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ABSTRACT

The Italian Futurist Movement, founded in 1909 by F.T. Marinetti, represents a key
moment in the history of the European avant-garde. The movement’s obsession with technology
and the future necessitated an approach that demanded the complete destruction of the past.
Their proclamation “scorn for woman” in the founding manifesto, as well as its brief association
with Mussolini’s fascist party has coloured much of the historiography of the movement. The
tendency to brand the Futurists as misogynists and fascist has led many historians to overlook the
wider implications the Futurist movement’s founding principles had for early twentieth century
European culture.

One area of this historiography that has only recently garnered attention from historians
and critics is the Futurist movement’s reciprocal relationship with women. In both inspiring
female artists to become and write like Futurists, as well as applying their founding tenet of
“destruction of the past” to bourgeois gender roles, the Futurist movement’s implications for
gender were far-reaching and complex.

This project will examine the arc of the Futurists’ critical approach to women over four
primary texts, while comparing their conclusions to the writings of two female Futurists,
Valentine de Saint-Point and Mina Loy. De Saint-Point and Loy’s texts were written as a direct
response to Marinetti’s declaration in the founding manifesto of “scorn for woman.” Their
mobilization of the Futurist framework in their own examination of gender and the female is
representative of how widely applicable the founding principles of Futurism were. By
examining the work of these three authors together it is possible to create a nuanced portrayal of
how gender was conceived during a critical moment not only in the history of the European
avant-garde, but also in the history of women.
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INTRODUCTION
Situating the Italian Futurist Movement’s Approach to Gender Within the Early Twentieth
Century Cultural Milieu

From the late nineteenth century until the First World War numerous technological and
cultural changes took place which had a profound impact on individuals’ perception of their
place in the world.> The years 1880-1914 are those discussed by Stephen Kern in his book The
Culture of Time and Space as the most intensive years of experimentation and innovation which,
he argues, had a definitive impact on the way individuals experienced time and space. Kern
argues that technological innovations such as the telephone, cinema, automobile, and airplane, as
well as cultural developments such as literary stream of consciousness, psychoanalysis, and
Albert Einstein’s “Theory of Relativity” as having a profound impact on human consciousness.
This project will examine the Italian Futurist movement as an expression of and response to this
cultural climate. Though the Futurists extended their critical gaze to nearly every aspect of life
and art, it is their approach to gender that is most revelatory in terms of the way in which they
perceived technology, masculinity, femininity, reproduction, and bourgeois social roles. The
declaration of “scorn for woman” in the “Founding Manifesto of Futurism” not only illuminated
the Futurists’ stance on all things feminine, but also provoked rebuttal by female critics from
within the movement itself. This prompted clarifications of that statement by the movement’s
founder, Filippo Tommaso Marinetti. These three stages of criticism reveal much about the
place of women and femininity in early twentieth century European culture. By examining the
place of women in Italian culture during this time period it is possible to examine multiple

approaches to gender in flux. Though it was generally agreed upon by both the male and female

!See also, Stephen Kern, The Culture of Time and Space 1880-1918 (Cambridge, Mass: Harvard University
Press, 1983).; See also Vaclav Smil, Creating the Twentieth Century: Technical Innovations of 1867-1914 and Their
Lasting Impact (New York: Oxford University Press, 2005).
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members of the Futurist movement that an antiquated bourgeois approach to the feminine which
situated women firmly in the realm of the wife and mother needed to be destroyed, competing
narratives about women’s roles in the new century emerged. This desire to situate both women
and the notion of femininity within a rapidly changing culture resulted in a variety of approaches
to solving this problem. This project aims to examine Marinetti’s statement “scorn for woman”
within the context of his own approach to the feminine. The juxtaposition of women’s response
to this declaration reveals not only alternative methods for defining the feminine, but also
demonstrates the increasing number of intellectual women who defined femininity from their
own perspective.

