
 
 
The Butterfly Effect? The Image as a Multidirectional Defragmentation of the Whole,  

in Six Episodes 

Petr Vaňous 

‘For a cultivator of mushroom clouds, I am a lost cause anyway.’ 

Hans Arp1 

By beginning this essay with a quotation from a work by the Dadaist poet Hans Arp, we are 

suggesting the direction of the question contained in the name of the exhibition. Why this 

retrospective? Simply to make it clear that certain constant feelings expressed perfectly by metaphor 

– in word or picture – single themselves out from the chronology of facts and other data. They skip 

over years and centuries, only to resonate again clearly at some later date. Their hidden existence is 

available at any time. The knowledge of that is calming. It is calming because in its own way it is also 

continuity. It is a continuity based not on the chronology of thinking, but on the cyclical nature of 

things and repetition, which also has, it seems, its own laws. 

 Not long ago it seemed bold to bring together in a picture dreamy reality and modernized 

figuration, especially after the well-known experiences of Dadaism and Surrealism. But there is 

nothing more natural for our times than this overlap. It contains the ever-present poetic picture of 

the Baudelairean proximity of running aground and also of unattainable distances full of desire. Here, 

in principle, nothing has essentially changed. Rather it tends to confirm that after the explanation of 

avant-garde experiences, one may no longer doubt that two worlds can exist simultaneously.2 Reality 

is contaminated by the dream and vice versa. Only the facts change. 

 The changing of the facts in the contemporary painting is linked with their fading away and 

vanishing in configurative media. What the contemporary painting deals with is the surface, in the 

true sense of the word, of mediated reality and the actual process of its mass reproducibility. 

Sometimes it is respected and appropriated by painting as a new aesthetic quality.3 Sometimes it is a 

challenge to the striking unmasking of the reproduction as illusion, to the penetration of the process-

printed, televised, or cinematic dream, to ritualization and the embodiment of the act of painting. 
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Hence the predominant approaches of collage and the accentuation of the expressive gesture in 

painting.4 

 A look at how figurative painting appears today and what it is concerned with, shows how its 

wide international current is moving precisely in this direction (the Leipzig School and part of the 

Dresden School, for example, Eberhard Havekost, Michael Kunze, and Martin Eder; and also, 

perhaps, Dexter Dalwood, Justin Mortimer, Adrian Ghenie, Alessandro Pessoli, Stephen Bush, and 

Lars Elling). Here, the barriers of everyday life straddle plain, ordinary, existence and the mass 

media’s continuously overloading people with dreams that don’t come true.5 The result is a territory 

of contradiction, an arena that integrates reflected and involuntary data. Space and time are glutted 

and compressed by the view of a misappropriated mind. It is undoubtedly easier to paint pictures 

that consciously leave this arena. This, however, is not the case of the ‘Butterfly Effect?’ project. 

‘The Butterfly Effect?’ is an exhibition of six artists who represent a striking branch of contemporary 

Czecho-Slovak painting, which rehabilitates the theme of communicating – narrating the ‘arena’. The 

spectrum of narrative strategies is comparatively wide here, from the cyclically developing events in 

the painting process itself in the works of Vladimír Véla, through anachronistic interventions in the 

history of artistic styles in Adam Štech’s works, the re-politicization of the painting in Martin Gerboc’s 

works, the spontaneous deconstruction of memory by painterly means in Lubomír Typlt’s works, all 

the way to media overlap and the disintegration of the story, as dealt with by Daniel Pitín, and 

variants of new pictorial synthesis, as in Jiří Petrbok’s works. 

 The six authorial, mutually different approaches to the picture raise a fundamental question: 

What are the current possibilities for painterly reflection in our region today, in times with a wide 

range of cultural impulses, traces, confluences, and layers from variously remote pasts, whose 

beginnings cannot retrospectively be identified because of the speed of distribution and the great 

number of overlaps. How to find one’s bearings in these circumstances? How to understand them as 

a whole? And should one defend one’s identity in these circumstances?  

 In the coordinates of today, the picture is an open platform. It generally does not use any 

canon or any universally binding morphology. It mostly does not pursue any direct aesthetic aim or 

any ideal of beauty or ugliness, not even a golden mean. The aim is constituted in part by 

experiences of various visualities. The way to depiction is, from the start, mediated. The painting is 

therefore a highly integrating medium, which is always on the way to its own internal 

transformation. One could imagine it as a continuously collapsing and continuously restored plane. It 

is therefore reasonable to talk metaphorically about the defragmenting approaches with which the 

contemporary painter consciously works. 

