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Translators’ Foreword

he materials assembled m Volume 5 of Walter Benjamin's Gesammelte
Schriflen, under the title Das Passagen-Werk (first published in 1982), repre-
sent research that Benjamin carried out, over a period of thirteen years, on
the subject of the Paris arcades—les passages—which he considered the most
important architectural form of the nineteenth century, and which he linked with
a number of phenomena characteristic of that century’s major and minor preoc-
cupations. A glance at the overview preceding the “Convolutes” at the center of
the work reveals the range of these phenomena, which extend from the literary
and philosophical to the political, economic, and technological, with all sorts of
intermediate relations. Benjamin’s intention from the first, it would seem, was to
grasp such diverse material under the general category of Urgeschichte, sigmifying
the “primal history” of the nineteenth century. This was something that could be
realized only indirectly, through “cunming”: it was not the great men and cele-
brated events of traditional historiography but rather the “refuse” and “detritus”
of history, the half-concealed, variegated traces of the daily life of “the collective,”
that was to be the object of study, and with the aid of methods more akin—above
all, in their dependence on chance—to the methods of the nineteenth-century
collector of antiquities and curjosities, or indeed to the methods of the nine-
teenth-century ragpicker, than to those of the modern historian. Not conceptual
analysis but something like dream interpretation was the model. The nineteenth
century was the collective dream which we, its heirs, were obliged to reenter, as
patiently and minutely as possible, in order to follow out its ramifications and,
finally, awaken from it. This, at any rate, was how it looked at the outset of the
project, which wore a good many faces over time.

Begun in 1927 as a planned collaboration for a newspaper article on the
arcades, the project had quickly burgeoned under the influence of Surrealism, a
movement toward which Benjamin always maintained a pronounced ambiva-
lence. Before long, it was an essay he had in mind, “Pariser Passagen: Eine
dialektische Feerie” (Paris Arcades: A Dialectical Fairyland), and then, a few
years latex, a book, Farws, die Hauptstadt des XIX. Fahrhunderts (Paris, the Capital
of the Nineteenth Century). For some two-and-a-half years, at the end of the
Twenties, having expressed his sense of alienation from contemporary German
writers and his affinity with the French cultural milieu, Benjamin worked inter-
wittently on reams of notes and sketches, producing one short essay, “Der




Translators’ Foreword [/ x

Saturnring oder Etwas vom Eisenbau” (The Ring of Saturn, or Some Remarks
on Iron Construction), which is included here in the section “Early Drafts” A
hiatus of about four years ensued, until, m 1934, Benjamin resumed work on the
arcades with an eye to “new and far-reaching sociological perspectives.” ‘The
scope of the undertaking, the volume of materials collected, was assuming epic
proportions, and no less epic was the manifest interminability of the task, which
Benjamin pursued in his usual fearless way—step by step, risking engulfment-
beneath the ornamented vaulting of the reading room of the Bibliothéque Na-
tionale in Paris. Already in a letter of 1930, he refers to The Arcades Project as “the
theater of all my struggles and all my ideas.”

In 1935, at the request of his colleagues at the Institute of Social Research in
New York, Benjamin drew up an exposé, or documentary synopsis, of the main
lines of The Arcades Project; another exposé, based largely on the first but more
exclusively theoretical, was written in French, m 1939, in an attempt to interest
an American sponsor. Aside from these remarkably concentrated essays, and the
brief text “The Ring of Saturn,” the entire Arcades complex (without definitive
title, to be sure) remained in the form of several hundred notes and reflections of
varying length, which Benjamin revised and grouped in sheafs, or “convolutes,’
according to a host of topics. Additionally, from the late Twenties on, it would
appear, citations were incorporated into these materials—passages drawn mainly
from an array of nineteenth-century sources, but also from the works of key
contemporaries (Marcel Proust, Paul Valéry, Louis Aragon, André Breton, Georg
Simmel, Ernst Bloch, Siegfried Kracauer, Theodor Adorno). These proliferating
individual passages, extracted from their original context like collectibles, were
eventually set up to communicate among themselves, often in a rather subterra-
nean manner. The organized masses of historical objects—the particular items of
Benjamin’s display (drafts and excerpts)—together give rise to “a world of secret
affinities,” and each separate article in the collection, each entry, was to constitute
a “magic encyclopedia” of the epoch from which it derived. An mage of that
epoch. In the background of this theory of the historical image, constituent of a
historical “mirror world,” stands the idea of the monad—an idea given its most
comprehensive formulation in the pages on origin in the prologue to Benjamin’s
book on German tragic drama, Ursprung des deutschen Trauerspiels (Origin of the
German Trauerspiel)—and back of this the doctrine of the reflective medium, in
its significance for the object, as expounded in Benjamin’s 1919 dissertation,
“Der Begriff der Kunstkritik in der deutschen Romantik” (The Concept of Criti-
cism in German Romanticism). At bottom, a canon of (nonsensuous) similicude
rules the conception of the 4reades.

Was this conception realized? In the text we have before us, is the world of
secret affinities in any sense perceptible? Can one even speak of a “world” in the
case of a literary fragment? For, since the publication of the Passagen-Werk, it has
become customary to regard the text which Benjamin himself usually called the
Puassagenarbeit, or just the Passagen, as at best a “torso,” a monumental fragment
or ruin, and at worst a mere notebook, which the author supposedly intended to
mine for more extended discursive applications {such as the carefully outlined
and possibly half-completed book on Baudelaire, which he worked on from 1937
to 1939). Certainly, the project as a whole is unfinished; Benjamin abandoned



work on it in the spring of 1940, when he was forced to flee Paris before the
advancing German army. Did he leave behind anything more than a large-scale
plan or prospectus? No, it is argued, The drcades Project is just that: the blueprint
for an unimaginably massive and labyrinthine architecture—a dream city, in
effect. This argument is predicated on the classic distinction between research
and application, Forschung and Darstellung (see, for example, entry N4a,b in the
“Convolutes”™), a distinction which Benjamin himself invokes at times, as in a
letter to Gexshom Scholem of March 3, 1934, where he wonders about ways in
which lis research on the arcades might be put to use, or in a letter of May 3,
1936, where he tells Scholem that not a syllable of the actual text (eigentlichen
Text) of the Passagenarbeit exists yet. In another of his letters to Scholem of this
period, he speaks of the future construction of a literary form for this text. Similar
staternents appear in letters to Adorno and others. Where The Arcades Project is
concerned, then, we may distinguish between various stages of research, more or
less advanced, but there is no question of a realized work. So runs the lament.

Nevertheless, questions remain, not least as a consequence of the radical status
of “study” in Benjamin's thinking (see the Kafka essay of 1934, or Convolute m
of the Arcades, “Tdleness”). For one thing, as we have indicated, many of the
passages of reflection in the “Convolutes” section represent revisions of earlier
drafts, notes, or letters. Why revise for a notebook? The fact that Benjamin also
transferred masses of quotations from actual notebooks to the manuscript of the
convolutes, and the claborate organization of these cited materials in that manu-
script (including the use of numerous epigraphs), might ikewise bespeak a com-
positional principle at work in the project, and not just an advanced stage of
research. In fact, the montage form—with its philosophic play of distances, tran-
sitions, and intersections, its perpetually shifting contexts and ironic juxtaposi-
tions—had become a favorite device in Benjamin’s later investigations; among
his major works, we have examples of this in Einbahnitrasse (One-Way Street),
Berliner Kindheit um Neunzehnhundert (A Berlin Childhood around 1900}, “Uber
den Begriff der Geschichte” (On the Goncept of History), and “Zentralpark”
(Central Park). What is distinctive about The Arcades Projeci—in Benjamin’s
mind, it always dwelt apart—is the working of quotations into the framework of
montage, so much so that they eventually far outnumber the commentaries. If
we now were to regard this ostensible patchwork as, de facto, a determinate
literary form, one that has effectively constructed itself (that is, fragmented it-
self), like the Fournaux intimes of Baudelaire, then surely there would be sig-
nificant repercussions for the direction and tempo of its reading, to say the least,
The transcendence of the conventional book form would go together, in this
case, with the blasting apart of pragmatic historicism—grounded, as this always
15, on the premise of a continuous and homogeneous temporality. Citation and
commentary might then be perceived as intersecting at a thousand different
angles, setting up vibrations across the epochs of recent history, so as to effect
“the cracking open of natural teleology” And all this would unfold through the
medium of hints or “blinks”—a discontinuous presentation deliberately opposed
to traditional modes of argument. At any rate, it seems undeniable that despite
the informal, epistolary announcements of a “book” in the works, an eigentlichen
Buch, the research project had become an end in itself.

§)_{OM9.IO‘;_I[ ‘S.IGJE[SIIE.IL‘L / X
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Of course, many readers will concur with the German editor of the Passagen-
Werk, Rolf Tiedemann, when he speaks, in his essay “Dialectics at a Standstill”
(first published as the introduction to the German edition, and reproduced here
in translation), of the “oppressive chunks of quotations” filling its pages. Part of
Benjamin’s purpose was to document as concretely as possible, and thus lend a
“heightened graphicness” to, the scene of revolutionary change that was the
nineteenth century. At issue was what he called the “commodification of things”
He was interested in the unsettling effects of mcipient high capitalism on the most
intimate areas of life and work—especially as reflected in the work of art {its
commposition, its dissemination, its reception). In this “projection of the historical
into the intimate” it was a matter not of demonstrating any straightforward
cultural “decline.” but rather of bringing to light an uncanny sense of crisis and of
security, of crisis in security. Particularly from the perspective of the nineteenth-
century domestic interior, which Benjamin likens to the inside of a mollusk’s
shell, things were coming to seem more entirely material than ever and, at the
same time, more spectral and estranged. In the society at large (and in Baude-
laire’s writing par excellence), an unflinching realism was cultivated alongside a
rhapsodic idealism. This essentially ambiguous situation—one could call it, using
the term favored by a number of the writers studied in The Arcades Project,
“phantasmagorical”—sets the tone for Benjamin’s deployment of motifs, for his
recurrent topographies, his mobile cast of characters, his gallery of types. For
example, these nineteenth-century types {flaneur, collector, and gambler head the
list) generally constitute figures in the middle—that is, figures residing within
as well as outside the marketplace, between the worlds of money and magic—
figures on the threshold. Here, furthermore, in the wakening to crisis (crisis
masked by habitual complacency), was the link to present-day concerns. Not the
least cunming aspect of this historical awakening—which is, at the same time, an
awakening to myth—was the critical role assigned to humor, sometimes humor
of an mfernal kind. This was one way in which the documentary and the artistic,
the sociological and the theological, were to meet head-on.

'To speak of awakening was to speak of the “afterlife of works,” something
brought to pass through the medium of the “dialectical image.” The latter is
Benjamin's central term, in The Arcades Project, for the historical object of inter-
pretation: that which, under the divinatory gaze of the collector, is taken up into
the collector’s own particular time and place, thereby throwing a pointed light on
what has been. Welcomed into a present moment that seems to be waiting just
for it—"actualized,” as Benjamin likes to say—the moment from the past comes
alive as never before. In this way, the “now” is itself experienced as preformed in
the “then,” as its distillation—thus the leading motif of “precursors” in the text.
The historical object is reborn as such into a present day capable of recetving it,
of suddenly “recognizing” it. This is the famous “now of recognizability” (Fetat
der Erkennbarkeit), which has the character of a lightning flash. In the dusty,
cluttered corridors of the arcades, where street and interior are one, historical
time 18 broken up into kaleidoscopic distractions and momentary come-ons,
myriad displays of ephemera, thresholds for the passage of what Gérard de
Nerval (in durélia) calls “the ghosts of material things.” Here, at a distance from
what is normally meant by “progress,” is the wr-historical, collective redemption
of lost time, of the times embedded in the spaces of things.



The German edition of the Fassagen-Werk contains—besides the two exposés we
have mentioned, the long series of convolutes that follow, the “Erste Notizen”
(here translated as “First Sketches”) and “Frithe Entwiirfe” (“Early Drafts”) at the
end—a wealth of supplementary material relating to the genesis of The Arcades
Project. From this textual-critical apparatus, drawn on for the Translators’ Notes,
we have extracted three additional sets of preliminary drafts and notations and
translated them in the Addenda; we have also reproduced the mtroduction by the
German editor, Rolf Tiedemann, as well as an account of Benjamin’s last days
written by Lisa Fittko and printed in the original English at the end of the
German edition. Omitted from our volume are some 100 pages of excerpts from
letters to and from Benjamin, documenting the growth of the project (the major-
ity of these letters appear elsewhere in English); a partial bibliography, compiled
by Tiedemann, of 850 works cited in the “Convolutes”; and, finally, precise
descriptions of Benjamin’s manuscripts and manuscript variants (see translators’
initial note to the “Convolates”). In an effort to respect the unique constitution of
these manuscripts, we have adopted Tiedemann’s practice of using angle brack-
ets to indicate editorial insertions into the text.