The Italian Futurist movement was arguably the first avant-garde movement to emerge in
twentieth century Europe. Avant-garde is a term that distinguishes intellectual and cultural
movements which pushed the boundaries of what was considered normative. The nineteenth-
century recognition of “art for art’s sake” (I’art pour 1’art) influenced the avant-garde’s concept
of what Peter Burger calls “the autonomy of art” or “art’s independence from society.”2
Focusing on experimentation and innovation, avant-garde movements strove for originality and a
new mode of expression. The Futurists exercised this mode of expression through a variety of
media. Initially a literary movement, Futurism expanded its critical scope to include painting,
sculpture, theatre, architecture, fashion, and even gastronomy. With the publication of the
“Founding Manifesto of Futurism” on the front page of the French newspaper Le Figaro

(February 20, 1909), the Futurists declared their program for a Futurist refashioning of the

“peter Burger, Theory of the Avant-Garde (Minneapolis: University of Minnesota Press, 1984), 35.; See also,
Renato Poggioli, The Theory of the Avant-Garde (Cambridge, Mass.: Harvard University Press, 1968).; The concept
I’art pout I’art or “art for art’s sake” refers to the nineteenth-century philosophy of the value of art in and of itself,
regardless of any moral, utilitarian or didactic function. See Arnold Hauser, The Social History of Art, Volume 1V:
Naturalism, Impressionism, the Film Age (London: Routledge, 1999).



universe. In the years that followed, the Futurist movement spread across Europe, most notably
in Russia. In 1912 the Russian Futurists David Burliuk, Alexander Kruchenykh, Vladimir
Mayakovsky, and Victor Khlebnikov published their founding manifesto “A Slap in the Face of
Public Taste.” The Russian Futurist movement, however, was short lived. Following the
Bolshevik Revolution in 1919, the movement faced the harsh criticism by Soviet authorities, as
avant-garde forms of artistic expression were replaced by the more idealized style of Socialist
Realism.

The overarching goal of the Futurist movement, as stated in the founding manifesto, was
the destruction of the past. Characterized by language that indicated their desire for violence and
revolution, the founding manifesto valourized technology and expressed a desire to destroy
antiquated approaches to art and literature, to glorify war, and to animate life with the dynamism
that they perceived characterized the moment in which they lived. While many, if not all, of the
beliefs expounded by the founding manifesto were highly controversial, it is necessary to read
these statements as a product of their cultural climate. Combined with the overwhelming
technological, social, and cultural changes that were taking place, it is possible to understand the
Futurist movement as a radical response to modernity. As such, its image of the future called for
a complete cultural transformation. The Futurists viewed such a transformation as a natural
extension of the pervasive change already underway.

Another group that desired a complete transformation of Italian culture to emerge in the
early twentieth century were Mussolini’s Fascist. Critic Stanley G. Payne argues that most of the
elements of Italian Fascism could be found in the founding manifesto of Futurism ten years
before the movement was founded.® Futurism’s aforementioned glorification of violence and

dynamism, combined with their vociferous nationalism attracted veterans of the First World War

*Stanley G. Payne, A History of Fascism: 1914-1945 (Madison: University of Wisconsin Press, 1995), 62.
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who found it difficult to adjust both to demobilization and post-war culture.* Philosophically,
the foundations of the Futurist movement provided some of the foundation for the Fascist
movement, however, the interaction of the two groups was short-lived. As Mussolini became
more pragmatic with his politics, abandoning, for example, his denunciation of the church and
the monarchy, Marinetti withdrew his support from the fascist party. He regarded Mussolini’s
opportunistic politicking as a betrayal of what he described as the Futurists’ “disinterested,
ardent, antisocialist, anticlerical, antimonarchical” philosophy.” One major point of departure for
the Futurists and the Fascist was their approach to women. As we shall see, the Futurists aimed
to destroy the traditional bourgeois conception of women, while conversely the Fascists
considered the woman’s place to be firmly within the domestic sphere. Moreover, the Fascists
did not encourage women’s participation in the avant-garde, as the Futurists did.

Woman, as a cultural construct, not simply as a sex, was the real object of scorn for the
Futurists. Though the ambiguous nature of this statement has lead to numerous prima facie
characterizations of the movement as blatantly anti-feminine, without consideration of what was
meant at this time by anti-feminine. Though the statement “scorn for woman” seems rather
straightforwardly misogynistic, it should be read within the context of the culture which the
Futurists desired to destroy. That Marinetti declares scorn for “woman” and not “women”
emphasizes that it is not merely females who are the object of scorn. Essentially, by targeting
“woman” as a concept, Marinetti attacked the cultural institutions that were responsible for the
defining characteristics applied to women and the feminine — not women themselves. This is
evidenced by the fact that he encouraged female participation in the Futurist movement, and

nurtured the artistic careers of many of his female colleagues.