 If the contemporary painting is not anchored primarily in aesthetic terms, its territorial 

aspects are manifested even more. These are given by the peculiarities of relating to a certain 

framework which has its own identity.6 Identity tends to be defined by continuity. The simplest 
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 This tendency is best observed in the diversity of painterly approaches in the Leipzig School. See Karlheinz Essl 
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continuity is to be found in the history of place. Each place is an aggregate of history. But the place 

brings history up to date, and interprets the present for the future.7 At that moment we perceive the 

dynamic nature of each place in its identity.8 When we ask, therefore, about identity in connection 

with the contemporary picture, we are asking about the nature of the contemporary painting, which 

is continuously changing, because ‘change’ is its main theme. 

 Various formal approaches to painting still need not name the differentness of the place. 

They can, by contrast, be other views of the same situation. What is important is not to let oneself 

get confused by external mimicry of form, but boldly to get under the surface, or to penetrate its 

inner transubstantiation. If the picture is anchored to its times and does not merely skate over the 

surface, transubstantiation necessarily appears upon closer examination. 

 Let us therefore ask what thing of secondary importance, somewhere on the background, 

could unite six painterly positions working differently with figuration within this same shared time. 

Can one read symptoms of a common ‘sense of the times’ here?  

 It seems that the unifying theme of the pictures is the manifestation of unidentified 

uncertainty. The world here appears complicated, disorganized, artificial, and inanimate. One can 

break through it only with well-aimed gestures. These authorial positions are quite certainly 

conscious. Carrying them out in practice (by creating a painting), however, also entails areas that we 

could reasonably call free associations. The result is a picture formulated as synthetic visual 

metaphors. 

 The theme of uncertainty manifests itself in various ways, but mainly in the disintegration of 

the whole at the individual levels – including the disintegration of unified time, the disruption of 

unified space, the disintegration of chronological thinking, the ungluing of the story, and the 

deformation of the figure. These aspects characterize the exhibited works.9 

 In their works, the six painters of three generations are reacting to the sense of disintegrative 

circumstances. They are trying to make those circumstances visible. They are making them present 

by the deconstruction or progressive defragmentation of a vanishing unity. Meanwhile, the vanishing 

unity is continuously sensed subliminally as a commonly shared certainty. Each different mode of 

painterly articulation and dramatization makes present a fear of the unknown. That is expressed in 

provocative subject matter, pointed contrasts, collages of various levels of time, recycling, the 
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9
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Benjamin’s observation: ‘The equipment-free aspect of reality here has become the height of artifice; the sight 
of immediate reality has become an orchid in the land of technology.’ Benjamin, ‘The Work of Art in the Age of 
Mechanical Reproduction’, p. 226. Contemporary painting endeavours to make present this experience of 
contradiction, in other words, endeavours to achieve some kind of new immediacy. 



appropriation and deformation of objectivity, which has for the most part already been taken from 

databanks of the media and storage mediums of reproduction (including archives and databases), in 

interventions into the past, which is ruthlessly transformed, in continuous motion with no clear 

direction (a vortex, whirling), and so on. We are witnesses here to a kind of metamorphosis, about 

whose laws we have not yet been sufficiently informed. The synthesizing medium of the picture can 

therefore evoke it all the more and all the more precisely, even before we find the right words to call 

it by. 

Six open-ended painterly episodes 

1. A Cyclical Plot  

Vladimír Véla works with simple compositions and variations on a theme. Both the composition and 

the theme occur directly inside the painting process. They correspond to the direct experience of 

finding form and subsequently morphology. Form is always parallel to naming a certain situation. 

From situations that form a series of themes, the author then composes reality as an ‘act of naming’. 

The words in the titles of the works are an allegoric naming of plots and situations discovered on the 

surface of the canvas (for example, Hollow and Cage). 

 In sum, this is a matter of action that is close to repeating natural processes of birth, growth, 

dying, and death. To some extent this position liberates Véla’s pictures from the scheme that 

classifies painting as depiction and non-depiction. The artist gets around this artificially created 

model of classification. He uses the picture as a synthetic medium concentrating on a certain 

problem, which could be unified in the term CONSTITUTION.  