A salient feature of the German edition of Benjamin’s “Convolutes”
(“Aufzeichnungen und Materialien”} is the use of two different typefaces: a larger
one for his reflections in German and a smaller one for his numerous citations in
French and German. According to Tiedemann’s introduction, the larger type was
used for entries containing significant commentary by Benjamin. (In “First
Sketches,” the two different typefaces are used to demarcate canceled passages.)
This typographic distinction, designed no doubt for the convenience of readers,
although it is without textual basis in Benjamin’s manuscript, has been main-
tained in the English translaton. We have chosen, however, to use typefaces
differing in style rather than in size, 5o as to avoid the hierarchical implication of
the German edition (the privileging of Benjamin’s reflections over his citations,
and, in general, of German over French). What Benjamin seems to have con-
ceived was a dialectical relation—a formal and thematic interfusion of citation
and commentary. It is an open, societary relation, as in the protocol to the
imaginary world n (itself an unacknowledged citation from Baudelaire’s
Faradis artificiels) mentioned in the “Convolutes” at J75,2.

As for the bilingual character of the text as a whole, this has been, if not
entirely eliminated in the English-language edition, then necessarily reduced to
merely the citation of the original titles of Benjamin’s sources. (Previously pub-
lished translations of these sources have been used, and duly noted, wherever
possible; where two or more published translations of a passage are available, we
have tried to choose the one best suited to Benjamin’s context.) In most cases we
have regularized the citation of year and place of book publication, as well as
volume and issue number of periodicals; bits of information, such as first names,
have occasionally been supplied in angle brackets. Otherwise, Benjamin’s irregu-
lar if relatively scrupulous editorial practices have been preserved.

As a further aid to readers, the English-language edition of The Areades Project
mcludes an extensive if not exhaustive “Guide to Names and Terms”; translators’
notes intended to help contextualize Benjamin’s citations and reflections; and
cross-references serving to link particular itemns in the “First Sketches” and “Early
Drafts” to corresponding entries in the “Convolutes”

PIOMIIO] SIO[SURL], [ TIX
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Translation duties for this edition were divided as follows: Kevin McLaughlin
translated the Exposé of 1939 and the previously untranslated French passages
in Convolutes A-C, F, H, K, M {second half}, O, Q-1, and p-r. Howard Eiland
translated Benjamin’s German throughout and was responsible for previously
untranslated material in Convolutes D, E, G, I, ], L, M (first half), N, P, and m, as
well as for the Translators’ Foreword.

In conclusion, a word about the translaton of Kenvolut. As used for the grouping
of the thirty-six alphabetized sections of the Passagen manuscript, this term, it
would seem, derives not from Benjamin himself but from his friend Adorno {this
according to a communication from Rolf Tiedemann, who studied with
Adorno). It was Adorno who first sifted through the manuscript of the “Aufzeich-
nungen und Matenialien,” as Tiedemann later called it, after it had been hidden
away by Georges Bataille in the Bibliothéque Nationale de France during the
Second World War and then retrieved and delivered to New York at the end of
1947 In Germany, the term Konvolut has a common philological application: it
refers to a larger or smaller assemblage—Tliterally, a bundle—of manuscripts or
printed materials that belong together. The noun “convolute” in English means
“something of a convoluted form.” We have chosen it as the translation of the
German term over a number of other possibilities, the most prominent being
“folder,” “file)” and “sheaf” The problem with these more common English
terms 15 that each carries inappropriate connotations, whether of office supplies,
computerese, agriculture, or archery. “Convolute” is strange, at least on first
acquaintance, but so is Benjamin’s project and its principle of sectioning. Aside
from its desirable closeness to the German rubric, which, we have suggested, 15
both philologically and historically legitimated, it remains the most precise and
most evocative term for designating the elaborately intertwined collections of
“notes and materials” that make up the central division of this most various and
colorful of Benjaminian texts.

The translators are grateful to the National Endowment for the Humanities for a
two-year grant in support of the translation, and to the Dean of the Graduate
School of Brown University, Peder Estrup, for a generous publication subven-
tion. Special thanks are due Michael W. Jennings for checking the entire manu-
seript of the translation and making many valuable suggestions. We are further
indebted to Winfried Menninghaus and Susan Bernstein for reading portions of
the manuscript and offering excellent advice. Rolf Tiedemann kindly and
promptly answered our inquiries concerning specific problems. The reviewers
enlisted by Iarvard University Press to evaluate the translation also provided
much help with some of the more difficult passages. Other scholars who gener-
ously provided bibliographic information are named in the relevant Translators’
Notes. Our work has greatly benefited at the end from the resourceful, vigilant
editing of Maria Ascher and at every stage from the foresight and discerning
judgment of Lindsay Waters.









Paris, the Capital of the Nineteenth Century

<Exposé of 1935>

The waters are blue, the plants pink; the evening is sweet to
look on;

One goes for a walk; the grandes dames go for a walk; behind
themn styoll the petites dames.

—Nguyen Trong Hiep, Paris, capitale de la France: Recueil de vers
(Hanoi, 1897}, poem 25

1. Feourier, or the Arcades

The magic columns of these palaces
Show to the amateur on all sides,

In the objects their porticos display,
That industry is the rival of the arts.

—Nowveaux Tableaux de Paris (Paris, 1828), vol, 1, p. 27

Most of the Paris arcades come into being in the decade and a half after 1822.
The first condition for their emergence is the boom in the textile trade. Magasins
de nouveautés, the first establishments to keep large stocks of merchandise on the
premises, make their appearance.’ They are the forerunners of department
stores. This was the period of which Balzac wrote: “The great poem of display
chants its stanzas of color from the Church of the Madeleine to the Porte Saint-
Denis.”? The arcades are a center of commerce in luxury items. In fitting them
out, art enters the service of the merchant. Contemporaries never tire of admir-
ing them, and for a long time they remain a drawing point for foreigners. An
Hlustrated Guide to Paris says: “These arcades, a recent invention of industrial
luxury, are glass-roofed, marble-paneled corridors extending through whole
blocks of buildings, whose owners have joined together for such enterprises.
Lining both sides of these corridors, which get their light from above, are the
most elegant shops, so that the passage is a city, a world in minjature.” The
arcades are the scene of the first gas lighting.

The second condition for the emergence of the arcades is the beginning of iron
construction. The Empire saw in this technology a contribution to the revival of



Exposé of 1935 / 4

architecture in the classical Greek sense. The architectural theorist Boetticher
expresses the general view of the matter when he says that, “with regard to the
art forms of the new system, the formal principle of the Hellenic mode” must
come to prevail® Empire is the style of revolutionary terrorism, for which the
state is an end in itself. Just as Napoleon failed to understand the functional
nature of the state as an instrument of domination by the bourgeois class, so the
architects of his time failed to understand the functional nature of iron, with
which the constructive principle begins its dommation of architecture. These
architects design supports resembling Pompeian columns, and factories that imi-
tate residential houses, just as later the first railroad stations will be modeled on
chalets. “Construction plays the role of the subconscious.™ Nevertheless, the
concept of engincer, which dates from the revolutionary wars, starts to gain
ground, and the rivalry begins between builder and decorator, Ecole Polytech-
nique and Fcole des Beaux-Arts.

For the first time in the history of architecture, an artificial building material
appears: iron. It undergoes an evolution whose tempo will accelerate in the
course of the century. This development enters a decisive new phase when it
becomes clear that the locomotive—on which experiments had been conducted
since the end of the 1820s—is compatible only with iron tracks. The rail be-
comes the first prefabricated ivon component, the precursor of the girder. Iron 15
avoided in home construction but used in arcades, exhibition halls, train sta-
tions—buildings that serve transitory purposes. At the same time, the range of
architectural applications for glass expands, although the social prerequisites for
its widened application as building material will come to the fore only a hundred
years later. In Scheerbart’s Glasarchitektur (1914), it still appears in the context of
utopia.’

Fach epoch dreams the one to follow.

—Michelet, “Avenir! Avenir!™

Corresponding to the form of the new means of production, which in the begin-
ning is still ruled by the form of the old (Marx), are images in the collective
consclousness m which the new is permeated with the old. These images are wish
images; in them the collective seeks both to overcome and to transfigure the
immaturity of the social product and the imadequacies in the social organization
of production. At the same time, what emerges in these wish images is the
resolute effort to distance oneself from all that is antiquated—which mcludes,
however, the recent past. These tendencies deflect the imagination (which is
given impetus by the new) back upon the primal past. In the dream in which each
epoch entertains images of its successor, the latter appears wedded to elements of
primal history «Urgeschichte>—that is, to elements of a classless society. And the
experiences of such a society—as stored in the unconscious of the collective—
engender, through interpenetration with what is new, the utopia that has left its



trace in a thousand configurations of life, from enduring edifices to passing
fashions,

These relations are discernible in the utopia conceived by Fourier. Its secret cue
is the advent of machines. But this fact is not directly expressed in the Fourierist
literature, which takes as its point of departure the amorality of the business
world and the false morality enlisted m its service. The phalanstery is designed to
restore human beings to relationships in which morality becomes superfluous.
The highly complicated organization of the phalanstery appears as machinery.
The meshing of the passions, the intricate collaboration of passions mécanistes with
the passion cabaliste, is a primitive contrivance formed—on analogy with the
machine~—from materials of psychology. This mechanism made of men pro-
duces the land of milk and honey, the primeval wish symbol that Fourier's utopia
has filled with new life.

Fourier saw, in the arcades, the architectural canon of the phalanstery. Their
reactionary metamorphosis with him is characteristic: whereas they originally
serve commercial ends, they become, for him, places of habitation. The phalan-
stery becomes a city of arcades. Fourier establishes, in the Empire’s austere world
of forms, the colorful idyll of Biedermeier. Its brilliance persists, however faded,
up through Zola, who takes up Fourier’s ideas in his book Travail, just as he bids
farewell to the arcades in his Thérese Raguin.-—Marx came to the defense of
Fourier in his critique of Carl Grim, emphasizing the former’s “colossal concep-
tion of man” He also directed attention to Fourier's humor. In fact, Jean Paul, in
his Levana, is as closely allied to Fourier the pedagogue as Scheerbart, in his
Glass Architecture, is to Fourier the utopian.?

II. Daguerre, or the Panoramas

Sun, look out for yourself!

—A.J. Wiertz, Ocuvres littéraires (Paris, 1870}, p. 374

Just as architecture, with the first appearance of iron construction, begins to
outgrow art, so does painting, m its turn, with the first appearance of the pano-
ramas. The high pomt m the diffusion of panoramas coincides with the introduc-
tion of arcades. One sought tirelessly, through technical devices, to make
panoramas the scenes of a perfect imitation of nature. An attempt was made to
reproduce the changing daylight in the landscape, the rising of the moon, the
rush of waterfalls. (acques-Louis> David counsels his pupils to draw from nature
as it is shown in panoramas. In their attempt to produce deceptively lifelike
changes in represented nature, the panoramas prepare the way not only for
photography but for «silent> film and sound film.

Contemporary with the panoramas is a panoramic literature. Le Livre des
cent-et-un [The Book of a Hundred-and-One)], Les Frangais peints par eux-mémes
[The French Painted by Themselves], Le Diable ¢ Paris [The Devil in Paris], and
La Grande Ville [The Big City] belong to this. These books prepare the belletristic
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collaboration for which Girardin, in the 1830s, will create a home in the feuille-
ton. They consist of individual sketches, whose anecdotal form corresponds to
the panoramas’ plastically arranged foreground, and whose informational base
corresponds to their painted background. This literature is also socially pano-
ramic. For the last time, the worker appears, isolated from his class, as part of the
setting m an idylL

Announcing an upheaval in the relation of art to technology, panoramas are at
the same time an expression of a new attitude toward life. The city dweller,
whose political supremacy over the provinces is attested many times in the
course of the century, attempts to bring the countryside mto town. In panoramas,
the cty opens out, becoming landscape—as it will do later, in subter fashion, for
the flaneurs. Daguerre is a student of the panorama painter Prévost, whose estab-
lishment is Jocated in the Passage des Panoramas. Description of the panoramas
of Prévost and Daguerre. In 1839 Daguerre’s panorama burns down. In the same
yeay, he announces the invention of the daguerreotype.

<Frangois» Arago presents photography in a speech to the National Assembly.
He assigns it a place in the history of technology and prophesies its scientific
applications. On the other side, artists begin to debate its artistic value. Photogra-
phy leads to the extinction of the great profession of portrait miniaturist. "This
happens not just for economic reasons. The early photograph was artistically
superior to the miniature portrait. The technical grounds for this advantage lie m
the long exposure time, which requires of a subject the highest concentration; the
social grounds for it lie in the fact that the hrst photographers belonged to the
avant-garde, from which most of their chientele came. Nadar’s superiority to his
colleagues is shown by his attempt to take photographs in the Paris sewer system:
for the first time, the lens was deemed capable of making discoveries. Its importance
becomes still greater as, in view of the new technological and social reality, the
subjective strain in pictorial and graphic information is called mto question.

