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Introduction

Technical progress was the most excit-
ing and paradigmatic content Con-
structivist and Futurist avant-garde had to
offer. Nevertheless, in some cases there are
predictions included in the manifestos of
the historical avant-garde which deny the
judgement of the New Art, the New Man
and society in terms of function, and clear-
ly aim to maintain certain anthropolog-
ical universals!, or even to consider them
the very foundations of New Art. Utopias
envisaging the coexistence, but not the fu-
sion of man and technology emerged, for
instance, in Lajos Kassik’s Circle and was
raised by Marinetti immediately after the
First World War, at a time when the Ital-
ian society reacted to the deep political and
economic crises* by withdrawing from ur-
ban and technical tendencies.
Understanding these utopias and
identifying the content divergent from the
expected meaning of modernity, i.e. “ra-
tionality”, “progress” and “enlightenment™
alongside the functionality and elevation
of technological progress, is no simple task.
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It requires a deep insight into the ideolog-
ical and cultural state of the interwar pe-
riod, namely the basis from which certain
selected ideas of modernity were adopted
by the new scientific standards emerging
in the aftermath of the Second World
War. The positivistic view in many respects
blocks or obscures the essentially different
meaning of modernism in the interwar pe-
riod, thus hindering its original philosoph-
ical and aesthetic complexity. Only after
unravelling the contemporary contexts do
the contents and true motivations for the
artistic foresights become understandable,
that aim to outline yet non-existent but
possibly imaginable elements of the New
Art of the future. Uncovering the described
meanings results in an interesting perspec-
tive: the broader trends of the interwar
period thus come to light, as do those of
the present time placed in relation to the
prediction made by the artist a century ago.

The experienced ideological dual-
ity during the transition to the modern
technological age, which the artists un-
avoidably evaluated drawing on their own
artistic understanding, leads in their theo-
ries to blending elements of oppositional
world-views and theories associated with
them. This duality will be disclosed in the
present article in Kassdks foresights, that
for example indicate the risk inherent in
the functionalisation of society and the in-
fluence of applied science* and in the case
of the Manifesto Zaztilismo, where Mari-
netti completely turns his interest to the
human body and tactile sensation instead
of technology’.

'The reinterpretation of the concerned
art-utopias shall be approached from two
angles, from the angles of their scrutinised
theoretical context — whereby the scope
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barely no more than some references al-
lows — and from the contextualisation of
the obtained contains of Marinetti’s and
Kassdk’s theorien. The required approach,
in this sense, must be interdisciplinary,
combining elements of art theory, art phi-
losophy and historical methodology. From
Lajos Kassik’s are considered his writings
published in the Vienna edition of the M4
between 1916 and 1925, the “Preface” to
the Book of New Artists, which refers to his
Berlin constructivist period, and the study
“The New Art Lives” from 1925. It should
be mentioned, that Kassik was very much
related to the labour movement, which is
also apparent in his artistically motivated
manifestos. First and foremost, however,
those contents will be scrutinised, that are
relevant to Kassik formulated concept of
absolute art.

Marinetti’s manifesto Zactilism (1921)7
was very important in terms of the history
of ideas, but his theses in this regard nev-
er aroused the interest of researchers who
wanted to see a single and homogeneous
modernism. However, zactilism had made
its presence felt in the works of Boccioni,
Prampolini and Russolo since 1911 for
example and had also been part of futurist
performances. In 7Zactilism Marinetti re-
flects on the destruction caused by the First
World War and on the social problems that
ensued. He turns his attention entirely to-
wards the human body, and intuitively uses
it as a starting point for a series of predic-
tions about the immersive perception of
art and artworks, which may even resonate
with the media usage of the 21st century.

'The utopias are in reference to a con-
temporary philosophical and aesthetical
discourse, even if we consider them inte-
gral. Consequently, the initial focus should
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be on understanding on their correlation
to the debate on art during the interwar
period with the reflection on the divid-
ed nature of modernity. Modernism was
by no means worldview-wise unified and
represented a since-forgotten vision, that
brought art expressions to realisations
on a neo-idealistic aesthetic basis. Just as
complex philosophical systems, such as
neo-Kantianism, phenomenology, Henri
Bergson’s epistemology were superseded,
that founded a new metaphysics and placed
non-material entities at the centre of their
consideration, so the ideological “sedi-
ments of Romanticism™ disappeared from
the reading of the historical avant-garde.
However, these were by no means sedi-
ments, but discourse-related contents: even
if the avant-garde negated transcendental,
metaphysical foundations, it developed its
own art theories on pillars that were not
in every case positivistic. The philosophical
and aesthetic discourse included, for exam-
ple, the elements of a very strong count-
er-current to biologism and psychologism.
The Art Utopias thus involved not only
these aspects of the intellectual-historical
era but cultural criticism as well. A scepti-
cal view on technology was very important
for Kassdk, as was the depoliticisation and
autonomy of art as a response to the bur-
geoning nationalism and functionalisation
of it.

The second approach involves rein-
terpreting Marinetti’s proclamation and
elements of Kassdk’s art-utopia, linking
them via the key concepts of collectivism
and immersion in their respective visions.
The term “collectivism” became firmly
rooted in the art-related debate in Hun-
gary and became indispensable for the
constructivist avant-garde which sought

to define the culture of the working class
social stratum. Contrary to expectations,
however, the term was not introduced in
the discourse with direct reference to a
political-ideological meaning and was
also used by representatives of intercultur-
al modernism’. In the scholarly literature
on the topic, a sociological coinage of the
term can be read!®, which refers to the ur-
banisation tendencies, and the forecasts of
the networked modern society in the first
half of the twentieth century. The term was
applied as an antonym for “subjectivism”,
whereby the keyword “collectivism” gave
grounds to take a critical look at the art
concepts of the intercultural modernity.