*Michael Mann, Fascist (New York: Cambridge University Press, 2004), 152.
*Christine Poggi, Inventing Futurism: The Art and Politics of Artificial Optimism (Princeton: Princeton
University Press, 2009), 240.



F.T. Marinetti was born December 22, 1876 in Alexandria, Egypt. The son of a lawyer,
Marinetti was afforded the best education, and during his school years developed a love of
literature. Like his father, Marinetti also obtained his baccalaureate in law, though he never went
on to practise, choosing to become a writer. Marinetti belonged to the bourgeois class that he so
wished to destroy, with his wealth affording him the opportunity to indulge his creativity.

In 1908 Marinetti was involved in a minor car accident which served as the catalyst for
the founding manifesto of Futurism. The incident is described in the preamble before the eleven
founding points of Futurism are laid out, representing the moment that Futurism was born:

And so, faces smeared with good factory muck — plastered with metallic

waste, with senseless sweat, with celestial soot — we, bruised, our arms in

slings, but unafraid, declared our high intentions to all the living of the

earth.®
This passage indicates a commingling of numerous Futurist themes: technophilia, fearlessness,
dynamism, destruction, and rebirth. The principles laid out in the founding manifesto animate all
further discussions of Futurist texts, as they provided the framework through which other
Futurist work is to be considered. However, it is essential that the principles of the founding
manifesto do not serve to immobilize interpretations of Futurism. Throughout an examination of
Marinetti’s writings in the first chapter we will see, not how Marinetti reverses his stance on the
subject of gender, but rather how his approach evolves over a few key texts.

The first chapter of this project examines four texts in which Marinetti elucidates his

position on gender over the course of the first phase of Futurism, roughly the first ten years. A

close reading of several key points of the founding manifesto is essential, since this document

®F.T. Marinetti, “The Founding and Manifesto of Futurism,” in Futurist Manifestoes Umberto Appolonio, ed.
(London: Thames and Hudson, 1973), 21.; “Alors, le visage masqué de la bonne boue des usines, pleine de scories
de métal, de sueurs inutiles et de suie céleste, portant nos bras foulés en écharpe, parmi la complainte des sages
pécheurs a la ligne et des naturalistes navrés, nous dictames nos premiéres volontés a tous hommes vivants de la
terre.”; F.T. Marinetti “Le Premier Manifeste du Futurisme,” in Le Premier Manifeste du Futurisme : Edition
critique avec, en fac-similé, le manuscrit original de F.T. Marinetti Jean Pierre a de Villiers, ed. (Ottawa : Editions
de I'Université d'Ottawa, 1986), 45.



provides the theoretical framework for all subsequent Futurist writings. The valorization of
technology, the desire to destroy the past, the celebration of war, virility, dynamism, as well as
scorn for woman are the main themes of Marinetti’s novel Mafarka. Also published in 1909, the
novel was accused of being obscene due to its graphic violent and sexual imagery, though a
subsequent trial cleared Marinetti of any charges. Mafarka is the story of an African warrior of
the same name, who is meant to represent the ideal Futurist man. It was essential for Marinetti to
imagine a way for his protagonist to become the ideal; the ultimate goal was the perpetuation and
perfection of the species. In keeping with his rhetoric of scorn for woman, or more broadly the
characteristics of woman, Marinetti created a fantasy whereby his ideal Futurist man discovers a
way to create life without resorting to “the stinking collusion of the woman’s womb.”’ This
fantasy of male parthenogenesis encapsulates a number of Futurist themes.® Given Marinetti’s
faith in both technology and the future, inspired by the innovation of the previous few decades, it
is possible that Marinetti sincerely believed that one day men would be able to create life without
resorting to female reproductive capabilities. More importantly for this discussion, the desire to
do away with the female role in reproduction indicates a larger desire to eliminate the possibility
of passing on female characteristics to offspring. It is in Mafarka that Marnetti’s “scorn for
woman” may be most broadly interpreted.

Marinetti addressed the gender dynamic in relations between men and women as the
essential locus to the liberation of women from the oppression of a male dominated culture. He

argued that, “We want a woman to love a man and give herself to him for as long as she likes;

"Filippo Tommaso Marinetti, Mafarka the Futurist: An African Novel, trans. Carol Diethe and Steve Cox
(London: Middlesex University Press, 1998), 145.