The world exhibition of 1855 offers for the first time a special display called
“Photography.” In the same year, Wieriz publishes his great article on photogra-
phy, in which he defines its task as the philosophical enlightenment of painting.”
This “enlightenment” is understood, as his own paintings show, in a political
sense. Wiertz can be characterized as the first to demand, if not actually foresee,
the use of photographic montage for political agitation. With the increasing
scope of communications and transport, the informational value of pamting di-
minishes. In reaction to photography, painting begins to stress the clements of
color m the picture. By the time Impressionism yields to Gubism, painting has
created for itself a broader domain into which, for the time being, photography
cannot follow. For its part, photography greatly extends the sphere of commodity
exchange, from mid-century onward, by flooding the market with countless im-
ages of figures, landscapes, and events which had previously been available
either not at all or only as pictures for individual customers. "Io increase turnover,
it renewed its subject matter through modish vartations in camera technique—
innovations that will determine the subsequent history of photography.



II1. Grandville, or the World Exhibitiens

Yes, when all the world from Paris to China

Pays heed to your doctrine, O divine Saint-Simon,
The glorious Golden Age will be reborn.

Rivers will low with chocolate and tea,

Sheep roasted whole will frisk on the plain,

And sautéed pike will swim in the Seine.
Fricasseed spinach will grow on the ground,
Garnished with crushed fried croutons;

The trees will bring forth apple compotes,

And farmers will harvest boots and coats.

It will snow wine, it will rain chickens,

And ducks cocked with turnips will fall from the sky.

—Langlé and Vanderburch, Louis-Bronze et le Soint-Simonien
(Théere du Palais-Royal, February 27, 1832)!

World exhibitions are places of pilgrimage to the commodity fetish. “Europe is
off to view the merchandise,” says Tame in 1855."" The world exhibitions are
preceded by national exhibitions of mdustry, the first of which takes place on the
Champ de Mars in 1798. It arises from the wish “to entertain the working classes,
and it becomes for them a festival of emancipation.”? The worker occupies the
foreground, as customer. The framework of the entertainment industry has not
yet taken shape; the popular festival provides this. Chaptal’s speech on industry
opens the 1798 exhibiton.—The Saint-Simonians, who envision the industriali-
zation of the ecarth, take up the idea of world exhibitions. Chevalier, the
first authority in the new field, is a student of Enfantin and editor of the Saint-
Simonian newspaper Le Globe. The Saint-Simonians anticipated the development
of the global economy, but not the class struggle. Next to their active participa-
tion in industrial and commercial enterprises around the middle of the century
stands their helplessness on all questions concerning the proletariat.

World exhibitions glorify the exchange value of the commodity. They create a
framework in which its use value recedes into the background. They open a
phantasmagoria winch a person enters in order to be distracted. The entertain-
ment industry makes this casier by elevating the person to the level of the
commodity. He surrenders to its manipulations while enjoying his alienation
from himself and others.-~The enthronement of the commodity, with its luster
of distraction, is the secret theme of Grandville’s art. This is consistent with the
split between utopian and cynical elements in his work. Its ingenuity in repre-
senting inanimate objects corresponds to what Marx calls the “theological nice-
ties” of the commeodity.” They are manifest clearly in the spécialité—a category of
goods which appears at this time in the luxuries industry. Under Grandville’s
pencil, the whole of nature is transformed into specialties, He presents them in
the same spirit in which the advertisement (the term réclame also originates at this
point) begins to present its articles. FHe ends in madness.
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Fashion: “Madam Death! Madam Death!”
—Leopardi, “Dialogue between Fashion and Death™

World exhibitions propagate the universe of commodities. Grandville’s fantasies
confer a commodity character on the universe. They modernize it. Saturn’s ring
becomes a cast-iron balcony on which the inhabitants of Saturn take the evening
air. The literary counterpart to this graphic utopia is found in the books of the
Fourierist naturalist Toussenel.—Fashion prescribes the ritual according to which
the commodity fetish demands to be worshipped. Grandville extends the author-
ity of fashion to objects of everyday use, as well as to the cosmos. In taking it to
an extreme, he reveals its nature. Fashion stands in opposition to the organic. It
couples the living body to the inorganic world. "To the living, it defends the rights
of the corpse. The fetishism that succumbs to the sex appeal of the inorganic is its
vital nerve. The cult of the commodity presses such fetishism into its service.

For the Paris world exhibition of 1867, Victor Hugo issues a manifesto: “Io the
Peoples of Europe” Earlier, and more unequivocally, their interests had been
championed by delegations of French workers, of which the first had been sent to
the London world exhibition of 1851 and the second, numbering 750 delegates,
to that of 1862. The latter delegation was of indirect importance for Marx’s
founding of the International Workingmen’s Association.—The phantasmagoria
of capitalist culture attains its most radiant unfolding in the world exhibition of
1867 The Second Empire is at the height of its power. Paris is acknowledged as
the capital of luxury and fashion. Offenbach sets the rhythm of Parisian life. The
operetta is the ironic utopia of an enduring reign of capital.

IV, Louis Philippe, or the Interior

The head . ..
On the night table, like a ranunculus,
Rests.

—Baudelaire, “Une Martyre™*

Under Louis Philippe, the private individual makes his entrance on the stage of
history. The expansion of the democratic apparatus through a new electoral law
coincides with the parliamentary corruption organized by Guizot. Under cover
of this corruption, the ruling class makes history; that is, it pursues its affairs. It
furthers railway construction in order to improve its stock holdings. It promotes
the reign of Louis Philippe as that of the private individual managing his affairs.
With the July Revolution, the bourgeoisie realized the goals of 1789 (Marx).

For the private individual, the place of dwelling is for the first time opposed to
the place of work. The former constitutes itself as the interior. Its complement is
the office. The private individual, who in the office has to deal with reality, needs
the domestic interior to sustain him in his llusions. 'This necessity is all the more
pressing since he has no intention of allowing his commercial considerations to



impinge on social ones. In the formaton of his private environment, both are
kept out. From this arise the phantasmagorias of the interior—which, for the
private man, represents the universe. In the iterior, he brings together the far
away and the long ago. His living room is a box in the theater of the world.
Excursus on Jugendstil. The shattering of the iterior occurs via Jugendstil
around the turn of the century. Of course, according to its own ideology, the
Jugendstil movement seems to bring with it the consummation of the interior.
The transfiguration of the solitary soul appears to be its goal. Individualism is its
theory, With van de Velde, the house becomes an expression of the personality.
Ornament is to this house what the signature is to a painting. But the real
meaning of Jugendstil is not expressed in this ideology. It represents the last
attempted sortie of an art besieged in its ivory tower by technology. This attempt
mobilizes all the reserves of inwardness, They find their expression in the medi-
umnistic language of the line, in the flower as symbol of a naked vegetal nature
confronted by the techmologically armed world. The new elements of iron con-
struction—girder forms—preoccupy Jugendstil. In ornament, it endeavors to win
back these forms for art. Concrete presents it with new possibilities for plastic
creation mn architecture. Around this time, the real gravitational center of living
space shifts to the office. The irreal center makes its place in the home. The
consequences of Jugendstil are depicted in Ibsen’s Master Builder: the attempt by

the individual, on the strength of his inwardness, to vie with technology leads to
his downfall.

I'believe . . . in my soul: the Thing,
—-Léon Deubel, Ocuwres (Paris, 1929}, p. 193

The interior is the asylum of art. The collector is the true resident of the interior.
He makes his concern the transfiguration of things. To him falls the Sisyphean
task of divesting things of their commodity character by taking possession of
them. But he bestows on them only connoisseur value, rather than use value.
The collector dreams his way not only into a distant or bygone world but also
nto a better one~—one in which, to be sure, human beings are no better provided
with what they need than in the everyday world, but in which things are freed
from the drudgery of being useful.

"The interior is not just the universe but also the étut of the private mndividual.
To dwell means to leave traces. In the interior, these are accentuated. Coverlets
and antimacassars, cases and containers are devised in abundance; m these, the
traces of the most ordinary objects of use are imprinted. In just the same way, the
traces of the inhabitant are iprinted in the mnterior. Enter the detective story,
which pursues these traces. Poe, in his “Philosophy of Furniture” as well as in Tus
detective fiction, shows himself to be the first physiognomist of the domestic
interior. The criminals in early detective novels are neither gentlemen nor
apaches, but private citizens of the middle class.
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V. Baudelaire, or the Streets of Paris

Everything becomes an allegory for me.
—Baudelaire, “Le Cygne™¢

Baudelaire’s genius, which is nourished on melancholy, is an allegorical genius.
For the first time, with Baudelaire, Paris becomes the subject of lyric poetry. This
poetry is no hymm to the homeland; rather, the gaze of the allegorist, as it falls on
the city, 1s the gaze of the alienated man. It is the gaze of the flineur, whose way
of life still conceals behind a mitigating nimbus the coming desolation of the
big-city dweller. The fiAineur still stands on the threshold—of the metropolis as of
the middle class. Neither has him in its power yet. In neither is he at home. He
seeks refuge in the crowd. Early contributions to a phystognomics of the crowd
are found in Engels and Poe. The crowd is the veil through which the familiar
city beckons to the flineur as phantasmagoria—now a landscape, now a room.
Both become elements of the department store, which makes use of flanerie itself
to sell goods. The department store is the last promenade for the flineur.

In the fiineur, the intelligentsia sets foot m the marketplace—ostensibly to look
around, but in truth to find a buyer. In this intermediate stage, in which it still has
patrons but is already beginning to famihiarize itself with the market, it appears as
the bohéme. 1o the uncertainty of its economic position corresponds the uncer-
tainty of its political function. The latter is manifest most clearly in the profes-
sional conspirators, who all belong to the boféme. Their mnital field of activity is
the army; later it becomes the petty bourgeoisie, occasionally the proletariat.
Nevertheless, this group views the true leaders of the proletariat as its adversary.
The Communist Manfesto brings their political existence to an end. Baudelaire’s
poetry draws its strength from the rebellious pathos of this group. He sides with
the asocial. He realizes his only sexual communion with a whore.

Easy the way that leads into Avernus.
~—Virgll, The deneid”

It is the unique provision of Baudelaire’s poetry that the image of woman and
the image of death intermingle in a third: that of Paris. The Paris of his poems is
a sunken city, and more submarine than subterranean. The chthonic elements of
the city—its topographic formations, the old abandoned bed of the Seine—have
evidently found in him a mold. Decisive for Baudelaire in the “death-fraught
idyll” of the city, however, is a social, a modern substrate. The modern is a
principal accent of his poetry. As spleen, it fractures the ideal (“Spleen et idéal”).
But precisely modernity is always citing primal history. Here, this occurs
through the ambiguity peculiar to the social relations and products of this
epoch. Ambiguity is the appearance of dialectic in images, the law of dialectics at
a standstill. This standstill is utopia and the dialectical image, therefore, dream
image. Such an image is afforded by the commodity per se: as fetish. Such an
image is presented by the arcades, which are house no less than street. Such
an image is the prostitute—seller and sold in one.



I travel in order to get to know my geography.
—Note of a madman, in Marcel Réja, Ldrt chex les fous (Paris, 1907), p. 131

The last poem of Les Fleurs du mal: “Le Voyage.” “Death, old admiral, up anchor
now.” The last journey of the flineur: death. Its destination: the new. “Deep in
the Unknown to find the new/™® Newness is a quality independent of the use
value of the commodity. It is the origin of the semblance that belongs
inalienably to images produced by the collective unconscious. It is the quintes-
sence of that false consciousness whose indefatigable agent is fashion. This sem-
blance of the new is reflected, like one mirror in another, in the semblance of the
ever recurrent. The product of this reflection is the phantasmagoria of “cultural
history,” in which the bourgeoisie enjoys its false consciousness to the full. The
art that begins to doubt its task and ceases to be “inseparable from <. . . » utility”
(Baudelaire)” must make novelty into its ghest value. The arbiter novarum rerum
for such an art becomes the snob. He is to art what the dandy is to fashion.—Just
as in the seventeenth century it Is allegory that becomes the canon of dialectical
images, in the nineteenth century it is novelty. Newspapers ourish, along with
magasins de nouveautés. The press organizes the market in spiritual values, in
which at first there is a boom. Nonconformists rebel against consigning art to the
marketplace. They rally round the banner of [ arf pour l'art. From this watchword
derives the conception of the “total work of art”—the Gesamtkunstwerk—which
would seal art off from the developments of technology. The solemn rite with
which it 3s celebrated is the pendant to the distraction that transfigures the com-
modity. Both abstract from the social existence of human beings. Baudelaire
succumbs to the rage for Wagner.

VI. Haussmann, or the Barricades

I venerate the Beautiful, the Good, and all things great;
Beautiful nature, on which great art rests—

How it enchants the ear and charms the eye!

I love spring n blossom: women and roses.

—Baron Haussmann, Confession d'un lion deveny vieux™

The Howery realin of decorations,

"Fhe charm of landscape, of architecture,
And all the effect of scenery rest

Solely on the law of perspective.