In addition to use for content-related
definitions and applied to the aesthetics of
New Art, the term “collectivism”, perme-
ated the level of perception as well, partic-
ularly in the fields of visual arts, but was
not limited to them. This indicated a shift
towards new forms and abstraction, which
thus emphasised the exchange processes of
collective observation through free associ-
ation, or pre-subjective habits'! resulting in
a non-conceptualized synthesis.

Marinetti does not explicitly use the
term immersion in Zactilism. Nevertheless
from the mere mention of water, a "liquid
space”®?, to the intended internalisation of
impressions” and the breaking down of
boundaries in the perception, all his para-
phrases are art-aesthetic equivalents of im-
mersion that lead beyond the simply tactile
sensation.

Kassak’s and Marinetti’s concepts to
be unfolded later, demonstrate more pro-
found similarities as well than the mere
shift away from technology and the turn
towards
human body conceived as the basis of

human consciousness and the
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the future art. What truly connects them
is a deeper layer of their art-concepts: a
distinct and forward-looking tendency,
which, through a detached view on the de-
struction caused by the First World War®
and the trend towards the all-encompass-
ing technologisation of society', leads to
the artistic evasion of ontic reality. This can
be described by Kassik primarily in the
process of artistic creative process and by
Marinetti in the concept of perception. In
a sense, Marinetti and Kassdk guide and
redefine New Art in terms of its materi-
al, the process of creation and the mode of
perception.

The topic is worthy of our attention
in the context of the current understanding
of contemporary art tendencies. Art stud-
ies often come to question the distinction
of art forms, their aesthetic elements and
the modality of perception. In the upheav-
al of the historic-avant-garde, all artistic
disciplines were engaged, and the transfor-
mation of art’s foundation was rather evi-
dent and was generally pronounced. These
generally pronounced aesthetic meanings
need to be reinterpreted and for this rea-
son, an in-depth observation of Kassik
and Marinetti is a necessity. Even though
interdisciplinarity is becoming increasingly
unavoidable nowadays, art disciplines still
pursue their own methodologies. Music
in particular is treated completely sepa-
rate from other art genres for example. As
a result, there is generally no shortcut to
identify common trends. When it comes to
perceptual-anthropologically
observations, the interrelationships be-
tween the arts rather than getting more
united, become even further fragmented.

Out of the reason, that immersion-re-
search recently is a burning field, it is

informed!’
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worth scrutinising the original concept as
well. Will Schrimshaw points out that the
different modes of perception, from visual
to olfactory, with even understanding add-
ed', should all be treated in the same way.
A valid basis for this stance can be found,
for instance, in the term of epistemologi-
cal efficacy, a tendency that is already ad-
dressed by the manifestos and the theories
of art discussed here. It is also interesting
to approach immersion in the historical
terms of collectiveness as a collective mode
of reception that does not depend on cog-
nitive and cultural standards but anthropo-
logical constants”. In essence, Marinetti’s
idea leads to a divergent use of a psycho-
logical effect which is intrinsic to human
perception as a survival function® as well
and which is based on neuronal processing
and selected stimulus figurations, such as
qualia®’, a controversial term introduced in
the interwar period®. Actual neuroscience
research revisited the term and affirmed its

validity®.

F.T. Marinetti — Lajos Kassak:
A Short Historical Review

here is a connection between the

most important figures of the Italian
and the Hungarian avant-garde: Kassik
and Marinetti knew each other well, but
the artistic exchange and personal con-
tact became rather fragile due to their
diverging political views causing them to
grew increasingly distant from each other.
While in 1923 Marinetti wrote to Kassik
that he was impressed by the “wonderful
manifestation of MA"** with the “utmost
attention and sympathy“®, as early as in
October 1924 during a meeting organised
on the occasion of the International Fair
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for Theatre-Technique in Vienna, came to
an éclat between Marinetti and Kassik.
Kassik almost beat up Marinetti in the
Hotel Erzherzog Carl who attended the
meeting in the company of Prampolini, be-
cause of his devotion to fascist principles®.
Marinetti then made use of the opportu-
nity to denounce Kassik as a communist
in his lecture at the Hungarian Academy
of Sciences in the summer of 1931%. This
conflict and incompatibility, derived ba-
sically from a non-art-related discussion,
remains emblematic for the reception of
Futurism in Hungary, where the war-apo-
theosis and violence was strongly rejected
by the avant-garde movement.

The reception of zactilism in Hunga-
ry has never been the subject of any study,
even though its present is undeniable and
it did make an impression on the receiving
artistic circles. Kassak published Marinet-
ti’s manifesto in his journal M4 already in
summer 19212, But it is even more im-
portant to mention some personal contact
through Andor Tiszay”, a central figure of
the avant-garde, who spent a longer period
of time in Rome between 1923 and 1926
and became acquainted with this branch of
Futurism. In his unpublished memoirs®,
he recounts that he got to know the circle
of Marinetti and Prampolini and experi-
enced the tactilist meetings in Bragalia’s
basement theatre, Teatro Sperimentale degli
Independenti**. Tiszay also brought musique
concréte’® to Budapest as theatre music as
early as in 1923%. He later set up a tac-
tile theatre at his home in Budapest in
1932, where the performances combined
perceptions for all sensory organs: taste,
touch, hearing, sight and smell**
ed leading figures from all fields of art like

modern dance, fine art, music and artists of

. He invit-

the avant-garde movement®. The name of
Kassik is not registered by Tiszay on the
list of the invited artist, but the name of his
wife, Joldn Simon and the names of some
musicians of his circle like Gy6rgy Justus
and Gyorgy Kovics were included®.

