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the form of notes for a lecture that he was to have given in Paris 

but never did. In it, Benjamin attempted to argue not with the 

of literature were, in his opinion, inadequate. «Walter Benjamin, 

itself progressive, but whose readings of Benjamin I consider to 

deactivate the power of his original contributions to the level of 

orientation. In this sense, Benjamin’s contributions in the 1930s 

the dilemma that beset the European working classes, torn 

through each other and thought about in connection with the 

Moscow Diary

Benjamin developed an intensive relationship with the climate 

Grouping of Russian Writers» and «On the Present Situation of 

INTRODUCTORY NOTE TO THE 2013 EDITION
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thinking behind a baroque form, but to develop them, and to do 

, which opens with the aphorism 

into being in a strict alternation between action and writing; it 

in active communities than does the pretentious, universal gesture 

Opinions are to the vast apparatus of social existence what oil is 

to machines: one does not go up to a turbine and pour machine oil 

over it; one applies a little to hidden spindles and joints that one 

has to know.»

visit to Berlin in 1931 had an impact on a circle of communist 

intellectuals. Coming into contact with Brecht was a turning 

Benjamin’s career, which «Walter Benjamin, Productivist» aims to 

reactivate. I agree with those who object that the tension between 

Marxism and messianism is inherent to late Benjamin as a whole, 

and that in this sense it is not possible to see Benjamin’s decision 

to embrace materialist thought as a real rupture. Be that as it 

and something like what the proletarian revolution meant 

revolt.

Benjamin claims that the «communist signals» he was picking up 
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For the purpose of this lecture, I’ve taken a series of notes that 

a series of still images organised into sequences and projected 

onto a screen at the back of this darkened room. I will dispel the 

attention to this device, which is a substitute for a cinematic 

apparatus, broken down into its constituent parts, with its 

I’ve written a sequence of three stories, or perhaps a single

over time. The title of the intervention comes from the

This  is an image 

Research in New York. For practical reasons we will give her 

a name: Marina Eisler. In the 1980s, Marina spent a full eight 

Reproduction».

Marina is riding her bike to defend the thesis she has written as a 

result of her long research process. She knows that over the next 

feels anxious. 

Here  we see Marina pedalling, deep in thought. She is 

on the mechanical reproduction of the work of art. Marina 

1. WALTER BENJAMIN, PRODUCTIVIST
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the potential for reproduction is an inherent structural trait, not 

external to its mode of production. Instead, what Benjamin does 

on the spectator. Whereas the auratic work of art is absorbed into 

in the case of reproducible works of art the relationship with the 

spectator comes about through the technical apparatus, in the 

individual reception, suggesting what we could call a spectatorial 

socialisation.

because the work of the artist or the writer consists in creating 

able to perform his or her own work of emancipated reading.

of the aura and the change in the aesthetic, social and historic 

lies in the sphere of art and the work of art as the problem. But 

a theory of the 

socialist subjectivation of the masses by means of the politicisation of an 

art practice in which art and the artwork are no longer important as an 

.

Here

In the back of her bike she carries the laptop where she has saved 

romantic version of Benjamin’s life to imagine that this lapsus 

him until it drove him to commit suicide in Portbou, on the 

and suicide took place in 1940, while the paragraph was written 

collect his fee from the Institute for Social Research. He was 

a precarious intellectual worker, he would have had more time to 

the argument on the technical reproduction of the work of art, 

then deduce from Benjamin’s text, Marina thinks, is that the 

work of art has ceased to be a problem, or that it has become a 

mation of «l’art pour l’art.» Mankind, which in Homer’s time was an 

This is the 

by politicising art.

Fascism renders politics aesthetic.

Communism responds with the social revolution to which art contributes by its 

politicisation.
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painter. Then it becomes an unplanned but real demonstration: 

formidable invention.

art to produce political propaganda that eschewed aesthetics. But 

style 

technique, which does not negate the formal 

date, but is derived from it. This principle consists of questioning 

of its representation, in order to prepare the ground for an art 

to changing it by modelling events that are not necessarily perceived as 

artistic while they are taking place.

This

in a kolkhoz called The Communist Lighthouse in the Northern 

central to the narrative thread of Benjamin’s 1934 text «The 

widespread historical misunderstanding: that of aesthetic theories 

that claim to be based on Benjamin’s texts but keep circling 

around the supposed problem of the auratic status of the artwork 

and its political condition, ignoring the fact that the politicisation 

of social change.