—Franz Bohle, Theater-Catechismus (Munich), p. 74

Haussmann’s ideal in city planning consisted of long perspectives down broad
straight thoroughfares. Such an ideal corresponds to the tendency—common in
the npineteenth century—to ennoble technological necessities through artistic
ends. The instimtions of the bourgeoisie’s worldly and spiritual dominance were
to find their apotheosis within the framework of the boulevards. Before their
completion, boulevards were draped across with canvas and unveiled like monu-
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ments.—Haussmann’s activity is linked to Napoleonic imperialism. Louis
Napoleon promotes investment capital, and Paris experiences a rash of specula-
tion. Trading on the stock exchange displaces the forms of gambling handed
down from feudal society. The phantasmagorias of space to which the fldneur
devotes himself ind a counterpart in the phantasmagorias of time to which the
gambler is addicted. Gambling converts time into a narcotic. <Paul> Lafargue
explains gambling as an fmitation in miniature of the mysteries of economic
fluctuation The expropriations carried out under Haussmann call forth a wave
of fraudulent speculation. The rulings of the Court of Cassation, which are
inspired by the bourgeois and Orleanist opposition, increase the financial visks of
Haussmanmzation.

Haussmann tries to shore up his dictatorship by placing Paris under an emer-
gency regime. In 1864, in a speech before the National Assembly, he vents his
hatred of the rootless urban population, which keeps increasing as a result of his
projects. Rising rents drive the proletariat into the suburbs. The guartiers of Paris
in this way lose their distinctive physiognomy. The “red belt” forms. Haussmann
gave himself the dtle of “demolition artist,” ariiste démolissenr. He viewed his
work as a calling, and emphasizes this in his memoirs. Meanwhile he estranges
the Parisians from their city. They no longer feel at home there, and start to
become conscious of the inhuman character of the metropolis. Maxime Du
Camp’s monumental work Faris owes its inception to this consciousness.” The
Férémiades d’un Haussmannisé give it the form of a biblical lament.”

The true goal of Haussmann’s projects was to secure the city against civil war.
He wanted to make the erection of barricades in Paris impossible for all time.
With the same end in mind, Louis Philippe had already introduced wooden
paving. Nonetheless, barricades played a role in the February Revolution. Engels
stucies the tactics of barricade fighting.** Haussmann seeks to neutralize these
tactics on two fronts. Widening the streets is designed to make the erection of
barricades impossible, and new streets are to furnish the shortest route between
the barracks and the workers’ districts. Contemporaries christen the operation
“strategic embellishment.”

Reveal to these depraved,

O Republic, by foiling their plots,

Your great Medusa face

Ringed by red lightning.

~Workers’ song from about 1850, in Adolf Stahy, el
Monate in Paris {Oldenburg, 1851), vol. 2, p. 199

The barricade is resurrected during the Commune. It is stronger and better
secured than ever. It stretches across the great boulevards, often reaching a height
of two stories, and shields the trenches behind it. Just as the Communist Manifesto
ends the age of professional conspirators, so the Gommune puts an end to the
phantasmagoria holding sway over the early years of the proletariat. It dispels the
illusion that the task of the proletarian revolution is to complete the work of 1789



hand i hand with the bourgeoisie. This illusion dominates the period 1831
1871, from the Lyons uprising to the Gommune. The bourgeoisic never shared in
this error. Its battle against the social rights of the proletariat dates back to the
great Revolution, and converges with the philanthropic movement that gives it
cover and that is in its heyday under Napoleon II1. Under his reign, this move-
ment’s monumental work appears: Le Play’s Ouvriers européens [European Work-
ers].” Side by side with the concealed position of philanthropy, the bourgeoisie
has always maintained openly the position of class warfare.” As early as 1831, in
the FJournal des débats, it acknowledges that “every manufacturer lives in his
factory like a plantation owner among his slaves” If 1t is the misfortune of the
workers’ rebellions of old that no theory of revolution directs their course, it is
also this absence of theory that, from another perspective, makes possible their
spontaneous energy and the enthusiasm with which they set about establishing a
new society. This enthusiasm, which reaches its peak in the Commune, wins over
to the working class at times the best elements of the bourgeoisie, but leads it in
the end to succumb to their worst elements. Rimbaud and Gourbet declare their
support for the Commune. The burning of Paris is the worthy conclusion to
Haussmann’s work of destruction.

My good father had been in Paris.
—Kart Gutzkow, Brigfe aus Pars (Leipzig, 1842), vol. 1, p. 58

Balzac was the first to speak of the ruins of the bourgeoisie.” But it was Surreal-
ism that first opened our eyes to them. The development of the forces of produc-
tion shattered the wish symbols of the previous century, even before the
monuments representing them had collapsed. In the nineteenth century this
development worked to emancipate the forms of construction from art, just as
the sixteenth century the sciences freed themselves from philosophy. A start is
made with architecture as engineered construction. Then comes the reproduc-
tion of nature as photography. The creation of fantasy prepares to become prac-
tical as commercial art. Literature submits to montage in the feuilleton. All these
products are on the point of entering the market as commaodities. But they linger
on the threshold. From this epoch dertve the arcades and inférieurs, the exhibition
halls and panoramas. They are residues of a dream world. The realization of
dream elements, in the course of waking up, is the paradigm of dialectical think-
ing, Thus, dialectical thinking is the organ of historical awakening. Every epoch,
in fact, not only dreams the one to follow but, in dreaming, precipitates its
awakening. It bears its end within itself and unfolds it—as Hegel already no-
ticed—by cunning. With the destabifizing of the market economy, we begin to
recognize the monuments of the bourgeoisic as ruins even before they have
crumbled.
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Paris, Capital of the Nineteenth Century

Exposé <of 1939>

Introduction

Hhistory is like Janus; it has two faces. Whether it Jooks at the past or at the present, it
sees the same things.

—Maxime Du Camp, Paris, vol. 6, p. 315

The subject of this book is an illusion expressed by Schopenhauer in the follow-
ing formula: to seize the essence of history, it suffices to compare Herodotus and
the morning newspaper.” What is expressed here is a feeling of vertigo charac-
teristic of the nineteenth century’s conception of history. It corresponds to a
viewpoint according to which the course of the world is an endless series of facts
congealed 1n the form of things. The characteristic residue of this conception is
what has been called the “History of Givilization,” which makes an inventory,
point by point, of humanity’s life forms and creations. The riches thus amassed
in the aerarium of civilization henceforth appear as though identified for all time.
This conception of history minimizes the fact that such riches owe not only their
existence but also their transmission to a constant effort of society—-an effort,
moreover, by which these riches are strangely altered. Qur investigation proposes
to show how, as a consequence of this reifying representation of civilization, the
new forms of behavior and the new economically and technologically based
creations that we owe to the nineteenth century enter the universe of a phantas-
magoria. These creations undergo this “dlummation” not only in a theoretical
manner, by an ideological transposition, but also in the immediacy of their per-
ceptible presence. They are manifest as phantasmagorias. Thus appear the ar-
cades—first entry in the field of iron construction; thus appear the world
exhibitions, whose link to the entertainment industry is significant. Also included
m this order of phenomena is the experience of the flineur, who abandons
himself to the phantasmagorias of the marketplace. Corresponding to these
phantasmagorias of the market, where people appear only as types, are the
phantasmagorias of the interior, which are constituted by man’s imperious need
to leave the imprint of his private individual existence on the rooms he inhabits.
As for the phantasmagoria of civilization itself, it found its champion in Hauss-



mann and its manifest expression in his transformations of Paris.—Nevertheless,
the pomp and the splendor with which commeodity-producing society surrounds
itself, as well as its llusory sense of security, are not immune to dangers; the
collapse of the Second Empire and the Commune of Paris remind it of that. In
the same period, the most dreaded adversary of this society, Blanqui, revealed to
it, in his last piece of writing, the terrifying features of this phantasmagoria.
Humanity figures there as damned. Everything new it could hope for turns out
to be a reality that has always been present; and this newness will be as little
capable of furnishing it with a liberating solution as a new fashion is capable of
rejuvenating society. Blangui's cosmic speculation conveys this lesson: that hu-
manity will be prey to a mythic anguish so long as phantasmagoria occupies a
place in it.

A. Fourier, or the Arcades
I

The magic colummns of these palas
Show to enthusiasts from all parts,
With the objects their porticos display,
That industry is the rival of the arts.

- Nowveanx Tableaux de Paris {Paris, 1828), p. 27

Most of the Paris arcades are built in the fifteen years following 1822. The first
condition for their development is the boom in the textile trade. Magasins de
nouveautés, the first establishments to keep large stocks of merchandise on the
premises, make their appearance. They are the forerunners of department stores.
This is the period of which Balzac writes: “The great poem of display chants its
stanzas of color from the Church of the Madeleine to the Porte Saint-Denis.” The
arcades are centers of commerce in Iuxury items. In fitting them out, art enters
the service of the merchant. Contemporaries never tire of admiring them. For a
long time they remain an attraction for tourists. An Hhustrated Guide to Paris says:
“These arcades, a recent invention of industrial luxury, are glass-roofed, marble-
paneled corridors extending through whole blocks of buildings, whose owners
have joined together for such enterprises. Lining both sides of the arcade, which
gets its light from above, are the most elegant shops, so that the passage is a city,
a world in miniature” The arcades are the scene of the first attempts at gas
lighting.

The second condition for the emergence of the arcades is the beginning of iron
construction. Under the Empire, this technology was seen as a contribution to
the revival of architecture in the classical Greek sense. The architeceural theorist
Boetticher expresses the general view of the matter when he says that, “with
regard to the art forms of the new system, the Hellenic mode” must come to
prevail. The Empire style is the style of revolutionary terrorism, for which the
state 15 an end in itself. Just as Napoleon failed to understand the functional

6e6T Jo psodxy /61



Exposé of 1939 / 16

nature of the state as an instrument of domination by the bourgeoisie, so the
architects of his time failed to understand the functional nature of iron, with
which the constructive principle begins its domination of architecture. These
architects design supports resembling Pompelan columns, and factories that imj-
tate residential houses, just as later the first railroad stations will assume the look
of chalets. Construction plays the role of the subconscious. Nevertheless, the
concept of engineer; which dates from the revolutionary wars, starts to gain
ground, and the rivalry begins between builder and decorator, Ecole Polytech-
nique and Ecole des Beaux-Arts.—For the first tme since the Romans, a new
artificial building material appears: iron. It will undergo an evolution whose pace
will accelerate in the course of the century. This development enters a decisive
new phase when it becomes clear that the locomotive—object of the most diverse
experiments since the years 1828-1829—usefully functions only on iron rails.
The rail becomes the first prefabricated iron component, the precursor of the
girder. Iron is avoided in home construction but used in arcades, exhibition halls,
train. stations—buildings that serve transitory purposes.

I

It is easy to understand that every mass-type “Interest” which
asserts itself historically goes far beyond its real limits in the
“idea” or “imagimation,’ when i first comes on the scene.

—Marx and Engels, Die Aetlige Famalic®

The secret cue for the Fourierist utopia is the advent of machines. The phalan-
stery is designed to restore human beings to a systemn of relationships in which
morality becomes superfluous. Nero, in such a context, would become a more
useful member of society than Fénelon. Fourier does not dream of relying on
virtue for this; rather, he relies on an efficient functioning of society, whose
motive forces are the passions. In the gearing of the passions, in the complex
meshing of the passions mécanistes with the passion cabaliste, Fourier imagines the
collective psychology as a clockwork mechanism. Fourierist harmony is the nec-
essary product of this combinatory play.

Fourier introduces into the Empire’s world of austere forms an idyll colored by
the style of the 1830s. He devises a system in which the products of his colorful
vision and of his idiosyncratic treatment of numbers blend together. Fourier’s
“harmonies” are in no way akin to a mystique of numbers taken from any other
tradition. They are in fact direct outcomes of his own pronouncements—Ilucubra-
tions of his organizational imagination, which was very highly developed. Thus,
he foresaw how significant meetings would become to the citizen. For the phalan-
stery’s inhabitants, the day is organized not around the home but in large halls
similar to those of the Stock Exchange, where meetings are arranged by brokers.

In the arcades, Fourier recognized the architectural canon of the phalanstery.
This is what distinguishes the “empire” character of his utopia, which Fourier
himself naively acknowledges: “The societarian state will be all the more brilliant
at its inception for having been so long deferred. Greece in the age of Solon and



Pericles could already have undertaken it™ The arcades, which originally were
designed to serve commercial ends, become dwelling places in Fourier. The
phalanstery is a city composed of arcades. In this ville en passages, the engineer’s
construction takes on a phantasmagorical character. The “city of arcades” is a
dream that will charm the fancy of Parisians well into the second half of the
century. As late as 1869, Fourier's “street-galleries” provide the blueprint for
Moilin's Paris en I'an 2000." Here the city assumes a structure that makes it—with
its shops and apartments—the ideal backdrop for the faneur.

Marx took a stand against Carl Grin in order to defend Fourier and to
accentuate his “colossal conception of man™ He considered Fourier the only
man besides Hegel to have revealed the essential mediocrity of the petty bour-
geois. The systematic overcoming of this type in Hegel corresponds to its humor-
ous annihilation in Fourier. One of the most remarkable features of the Fourierist
utopia is that it never advocated the exploitation of nature by man, an idea that
became widespread in the following period. Instead, in Fourier, technology ap-
pears as the spark that ignites the powder of nature. Perhaps this is the key to his
strange representation of the phalanstery as propagating itself “by explosion.”
The later conception of man’s exploitation of nature reflects the actual exploita-
tion of man by the owners of the means of production. If the integration of the
technological into social life failed, the fault lies in this exploitation.