Considering the efforts of Tiszay in
Hungary, we can safely assume that, in its
original form, as in Boccioni’s paintings
and sculptures®” and Russolo’s program of
art of noise®, the historical avant-garde
shared Marinetti’s idea of a new field of
perception with the utopistic expectation
and the idea of zactilism being extended
beyond sensation of the human skin. Béla
Baldzs, for example, considers a new “senso-
ry organ”as New Art in his book Zhe Visible
Man. The cultur of film as early as in 1924%°.
Hungarian composer Istvin Szelényi, who
belonged more or less to both Kassdk’s and
to Tiszay’s circle, also took up zactilism
and defined the genres of art in his article
about modern music in 1928 according to
tactile principles based on sensory organs
and adequate “material”* Szelényi, who re-
ters to Marinetti when discussing the role
of the senses in perception, regarded the
“communication of thought™! as the sixth
“sensitivistic art” form*. The assumption is
that there was a discourse on modes of per-
ception in the historical avant-garde ad-
dressing the expressionist art experiments,
which endeavoured to create mixed forms
of music and fine art®. After the first eval-
uation, the Hungarian avant-garde circles
decided — apart from theatre experiments
— not to synthetize the art genres; each art
genre is to follow and maintain its own
material and laws derived from adequate
sensation*.

Marinetti, in his manifest Zactilism, in
contrast to his other futuristic statements,
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makes a 180 degree turn and starts his re-
flections on a cultural vacuum and societal
purposelessness: he is preoccupied with
cultural decline. Searching for an artistic
solution, Marinetti’s manifesto focuses on
the human body. His aim is to describe and
emphasise the intensity and quality of hu-
man touch and, in particular, the aesthetic
quality of tactile sensations. It is apparent
that although Marinetti turns to the body
from a functionalised and mechanical
point of view, he uses the functional view
in his observation in order to avoid any bi-
ologism or psychologism. This also applies,
without exception, to Kassik’s theoretical
approaches. Marinetti is primarily con-
cerned with arriving at the hard-to-tran-
scribe experience of internalised sensations
along with their aesthetics and, among
other things, without emotional content.
His manifesto is thus removed from any
fascist framework of his other manifes-
tos and will be concerned and analysed in
terms of its content®.

Tactilism and Kassik’s constructivist
art theory have no demonstrable history of
international reception behind. Neverthe-
less, Marinetti and Kassik were extreme-
ly influential in their prophetic quality in
their circles and their foresights exhibit
a valued artistic phenomenon. The here
considered Art-Utopias coincided pre-
cisely with present tendencies of art and
due to the common aspects of these uto-
pias it is possible, to evaluate them in the
same context. Marinetti and Kassdk react-
ed with an art concept under the artistic
demand claiming that art should achieve
new forms and undergo fundamentally
changes so that it should undertake the
influence on the modern society through
presenting a balance and juxtaposition
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rather than nourishing functionalism and
futuristic expectations for the development
of technology*.

F.T. Marinetti’s Tactilism

he title of Marientti’s manifesto is

“Tactilism. Futurist Manifesto”, dated
Milan 1 Jan. 1921, which was hardly ac-
knowledged as a provider of historical im-
pulses in art. In 2022-2023, an exhibition
in Geneva presented by MAMCO* was
commemorating ‘zactilism and Marinetti,
emphasising that Marinetti gave several
lectures on his concept at the time, pub-
lished his proclamation and it was well re-
ceived by his contemporaries*. Although
the name of his art concept seemingly
suggests the human touch being a new
resource for a new mode of perception,
according to the formulation of his idea
tactilism embraces a much broader concept.

Marinetti starts his proclamation with
an image that brings water to centre stage
as a medium: “Ne/l estate scorsa, ad Antigna-
no, la dove la via Amerigo Vespucci, scopritore
d’Americhe, sincurva costeggiando il mare,
inventai il Tattilismo™® . His foresight refers
to elements of art that do not yet exist and
are obviously difficult to describe: invok-
ing the name of Vespucci, Marinetti hints
at a new and unexplored land of art and
completely new horizons of experience of
his vision. He delineates a “liquid space™®
for the “utopistic use” of human senses:
“Ero nudo nel mare di flessibile acciaio, che
aveva una respirazione virile e feconda™ He
speaks out for tactility and, beyond that, for
a completely new means of perception that
is bound to be significant for the human
mind and spirit in the next stage of its de-
velopment: “[...] costruisco un‘imbarcazione
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che portera lo spirito umano verso paraggi
sconosciuti™?. The visionary artist Marinetti
was looking for a way out of the cultural
vacuum: after the breakthrough of Futur-
ism, an immediate shift away from a total
technical interest and from the character-
istics of his former manifestos truly stand
out in his text. In addition, he definitely
turns away from the masses’ interest in
material goods. He gives a picture of in-
tellectuals as these “non gustando pii le gioe
antiche della Religione, dell’Arte e dell’Amo-
re, che costituviano I suoi privilege e I suoi
rifugi®. According Marinetti it is about
how to enjoy “life”, whereby he applies the
word “godere”*. The result is a loss of plea-
sure and emptiness: both the majority and
the intellectuals denounce progress and ci-
vilisation, the mechanical forces of speed,
as if futurism were to blame®. Return to
a secluded, slow life far away from cities
is no longer possible for Marinetti, the at-
tempt to restore past world views is futile
for him. He stresses the point that life is
always right and*® instead, he proposes to
improve the contemporary world and giv-
en circumstances of urban life. He focuses
on better communication and interaction,
which he describes with “fusion degli esseri
umani”’ as a solution to fill lost qualities of
civilisation. He points to the most direct
link between people and their perceptions:
“Distruggete le distanze e le barriere che li
separano nell amore a nell amicizia™®.
Marinetti addresses the largest human
organ, the skin, which should be sensitised
in the first place in order to deepen the in-
teraction between the human entity and
its environment™. But sensitisation does
not apply merely to the surface of the skin.
It has a much profound effect: it is about
reaching out for “tactile sensitivity”. To