®parthenogenesis is the term employed by Barbara Spackman in her book Fascist Virilities: Rhetoric, 1deology,
and Social Fantasy in Italy (University of Minnesota Press, 2008). See her chapter entitled “Mafarka and Son:
Marinetti’s Homophobic Economics.” Though the term parthenogenesis refers specifically to the asexual
reproduction of certain female animal species, it is used here to refer to the character Mafarka’s asexual
reproduction. See also Donna Haraway, “A Manifesto for Cyborgs,” in Feminism and Postmodernism, ed. Linda J.
Nicholson (New York: Routledge, 1990), 190-233, cited by Spackman.
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then, not chained by a contract or by moralistic tribunals, she should bear a child whom society
will educate physically and intellectually to a high conception of Italian freedom.”® Essential in
this condemnation of marriage and society is the Futurist concept of the reproductive project, as
well as an increasingly nationalistic rhetoric that would become essential to Fascist ideology, as
the Futurist party was absorbed by Mussolini’s fascists. Marinetti’s association with Mussolini
was brief, lasting only roughly from 1915-1919. Marinetti at first considered the Fascists a
revolutionary subversive group whose ideas were “totally Futurist.” By early 1920, however, he
had split with the movement which he considered too right wing and focused on past glory;
consequently he became increasingly anarchist, publishing essays on anti-parliamentarianism-*°
To keep the focus on the family, and familial relations, it is clear that women, as
portrayed in “Marriage and the Family,” are afforded a previously unattained autonomy in a
relationship. Marinetti is specifically targeting the ownership of women by men, and in doing so
is attacking centuries of family structure whereby the woman was the property of the man, and
ceased to be an entity unto herself. What is most important to deduce is that woman is not
culpable for her own status in society. The conception of women solely as wives and mothers is
a cultural construction that Marinetti blamed on decadent bourgeois attitudes, and a decidedly
male influence. Consequently he argues for a woman’s right to choose her own destiny and calls
for an end to the notion of women as men’s property. He avoids implying, however, that women

have no reproductive duties.

°F.T. Marinetti, “Marriage and the Family,” in Marinetti: Selected Writings ed, R.W. Flint (New York: Farrar,
Straus and Giroux, 1972), 8. “Noi vogliamo che una donna ami un iomo e gli si sonceda per il tempo che vuole; poi,
non vincolatta da contratto, né da tribunal moralistic, metta alla luce una creatura che la societa deve educare
fisicamente e intellettualemente ad un’alta concezione de liberta italiana.”; F.T. Marinetti, “Contro il Matrimonio,”
in Democrazia Futurista: Dynamismo Politico (Milan: Facchi, 1919), 63.

1% Gunter Berghaus, Futurism and Politics: Between Anarchist Rebellion and Fascist Reaction, 1909-1944
(Oxford: Berhahn Books, 1996).



In two later texts, “Marriage and the Family,” (1919) and “Against Amore and
Parliamentarianism” (From Let’s Murder the Moonshine, 1915), Marinetti elaborated most
clearly his stance towards women and the feminine. In “Marriage and the Family,” Marinetti
railed against the institution of marriage, which he considered detrimental to the development of
either sex. In particular Marinetti targeted the concept of sentimentality, which appears
throughout his texts as the one aspect of femininity most at odds with his dynamic approach to
life. Sentimentality is inextricable from the feminine, and it proved difficult for Marinetti to
argue for the destruction of sentimentality as a virtue without discarding females as well. It
becomes increasingly apparent in this text that the real objects of Marinetti’s scorn are those
characteristics associated with the feminine, the result of a decadent bourgeois society, and not
women themselves. In the text “Against Amore and Parliamentarianism,” Marinetti once again
targets sentimentality, the bastion of amore, as suffocating for both sexes. At the same time,
however, Marinetti appears to argue most vociferously for the liberation of women. He ponders
the inherent differences between the sexes, and allows that women have the potential to be just
as powerful as men, were they nurtured to be so. These two texts provide insight into Marinetti’s
gender theory. It is difficult to determine, however, whether this more generous approach to the
feminine is what Marinetti intended from the moment he first declared “scorn for woman,” or
whether the decision to address gender more thoroughly was inspired by the criticism Marinetti
faced from two women within his own movement.