This

Reproduction». 

This

facing the Mediterranean Sea. The tombstone that bears his name 

rests on the site of the former mass grave, because Benjamin’s 

without once citing a single 

one of the artworks or artists that Benjamin analysed or mentioned in his 

. I’m going to mention two:

Borinage

in 1933, at the request of Henri Storck. Borinage is a paradoxical 

shoot.

that had taken place a few months earlier, and had been 

direct action methods of the workers’ organisation: a few workers 
I took part in the directors’ meetings, where all the vital questions of 

the kolkhoz were raised: starting from the purchase of spark plugs for 

the tractors and mending the tarpaulins and ending with setting up 

the threshing machines and help for single farms.
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Here

be sourced from speculative trading or from the plunder of private 
and public archives following the collapse of the Soviet Union. 

SOLD, because 

writer’ and claimed that theatre should be written with a current 

practice into the production of educational and agitational press; 

part of the current academic and critical theories of the 
politicisation of art that claim to be the heirs to Walter Benjamin’s 

ideological art, as a sociologistic deviation from art, as activism or 
outright politics or agitation or social work, but never art.

... In other words: . Just as time 

This
Protivogazy

attributed to Proletkult Editions, the Organisation of Proletarian 

who were members of the Proletkult. This episode was one of the 

2. THE ARTISTIC AVANT!GARDE, OUT OF JOINT

mothers in the children’s nurseries. Took part in consultations about 

material for the newspaper from intellectuals. Helped participants in 

a supplement to the newspaper Terek, which provided information 

grams, reminders, depressions and promises, that Moscow newspapers 

former shepherd, an artist in his own right. 

tions and had to check the readiness of the kolkhoz for cultivating 

tell which horse collar was good and which was bad or if parts of the 

in other words .
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it became impossible, in absolute terms, for the new visual 

with the real. The work of art revealed itself as an autonomous 

that subjugated spectators, exposing the fact that a painting is 

continue to perceive the work as part of a ritual, and therefore its 

represent a real thing in 

link with the material world, other than the strict contemplation 

aporia was the limit of the speculative phase of the historical 

in favour of a new emphasis on the processes of imagining and 

This  is the Cabinet of Abstract Art

as to produce variations in the spectator’s perception of the 

paintings hanging on its walls. Some of the artworks are mounted 

group was active in Moscow suggested the following correlation: 

if the artwork ceased to be a pictorial composition, revealing its 

material components and becoming something that is constructed, 

then exhibitions would no longer be spaces that naturalise the 

This

Suprematism at the time.

This  is 

the civil war that still lingered on after the Bolsheviks seized 

power in 1917. The painting is unsettling for the contradiction 

making reference to an external event. Suprematist geometric 

consider its internal logic.

This Proun portfolio, 

.

paper

that do not exist in the real world

the concept and design for a series of spaces that were intended to 

be produced in the real world in accordance with the principles of 

geometric construction. This

previous print: a design for a 

representation to degree zero. When artists decided to break 

and when the technical nature of naturalist representation 

was revealed, a threshold was reached, and this threshold was 
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. 

abstraction. 

we’ve just seen came about: on the left , we have a photograph 

in focus. His head is in the background, out of focus and smaller 

has been cast in the role of generic worker. Here, both elements, 

the hand and the head, are in focus: manual work and intellectual 

with manual labour, which thus becomes both the productive 

lies in the following principle: this articulation does not come 

of the subject matter of the work. The articulation comes about 

by means of a technical invention: an innovation in the apparatus of 

production

proletariat or the social revolution. The artist becomes part of 

the social relations, operating within a production apparatus that 

be archives

lead an unprecedented project for an artist : he was to plan, 

design, and produce the Soviet Pavilion for the 

Pressa

to build this pavilion.

This commission  was of utmost importance: with the Soviet 

movements throughout a Western Europe that was in the midst 

into its presence at the International Exhibition. The USSR 

had to present socialism as an advance in the living conditions 

technological progress had enabled the mass media to embark on 

an educational and training programme as part of this collective 

endeavour.

unprecedented structure can be described as a communication 

device that incorporates, on an architectural scale, the 

propaganda pavilions were the most important work he had ever 

Now

The Dynamic City. It 

forms.