enhance this sensitivity, Marinetti suggests
that one should “operate perceptions in the
dark” or “swim under water”®. From this,
an idea of internalisation of the experience
can be understood. By mentioning play-
ing chess, which he advises against, he is
clearly building his thesis on non-cognitive
processes, but explicitly on consciously ex-
perienced sensations.

To summarise, Marinetti’s concept
defines what becomes transferable in im-
mersion: the assimilation® of others ob-
jects through touching haptic sentation®.
He describes the internalisation of the
experiment and mentions the water or the
sea as a meaningful “liquid space” sever-
al times. For comparison, in the recently
published scholarly literature on this mat-
ter, immersion is characterised in a wide
range of research contexts. It is equated
for example with sensuality, as sinking
into an experience, loss of the self and the
feeling of timelessness or an altered pro-
prioception®. Oliver Grau means percep-
tion and embodied experience of artwork
when he describes Prampolinis concept of
polydimensional scenospace with the aim
“to remove boundary between observer
and image space™*. Grau points out, that
the elimination of these boundaries in vi-
sual experiences can even suspend “the in-
ner psychological ability” of the receivers
for a short period to distance themselves™®.
Fernande Saint-Martin thematise immer-
sion as assimilation through contemplation
of artworks, as a contrastive silent percep-
tion through sensation opposed to Aristo-
telian catharsis: in immersion “On aborde
une autre expeérience, continue et réversible
dans le temps™®. Felix Profos emphasises
the epistemic dimension of immersion in
its properties of elimination of cognitive
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processes and even the recipient ego: with
the coincidence of human beings and the
sounding environment, all understanding
and all non-understanding disappears — be
they intellectual or emotional®’.

In the research of immersion — wheth-
er in the meaning of perception, affective
experience of artwork or a neuronal process
in cognitive science —, the subject and the
assimilated object are considered. Perhaps
it is worth pointing out, that Marinetti’s
utopia of immediate experience emphasis-
es the unifying aspect of zactilism and ac-
cordingly gives a somewhat different per-
spective of the phenomenon immersion.
He does not indeed aim for collectiveness,
but he mentions the word “accordare”™® re-
flected on the perception that emanates
from a culturally and outright uncoded
stimulus. Marinetti also elaborates on the
“transmissioni continue del pensierd™, as
well as about the perfection, the aspect of
the quality of the mental communication
between subjects of the experience.

There are certain Futurist artists to
mention who fulfilled Marinetti’s concept
in various artistic fields. He refers to Boc-
cioni, for example, as one. Luigi Russolo’s
musical manifesto from March 1913 L'arze
dei rumori or Enrico Prampolinis Scenogra-
Ja e coreografia futurista from 1915 are dat-
ed much earlier than Marinetti’s and both
can be interpreted from a tactile point of
view. Russolo also addresses the new man,
who through art and through his devel-
oped senses and mental abilities experienc-
es new sensual qualities:

siamo certi dunque che scegliendo, co-
ordinando e dominando tutti i rumo-
ri, noi arriechiremo gli uomini di una
nuova voluttd insospettata. [...] Essa
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attingerd la sua maggiore facolta di
emozione nel godimento acustico in
s¢ stesso, che l'ispirazione dell’artista
sapra trarre dai rumori combinati.”

Russolos declarations rely conse-
quently on “noise”, on non-harmonic
physical spectrum of sound, but he is also
conscious of the musical trends of the
time, if he claims the dissonance’* and an
expansion of acoustic elements in the mu-
sic in the future. He says, the future artist
should not use only given noise-materi-
al: “non deve limitarsi ad una riproduzione
imitativa’™. He set the aim to exceed the
acoustic possibilities of a traditional or-
chestra”™ and predicts the renewal of sound
material with the emphasis on sonority.
'The Hungarian composer Istvin Szelényi
also reflects an exaggerated expectation out
of tactile considerations, envisaging that
in New Music the ability of evaluation
of the sonority and absolute pitch will be
essential™.

Moreover, Marinetti predicted the
emergence of new sensations, that could
be understood for a synesthetic world of
experience in the future. He claims that
the categorisation of the five senses is ar-
bitrary. As the conclusion of his manifesto
he presents the implementation of zactilism

dependent on exploring new senses”.

Lajos Kassak’s Art Utopia
Concerning Collectivism

f Marinetti refers to anthropological
universals as constitutive elements of
tactile art and its intentional meanings,
. . “1e ”» « »
in comparison “life” and “love” are key
words in Kassdk’s proclamations. First of
all Kassdk defines art as forging ahead in
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“life”. But in his terminology “life” points
not only to the outside world, the term also
refers to the inner world of the artist: “We
have identified life, the law is within us””.
He makes an even stricter demand: “Our
revolution is the most sacred confession
of love””. The aesthetic meaning of these
"terms” as used by Marinetti and Kassik
will be discussed in the next section.