The implication that only a certain type of woman was scorned by the Futurists suggests
that the Futurists did not preclude the possibility of women overcoming their sentimentality. As
evidenced by the inclusion of many strong female voices such as Valentine de Saint-Point, Mina

Loy, and others, into the Futurist movement. The writing of these women is utterly



unsentimental, and in many ways ideally Futurist. Merely by virtue of the fact that they were
written by women, these works represent the potential for women to write and think not only like
men, but like Futurists. By only scorning sentimental women, Marinetti made way in the
Futurist movement for women who sought the same destruction of the past as the Futurists. In
many ways women were more likely Futurists than men. It was women who were most
oppressed by society, particularly in Italy, during this period and throughout history. It is little
wonder that a movement expounding the destruction of the past attracted so many women. It is
also little wonder that these women became some of the more radical Futurist voices.

The second chapter examines the manifestos of the first female Futurist, VValentine de
Saint-Point. De Saint-Point, born February 1875 in Lyon, France, was the best known and most
influential of the female Futurists. An artist in her own right before her alignment with the
Futurists at the genesis of the movement, de Saint-Point had been publishing poems, as well as a
trilogy of novels, since 1905. Throughout her association with the European avant-garde, she
was known as a writer, playwright, journalist, painter, and choreographer. Marinetti first
published poems by de Saint-Point in Poesia in 1906. In 1912 she read her “Manifesto of the
Futurist Woman at a gathering of Futurists on June 27, 1912. Marinetti then published the
manifesto throughout Italy and France.** The “Futurist Manifesto of Lust” was published the
following year. Both of these manifestoes were conceived as a response to Marinetti’s founding
manifesto, and specifically its declaration of “scorn for woman.” The “Manifesto of the Futurist
Woman” attacked traditional conceptions of masculinity and femininity. De Saint-Point argued
for a new model of humanity in which masculine and feminine elements exist in each sex, a

notion reminiscent both of Marinetti’s Mafarka and Nietzsche’s tibermensch, or superman.

"Giinter Berghaus, ed. International Futurism in Arts and Literature (Berlin: Walter de Gruyter GmbH & Co,
2000), 427.



In her “Futurist Manifesto of Lust,” de Saint-Point conceived of lust as a force. Lust was
but another aspect of Futurist dynamism that was applied to the prescriptive approach to gender
that was expounded upon by Marinetti in the founding manifesto and Mafarka. In valourizing
lust, de Saint-Point lauded the creative power of females, overcoming Marinetti’s desire to
eliminate the female in reproduction. Chapter two considers de Saint-Point’s two manifestoes
against the claims made by Marinetti regarding gender, arguing that de Saint-Point offered a
more realistic approach to the destruction of bourgeois gender roles. She mobilized the Futurist
framework of destruction of the past by combining it with her own female perspective on
femininity and women.

Although de Saint-Point was the first female invited into the Futurist movement, it is
important to note that there were many others inspired by the implications of Futurism for the
role of twentieth century women. Many of these women benefitted from the Futurists’ pan-
European appeal, particularly in France. The juxtaposition of an oppressive bourgeois cultural
milieu with new and exciting ideas expounded by various avant-garde movements, as well as the
presence of notably unconventional non-Futurist female writers in Paris such as Colette and
Gertrude Stein, created a breeding ground for women who desired to assert their individuality as
strong, capable female artists.* In an attempt to affirm a position for themselves within the
Futurist movement, these women provided their own interpretations of the founding manifesto’s
stance on women. Early Futurist Eva Kihn Amendola, who wrote as Magamal, interpreted
Futurism’s scorn for women positively in an essay of 1913. She argued that:

Futurism spells the end of the reign of the eternal feminine...The future

century will speak with disgust and contempt of an age where men were

allowed to exploit the feminine and in which she was his ‘slave,” The
reign of the ‘eternal feminine,” with all its Puccinian perfumes and

2Re,“Valentine de Saint-Point, Ricciotto Canudo, F.T. Marinetti: Eroticism, Violence, and Feminism From
Prewar Paris to Colonial Cairo,” 39.
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softness, with woman as symbolic of mere species regeneration and

motherhood, is coming to an end, and Futurism is the first political

movement to have understood this and to have set as a goal the hastening

of this development.”13
Hers was yet another generous female interpretation of the Futurist project which, like de Saint-
Point’s, appropriated Futurist principles for early feminism. Kithn Amendola shared Marinetti’s
disdain for the sentimentality and fragility associated with femininity, and considered Futurism
and its principles as the method whereby the bourgeois approach to women can be overthrown.