B. Grandville, or the World Exhibitions
I

Yes, when all the world from Paris to China

Pays heed to your doctrine, O divine Saint-Simon,
The glorious Golden Age will be reborn,

Rivers will flow with chocolate and tea,

Sheep roasted whole will frisk on the plain,

And sautéed pike will swim in the Seine.
Fricasseed spinach will grow on the ground,
Garnished with crushed fried croutons;

The trees will bring forth apple compotes,

And farmers will harvest boots and coats.

It will snow wine, it will rain chickens,

And ducks cooked with turnips will fall from the sky.

-——Langlé and Vanderburch, Lowis-Bronze et le Saint-Simonien
(Théitre du Palais-Royal, February 27, 1832)

World exhibitions are places of pilgrimage to the commodity fetish. “Europe is
off to view the merchandise,” says Taine in 1855.° The world exhibitions were
preceded by national exhibitions of industry, the first of which took place on the
Champ de Mars in 1798. It arose from the wish “to entertain the working classes,
and it becomes for them a festival of emancipation.”” The workers would consti-
tute their first clientele. The framework of the entertainment industry has not yet
taken shape; the popular festival provides this. Chaptal’s celebrated speech on
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industry opens the 1798 exhibition.—The Saint-Simonians, who envision the
industrialization of the earth, take up the idea of world exhibitions. Chevalier, the
first authority in this new field, is a student of Enfantin and editor of the Saint-
Simonian newspaper Le Globe. The Saint-Simonians anticipated the development
of the global economy, but not the class struggle. Thus, we sec that despite their
participation in industrial and commercial enterprises around the middle of the
century, they were helpless on all questions concerning the proletariat.

World exhibitions glorify the exchange value of the commodity. They create a
framework in which its use value becomes secondary. They are a school in which
the masses, forcibly exchided from consumption, are imbued with the exchange
value of commodities to the point of identifying with it: “Do not touch the items
on display.” World exhibitions thus provide access to a phantasmagoria which a
person enters in order to be distracted. Within these divertissements, to which the
individual abandons himself in the framework of the entertamment industry, he
remains always an element of a compact mass. This mass delights in amusement
parks—with their roller coasters, their “twisters,” their “caterpiflars”—in an atti-
tude that is pure reaction. It is thus led to that state of subjection which propa-
ganda, industrial as well as political, relies on.—The enthronement of the
commodity, with its glitter of distractions, is the secret theme of Grandville’s art.
Whence the split between its utopian and cynical elements in his work. The
subtle artifices with which it represents inanimate objects correspond to what
Marx calls the “theological niceties” of the commodity.®? The concrete expression
of this is clearly found in the spécialiti—a category of goods which appears at this
time in the luxuries industry. World exhibitions construct a universe of spécialités.
The fantasies of Grandville achieve the same thing. They modernize the uni-
verse, In his work, the ring of Saturn becomes a cast-ivon balcony on which the
inhabitants of Saturn take the evening air. By the same token, at world exhibi-
tions, a balcony of cast-iron would represent the ring of Saturn, and people who
venture out on it would find themselves carried away in a phantasmagoria where
they seem to have been transformed into inhabitants of Saturn, The literary
counterpart to this graphic utopta is the work of the Fourierist savant Toussenel.
Toussenel was the natural-sciences editor for a popular newspaper. His zoology
classifies the animal world according to the rule of fashion. He considers woman
the intermediary between man and the amimals. She is in a sense the decorator of
the animal world, which, in exchange, places at her feet its plumage and its furs.
“The lion likes nothing better than having its nails triramed, provided it is a
pretty girl that wields the scissors.”

1]
Fashion: “Madam Death! Madam Death!”
~Leopardi, “Dialogue between Fashion and Death™

Fashion prescribes the ritual according to which the commodity fetish demands
to be worshipped. Grandville extends the authority of fashion to objects of
everyday use, as well as to the cosmos. In taking it to an extreme, he reveals its



nature. It couples the living body to the inorganic world. To the living, it defends
the rights of the corpse. The fetishism which thus succumbs to the sex appeal of
the inorganic is its vital nerve. The fantasies of Grandville correspond to the
spirit of fashion that Apollinaire later described with this image: “Any material
from nature’s domain can now be introduced into the composition of women'’s
clothes, I saw a charming dress made of corks. . . . Steel, wool, sandstone, and
files have suddenly entered the vestmentary arts. . . . They’re doing shoes in
Venetian glass and hats in Baccarat crystal™

C. Louis Philippe, or the Interior

1

I believe . . . in my soul: the Thing,
—Léon Deubel, Qenvres (Paris, 1929), p. 193

Under the reign of Louis Philippe, the private individual makes his entry into
history. For the private individual, places of dwelling are for the first time op-
posed to places of work. "The former come to constitute the interior. Its comple-
ment is the office. (For its part, the office is distinguished clearly from the shop
counter, which, with its globes, wall maps, and railings, looks like a relic of the
baroque forms that preceded the rooms in today’s residences.) The private indi-
vidual, who i the office has to deal with realities, needs the domestic interior to
sustain him in his dlusions. This necessity is all the more pressing since he has no
intention of grafting onto his business interests a clear perception of his social
function. In the arrangement of his private surroundings, he suppresses both of
these concerns. From this derive the phantasmagorias of the interior—~which, for
the private individual, represents the universe. In the interior, he brings together
remote locales and memories of the past. His living room is a box in the theater
of the world.

The interior is the asylum where art takes refuge. The collector proves to be
the true resident of the mterior. He makes his concern the idealization of objects.
1o him falls the Sisyphean task of divesting things of their commodity character
by taking possession of them. But he can bestow on them only connoisseur
value, rather than use value. The collector delights in evoking a world that is not
Just distant and long gone but also better—a world in which, to be sure, human
beings are no better provided with what they need than in the real world, but in
which things are freed from the drudgery of being useful.

It

The head . ..
On the night table, like a ranunculus,
Rests.

—Baudeiaire, “Une Martyre!?
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The mnterior is not just the universe of the private individual; it is also his étui.
Ever since the time of Louis Philippe, the bourgeois has shown a tendency to
compensate for the absence of any trace of private life in the big city. He tries to
do this within the four walls of his apartment. It is as if he had made it a point of
honor not to allow the traces of his everyday objects and accessories to get lost.
Indefatigably, he takes the impression of a host of objects; for his slippers and his
watches, his blankets and his umbrellas, he devises coverlets and cases. He has a
marked preference for velour and plush, which preserve the imprint of all con-
tact. In the style characteristic of the Second Empire, the apartment becomes a
sort of cockpit. The traces of its inhabitant are molded into the interior. Here is
the origin of the detective story, which inquires into these traces and follows these
tracks. Poe—with his “Philosophy of Furniture” and with his “new detectives” -
becomes the first physiognomist of the domestic interior. The criminals in early
detective fiction are neither gentlemen nor apaches, but simple private citizens of
the middle class {“The Black Cat,” “The Tell'Tale IHeart,” “William Wilson™).

m

This seeking for my home . . . was my afflicdon. . . . Where is—
my home? [ ask and seck and have sought for it; I have not found it.

—Nietzsche, Also sprach Zarathustra®

The liquidation of the interior took place during the last years of the nineteenth
century, in the work of Jugendstil, but it had been coming for a long time. The art
of the interior was an art of genre. Jugendstil sounds the death knell of the genre.
It rises up against the infatuation of genre in the name of a mal du siécle, of a
perpetually open-armed aspiration. Jugendstil for the first time takes into consid-
eration certain tectonic forms. It also strives to disengage them from their func-
tional relations and to present them as natural constants; it strives, m short, to
stylize them. The new elements of iron construction—especially the girder—
command the attention of this “modern style”” In the domain of ornamentation,
it endeavors to integrate these forms into art. Concrete puts at its disposal new
potentialities for architecture. With van de Velde, the house becomes the plastic
expression of the personality. Ornament 1s to this house what the signature is to a
painting. It exults in speaking a linear, mediumistic language in which the flower,
symbol of vegetal life, insinuates itself into the very lines of construction. (The
curved line of Jugendstil appears at the same time as the title Les Fleurs du mal. A
sort of garland marks the passage from the “Flowers of Evil” to the “souls of
flowers” in Odilon Redon and on to Swann’s farre catleya.)*—Henceforth, as
Fourier had foreseen, the true framework for the life of the private citizen must be
sought increasingly in offices and commercial centers. The fictional framework
for the individual’s life is constituted in the private home. It is thus that The
Master Builder takes the measure of Jugendstil. The attempt by the mdividual to
vie with technology by relying on his inner flights leads to his downfall: the
architect Solness kills himself by plunging from his tower."



D. Baudelaire, or the Sireets of Paris
]
Everything for me becomes allegory.

~~Baudelaire, “Le Cygne™t

Baudelaire’s genius, which feeds on melancholy, is an allegorical genius. With
Baudelaire, Paris becomes for the first time the subject of lyric poetry. This
poetry of place is the opposite of all poetry of the soil. The gaze which the
allegorical genius turns on the city betrays, instead, a profound alienation. It is
the gaze of the fldneur, whose way of life conceals behind a beneficent mirage the
anxiety of the future inhabitants of our metropolises. The flincur secks refuge in
the crowd. The crowd is the veil through which the familiar city is transformed
for the flineur into phantasmagoria. This phantasmagoria, in which the city
appears now as a landscape, now as a room, seems later to have inspired the
décor of department stores, which thus put fldnerie to work for profit. In any
case, department stores are the last precincts of flénerie.

In the person of the fidneur, the intelligentsia becomes acquainted with the
marketplace. It surrenders itself to the market, thinking merely to look around;
but in fact it is already seeking a buyer. In this intermediate stage, in which it still
has patrons but is starting to bend to the demands of the market (in the guise of
the feutlleton), it constitutes the bokéme. The uncertainty of its ecconomic position
corresponds to the ambiguity of its political function. The latter is manifest
especially clearly in the figures of the professional conspirators, who are recruited
from the bohéme. Blanqui is the most remarkable representative of this group. No
one else in the nineteenth century had a revolutionary authority comparable to
his. 'The image of Blanqui passes like a flash of lightning through Baudelaire’s
“Litanies de Satan” Nevertheless, Baudelaire’s rebellion is always that of the
asocial man: it is at an impasse. The only sexual communion of his life was with
a prostitute.

I

They were the same, had risen from the same hell,
These centenariar twins.

—Baudelaire, “Les Sept Vielllards™?

The flineur plays the role of scout in the marketplace. As such, he is also the
explorer of the crowd. Within the man who abandons himself to it, the crowd
inspires a sort of drunkenness, one accompanied by very specific illusions: the
man flatters himself that, on seeing a passerby swept along by the crowd, he has
accurately classified him, seen straight through to the innermost recesses of his
soul—all on the basis of his external appearance. Physiologies of the tme
abound in evidence of this singular conception. Balzac’s work provides excellent
examples. The typical characters seen in passersby make such an impression on
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the senses that one cannot be surprised at the resultant curiosity to go beyond
them and capture the special singularity of each person. But the nightmare that
corresponds to the Hllusory perspicacity of the aforementioned physiognomist
consists in seeing those distinctive traits—traits peculiar to the person—revealed
to be nothing more than the elements of a new type; so that in the final analysis a
person of the greatest individuality would turn out to be the exemplar of a type.
This points to an agonizing phantasmagoria at the heart of flinerie. Baudelaire
develops it with great vigor in “Les Sept Vieillards,” a poem that deals with the
seven-fold apparition of a repulsive-looking old man., This individual, presented
as always the same in his multiplicity, testifies to the anguish of the city dweller
who is unable to break the magic circle of the type even though he cultivates the
most eccentric peculiarities. Baudelaire describes this procession as “infernal” in
appearance. But the newness for which he was on the lookout all his life consists
in nothing other than this phantasmagoria of what is “always the same” (The
evidence one could cite to show that this poem transcribes the reveries of a
hashish. eater in no way weakens this interpretation.)

1
Deep in the Unknown to find the new!/

—Baudelaire, “Le Voyage”'®

The key to the allegorical form in Baudelaire is bound up with the specific
signification which the commodity acquires by virtue of its price. The singular
debasement of things through their signification, something characteristic of sev-
enteenth-century allegory, corresponds to the singular debasement of things
through their price as commodities. This degradation, to which things are subject
because they can be taxed as commodities, is counterbalanced in Baudelaire by
the inestimable value of novelty. La nouveauté represents that absolute which is
no longer accessible to any interpretation or comparison. It becomes the ultimate
entrenchment of art. ‘The final poem of Les Fleurs du mal: “Le Voyage” “Death,
old admiral, up anchor now.™ The final voyage of the fldneur: death. Its destina-
tion: the new. Newness is a quality independent of the use value of the commod-
ity. It is the source of that illusion of which fashion is the tireless purveyor. The
fact that art’s last line of resistance should coincide with the commodity’s most
advanced line of attack—this had to remain hidden from Baudelaire.