Kassdk’s art utopia includes several
elements that are key to a redefinition of
art. Since his actionism and constructivism
are well described, only those elements of
his art theory that are relevant to this con-
tribution will be emphasised. An essential
point is his stance linked to cultural crit-
icism, which goes hand in hand with the
critical approach to modern age of tech-
nology. In Kassdk’s writings this comes to
expression by the demand for a definition
of the “New Man” in the impacts of “art”
and “life”. Istvin Szelényi, who can be
seen as a follower of Kassik’s construstivist
theories,” but who received the neo-ideal-
istic aesthetics of the Sunday Circle as well,
gives a notice of the possible consequences
if Kassdk’s demand could not be fulfilled:
“jaj nekiink, ha a miivészetek elfordulvin
az Elez‘to"l, az a tebnikival lesz kénytelen
vildgrahozni az ij Adamot°. The other
issue revolves around the ethical attitude
and responsibility of the artists and the
emphasis on his creative potential. Kassik
focuses on the artist as the centre of the
artistic synthesis, so Kassdk’s observation is
less concerned with the materialisation of
Art-Space than Marinetti’s. In his words:
“Die neue Kunst aber ist einfach, wie die Giite
des Kindes, kategorisch und sieghaft iiber alle
Stoffe™™.

The debate around New Art unfolded

in the Hungarian cultural space between
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intercultural modernism and avant-garde,
both intertwined with transnational ten-
dencies. Georg Lukdcs and his Sunday
Circle® adopted contemporaneous phil-
osophical currents from Germany, such
as neo-Kantianism, phenomenology and
the theories of anti-psychologism. Valéria
Dienes, who advanced the reception of
Bergson in Hungary, started the “spiri-
tualisation” of modern culture together
with Lukdcs and opposed successful pos-
itivist currents. This intellectual influence
was also transmitted to the labour move-
ment and to the avant-garde amalgamated
with it. Therefore, the theories of Kassik
are characterised in academic literature
by a teleological view and the idea of an
ensouled New Art®. In his texts we can
observe that, although he theoretically
refrains from any metaphysical basics, he
considers formulations with “creaturely
being”® and “resting point of unity” as the
“eternal purpose of life forces™®
able. The interdependence from neo-ide-
alistic philosophy of art in his theoretical
statements gets obvious for example in his
definition of form in his Preface to Book of
New Artis?’. While intercultural modern-
ism treated the art epoch, style and ethical
values in a relationship of dependence with
transcendental a priori conditions that lead
to the “fulfilment of values” in art, Kassik
revealed in his study “The New Art Lives”
in 1925 that style is a sum of endeavours in
the sense of an “intangible cosmic idea of
humanity”®.

Not only formulations but also the
thematical overlapping positions can be
derived from the density of discussion and
makes it difficult to delimit statements in
the discourse. Kassak scepticism about the
social changes and upheavals in modern

unavoid-
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society are expressed in a variety of ways. In
the discourse drew comparisons with the
Renaissance and was noted, that art and
the artist were no longer representative of
the overall performance of society. “Tech-
nology and football took centre stage”, the
“heroes are the chauffeurs”. In Lukacs’s
circle®, cultural pessimism is represent-
ed by the adoption of the idea of division
of the modern world into civilisation and
culture’. Lukics describes the individu-
al as the one who applies the "form’ to his
own life to leave the deprivation of culture
behind®. Kassdk paraphrases this theorem
of Lukics and claims: ,Und fortan gibt es
keine gesonderte Gesellschaft und keine geson-
derte Kunst. Diejenigen, die noch wach oder
bereits erwacht sind, wollen nur Leben [...]
und ihr eigenes Leben in Tat und Form offen-
baren*”."The intercultural modern appoints
the placement of art in the microcosm and
chooses to retreat into inwardness. Kassak
goes the opposite way and chooses the total
offensive in the collectivisation of art with
an amistic human immanence®. For him,
the new type of artist is not elevated by
technical artistic ability, but rather through
that does he feel himself being “human™”.
Kassik’s theory replaces the constitutive
elements of neo-ideological aesthetics and,
without metaphysical and transcendental
justification he invokes his humanity in
every sense. In his utopia, this carries art
forward, and the truth of art is obligatory.
According to him art should refer to the
reality of man and it should be rooted in
the artistic synthesises of the encounter
between man and the modern world, that
evolves the artistic style”.

What Kassik calls synthesis, is the
turning point in the interpretation of
Kassdk’s relationship to anintegrated reality.

Andrea Olah

In his Writing “Synthetic Literature™” he
outlines the difference to the analytic point
of art. For him relies the initiation point of
creation not on the outside world and in its
“captures” but in the synthetized self of the
artist®:
mi érezziik szoros mindenhez tartozdsunkat
a vildgban™”. In the creative process is the
supreme goal according Kassik to unite
the “thousands of figures”, thoughts and
“feelings running in thousands of direc-
tions” in the world to synthetise them in
a new and unified “life”'®. Furthermore
Kassak states, that, “a magunk tudatosan
szintetizdlt énjébol az analizis rejtett, de

“Mi mdr tudjuk szintetikus éniinket,

nagyon gondosan végig vezetett vonaldra ra-
kott gondolati, érzési és farmai konklizickbol
épitjiik fel a szintézist™ "' . He emphasises the
intentional internalisation of the creation
process passed through the measuring and
selecting resorts of the mind'%%: “Verseinket
nem a kiviiliink d@llo vildg mechanikus dina-
mikdla vdltja ki belolink™. He repeatedly
underlines that the poem, for example, is
an “instrumentarium of the great vision. It
is born within™%. Kassak expresses himself
in terms of logical and ontological mean-
ing, in defining the fundamentals of his
constructivism:

Die der transzendentalen Atmo-
sphire produktiven
Krifte [...] schlugen auch dem Kiins-
tler die Prizisionswaage der Asthetik
aus der Hand, auf daf} er endlich die
neue Einheit der zerfallenen Welt: die
Architektur der Kraft und des Geistes

aus sich hervorbringt.'®

entronnenen

While the Lukédcs’ Sunday-Circle
discussed the heroic defeat of New Art'%,
Kassik sees the potential for creation and
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the power of collectiveness as the solution
to the problems of modern society.!” In
his concern the “fate of humanity” cannot
be completely changed for the better but
according to him art is many way the right
medium to solve ethical problems of the
society.'”® With his claim, he does not re-
fer to material goodness'®. The collective
ethics is the baseline for New Art, that can
prevent, that a new variant of the slave-
like form of society'® arises: “Denn nur
die befreite Seele allein kann den befreiten
Korper vor einer neuen Unterjochung schiit-
zen”M. Kassék calls for art, the dictatorship
of ideas and eternal renewal as an “eternal
revolution”.'*? He remembers, that we are
always dealing with creation, i.e. the pro-
duction of a new, original event'": in every
issue, “was er [der Mensch] aus dem Wesen
seines ZLeitalters als Plus der bislang gekan-
nten Form der Welt hinzufiig’™™*. Still, his
utopistic sight does not at all change his
clear anthropocentric vision.

Constructivist Synthesis (Kassak) —
Immersion (Marinetti)

l_\ {I arinetti and Kassik do not align

to any contemporary art theories
in their manifestos. To support the for-
mulations of their artistical program they
employ their own objectified meanings
and theoretical elements in conceptual
and logically-bound coherence. Within
this framework, ties to contemporary art
philosophies can be discerned, though they
do not engage in psychologism or emotive
expressions. At the core of their program,
Kassik and Marinetti operate with entities
that are obvious to be interpreted ontolog-
ically, such as “life”, “love”, “friendship” and
in Kassdk’s case the term “humanity”. In
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Kassak's Art Utopia, these terms are ele-
vated to a level where they are imbued with
art philosophical and aesthetic meanings.
While these terms were used to substitute
for contemporary non-objectifiable spir-
itual entities in a materialistic sense, for
today’s interpretation they have reached an
indivisible and transcending quality. The
reason for that could be that functional-
ity, to which also the level of the operative
character of the language in the postmod-
ern correlates', and the technical path of
development, against which Marinetti and
Kassik defined themselves by these terms,
have since gained a defining and declara-
tive role.

One example in this sense is the use
of the term “life” or “vita”: it is only on a
metaphysical level of interpretation that
the connections between human existence,
society and all developments can be con-
sidered within the same teleological con-
text'®. Kassdk’s art-utopia outlines the
notion of a “ceaseless progress of life” and
the organic constructivism'"” that based on
the artistic synthesis includes all cosmic
endeavours and follows “life”. This concept
of “life” also points to the immanence that
defines humanity from within: ,Wir sehen
das an tausend Wunden dahinsiechende
Leben der Menschheit”™®. In Marinetti’s
foresight, the term “vita” is taking shape in
the very focus of his attention: its meaning
encompasses the human being, its socio-
logical structures and the technical devel-
opment of its society. With an emphasis
on “vis vitalis”, which relates to “love” and
“friendship” in the manifesto, Marinetti re-
fers to potentialised artistic ideas as well.

The terms of “love” and “friendship”
are similarly difficult to outline conceptu-
ally. These are non-materializable entities
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in terms of which art and humans are mu-
tually relying on each other. In the view of
Marinetti and Kassdk art is left to his own
devices to preserve and to reproduce these
entities or values. We can assume, that the
demand on the truth content and on ethical
responsibility towards art is to see in con-
nection to the reproduction of these entities.

The contemporary cultural historian
Huizinga thematises the main points of
the discourse that preoccupied the cul-
tur-critical voices of his time. His obser-
vations shed light on the term “life” and its
juxtaposition to epistemological ideals of
his age'’. In the context of the contempo-
rary discourse, Huizinga claims, that there
is a clash between the concepts of “life”
and “insight” that lies at the centre of the
cultural crisis'®. The dedication to “life”
criticises Huizinga strongly as a renounce
to the intelligible in favour of drives and
instincts'?!. But in the center of this cul-
tural clash is something very essential, that
is never thematised in the art-aesthet-
ic discourse, when there is the talk about
primitivism or other related tendencies
explained in a biologistic sense. Huizinga
points out as well for the crises of sciences
and in the same time for the ethical lost
by losing the ideal of “insight”. According
to Huizinga, the essence of knowledge and
science is always the insight into truth and
never the opposite. In this context, Kassdk’s
criticism of applied science is particularly
striking. Consequently, if the avant-garde
is to be in favour of “life”, it is their task, as
Kassik puts it, to raise the “balance of eth-
ics to the light”?. In order to replace sci-
ence and its offered insight New Art must
insist on truth. That demand leads very far
away from aesthetic concepts of the past
such as the beauty.