What is the theme of the picture here? It may be a process of initiation, a core from which a new, not 

yet established story is born (Cage, 2011). It is the prenatal state of the sign, which has already begun 

to communicate something, but has not yet freed itself from an illegible background (Crown, 2010). 

It may, however, also be a sign that is for some reason manipulated and obscured (Divided Cross, 

2012). Its legibility has been altered. The theme here has been freed from its historical context by 

rediscovery (Hand, 2011), and has, like a relic, been taken out of the depths of time. In the same way, 

it is not particularly essential for the work of Vladimír Véla how the individual paintings were made 

one after the other; by their naturalness they seem to defy chronology. 

 Véla’s pictorial thinking takes place not on an imaginary timeline of ‘the historicity of a 

problem’, but in cyclical time. Everything is ritually repeated here; it ends and renews itself in 

repetition. The paintings raise questions: What are the sources of the viewer’s associations and their 

automatic triggering when reading the paintings? Why do these associations repeatedly imprint 

themselves on the ‘waiting material’ of the coloured spots and their contours (Projections I, II, III, 

2011)? Why do the seen spots automatically go through the process of materialization? And what is 

the origin of the painter’s algorithm of movement between materialization and abstraction in the 

painting? Is some sort of imaginary boundary present, whose transcendence in various directions 

leads to the motivation to create and paint pictures? 

2. The Mimicry of Style, the Trap of Time  

Adam Štech builds his pictorial world on a fusion of the contemporary and the past. His paintings are 

interventions in the framework of art history or in its reproduction in books and periodicals and on 

the web. The chronology, as the main axis of the discipline of history is, however, jumbled up. The 



artist does not respect it; on the contrary. He goes, like Benjamin, ‘against the grain’. He selects from 

it only what resonates with his convictions about how the contemporary picture should look.10 

 What is essential here are the stylization methods that characterize the style periods. Štech 

borrows historical fragments of a painting from variously remote periods (the Gothic, the Baroque, 

the Historical Revival of the nineteenth century, Cubism, Expressionism, and pop culture), in order to 

make new compressed wholes. He extracts elements of depiction from their historical context (for 

example, a striking motif of drapery as a period convention). He makes them independent and later 

sets them into changed constellations as independent components. The resulting works refer both to 

the past, which is kaleidoscopically present in fragments, and also to the present, which is defined by 

the newly established relations within the painting. Sometimes more of the past is accented in the 

expression; at other times there is more contrast with the present. Each work, however, pulsates 

with contradiction. 

 The paintings are like collages and montages which reassess the discovered stylistic methods, 

but change their code of communication. Part of the compositions with figures, models, still lifes, and 

landscapes is their gradual hybridization. The figure, present in its contours, fades away; the most 

substantial part – the face, the aspect that communicates with the viewer – vanishes. That regularly 

makes it impossible to return the gaze. Communication between painting and viewer becomes 

complicated. The newly established relations within the picture are a trap for the viewer’s trained 

vision. They suggest well-known worlds, which are, however, also subjected to deformation, 

destruction, and being painted over. Štech uses tried-and-true, virtuoso painterly conventions, in 

order to reshape the selected themes into hybrid monitory monsters hidden under the illusion of the 

painted surface. With detachment he also reworks the fundamental themes of Christian 

iconography, for example, heads of Jesus Christ or the Virgin Mary (Remake I, Remake II, 2011; and 

Madonna, 2012). The paintings seem almost to point out the ‘mistakes in translation’, which happen 

when interpreting the past by means of the present, and end up infecting the theme itself. Even this 

falling into the illusion of veracity is of course metaphorical. That is testified to by the theme of the 

eye, which the artist has emphasized more than once as a symbol of the ‘ability to see’, as alternative 

parallels to discursive critical thinking (Gaper, 2012). 

3. Crowd and Victim  

Of the artists exhibiting here, Martin Gerboc is closest to the written word and to literature. His 

method of dramatizing his painting-collages corresponds to that. His way of thinking is, on the one 

hand, close to the poetic and dramatic legacy of Charles Baudelaire, Antonin Artaud, and Bertolt 

Brecht, and, on the other hand, close to the philosophical and political discourse of the twentieth 

century. (He often quotes, for example, Ludwig Wittgenstein, Michel Foucault, and Roland Barthes).11 

In his work, Gerboc often directly refers to both starting points, the poetic and the philosophic (for 

example, in this exhibition, Baudelaire, 2011). 