Unfortunately the female artists of the Futurist movement did not present a cohesive
female Futurist front. Lucia Re argues that the female Futurists influenced each other primarily
through their texts.** The historical work done on Futurist women has received little attention, as
historians have focused on the aspects of Futurism emphasizing male virility, war, and
technology. Mirella Bentivoglio and Franca Zoccoli’s work attempts to fill this gap by
examining the roles of various females in the Futurist movement. By considering the
contribution of these female artists in the context of the cultural climate of the early twentieth
century in which the role of the female was so firmly entrenched in the homemaking and
childbearing sphere, the work being done by these female artists arguably appears more
groundbreaking than that of their male counterparts.

The third chapter examines Mina Loy’s “Feminist Manifesto.” Loy, born Mina Gertrude

Lowry in England, December 27, 1882, was one of the most intriguing figures of the European

¥ Adamson, “Futurism, Mass Culture, and Women,” 103-104. Adamson notes that “Kiihn Amendola took her
pen name Magamal from Marinetti's novel, Mafarka il Futurista, where Magamal is the protagonist's brother. In the
novel Mafarka sees Magamal as having a ‘feminine sensibility.” In a letter to Giovanni Papini of 6 December 1913,
held at the Fondazione Primo Conti in Fiesole, Kilhn Amendola declares that she has just adhered to the Futurist
movement (though she ‘has always been a Futurist’) but must use a penname in order to keep her identity concealed
from family and friends.” The original reads: “il futurismo segna la fine dell regno dell'eterno femminile. . . . Il
secolo futuro parlera con schifo e con disprezzo di una epoca dove lI'uomo si ha lasciato sfruttare della femmina e ne
era lo schiavo” (Magamal, "Il Futurismo--la nuova religione dell'umanita," unpublished essay dated 20-24
December 1913, in Beinecke 47:1884).

Y“Re “Futurism and the Feminine: New Perspectives,” The European Legacy 14, 7 (December 2009): 879.
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avant-garde. In a career that spanned several decades and three continents, Mina Loy associated
with the European intellectual elite, and produced several poems and essays examining all
aspects of life from her unique perspective as a woman, wife, mother, artist and intellectual.
Educated as an artist in Munich at the Kunstlerrin Verein, Loy spent the early part of the
twentieth-century in Paris where she encountered the work of the early modernists Cézanne,
Degas, Matisse, Picasso, and Renoir. In 1906 she moved to Florence with her husband and
children, where she experienced bouts of “neurasthenia” and depression. During her time in
Florence she had affairs with Marinetti and Giovanni Papini. In 1914 she published poems in the
journals Camera Work and Trend, as well as exhibited paintings in Rome. Her identification
with the principles of Futurism is revealed in a letter to her friend, American writer and
photographer Carl VVan Vechen, during her time as a nurse during the First World War. She
wrote Van Vechen that she was “wildly happy among the blood and mess” and found
“psychological inspiration in human shrieks and screams.” Over the next forty years Loy
travelled across Europe, Mexico, and North America, continuing to write poetry and sketch, as
well as designing lampshades under the patronage of Peggy Guggenheim. She finally settled in
Aspen, Colorado in 1953 when she died in 1966 at the age of 83."°

The “Feminist Manifesto,” written in English in 1914 was the product of correspondence
between Loy and Mabel Dodge Luhan, an American patron of the arts and friend of Loy’s. At
this time Loy’s husband, Stephen Haweis had left her alone to raise their children while he
traveled to Australia and Fiji giving talks on modern art. According to critic Amanda Jane

Bradley “his departure seemed to signify a certain drought in her artistic pursuits,” as she has