Andrea Olah

The contemporary discourse on the
aesthetics of art was loaded with phenom-
enological investigations into the connec-
tions between “world-understanding™* and
art. Cassirer’s Philosophical Anthropology,
particularly his Philosophy of Symbolic Forms
(1923-1929), is in many ways relevant here.
Cassirer examined forms of consciousness
that embody the language, myth and imag-
ery of art and the perceptions that precede
understanding, from which the synthesis
is to emerge. Cassirer’s important point of
view was that the foundations of percep-
tion, the materia nuda, are always available
within the humans, to which a form is then
assigned'?*. It is in this context that Cassirer
establishes the anthropological constants'®.
On the assumption that Kassik adopted
some terms from the discourse, these can
most probably be derived from Cassire’s
theory'?, or at least Cassirer’s theory offers
such terms which shed light on Kassdk’s
formulations. Kassik never reflects on the
elements of consciousness that are involved
in the constructivist artistic synthesis. How-
ever, he points out that the artist has taken
over the role of the “mythical angel”?. His
statement refers to the contents of Cassir-
er’s theory und would mean that not only
the transcendent but also the mythical lev-
els of consciousness are replaced by the new
artistic synthesis'?®. According to Cassirer,
“Ausdruckswahrnehmung”®, the perception
of expressions precedes the symbolic level
of understanding and is connected to reality
through sensual and emotional experience.
What further correlates with Cassirer’s the-
ory, is that Kassak describes himself and the
artist of the future as “world-perceivers”*
in the sense of relying both sensual and
emotional experience. Moreover, the term
Kassik used from 1922 onwards to describe
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his artistic style, namely “image architec-
ture”, refers to the above mentioned context
of the analytical synthetic process of cre-
ative activity elaborated by Cassirer.

Kassik explains the creative process,
the creation of a work of art again with-
out relying on metaphysics: the artist and
its matter remain between themselves'.
'This means, that there is no world of ideas
or any other realm outside which the con-
sciousness of the artist could be derived
from. He receives the “expressions™* of
the outside-world to create out of him-
self something “deeply human™¥. Kassik
makes it clear that he excludes mechani-
sation from this process. He is first and
foremost “compassionate”?*. Kassdk looks
at contemporary technological changes in
a particular way: he claims that new possi-
bilities arise from the clash of science-tech-
nology and art, and new forms should thus
emerge. Nevertheless ontic reality enters
the synthesis after it has been analysed':
dissolved and interpreted by his human
concepts. Kassik stresses the importance of
analysis preceding synthesis'*. His aim is to
transfer the human consciousness itself'*”,
which is compassionate, to society through
art, that is ethical and committed to truth:
“We are human beings in our art”%.

Marinetti’s manifesto reveals a mixed
reservoir of ideas: his considerations are
based on neo-idealism, a humanistic
world-view, which, however includes el-
ements of extreme functionalism as well,
which are similar to the approaches of De
Stilj**. Through the appeal and derivation
of his theses on the human body, he directs
his attention to a perceptual-psychologi-
cal phenomenon. In a certain way, again,
Marinetti can be understood from contem-
porary examination of consciousness, such
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as the organic realism of A. N. Whithead
in his work Process and Reality (1929)'
which recalls that the events from which
knowledge is gained cannot be reduced to
“things”, that is, reality is not a compila-
tion of “things” but rather of events. Fer-
nande Saint-Martin reverses the original
philosophical approach and relates organic
realism to immersion in such way that, in
her description the notion of perception is
based on its rootedness in the body, through
the sensory perception of a concrete, exter-
nal object*!. On the basis of subject and
thought, impressions are formed as sensa-
tions. Whereas, Marinetti’s approach lay
focus on the quality of sensation in break-
ing down the tactile barrier. He states, at
the beginning of his manifesto that his
purpose is to achieve previously unattained
spiritual development of the human mind
through special perceptual qualities. The
way he couples sensory qualities intends
this increasing demand on sensuality of the
perceiver: for example, the fifth category of
his tactile table combines the sensations
of soft, warm and human.!* The sense of
touch is supposed to experience ever finer
suede and different hair qualities. In other
words, for Marinetti the qualities of touch
lead to an elevated basis for thinking and
mental state.

The extent to which Marinetti con-
centrates on perception and its aesthetic
meanings is shown by his explanation in
the course which he excludes “arsi plastice”
and “/erotomania morbosa” from his theo-
retical foundations.'* He is not interested
in exploring works of art by way of touch-
ing, but primarily via inwardly orientated
sensory experiences, through which art
is created on the mental level. Obviously
sensation does not delimit the satisfying,
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but instead the aesthetic perceptions of
man, which again bears an aspect recur-
ring ideological philosophies. What a dis-
interested aesthetic judgement' in tactile
art means, was not defined in more de-
tail by the tactilists. Hungarian composer
Szelényi, who obviously knew Marinetti’s
theories well, states: “esztétikai érzésein ax
érzéseknek egy specidlis faja’z‘ képviselik, ame-
lyben az erdeknélkiiliség’ van posztuldlva.”**.

From this perspective, Marinetti does
not only internalise perception but also art
itself, which is brought about through aes-
thetic sensations in the mind. The fact that
he means more than the sense of touch
reinforces the impression of his conclud-
ing words, which involve all the senses and
their emergence. When he talks about
tactilism, that intermediates human con-
stants, he is no longer dividing society into
“coarse masses” interested in materialistic
goods and intellectuals orientated towards
idealistic approaches. He creates connec-
tions through non-material, shareable en-
tities and without leaving interspaces. The
internalised experience is not materialis-
able, it is an internalised life that leads back
to wvis wvitalis. on positive connotated terms
“love” and “friendship”.