 For Gerboc, the painting is chiefly an instrument of criticism. Dissatisfaction is often openly 

and directly manifested here. The painting parts ways with the aesthetic categories of presentation 
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and representation, actually moving radically against them, even to paraphrase, farce, and the 

Theatre of Cruelty. In these methods he exposes the other side of the past, which resonates with the 

no less cruel present. 

 Gerboc dismantles the picture not only in its visuality, and does so much more radically – as a 

language capable of reference. He creates a special mechanism of destruction, which is intended to 

open up the problems of thematization and of the genre beyond the aesthetic. Everything here 

changes into decadent, yet cathartic cabaret – part political, part orgiastic. Here, the common roots 

of evil, exaltation, violence, and aggression are exposed. The artist condenses the darkness, in order 

to overcome it.12 The evocation of violence has an almost flagellant dimension (A Man without a Fate 

– Self-portrait, 2011). In connection with his pointed pictorial style, it would even be fair to talk of a 

kind of inverse theological metaphor. This is particularly evident in the series paraphrasing Goya 

(2010–11) and the latest painting, The End of Childhood (2012), which heretically reworks the 

Christian theme of the Pietà.  

 The artist often deals with his subject matter very much in his own way, rawly and brutally. 

He condenses the surface of the format with masses of people, exalted anonymous throngs, which 

he makes do evil, or at least casts them into the role of tacitly complying witnesses. The victim 

against the crowd.13 Words denoting truth, guilt, justice, punishment, dissatisfaction, and revenge 

suddenly and ambiguously change and remain hanging in a vacuum as a warning. Gerboc 

anarchistically wipes away the context of history and myth, in order to destroy the last alibi of the 

violence committed, that is, the defence of its necessity. The irritating painting becomes a visual 

threat. The flowers of evil are, in Gerboc’s view, present in every era. What matters here is the 

moment of destroying hatred by its own means. 

4. Space for Involuntary Memory  

Lubomír Typlt brings figurative painting up to date in connection with questions of the mechanics of 

the human body and the dynamics of the transmission of its energy. The artist’s paintings mainly 

depict fascination with movement and its motivations (in a nascent state in a small child). The figure 

is organic matter – an apparatus that performs a movement for a specific purpose. Movements 

model the body into various optical abbreviations. So too do responses to impulses. The stiffness of 

the upper body and the tilt of the head are connected with the brain’s concentration on the object it 

is investigating (Three Representatives of the Enlightenment, 2011). Helplessness or shame leads one 

to cross one’s limbs or to smile nervously (The Red Threesome, 2012). An instrument extends the 

ability of human members (An Inquiry into the Golden Mean, 2011). Those are all things that refer to 

the inward circumstances of figures and fascination with them. 

 Another level of Typlt’s paintings is the involuntary return to the time of childhood and 

growing up, to episodes in one’s formative years. This is when character is being sown and shaped, in 

play, which is no longer child’s play, but is not yet linked with full responsibility. Typlt generalizes the 
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 ‘[Isidore Ducasse, known as Lautréamont] says: “Of course, I condensed the tone a bit, in order to bring 
something new to this literature, which sings despair in order to depress the reader, who will then all the more 
strongly desire good like medicine. Eventually we thus sing nothing but the good, only the method is more 
philosophical and less naive than the method of the old school (…)”’. Benjamin, ‘Surrealismus’, in idem, 
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 The theme of the crowd and the masses is also metaphoric, for example, in relation to the change of art and 
its perception. Again, one recalls Benjamin’s words: ‘The mass is a matrix from which all traditional behaviour 
toward works of art issues today in a new form. Quantity has been transmuted into quality. The greatly 
increased mass of participants has produced a change in the mode of participation.’ Benjamin, ‘The Work of Art 
in the Age of Mechanical Reproduction’, p. 232. 



boundary between curiosity, the unconscious mind, and awakening, which can have various 

consequences for the future of the individual. 

 With the quick growth of the body (or its outer forms), the conscious forms at the same time 

as the faculty of imagination grows (the inner world). The accelerated movement of growth is 

connected with the instant physical testing of newly acquired abilities – often to the detriment of the 

weakest of the temporary group. 

 Into this action, which is always only partly reflected upon, creep involuntary cracks, 

mistakes, and shortcomings, which are stored in the conscious and the unconscious mind of the 

individual. 

 Thus painting too, as a means of expression, tries to reflect upon the depicted thing, leaving 

itself room for the involuntary, something that resonates subliminally and is hard to put precisely 

into words. The role of words and their syntax are substituted for by colours and colour relations 

within the painting. 