This

leap from one to the next is one of the most disconcerting 

second drawing
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work, revealing it to be a material artefact that does not represent 

belongs to the order of the real. But the radicalisation 

the artwork was the artwork itself as a material construct.

from somewhere other than the internal logic of the tautological 

methodologies in order to cross this threshold, which would have 

seemed unthinkable and impossible to understand from within 

solutions for a paradigm change were deduced from this previous 

representing to presenting

 that reconciled 

public space against the mainstream media and rightwing mass 

politics.

in regard to the relations of 

production, committing to the working class from outside of it, 

or what his political position was before the production of the 

work. What matters is the technique by which the work is inserted 

into the actual social and production relations that it contributes 

Here  is a more complex photomontage: a large generic hand 

alignment, creating the diagonal axis of the painting. The hands 

mass dissemination:

This image is the poster  

Josep Renau’s posters during the Spanish Civil War.

Here

could even describe it as a device for the production of public space 

by means of the insertion of artefacts for political communication on the 

streets

This

the Soviet Pavilion at Pressa, with the name of 

Day. 

We can keep this image in mind as we summarise this second 

reached a limit that provoked an aporia: as the naturalist link 



production of artefacts, devices, and events that can be inhabited 

of creating 

something else as well as art.

bounds and transforming art into a practice that moves within the 

following diagram:

In the late 1980s, a certain graphic image  began to turn up 

constructed according to this simple schema: a pink equilateral 

triangle against a black background, on which the words 

The pink equilateral triangle is in the middle of the visual space. It 

who were imprisoned in Nazi concentration camps for their 

on bodies pointed downwards, while this triangle rests on its base, 
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negative words and signs that stigmatise certain individuals for 

words are said to be equal to each other. This would have been 

to the propagation of death.

the social movements that emerge from the social crises caused 

and mutual support, in which it is possible to mitigate the impact 

the molecular dimension of life. On the other hand, this shared 

experienced as a personal problem or a problem exclusive to 

relations. Instituting process and antagonism. The construction of 

One of the famous posters

schematic design. It can be read as an image constructed through 

down. 

3. NOBODY KNOWS WHAT A BODY IS CAPABLE OF

!MODE OF"
PRODUCTION

!MODE OF"
DISSEMINATION

EVENT

WORK

DEVICE

USE # FUNCTION

COMMUNICATION

SUBJECTIVATION
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 collective direct action: it is inscribed 

on the bodies .

the expressive forms that characterise the new movements 

biopolitical

understands that the power it faces is a biopower

Biopower as power applied to the management of life and death. 

1983 : three artists who have been working together in Buenos 

the artists realise that their project faces some practical obstacles: 

to accommodate the dimensions of this signalling of absence, 

and three people alone would not be able to generate such a huge 

volume of silhouetted bodies in a limited period of time: the 

making it part of their preparations in the lead up to the 3rd 

and then disseminating them on a mass scale on street facades 

and columns, the epidermis of houses and public buildings. Since 

conclusions of those who decided to turn their backs on artistic 

for confronting the crisis, just that it is not enough

to adopt humanitarian declarations or content, or commercial art 

the political dimension of the crisis.

If «art is not enough», what else does it need to be, or what 

needs to be added

sentence on the poster, the one that is printed in the largest font, 

that comes last but takes up the most space, suggests the answer: 

York and other parts of the world captured in moments of direct 

been put in charge of public health management, and, as such, 
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other matrix is the photographs of the disappeared persons that 

to their clothing. 

The visual image of the silhouettes

in the space of the street. We can see how the point of view from 

which this photograph was taken  places us in the shoes of 

the police column as it moves towards or tries to block the path 

of the demonstration. What we would see moving towards us is a 

are absent: the outlined bodies also move towards us. The bodies 

other. 

The potential of the siluetazo also lies in its mode of production: 

creates a bond between an absent person and one who is present, 

absence: that of the disappeared person, and that of the person 

living person is a reminder of the fact that he or she could have 

the silueteada has complex links to a practical aspect of the 

silueteada is not 

siluetazo

when it occupies public space.

The group Ne pas plier was formed in 1991, taking its name from 

WALTER BENJAMIN, PRODUCTIVIST

Ne pas plier declared that its objective was to ensure that «the 

the precarious’, which started out as a platform for coordinating 

during the 1990s.