From the interpretatively used frag-
mented analytic elements of contemporary
neo-idealistic art philosophies alone, which
make use of metaphysical arguments, it be-
comes clear that Marinetti’s and Kassik’s
art utopias have layers that have no equiv-
alent in ontic reality. This provides the
possibility to approximate towards the
concepts of Kassik and Marinetti, which
reveal the internalisation of art itself, for
Kassik through the process of creation as
synthesis and for Marinetti grasped in the
moments of perception.

Andrea Olah

KatharinaIringovarefers to the ontolog-
ical problems of modern and neo-avantgarde
art in a way that leads to the understanding
of non-sensory art and non-aesthetic object
as art-work'”. She comes to the conclusion
that we must accept the fact that “there are
also works of art that have no material form
and remain only in the form of an idea”*
and confirms, that there is art, that “exist in
the mind of the creator”*. It is impossible
to say whether Kassik’s notion of the dicta-
torship of ideas refers to this or not. But the
question arises, if there is art exist in form of
idea, in what form can art that only exists in
sensation become comprehensible? It is also
important to explore how the tactile art of
Marinetti and the synthetic constructivism
of Kassik relate to ontic reality in terms of
their respective concepts.

The definitions of immersion located
at this point. Marie-Laure Ryan for ex-
ample states that in immersion conscious-
ness relocates itself to another world™".
Stefan Lischewsky explains immersion in
a way that it involves turning away from
an ontic reality in favour of an experiential
reality’!. Wolfgang Wolf describes a mix-
ture of reality-forgetting immersion and a
distance-creating awareness of ontological
difference as an internal experiment'.

Kassik's synthesis that is based on
anthropological constants makes the pro-
cess of creation independent of aesthet-
ic of beauty, emotional content, expres-
sionism and form, which constituted the
programme of his absolute art. Ihringo-
va deems this independence of art fully
achieved by the neo-avant-garde. She de-
scribes, based on the analytical philosophy
of language, the maximum results in con-
ceptual art, which is “absolutely liberated
from external aesthetic characteristics”.
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Conceptual art is also like a linguistic
statement in Ihringova’s viewpoint and
emphasis on the “intellectual process
which includes all the intellectual as well as
cognitive factors that support rumination,
thinking, searching for connections and
actual realization”. In contrast, Kassdk
emphasises that creative art depicts laws
that cannot be approached with criticism,
emotion or reason. A harmony of form is
based neither on semantics — “on the logic
713 —nor on calculated geometry
or symmetry". Besides, Marinetti stands
up against cognition. Conceptual art in
Thringiva’s viewpoint places the work of art
on an epistemological level, which can be
the only goal in the sense of Kassik’s and
Marinetti’s viewpoints as well.

One could bring this investigation to
conclusion, that the internalisation of art
represents a direction that was given in
program by the historic avantgarde. One
example of the fulfilment of Marinetti’s
foresight is Bettina Papenburg’s reports
on the tactile connection between visual
apperception and touch in film using ar-
guments of classical anthropological re-
search on the human sensorium'®. The
research stresses the comparative methods
to get closer to the aspects of perception.
We can claim, it has special consequenc-
es, if “understanding” of art eludes ontic
objectivation? Burcu Dogramci poses the
following questions: “To what extent is a
material responsible for the breaking down
of barriers, the dissolution of transitions,
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NOTES

1. The term “anthropological constant” goes back to E. Cassirer and B. Croce in the aesthetics. For
Cassirer, a. 0., the human characteristic of constituting reality through synthesis is regarded as
an anthropological constant. Anthropological constants are dependent on cultural space. The
term anthropological universal, in turn, is intended to describe properties with a universal claim
independent of historical lifeworlds and contingent social contexts e.g. in Thomas Rentsch’s
transcendental philosophy, such as constituents for an aesthetic relationship to the world. See Bern-
hard Braun, Geschichte der Kunstphilosophie und Asthetik [History of Philosophie and Aesthetik
of Art] vol. 4., Darmstadt, wbg Academic, 2019, p. 133f. and p. 432f.

2. Andrea Baravelli, “Post-war Societies (Italy) in 1914-1918”, online. International Encyclopedia of the
First World War by Freie Universitit Berlin, Berlin 20215-09-03. DOI:10.15463/ie1418.10719.

3. B. Braun, Geschichte der Kunstphilosophie, vol. 4, p. 44.

4. Lajos Kassdk, Képarchitektiira [Imagearchitectur], in MA 1922, p. 52-54, here p. 53.

5. Marinetti’s views temporarily changed through his relationship with Benedetta Cappa, who in 1926
became his wife.

6. Lajos Kassdk’s journal MA was published in Budapest between 1916 and 1919. After his emigration
it was published in Vienna between 1920 and 1925.

7. F.T. Marinetti, I/ tattilismo. Manifesto Futurista, Milano, 11 January 1921.

8. B. Braun, Geschichte der Kunstphilosophie, vol. 4, p. 44f.

9.The term “intercultural modern”is used in the study with reference to the influential modernist artistic
and intellectual circles in the Hungarian cultural area, which were representing the European neo-
idealist philosophical discourse and were characterised by interculturality, such as Georg Lukdcs’
Sunday Circle or Valéria Dienes Movement-Art-Studio.

10. A.o.: Antal Molndr, Zencesztétika [ Aestetics of Music], Budapest 1938, p. 185.

11. Gilles Deleuze, Difference and Repetition, 1968, p. 90-163, apud Will Shrimshaw, “Exit Immersion”,
in Sound Studies. Art Interdisciplinary Journal, vol. 1, no. 1 (2015), p. 155-170.
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12. The term is mainly used in media research, see Burcu Dogramaci, Fabienne Liptay (eds.), Immersion
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