“Spleen et 1déal”—in the title of this first cycle of poems in Les Fleurs du mal,
the oldest loanword in the French language was joined to the most recent one.®
For Baudelaire, there is no contradiction between the two concepts. He recog-
nizes in spleen the latest transfiguration of the ideal; the ideal seems to him the
first expression of spleen, With this title, in which the supremely new is presented
to the reader as something “supremely old,” Baudelaire has given the Livebiest
form to his concept of the modern. The linchpin of his entire theory of art is
“modern beauty,” and for him the proof of modernity seems to be this: it is
marked with the fatality of being one day antiquity, and it reveals this to whoever



witnesses its birth, Fere we meet the quintessence of the unforeseen, which for
Baudelaire is an inalienable quality of the beautiful. The face of modernity itself
blasts us with its mmemorial gaze, Such was the gaze of Medusa for the Greeks.

E. Hapssmann, or the Barricades

I

I venerate the Beautiful, the Good, and all things great;
Beautiful nature, on which great art rests—

How it enchants the ear and charms the eye!

I love spring in blossom: women and roses.

—Baron Haussmann, Confession d’un lhion devenu viewx™

Haussmann's activity is incorporated into Napoleonic imperialism, which favors
investment capital. In Paris, speculation is at its height. Haussmann'’s expropria-
tions give rise to speculation that borders on fraud. The rulings of the Court of
Cassation, which are inspired by the bourgeois and Orleanist opposition, -
crease the financial risks of Haussmanmnization. Haussmann tries to shore up his
dictatorship by placing Paris under an emergency regime. In 1864, in a speech
before the National Assembly, he vents his hatred of the rootless urban popula-
tion. This population grows ever larger as a result of his projects. Rising rents
drive the proletariat into the suburbs. The guartiers of Paris in this way lose their
distinctive physiognomy. The “red belt” forms. Haussmann gave himself the title
of “demolition artist” He believed he had a vocation for his work, and empha-
sizes thus  his memoirs. The central marketplace passes for Haussmann’s most
successful construction-—and this is an interesting symptom. It has been said of
the Ile de la Cité, the cradle of the city, that in the wake of Haussmann only one
church, one public building, and one barracks remained. Hugo and Mérimée
suggest how much the transformations made by Haussmann appear to Parisians
as a monument of Napoleonic despotism. The inhabitants of the city no longer
feel at home there; they start to become conscious of the inhuman character of
the metropolis. Maxime Du Camp’s monumental work Paris owes its existence
to this dawning awareness. The etchings of Meryon (around 1850) constitute the
death mask of old Paris,

The true goal of Haussmann's projects was to secure the city against civil war.
He wanted to make the erection of barricades in the streets of Paris impossible
for all time. With the same end in mind, Louis Philippe had already mtroduced
wooden paving. Nevertheless, barricades had played a considerable role in the
February Revolution. Engels studied the tactics of barricade fighting. Haussmann
seeks to forestall such combat in two ways. Widening the streets will make the
erection. of barricades impossible, and new streets will connect the barracks in
straight lines with the workers’ districts. Contemporaries christened the opera-
tion “strategic embellishment”
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H

The flowery realm: of decorations,

The charm of landscape, of architecture,
And all the effect of scenery rest

Solely on the law of perspective.

—Franz Béhle, Theater-Catechismus {Munich}, p. 74

Haussmann’s ideal in city planning consisted of long straight streets opening
onto broad perspectives. This ideal corresponds to the tendency—common m
the nineteenth century——to ennoble technological necessities through spurious
artistic ends. The temples of the bourgeoisie’s spiritual and secular power were to
find their apotheosis within the framework of these long streets. The perspec-
tives, prior to their inauguration, were screened with canvas draperies and un-
veiled like monuments; the view would then disclose a church, a train station, an
equestrian statue, or some other symbol of civilization. With the Haussmanmiza-
tion of Paris, the phantasmagoria was rendered in stone. Though intended to en-
dure in quasi-perpetuity, it also reveals its brittleness. The Avenue de 'Opéra
—which, according to a malicious saying of the day, affords a perspective on the
porter’s lodge at the Louvre—shows how unrestramed the prefect’s megalo-
mania was.

11}

Reveal 1o these depraved,

O Republic, by foiling their plots,
Your great Medusa face

Ringed by red lightning.

~—Pierre Dupont, Chant des ouvriers

The barricade is resurrected during the Commune. It is stronger and better
designed than ever. It setches across the great boulevards, often reaching a
height of two stories, and shields the trenches behind it. Just as the Commanist
Mangfesto ends the age of professional conspirators, so the Gommune puts an end
to the phantasmagoria that dominates the earliest aspirations of the proletariat. It
dispels the illusion that the task of the proletarian revolution is to complete the
work of "89 in close collaboration with the bourgeoisie. This ilusion had marked
the period 1831-1871, from the Lyons riots to the Commune. The bourgeoisie
never shared in this error. Its battle against the social rights of the proletariat
dates back to the great Revolution, and converges with the philanthropic move-
ment that gives it cover and that was in its heyday under Napoleon ITI, Under his
reign, this movement’s monumental work appeared: Le Play’s Quuriers européens
[Furopean Workers].

Side by side with the overt position of philanthropy, the bourgeoisie has always
mamtained the covert position of class struggle  As early as 1831, m the fournal
des debats, it acknowledged that “every manufacturer lives in his factory like a



plantation owner among his slaves.” If it was fatal for the workers’ rebellions of
old that no theory of revolution had directed their course, it was this absence of
theory that, from another perspective, made possible their spontaneous energy
and the enthusiasm with which they set about establishing a new society. This
enthusiasm, which reaches its peak in the Commune, at times won over to the
workers’ cause the best elements of the bourgeoisie, but in the end led the
workers to succumb to its worst elements. Rimbaud and Courbet took sides with
the Commune. The burning of Paris is the worthy conclusion to Baron Hauss-
mann’s work of destruction.

Conclusion

Men of the nineteenth century, the hour of our apparitions is
fixed forever, and always brings us back the very same ones.

—Auguste Blanegud, L'Eéernité par les astres (Paris, 1872), pp. 74-75

During the Commune, Blanqui was held prisoner in the fortress of Taureau. It
was there that he wrote his L'Efernité par les astres [Eternity via the Stars]. ‘This
book completes the century’s constellation of phantasmagorias with one last,
cosmic phantasmagoria which implicitly comprehends the severest critique of all
the others. The ingenuous reflections of an autodidact, which form the principal
portion of this work, open the way to merciless speculations that give the lie to
the author’s revolutionary élan. The conception of the universe which Blanqui
develops mn this book, taking his basic premises from the mechanistic natural
sciences, proves to be a vision of hell. It is, moreover, the complement of that
society which Blanqui, near the end of his life, was forced to admit had defeated
him. The irony of this scheme——an irony which doubtless escaped the author
himself—is that the terrible indictment he pronounces against society takes the
form of an unqualified submission to its results. Blanqui’s book presents the idea
of eternal return ten years before Larathustra—in a manner scarcely less moving
than that of Nietzsche, and with an extreme hallucinatory power.

This power is anything but triumphant; it leaves, on the contrary, a feeling of
oppression. Blanqui here strives to trace an image of progress that (immemorial
antiquity parading as up-to-date novelty) turns out to be the phantasmagoria of
history itself. Here is the essential passage:

The entire universe is composed of astral systems. 1o create them, nature has only a
hundred simple bodies at its disposal. Despite the great advantage it derives from
these resources, and the innumerable combinations that these resources afford its
fecundity, the result is necessarily a_fintte number, like that of the elements them-
selves; and in order to fill its expanse, nature must repeat to infinity each of its
original combinations or fypes. 5o each heavenly body, whatever it mght be, exsts in
infinite number in time and space, not only in ene of its aspects but as it is at each
second of its existence, from birth to death. . . . The earth is one of these heavenly
bodies. Every human being is thus eternal at every second of his or her existence.
‘What I write at this moment in a cell of the Fort du Taureau I have written and shall
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write throughout all etermity—at a table, with a pen, clothed as I am now, in circum-
stances like these. And thus it is for everyone. . . . The number of our doubles is
mfbnite in ttme and space. One cannot In good conscience demand anything more.
These doubles exist in flesh and bone—indeed, in trousers and jacket, in crinoline
and chignon. They are by no means phantoms; they are the present eternalized,
Here, nonctheless, lies a great drawback: there is no progress. . . . What we call
“progress” 1s confined to each particular world, and vanishes with it. Always and
everywhere in the terrestrial arena, the same drama, the same setting, on the same
narrow stage—a noisy humanity infatuated with its own grandeur, believing itself to
be the universe and living in its prison as though in some immense realm, only to
founder at an early date along with its globe, which has borne with deepest disdain
the burden of human arrogance. The same monotony, the same immobility, on
other heavenly bodies. The universe repeats itself endlessly and paws the ground in
place. In infinity, eternity performs—imperturbably—the same routines,?

This resignation without hope is the last word of the great revolutionary. The
century was incapable of responding to the new technological possibilities with a
new social order. That is why the last word was left to the errant negotiators
between old and new who are at the heart of these phantasmagorias. The world
dominated by its phantasmagorias—this, to make use of Baudelaire’s term, is
“modernity” Blanqui’s vision has the entire universe entering the modernity of
which Baudelaire’s seven old men are the heralds. In the end, Blanqui views
novelty as an attribute of all that is under sentence of dammation. Likewise in Ciel
et enfer [Heaven and Hell], a vaudeville picce that slightly predates the book: in
this piece the torments of hell figure as the latest novelty of all time, as “pains
eternal and always new” The people of the nineteenth century, whom Blanqui
addresses as if they were apparitions, are natives of this region.
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A

[Arcades, Magasins de Nouveautés, Sales Clerks]

The magic columms of these palaces

Show to the amateur on all sides,

In the objects their porticos display,

That industry is the rival of the arts.

—*“Chansen nouvelle” cited in Nowwveaux Tableaux de Paris, ou Observa-

tions sur les moeurs ef usages des Farisiens au commencement du XIX*
siécle (Paris, 1828}, vol. 1, p. 27

For sale the bodies, the voices, the tremendous unquestionable
wealth, what will never be sold.

—Rimbaud*

“In speaking of the inner boulevards,” says the Mlustrated Guide to Paris, a com-
plete picture of the city on the Seine and its environs from the year 1852, “we
have made mention again and again of the arcades which open onto them. These
arcades, a recent invention of industrial luxury, are glass-roofed, marble-paneled
corridors extending through whole blocks of buildings, whose owners have
joined together for such enterprises. Lining both sides of these corridors, which
get their light from above, are the most elegant shops, so that the arcade is a city,
a world in mintature 0 ¥lineur C, in which customers will find everything they
need. During sudden rainshowers, the arcades are a place of refuge for the
unprepared, to whom they offer a secure, if restricted, promenade—one from
which the merchants also benefit” I Weather U

"This passage is the locus classicus for the presentation of the arcades; for not
only do the divagations on the fineur and the weather develop out of it, but,
also, what there is to be said about the construction of the arcades, in an eco-
nomic and architectural vein, would have a place here. [A1,1]

Names of magaesins de nouveautés: La Fille d’Honneur, La Vestale, Le Page Incon-
stant, Le Masque de Fer (The Iron Mask>, Le Petit Chaperon Rouge <Little Red
Riding Hood>, Petite Nanette, La Chaumiére allemande <The German Cottage>,
Au Mamelouk, Le Coin de la Rue <On the Streeteorner>——names that mostly come
from successful vaudevilles. [} Mythology U A glover: Au Ci-Devant Jeune Homme,
A confectioner: Aux Armes de Werther.
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“The name of the jeweler stands over the shop door in large inlaid letters—inlaid
with fine imitation gems,” Eduard Kroloff, Schilderungen aus Paris (Hamburg,
1839), vol. 2, p. 73. “In the Galerie Véro-Dodat, there is a grocery store; above its
door, one reads the inscription: ‘Gastronomie Cosmopolite.” The individual char-
acters of the sign are formed, in comie fashion, from snipes, pheasants, hares,
antlers, lebsters, fish, bird kidneys, and so forth.” Kroloff, Schilderungen aus
Paris, vol. 2, p. 75. 0 Grandville [J [A1,2

As business increased, the proprietor would purchase stock for a week and, to
make room for the goods being stored, would withdraw to the entresol. In this
way, the houtique became a magasin, [A1,3]

It was the time in which Balzac could write: “The great poem of display chants its

stanzas of color from the Church of the Madeleine to the Porte Saint-Denis” Le

Diable & Paris (Paris, 1846), vol. 2, p. 91 (Balzac, “Les Boulevards de Paris”).
[Al4]

“The day the word specialty was discovered by Her Majesty Industry, queen of
France and of neighboring regions: on that day, it is said, Mercury, special god of
merchants and of several other social specialties, knocked three times with his
cadurceus on the front of the Stock Exchange and swore by the beard of Proserpine
that the word was fine with him.” [ Mythelogy U The word is used initially, how-
ever, only for luxury items. Le Grande Ville: Nouveau Tableaw de Paris (Paris,
1844), vol. 2, p. 57 (Marc Fournier, “Les Spécialités parisiennes™). [AL1,5]