>Roger L. Conover, ed. The Last Lunar Baedeker (Manchester: Carcanet, 1985), Ixvii.
lbid., Ixiii-Ixxix.
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relied on Haweis to showcase her painting.'’” It was during Haweis’ absence that Loy first
became associated with the Futurists. Her “Aphorisms on Futurism” was first published in the
journal Camera Work in April 1914. The “Feminist Manifesto” which followed Loy’s
“Aphorisms” is an extremely provocative and at times controversial document that marks the
apex of Loy’s association with the Futurist movement. Loy’s assertion that women should strive
to define their own identities, irrespective of their femininity or relationship to men, provides a
remarkable window into the progressive way at least some women were beginning to conceive of
their place in society at this time. Loy, like de Saint-Point, also mobilizes the Futurist
framework, although her manifesto is animated by a markedly more violent approach to the
destruction of gender roles. The third chapter examines Loy’s feminist framework for a model
of gender which allows women to be valued as a sex without having to claim their virtuous
characteristics as masculine. Although the “Feminist Manifesto” was unpublished during Loy’s
lifetime it has been cited by several feminist scholars who have utilized it to demonstrate the
influence of modernism and the avant-garde on conceptions of gender.*®

By undertaking a close reading of several primary sources, this project aims to situate
many of the claims made by Marinetti, de Saint-Point, and Loy within the larger cultural project
of redefining gender that was underway at the turn of the century. It is impossible to consider
any of these claims apart from the context of early twentieth century European culture. As Kern
argues, during this period “a cultural revolution of the broadest scope was taking place, one that

involved essential structures of human experience and basic forms of human expression.”® It is

" Amanda Jane Bradley, Mina Loy: Extravagant, Poetic, Exaggerate Life (Ann Arbour, MI: ProQuest LLC,
2008), 15.

'8 See: Susan Gilmore, “Imna, Ova, Mongrel Spy: Anagram and Imposture in the Work of Mina Loy,” in Mina
Loy: Woman and Poet, ed. Maeera Shreiber and Keith Tuma (Orono, ME: National Poetry Foundation, 1998).;
Cristanne Miller, Cultures of Modernism: Gender and Literary Community in New York and Berlin (Ann Arbor:
University of Michigan Press, 2005).

“Kern, The Culture of Time and Space 1880-1918, 6.
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with this in mind that the topic of gender is considered, as yet another manifestation of the
intense social change that was taking place. What is unique in taking these three authors
together is the juxtaposition of both male and female perspectives, which provides a nuanced
portrayal of not only the issues perceived with a traditional approach to gender, but also several
possibilities for a new approach to what is meant by the terms female, male, feminine, and

masculine.
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CHAPTER ONE
“Scorn for Woman” and Its Implications: The Evolution of Marinetti’s Gender Theory
The Futurists’ approach to women, and their concept of gender, evolved greatly over the

first ten years of the movement. However, in examining the role of women in Futurist works, it is
apparent that their approach to the female/feminine is inextricably linked to the goals of the
movement. Their call for the destruction of the past did not apply only to their disdain for
museums and academies, but also to antiquated bourgeois gender roles that valued women solely
for their femininity and sentimentality. In early twentieth century Europe, women were valued
primarily for their roles as wives and mothers, and were expected to possess the qualities which
allowed them to achieve this feminine ideal. Wives were expected to be passive, dutiful, and
subservient, and mothers were expected to be gentle and nurturing. Through an examination of
the approach to gender in Marinetti’s texts, one can see that while in the early texts, such as the
founding manifesto and the novel Mafarka, women are objectified and abused; in the later texts
the approach to the female becomes more nuanced and prescriptive, leading to a new model of
femininity. In Mafarka the main character (whose name is also Mafarka) appropriates the
capacity to give birth in order to create in himself the ideal Futurist man, the male mother. In
doing so Marinetti intends to illustrate that by taking from women the ability to give birth it is
possible to create a world where females are no longer needed. However, as we shall see the
presence of the female, and feminine characteristics thought to accompany the ability to give life,
are not so easily eliminated. By the end of the novel these characteristics manifest themselves in
Mafarka, following his transformation into the male mother. The tension between male and

female, and between masculine and feminine, characterizes the Futurists’ early writings, and
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provides an interesting lens through which to study the perception of women in early twentieth-
century ltaly.

A misogynistic approach to women, the product of the male dominance of the workforce,
as well as the increasingly domestic placement of the female over the course of the nineteenth-
century, was a product of ingrained cultural beliefs regarding the fundamental differences
between the sexes. Men were thought to embody all of the characteristics that made them ideal
leaders, such as strength, rationality, and creativity. Women, conversely, were assigned
characteristics such as weakness, frailty, and passivity. As a result of these gender
classifications, men were considered to have greater value to society than women. However, by
examining the writings of both the male and female Futurists, we can see that there is one female
characteristic that the male envies: the ability to create