In order for art and the politics of social movements to be 

workshop’. Collaborative workshops are not spaces where 

images for their campaigns. To understand how collaborative 

and social movements in the course of the 1990s we should look 

mediated

to put the tools and the knowledge that are inherent to a specialised 

social task such as art at the service of a social movement, the 

apparatus of production must be adapted
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inventions and changes to the apparatus, allow the expert to 
articulate his or her own work with the work of a movement.

practices had to overhaul the principles of emancipatory social 

pedagogy

production, these new mediations and devices. Paolo Freire’s 
siluetazo action, just as 

practice.

specialised knowledge to contribute, and where subjectivities are 

in hand with civil disobedience and direct action.

generic silhouettes of two heads  looking at each other, so 
that their gazes meet in the middle. Inside the head on the left, 

. Inside the head on the 
right, an explosion with the word . The two 

out of their mouths comes the simplest slogan expressing the 

the promise at the heart of the foundation of its governmental 
regime: .

WALTER BENJAMIN, PRODUCTIVIST

Holmes wrote that «their value is their use.» One device for the 

pieces that the group used to call «parentheses», mounted on 

, the 
two heads outlined on the front of the mobile pieces approach 

and political communication can take place. The inner walls of 
the space that is created are lined with murals and information 

globalisation processes. People can start dialoguing within 

neoliberalism. This space for dialogue is created and guaranteed 

collective direct communicative action.

social movements that we have just looked at have a shared 

appropriated, changed, multiplied and disseminated, and 

 we 
can see the two blazing heads operating in a variation of the 
model described above. The point of view from which this 
photograph was taken positions us as spectators who have to 

a combined reading of the fragments that come together in its 
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of the mobilisation presents

expresses a desire for recognition within the mechanisms of 

social and political representation. But unique, individual faces 

for individual and collective empowerment. The images thus 

produced shape the presence of the struggle in public space.

*

Through these three stories, I’ve tried to show how the recoupling 

of experimental art and the politics of social movements that has 

to account for the paths that these connections between 

experimental art and movement politics have taken, linked to the 

1980s to the present. We still have to map out a new diagram that 

between experimental art, social activism, mass communication 

and the autonomous politics of movements has taken place. To 

WALTER BENJAMIN, PRODUCTIVIST

of subjectivation processes, forms of political organisation and 
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Art in dialogue and tension with social and cultural transformations, 

programmed at the Chile Triennial. First of all, I’d like to thank 

the overall curator of the Triennial, who was, at that time, 

d’état disguised as a constitutional process.

Benjamin», included in Cinema Stories

result of long conversations with Gerald Raunig, and of reading 

and translating into Spanish his books A Thousand Machines. A 

short history of machines as a social movement

the Long Twentieth Century

the original documents translated in the books Constructivismo 

Arte y producción

of «semiotic architecture» applied to the Soviet Pavilion at Pressa 

and of productivist and factographic practices on Benjamin; and 

The 

, which was, in part, an extension of «Walter 

experimental art and social activism. I deduced the inventions 

that Ivens produced in Borinage through a close reading of his two 

moving autobiographies: La mémoire 

d ’un regard

Ivens in 1998.

 seminar at the Independent 

siluetazo before 

El Siluetazo

siluetada

siluetazo

in the volume I compiled with Paloma Blanco, Jesús Carrillo 

acción directa

photographer Marc Pataut.
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La estudiante latinoamericana a quien llamamos Marina Eisler es la 

fue captado por Gisèle Freund en la Biblioteca Nacional de París 

en 1939. Junto con mi compañera Paula Cobo Guevara tomamos la 

fotografía de la lápida de Benjamin en el cementerio de Port Bou. 

publicadas en 

Donna Binder. Las dos primeras fotografías de la silueteada fueron 

Longoni, El Siluetazo

o colaboradores del grupo.

Para la citación de los textos de Walter Benjamin he seguido la 

reciente edición castellana de sus Obras

Benja
min y Brecht. Historia de una amistad

Benjamin, productivista», así como a mi traductora al inglés Nuria 

consigo un mundo nuevo.
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Sauve 
. The portrait of Walter Benjamín hard at work was 

constructivst and productivist artworks, or their photographs, 

Eindhoven, the National Museum of Latvia in Riga, and the State 

in 

silueteada were taken 

Longoni, El Siluetazo, and comes from the archive of the Mothers 

archives of members and collaborators of the group.

, translated 

and Gerald Raunig for their annotated reading of «Walter 

her usual dedication and competence. I dedicate this publication 

brought a new world with them.