 In Typlt’s paintings the paint is not completely anchored; it oscillates between a link to 

objectivity and, on the other hand, abstract dematerialization in autonomous surfaces. The figurative 

theme penetrates regardless of its corporeality. It sets loose the viewer’s associations, which would 

otherwise be concerned only with the figure and its world. It precisely formulates that dimension of 

the ‘interspace’, in which one can find something of the unfinished utterance or the open search in 

the past,14 something that can hardly be captured and recorded any other way. 

5. The Hidden Story  

In his work, Daniel Pitín integrates experience with classic painting, collage, and the temporal 

medium of video. Different means of expression are united in his paintings. He thus raises common 

questions about the new formatting of the ‘story’.15 In Pitín’s work the theme of narration itself, 

which denies the axis of the story, is brought up to date. What is essential here is a kind of primary 

framework – the script/story board – containing the individual ‘stopped’ images. In order to liberate 

itself from the film scheme, literary sequence, and painterly patterns, the ‘story’ offers itself to be 

broken apart and recomposed. But Pitín wants to integrate other moments into the ‘narrative’, often 

unconscious, involuntary ones, which leave the story open and can also radically change it. That is 

why he works with several scripts at once and uses them as his matrixes for the expanding ‘directed 

play at action’. He links together various worlds and turns them into frames for developing the story. 

 The linear narrative falls apart. The painting becomes a situation in which many layers of 

multidirectional scripts overlap. Quotations from films, works of art, happenings, the behind-the-

scenes of films, edits, photographs, personal remarks, archive material, and so forth, mix together 

with, and permeate, the artist’s own world of experience. Hence the common moments of reflexive 

and involuntary memory. Hence losing one’s bearings in space and time. Hence also the subliminal 

theme of getting lost in a labyrinth. 

 Pitín’s pictures make the absent present. The stopped time of film is contaminated by other 

kinds of time – the time of recollection and memory itself. It is a time collage, which extracts the 
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 See Petr Vaňous, ‘Skeptické poselství Lubomíra Typlta: Konstanty a hranice zkušenosti v obraze’, in Karel Srp 
and Petr Vaňous, Anatomie (Liberec, 2011), no page numbers. 
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 See, for example, Hans-Peter Wipplinger, ‘The Shadow of Time – Crystallised in the Moment: On the Dialogue 
between Painting and the Mechanical Media of Reproduction, Film and Photography in the work of Daniel 
Pitín’, in Daniel Pitín, Lost Architect (Vienna, 2008), pp. 8–13. 



picture from its uni-directional legibility and opens hundreds of parallel stories in a single window. 

The picture is thus, to a certain extent, a randomly stopped constellation, a point of intersection of 

various visual data, which have a wide radius flowing through both personal and collective memory. 

 Casting doubt on the linear narrative leads to revealing the principles of misunderstanding. 

The picture is then created primarily by distinctly admitted mistakes (traces of the painter, over-

painting, imprints, streaks) and by an erroneous system (spatial illogicality, shifting scales), which 

generate a whole range of other mystifications. The mistakes dismantle the pictorial frame and 

transform it, on the one hand, into stage scenery and a matrix awaiting its final assembly, and, on the 

other hand, incomplete, riddled scripts and illegible ciphers.16 In this sort of evoked pictorial reality 

we can never be sure what concurrence of action we have found ourselves in, whether we are at the 

end of the story, in the middle, or right at the beginning of something completely new. The story has 

a changed structure. It has become compressed, painted over, changed, and in essence ingeniously 

concealed. All that actually remains is mimicry pointing to its latent, but continuously vivid, 

existence. 

6. Prototypes of a New Synthesis?  

In his paintings, Jiří Petrbok has long devoted himself, consciously or not, to the actual process of 

change, or a chain-forming ‘change in changes’. In his most recent works he achieves an evocation of 

some kind of new dimension of perception or consciousness. He quotes, recreates, and synthesizes 

impulses, objective elements, and also specific works from the area of contemporary cultural 

production (in the fine arts, film, advertising, and so forth). The aim of the work is the 

dematerialization and decontextualization of this ‘media currency’ by means of a new ability to be 

composed into pictures. This ability is like that of a genetically built system (a composition of a tree 

or other plant) situated in an anonymous gallery space (a temple, for example a church). His 

paintings are actually objects in a fictitious, illusory, spatial frame, which is why they so often have 

the word ‘object’ in their titles (Object – Tree, 2012). 

