artist-engineer and

5c1ough, p. 100, .
6Haftmann. I, 129.

?Rudolph Arnhein, Toward a Psychology of Ari (Berkeley and Los
Angeles: University of Californias Press, 1967), p. 22.




the film maker today,

In 1915 Boccloni described dynamism as a combination of absolute
and relative motion in cosmic, mechanical and interior movement, All
motion was relative, and the ultimate Spged was the velocity of light.

Also like the theory of relativity was his concept of transcendeﬁtalism,

rerallel to the équivalence of matter and energy. Both transcended from
the physical to ths metaphysical, 1In psychology,‘transcendentalism
poétulaﬁed that art which could rise through its epoch and above, po be
fulfilled as expresgion of the collectlve and the creative uﬁconsciOUSa
that art might be timeiess.B |

¥Yhen Crocetscornéd the Futurists as "artisté of the convulsive
ssc:hcac*-l,."’9 he was not aware that the new aesthetic striving to be born
would destroy old canons of art which had become a fortress of . .
security. Both Croce and society were to feel a loss of equilibrium,
the disappearance of certainty as radical forms of art emerged from
Futurisn,

‘Absurditieg were obvious in young sciences; the work of Freud,
Einstein and Bohr all dealt with the irrational, the absurd,10 Mari-
netti's wild imagination exaggerated the irrational, no{ only to.
disturb the bourgeois ;but to create new art forms generated from various

levels of consclousness, It was apparent in both art and science that

+

8Erich Neuﬁann, Art and the Creative Unconscious, trans. by
Ralph Manheim (Princeton: Princeton University Press, 1969), p. 105.

9Croce, pe 281,
1OWOolf, p. 104,
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the complementarity principle, the stream of consclousness and the rela-
tivity theory were irrational, Sclence moved toward art, and art moved
toward sclence, after the mass-energy equation made much of science meta-
physical, Formless psychic and physical structures became visible‘in
Futurist art. Art and sclence seemed to spring from the same root; the
impulse to symbolic expression of ideas, 11

Futurist art was the expression of ideas much as human history is
fundament&lly a history of ideas, The imporiance of synthesis forced the
_Futurists to break déwn the traditipnal barriers between the arts and,
whether original or not, new art forms emerged from Futurist experiments

from 1909 to 1916: the intonarumori, a new tonal systen, synthetic

thea%er; photonontage, freeword poetry, noise poetry, freeword painting,
assemblage, kinetic sculpture, optlcal art, odor assemblages, city:
planning and bold architecture of ferro-concrete, and glass. The .
Futurist experiments led to new forms of dance, typography, “total
theater," photcdynanism and the Futurist film.

Through the manifestos, Futurist ideas constituted an almost com-
plete aesthetic theory which had a liberating influence, as important
as thelr arts, Hence, Futurism directly influenced Dadaism in Zurich
in 1916 through Tristan Tzara who carried Futurism to the Dada group.iz

Most appealing to them was the Futurist destructicn of pictorial values

and the development of the abstract idiom which the Futurists had needed

115uzanne Tanger, Problems of Art {New Yorks Charles écribnér?s
Sons, 1957), p. 177. '

12Haftmann, I, 182,



to express the spatialization of time,

Gerald Holton and other physicists recognize today fhat there are
direct routes of valid transfer from science to art. There is the,
éharing of the allegory of motion that 1s now veing reduced, abstracted
and transformed, not just in science, but in our whole developing culture,
The historian, the philosopher of science, and the humanist agree with the
scientist in the endless search for an understanding of man and the
universe.13 )

‘For further study of classical Futurism in depth, students should
transiate the writings of Boccioni and Marinettii, Also, for burposes of
comparison, the work -of Bergson should ve analyzed for sources of Futurist

concepts, More study of Tutte le opere di F. T. Marinetti, published in

1968, might reveal some direct evidence of the Futurist involvement in
sclence instead of the Zeltglest, that phenomenon of men who seen to be
noved in the same direction simultaneously in philosophy, literature,
painting, musle, science and politics to indicate the spirit of the times
as it emerged, as in the Futurist movement, A physicist could trace the
concepts of relativity parallel with the concepts of Boccioni, and an art
historian could trace the relationship betwsen Cubism and Futurism,

‘Among the facets of Futurism still to be revealed is the 1916
fusion of many regenerative ideas and Marinetti's passion for speed,
which becare almost a religion.lu He saw what he termed “total art”

like a Gestalt, Art became an attitude toward life. Futurism became

13Kepes, pp. 26-28,

1,4,8 URZ?‘L} P 780
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a way of life, It was at this time that-Carfg.&nd Severini left the
novenent to pursue other artistic ains,

Severini in 1916 discussed cerebral activityy; the nexrvous systen
and the five senses (receptors) as analogous to the machine-llike cyber-
netics, Among the predictions of the Futurists weres the film would
replace the book, painting and sculpture would be replaced by the art
of environment, flying objects would be guided by magnetism, architects
wéuid design escalators, meﬁ could have replaceable parts;.and a machine

would be developed for total computation, The film manifesto of 1916

brought classical Futurism to frultion: sinultaunelty and dynamism
could best be exprgssgd‘in the motion picture with 1ts articulation of
time in motion tog&id synthesis,

Futurism responded to the "crisis of civilization" in Italy and
responded to the evolving paﬁierﬁ of interpenetration of simultaneous
aspects of reality. Besides the scientific methed of investigatlon and
experimentation, there was an analogy between knowledge of man and
soclety based on ééychology and socidlogy, and the knowledge éf the
universs based on relativity and quantum mechanics. Like Marinettl and
Bohr in their system of analogiles, ﬁilliam Je Jo Gordon tesches chémistry
and physics teday with a sysiem of "synetlcs": personal analogy, direct
analogy and symbolic analogy.lS Most scientists agree to the nacessity

16

and existence of a non-contingent dimension in scientific work,

15Gyorgy Xepes, Bducation of Vision (New York: George Braziller,
Inc.' 1965)3 Ppo 96"’970 '

16Woolf, Pe 93,
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Many Futurist principles are still evolving; and speed continues
to be basic to the twentieth century condition, The Futurists found
seven methods of contrcl of the motion in the film and, hence, might

control time, Both dynamism and simulianeity opened the way for what

Arnold Hauser called the "film age,” and Futurism reflected science as

a cultural force,
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