“The narrow streets surrounding the Opéra and the hazards to which pedestrians
were exposed on emerging from this theater, which is always besieged by carriages,
gave a group of speculators in 1821 the idea of using some of the siructures sepa-
rating the new theater from the boulevard. / This enterprise, a source of riches for
its originators, was at the same time of great benefit to the public. / By way of a
small, narrow covered arcade built of wood, one had, in fact, direct access, with
all the secority of the Opéra’s vestibule, to these galleries, and from there to the
boulevard. . . . Above the entablature of Doric pilasters dividing the shops rise
two floors of apartments, and above the apartments—running the length of the
galleries——reigns an enormous glass-paned roof.” J. A. Dulaure, Histoire phy-
sique, civile et morale de Paris depuis 1821 jusqu’a nos jours (Paris, 1835}, vol. 2,
pp. 28-29. {A1,6]

Until 1870, the earriage ruled the streets. On the narrow sidewalls the pedestrian
was extremely cramped, and so strolling toeok place principally in the areades,
which offered protection from bad weather and from the traffic. “Our larger
streets and our wider sidewalks are suited o the sweet fiinerie that for our fathers
was impossible except in the arcades.”  Flineur [] Edmond Beaurepaire, Paris
d’hier et d’aujourd’hui: Lo Chronique des rues (Paris, 1900}, p. 67, {Ala,l]



Names of arcades: Passage des Panoramas, Passage Yéro-Dodat, Passage du Désir
(leading in earlier days to a house of ill repute), Passage Colbert, Passage Vivi-
enne, Passage du Pont-Neuf, Passage du Caire, Passage de Ia Réunion, Passage de
T Opéra, Passage de la Trinité, Passage du Cheval-Blanc, Passage Pressiére <Bes-
siéres?», Passage du Bois de Boulogne, Passage Grosse-Téte. (The Passage des
Panoramas was known at first as the Passage Mirés.) [Ala,2]

The Passage Véro-Dodat (built between the Rue de Bouloy and the Rue Grenelle-
Saint-Honeré) “owes its name to two rich pork butchers, Messieurs Véro and
Dodat, who in 1823 undertook its construetion together with that of the adjacent
buildings—an immense development, This led someone at the time to deseribe this
arcade as a ‘lovely work of art framed by twe neighborheeds.”” J. A. Dulaure,
Histoire physique, civile et morale de Paris depuis 1821 jusqu’i nos jours (Paris,
1835), vol. 2, p. 34. (Ala,3]

The Passage Véro-Dodat had marhle flooring. The actress Rachel lived there for a
while. [Alad]

No. 26, Galerie Colbert: “There, in the guise of a female glover, shone a beauty
that was appreachable but that, in the matter of youth, attached importance
only to its own; she required her favorites to supply her with the finery from
which she hoped to make a fortune. . . ., This young and beauntiful woman under
glass was called ‘the Abselute’; but philosophy would have wasted its time pursu-
ing her. Her maid was the one who sold the gloves; she wanted it that way.” [1 Dolls
O Prostitutes [} ¢(Charles> Lefeuve, Les Anciennes Maisons de Paris, vol. 4 (Paris,
18755, p. 70. [Ala,5]

Cour du Commerce: “Here (using sheep) the first experiments were conducted
with the guillotine; its inventor lived at that time on the Cour du Commeree and
the Rue de PAncienne-Comédie.” Lefeuve, Les Anciennes Maisons de Paris, vol.
4,p. 148. [Ala,6]

“The Passage du Caire,” where the main business is lithographic printing, must
have decked itself out in lights when Napoleon 1 abolished the stamp duty on
commercial civenlars; this emancipation made the arcade rich, and it showed its
appreciation with expenditures for beautification. Up to that point, when it
rained, wumbrellas had been needed in its galleries, which in several places lacked
glass covering.” Lefeuve, Les Anciennes Maisons de Paris, vol. 2, p. 233.[] Dream
Houses [ Weather U (Egyptian ornamentation). [Ala,7]

Impasse Maubert, formerly d’Amboise. Around 1756, at Nos. 4-6, a poisoner
resided with her two assistants. All three were found dead ene morning—Ikilled
through inhalation of toxie fumes, [Ala,8)
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Shops i the Passage Véro-Dadat. Courtesy of the Musée Carnavalet, Paris. Photo copyright
@ Photothéque des Musées de la Ville de Paris. See Alad,

Years of reckless financial speculation under Louis XVIIL With the dramatic

signage of the magasins de nouveautés, art enters the service of the businessman.
'Ala,9]

“After the Passage de Panoramas, which went back to the year 1800 and which
had an established reputation in society, there was, by way of example, the gallery
that was opened in 1826 by the butchers Véro and Dodat and that was pictured in
the 1832 lithograph by Arnout. Afrer 1800 we must go all the way to 1822 to meet
with a new arcade: it is between this date and 1834 that the majority of these
singular passageways are constructed. The most important of them ave grouped in



Glass roof and iron girders, Passage Vivienne. Photographer unknown. Collection of
Johann Friedrich Geist; courtesy Prestel Verlag, Munich. See Ala,2.
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The Passage des Panoramas. Watercolor by an unknown artist, ca. 1810. Courtesy of
Agence Giraudon. See A2,1,



an area bounded by the Rue Croix-des-Petits-Champs to the south, the Rue de la
Grange-Bateliére to the north, the Boulevard de Sébastopol to the east, and the
Rue Ventadour to the west.” Marcel Pogte, Une vie de cité (Paris, 1925), pp. 373-
374. [Ala,10]

Shops in the Passage des Panoramas: Restaurant Véron, reading room, music
shop, Marquis, wine merchants, hosier, haberdashers, tailors, bootmakers, ho-
siers, bookshops, caricaturist, Thédtre des Variétés. Compared with this, the Pas-
sage Vivienne was the “solid” arcade. There, one found no luxury shops, [ Dream
Houses: areade as nave with side chapels. {1 [A2,1]

People associated the “genius of the Jacobins with the genius of the industrials,’
but they also attributed to Louis Philippe the saying: “God be praised, and my
shops too.” The arcades as temples of commodity capital. [A2,2]

The newest Paris arcade, on the Champs-Elysées, built by an American pearl
king; no longer in business. [] Decline {] [A2,3]

“Toward the end of the ancien régime, there were attempts to establish bazaar-like
shops and fixed-price stores in Paris. Some large magasins de nouveautés—such
as Le Diable Boiteux, Les Deux Magots, Le Petit Matelot, Pygmalion—were
founded during the Restoration and during the reign of Louis Philippe; but these
were businesses of an inferior sort compared to today’s establishments. The era of
the department stores dates, in fact, only from the Second Empire. They have
undergone & great deal of development since 1870, and they continue to develop.”
E<mile> Levasseur, Histoire du commerce de lo France, vol. 2 (Paris, 1912),

p. 449. [A2.4]

Arcades as origin of department stores? Which of the magasins named above
were located in arcades? [A2,5]

The regime of specialties furnishes also—this said in passing—the historical-mate-
rialist key to the flourishing (if not the inception) of genre painting in the Forties
of the previous century. With the growing interest of the bourgeoisie in matters
of art, this type of painting diversified; but in conformity with the meager artistic
appreciation initially displayed by this class, it did so in terms of the content, in
terms of the objects represented. There appeared historical scenes, animal stud-
ies, scenes of childhood, scenes from the life of monks, the life of the family, the
life of the village—all as sharply defined genres. 0 Photography [ [A2,6)

The mfluence of commercial affairs on Lautréamont and Rimbaud should be
looked into! [A2,7]

“Another characteristic deriving chiefly from the Directory [presumably until
around 1830??7] would be the lightness of fabries; on even the coldest days, one was
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seen only rarely in furs or warm overcoats. At the risk of losing their skin, women
clothed themselves as theugh the harshness of winter no longer existed, as though
nature had suddenly been transformed into an eternal paradise.” <(John> Grand-
Carteret, Les Elégances de la toilette (Paris), p. xxxiv. [A2,8]

In other respects as well, the theater in those days provided the vocabulary for
articles of fashion. Hats a la Tarare, a la Théodore, a la Figaro, a la Grande-
Prétresse, a la Iphigénie, a la Calprenade, 4 la Victoire. The same niaiseric that
seeks in ballet the origin of the real betrays itself when—around 1830—a news-
paper takes the name Le Sylphe. [1 Fashion [] [A2,9]

Alexandre Dumas at a dinner party given by Princess Mathilde. The verse is
aimed at Napoleon II1.

In their imperial splendor,

The uncle and nephew are equal:
The uncle seized the capitals,
The nephew seizes our capital.

{cy silence followed. Reported in Mémoires du comte Horace de Viel-Castel sur le
régne de Napoléon 111, vol. 2 (Paris, 1883), p. 185. [A2,10]

“The coulisse® gnaranteed the ongoing life of the Stock Exchange. Here there was
never closing time; there was almost never night. When the Café Tortont finally
closed its doors, the column of stock jobbers would head across the adjacent
boulevards and meander up and down there, collecting in front of the Passage de
POpéra.” Julius Rodenberg, Paris bei Sonnenschein und Lampenlicht (Leipzig,
1867}, p. 97. [AZ,11]

Speculation in railroad stoeks under Louis Philippe. [A2,12]

“Of the same extraction, furthermore [that is, from the house of Rothschild], is
the amazingly eloquent Mirés, who needs only to speak in order Lo convince his
creditors that losses are profits—but whose name, after the scandalous trial
against him, was nonetheless obliterated from the Passage Mirés, which thereupon
became the Passage des Princes {with the famous dining rooms of Peters restau-
rant).” Rodenberg, Paris bei Sonnenschein und Lampenlicht (Leipzig, 1867),
p. 98. {A2a,1}

Cry of the vendors of stock-exchange lists on the street: In the event of a rise in
prices, “Rise in the stock market!” In the event of a fall, “Variations in the stock
market!” The term “fall” was forbidden by the police. [AZ,a,2]

In its importance for the affairs of the coulisse, the Passage de 'Opéra is compara-
ble to the Kranzlerecke. Speculator’s argot “in the period preceding the outbreak
of the German war [of 1866]: the 3-percent mterest was called Alphonsine; the



Jand credit, le gros Ernest; the Italian revenue, le pauvre Victor; the credit for
movables, le petit Fules.” In Rodenberg <Leipzig, 1867, p. 100. [AZ2a,3]

Range of a stockbroker’s fee: between 2,000,000 «séc> and 1,400,000 francs.
[A2a,4]

“The arcades, nearly all of which date from the Restoration.” Théodore Muret,
L’Histoire par le thédtre (Paris, 1865), vol. 2, p. 300. [AZa,5]

Some details concerning Avant, pendant, et aprés Before, During, and Afters, by
Seribe and Rougemont. Premier on June 28, 1828. The first part of the trilogy
represents the society of the ancien régime, the second part depicts the Reign of
Terror, and the third takes place in the society of the Restoration period. The
main character, the General, has in peacetime become an industrialist and indeed
a great manufacturer. “Here manufacturing replaces, at the highest level, the field
worked by the soldier-laborer. The praises of industry, ne less than the praises of
warriors and laureates, were sung by Restoration vaudeville. The bourgeois class,
with its various levels, was placed opposite the class of nobles: the fortune ac-
quired by work was opposed to ancient heraldry, to the turrets of the old manor
house. This Third Estate, having become the dominant power, received in turn its
flatterers.” Théodore Muret, L ’Histoire par le thédtre, vol. 2, p. 306. [A2a,6]

The Galeries de Bois, “which disappeared in 1828-1829 to make room for the
Galerie d’Orléans, were made up of a triple line of shops that could hardly be
called luxurious. There were two parallel lanes covered by canvas and planks,
with a few glass panes to let the daylight in. Here one walked quite simply on the
packed earth, which downpours sometimes transformed into mud. Yet people
came from all over to erowd into this place, which was nothing short of mag-
nificent, and stroll between the rows of shops that would seem like mere hooths
compared to those that have come after them, These shops were occupied chiefly
by two industries, each having its own appeal. There were, first, a great many
milliners, who worked on large stools facing ontward, without even a window to
separate them; and their spirited expressions were, for many strollers, no small
part of the place’s attraction. And then the Galeries de Bois were the center of the
new book trade.” Théodore Muret, L’Histoire par le thédtre, vol. 2, pp. 225-226.