 The final state of the system, in which the recycling of the cultural production and reflections 

on it will accelerate, is not a subject of inquiry for Petrbok. He asks about the transformational state 

of the generator of this system, of the thing that produces this state and gives it meaning. Let’s look 

for a human being behind the generator. Hence the renascence tendency in Petrbok’s work.  

 The world of forms which is being reborn is also paradoxically vanishing. In their materiality 

and differentiation, the forms are disappearing. The figure too is being transformed, but contains 

that meaningful narrative, the narrative ‘in a relationship’. Without the figure, everything loses its 

scale, and space becomes elastic, a multidirectionally spreading chaos or an empty universe. 

Petrbok’s two- and three-dimensional creations are aimed mainly at this fact. 

 The figure, as a measure of space, is stripped of its identity. A multiplication of sameness sets 

in, of prefabrication and hybridization. That is why in his works Petrbok uses as a substitute element 

for identity theft quotations of works of early and contemporary art of the world (including Paolo 
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 This erroneousness may also be influenced by the consciousness that, for example, special effects in a film 
studio are filmed in the form of a montage. They are actually a conscious retouching of the truth and are 
therefore untrue. The theme of one of the key paintings exhibited by Daniel Pitín, Jump (2011), resonates with 
a passage from an essay by Benjamin, in which he talks about ‘jumping from a window’: ‘Thus a jump from a 
window can be shot in the studio as a jump from a scaffold, and the ensuing flight, if need be, can be shot 
weeks later when outdoor scenes are taken.’ Benjamin, ‘The Work of Art in the Age of Mechanical 
Reproduction’, p. 224. 



Uccello, Damien Hirst, Jake and Dinos Chapman, Jonathan Meese, Jeff Koons, and Wilhelm Sasnal).17 

It is the old-new ‘heraldic world’, where, by combining specific figures, one can get an unreal 

wordless story going and at the same time avoid its falsity. This factor concerns the constitution of a 

new means of narration, a prototype of a new myth, concealed in our current life and institutions, 

and permeating all our accessible media, but its communication value escapes us for the time being. 

The code that will enable us to read it is probably just being born and formed. 

For the time being it seems this road reflects more a universal tendency of the failure of the ideal or, 

better said, its idea as a universally accepted consensus with its vanishing points in the distant past. 

Through this lens, the world is a dynamic compromise at all levels of its rich inner structure, which 

need not be assessed only negatively. Through the quick-paced times of the present, old and new 

myths become transparent. What remains of them is the surface of a film and a cliché, which was 

already brilliantly predicated by Walter Benjamin in the 1930s.18 These same pictures, like the same 

words, acquire other meanings in the silt of historical layers of culture (and film transcription). 

Diversity was separated from the objective nature of the works, which by means of reproduction, 

prefabrication, and distribution are made the same, and penetrated the multidirectionality of their 

reading. That is why the same things have variously linked meanings today. And that is why the space 

for another possible change of the paradigm is restored and preserved for the future. 

 What will that change be like? It will definitely contain something of the starting points that 

are enriched by the speed of today. But it is hard to predict what it will look like; even small 

deviations are important for a theoretically assumed result, similarly to the ‘effect of the butterfly’s 

wing’, another model situation created in the brain of a scientist. Scientific imagination and artistic 

imagination are today more similar to each other than it seems. 

Appendix 

‘In every era the attempt must be made anew to wrest tradition away from a conformism that is 

about to overpower it.’  

Walter Benjamin19 

 

                                                           
17

 Petrbok often quotes and recycles his own earlier pictorial themes. This is not a matter of merely repeatedly 
using them, but mainly of evoking them in new constellations and compositions. 
18

 Benjamin prophesied the destruction of traditional works of art by film as early as 1936: ‘This phenomenon is 
most palpable in the great historical films. It extends to ever new positions. In 1927 Abel Gance exclaimed 
enthusiastically: “Shakespeare, Rembrandt, Beethoven will make films ... all legends, all mythologies, all myths, 
all founders of religions, and the very religions … await their exposed resurrection, and the heroes crowd each 
other at the gate.” Presumably without intending it, he issued an appeal to a far-reaching liquidation.’ 
Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction’, pp. 215–16. 
19

 Walter Benjamin, ‘Theses on the Philosophy of History’, idem, Illuminations, p. 247. 