[A2a,7]

Julins Rodenberg on the small reading room in the Passage de I'Opéra: “What a
cheerful air this small, half.-darkened room has in my memory, with its high book-
shelves, its green tables, its red-haired garcon (a great lover of books, who was
always reading novels instead of bringing them to others), its German newspapers,
which every morning gladdenad the heart of the German abroad {all except the
Cologne paper, which on average made an appearance only once in ten days). But
when there is any news in Paris, it is here that one can receive it. Softly whispered
{for the redhead keeps a sharp lookout to make sure that neither he nor other
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readers will be disturbed by this), it passes from lips to ear, passes almost imper-
ceptibly from pen to paper, and finally from writing desk to nearby letterbox. The
good dame du bureau has a friendly smile for all, and papers and envelopes for
correspondents. The early mail is dispatched, Cologne and Augsburg have their
news; and now—it is noontime!—to the tavern.” Rodenberg, Paris bei Sonnen-

schein und Lampenlicht (Leipzig, 1867), pp. 6-7. [A2a,8]

“The Passage du Caire is highly reminiscent, on a smaller scale, of the Passage du
Saumon, which in the past existed on the Rue Montmartre, on the site of the
present-day Rue Bachaumont.” Paul Léautaud, “Vieux Paris,” Mercure de
France (October 15, 1927), p. 503. [A3,1]

“Shops on the old model, devoted to trades found nowhere else, surmounted by a
small, old-fashioned mezzanine with windows that each bear a number, on an
eseutcheon, corresponding to a particular shop. From time to time, a doorway
giving onto a corridor; at the end of the corridor, a small stairway leading to these
mezzanines. Near the knob of one of these doors, this handwritten sign:

The worker next door
wowld be obliged if,
in elosing the door,
you refrained from slamming it.

[A3,2]

Another sign is cited in the same place (Léautaud, “Vieux Paris,” Mercure de
France [1927], pp. 502-503):

ANGELA

Znd floor, to the right

1A3,3]

Old name for department stores: docks & bon marché—that is, “discount doeks.”
«Sigfried> Giedion, Bauen in Frankreich <Leipzig and Berlin, 1928>, p. 31.
[A3,4]

Evoludon of the department store from the shop that was housed in arcades.
Principle of the department store: “The floors form a single space. They can be
taken in, so to speak, ‘at a glance!” Giedion, Bauen in Frankreich, p. 34. IA3.5]

Giedion shows (i Bauen in Frankreich, p. 35) how the axiom, “Welcome the
crowd and keep it seduced” (Seence et lindustrie, 143 [1925], p. 6), leads to
corrupt architectural practices in the construction of the department store Au
Printemps (1881-1889). Function of commodity capital! [A3,6]



“Even women, who were forbidden to enter the Stock Exchange, assembled at the
door in order to glean some indications of market prices and te relay their orders
to brokers through the iron grating.” La Transformation de Paris sous le Second
Empire (authors Pogte, Clouzot, Henriot) <Paris, 19105, on the occasion of the
exhibition of the library and the historieal works of the city of Paris, p. 66.

[A3,7]

“We have no specialty”—this is what the well-known dealer in secondhand
goods, Frémin, “the man with the head of gray,” had written on the signboard
advertising his wares in the Place des Abbesses. Here, in antique bric-d-brac,
reemerges the old physiognomy of trade that, in the first decades of the previous
century, began to be supplanted by the rule of the spécialité. This “superior
scrap-yard” was called Au Philosophe by its proprietor. What a demonstration and
demolition of stoicism! On his placard were the words: “Maidens, do not dally
under the leaves!” And: “Purchase nothing by moonlight” [A3.8]

Evidently people smoked in the arcades at a time when it was not yet customary to
smoke in the street. “l must say a word here about life in the arcades, favored
haunt of strollers and smokers, theater of operations for every kind of small
business. In each arcade there is at least one cleaning establishment. In a salon
that is as elegantly furnished as its intended use permits, gentlemen sit upon high
stools and comfortably peruse a newspaper while someone busily brushes the dirt
off their clothing and boets.” Ferdinand von Gall, Paris und seine Salons, vol. 2

<Oldenburg, 1845y, pp. 22-23. [A3,9]

A first winter garden—a glassed-in space with flower beds, espaliers, and foun-
tains, in part underground—on the spot where, in the garden of the Palais-Royal
in 1864 (and today as well?), the reservoir was located. Laid out in 1788. [A3,10]

“It is at the end of the Restoration that we see the first magasins de nouveautés:
Les Vépres Siciliennes, Le Solitaire, La Fille Mal Gardée, Le Soldat Laboureur,
Les Deux Magots, Le Petit Saint-Thomas, Le Gagne-Denier <Penny Winnings».”
<Lucieny Dubech and (Pierre> d’Espezel, Histoire de Paris (Paris, 1926}, p. 360,
[A3,11]

“In 1820 . . . the Passage Viollet and the Passage des Deux Pavillons were opened.
These arcades were among the novelties of their day. The result of private initia-
tive, they were covered galleries housing shops that fashion made prosperous. The
most famous was the Passage des Panoramas, which flourished from 1823 to 1831.
‘On Sundays,” observed Musset, one went en masse ‘to the Panoramas or else to
the boulevards.” It was also private initiative that created, somewhat hap-
hazardly, the housing developments known as cités, the short streets or dead ends
built at shared expense by a syndicate of property owners.” Lucien Dubech and
Pierre d’Espezel, Histoire de Paris (Paris, 1926}, pp. 355-356. [A3a,1]
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In 1825, opening of the “Passages Dauphine, Saucéde, Choiseul” and of the Cité
Bergere. “In 1827 . . . the Passages Golbert, Crussol, de 'Industrie. . . . 1828 saw
the opening . . . of the Passages Brady and des Gravilliers and the beginnings of
the Galerie d’Orléans at the Palais-Royal, which replaced the wooden galleries
that had burned down that year.” Dubech and d’Espezel, Histoire de Paris,
pp- 357-358. [A3a,2]

“The ancestor of the department stores, La Ville de Paris, appeared at 174 Rue
Montmartre in 1843.” Dubech and d’Espezel, Histoire de Paris, p. 389.  [A3a,3]

“Rainshowers annoy me, so I gave one the slip in an arcade. There are a great
many of these glass-covered walkways, which often cross through the blocks of
buildings and make several branchings, thus affording welcome shorteuts. Here
and there they are constructed with great elegance, and in bad weather or after
dark, when they are lit up bright as day, they offer promenades—and very popu-
lar they are—past rows of glittering shops.” Eduard Devrient, Briefe aus Paris
{Berlin, 1840}, p. 34. [A3a,4]

Rue-galerie.—“The street-gallery . . . is the most important feature of a Phalan-

stery and . . . cannot be conceived of in civilization. . . . Street-galleries . . . are
heated in winter and ventilated in summer. . . . The street-gallery, or continuous
peristyle, extends along the second story. . . . Those who have seen the gallery of

the Louvre may take it as a model for the street-gallery in Harmony.” E. Silber-
ling, Dictionnaire de sociologie phalanstérienne (Paris, 1911), p. 386; citing
<Charles» Fourier, Théorie de l'unité universelle (1822}, p. 462, and Le Nouvean
Monde industriel et sociétaire (1829), pp. 69, 125, 272. In addition: Galerie.—
“All portions of the central edifice can be traversed by means of a wide gallery
which runs along the second floor. . . . Thus, everything is linked by a series of
passageways which are sheltered, elegant, and comfortable in winter thanks to the
help of heaters and ventilators.” E. Silberling, Dictionnaire, pp. 197-198; citing
Fourier, Théorie mixte, ou spéculative, et synthése routiniére de Uussociation,
p. 14 [A3a,5]

The Passage du Caire adjoining the former Cour des Miracles. Built in 1799 on the
site of the old garden of the Conveni of the Danghiers of God. [A3a,6]

Trade and traffic are the two components of the street. Now, in the arcades the
second of these has effectively died out: the traffic there is rudimentary. The
arcade is a street of lascivious commerce only; it is wholly adapted to arousing
desires. Because i this street the juices slow to a standstill, the commodity
proliferates along the margins and enters into fantastic combinations, like the
tissue in tumors.— The faneur sabotages the traffic. Moreover, he is no buyer. He
18 merchandise. [A3a,7]



For the first time in history, with the establishment of department stores, consum-
ers begin to consider themselves a mass. (Earlier it was only scarcity which
taught them that.) Hence, the circus-like and theatrical element of commerce 15
quite extraordmarily heightened. fA4,1]

With the appearance of mass-produced articles, the concept of specialty arises. Its
relation to the concept of originality remains to be explored. [A4,2]

“I grant that business at the Palais-Royal has had its day; but I believe that this
should be attributed not 1o the absence of streetwalkers but to the erection of new
arcades, and to the enlargement and refurbishing of several others. I will mention
the Passages de I’Opéra, du Grand-Cerf, du Saumon, de Véro-Dodat, Delorme, de
Choiseul, and des Panoramas.” F. F. A. Béraud, Les Filles publiques de Paris et la
police qui les régit (Paris and Leipzig, 1839), vol. 1, p. 205. [A4,3]

“I do not know if business at the Palais-Royal has really suffered from the absence
of femmes de débauche; but what is certain is that public decency there has im-
proved enormously. . ., It seems to me, furthermore, that respectable women now
willingly do their shopping in the shops of the galleries . . . ; this has to be an
advantage for the merchants. For when the Palais-Royal was invaded by a swarm
of practically nude prostitutes, the gaze of the crowd was tarned toward them, and
the people who enjoyed this spectacle were never the ones who patronized the local
businesses. Some were already ruined by their disorderly life, while others, yield-
ing to the allure of ibertinism, had no thought then of purchasing any goods, even
necessities. | believe I can affirm . . . that, during those times of inordinate toler-
ance, several shops at the Palais-Royal were closed, and in others buyers were
rare. Thus, business did not at all prosper there, and it would be more accurate to
say that the stagnation of business at that time was owing rather to the free circu-
tation of the filles publiques than to their absence, which today has brought back
into the galleries and the garden of this palace numerous strollers, who are far
movre favorable to business than prostitutes and libertines.” F. F. A. Béraud, Les
Filles publiques de Paris (Paris and Leipzig, 1839), vol. 1, pp. 207-209, iAd.d)

The cafés are filled

With gourmets, with smokers;
The theaters ave packed

With cheerful spectators.

The arvcades are swarming
With gawkers, with enthusiasts,
And pickpockets wriggle
Behind the faneurs.

Ennery and Lemeoine, Paris la nuit, eited in H. Gourdon de Genouillac, Les Re-
Srains de la rue de 1830 & 1870 {Paris, 1879), pp. 46-47.—To be compared with
Bandelaire’s “Crépuscule du soir.” [Ada,1]
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“And those who cannot pay for . . . a shelter? They sleep wherever they find a
place, in passages, arcades, in corners where the police and the owners leave them
undisturbed.” Friedrich Engels, Die Lage der arbeitenden Klasse in England,
2nd ed. (Leipzig, 1848), p. 46 (“Die grossen Stidte”).’ [Ada,2]

“In all the shops, like a uniform, the oak counter is adorned with counterfeit
coins, in every kind of metal and in every format, mercilessly nailed in place like
birds of prey on a door--unimpeachable evidence of the proprietor’s scrupulous
honesty.” Nadar, Quand j’étais photographe (Paris <1900>), p. 294 (“1830 et envi-
rons”), [Ada,3]

Fouvier on the street-galleries: “To spend a winter’s day in a Phalanstery, to visit
all parts of it without exposure to the elements, to go to the theater and the opera
in light clothes and colored shoes without worrying about the mud and the cold,
would be a eharm so novel that it alone would suffice to make our cities and castles
seem detestable. If the Phalanstery were put to civilized uses, the mere conven-
ience of its sheltered, heated, and ventilated passageways would make it enor-
mously valuable.® Its property value . . . would be double that of another building
its size,” E. Poisson, Fourier [ Anthology] (Paris, 1932}, p. 144, [Ada,4]

“The street-galleries are a mode of internal communication which would aloue be
sufficient to inspire disdain for the palaces and great cities of civilization. . . . The
king of France is one of the leading monarchs of civilization; he does not even have
a porch in his Tuileries palace. The king, the queen, the royal family, when they
get into or out of their carriages, are forced to get as wet as any petty hourgeois
who summons a cab before his shop. Doubtless the king will have on hand, in the
event of rain, a good many footmen and eourtiers to hold an umbrelia for him . . . ;
but he will still be lacking a perch or a roof that would shelter his party. . . . Let us
describe the street-galleries which are one of the most charming and precious
features of a Palace of Harmony. . . . The Phalanx has no cutside streets or open
roadways exposed to the elements. All portions of the central edifice can be tra-
versed hy means of a wide gallery which runs along the second floor of the whole
building. At each extremity of this spacious corridor there are elevatled passages,
supported by columns, and also ativactive underground passages which connect
all the parts of the Phalanx and the adjoining buildings. Thus, everything is linked
by a series of passageways which ave sheltered, elegant, and comfortable in winter
thanks to the help of heaters and ventilators. . . . The street-gallery, or continuous
peristyle, extends along the second story. It could not be placed on the ground
fioor, since the lower part of the building will be traversed by carriage en-
trances. . . . The street-galleries of a Phalanx wind along just one side of the cen-
tral edifice and stretch to the end of each of its wings. All of these wings contain a
double row of rooms. Thus, one row of rooms leoks out upon the fields and gar-
dens, and the other looks out upon the street-gallery. The street-gallery, then, will
be three stories high with windows on one side. . . . The kitchens and some of the



public halls will be located on the ground floor. There will also be trap doors in the
floors of the dining reoms on the second story, Thus, the tables may be set in the
litchens below and simply raised through the trap doors when it is time to eat.
These trap doors will be particularly useful during festivities, such as the vi