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ABSTRACT
The general consensus among scholars and critics of the adaptation of Ray Bradbury’s Fahrenheit 451 by French diUHFWRU)UDQoRLV7UXIIDXWZDVWKDWWKH¿OPZDVDÀRS0DQ\IHOWWKDW7UXIIDXWZKRZDVZRUNLQJRXWVLGHRIKLVQDWLYH
ODQJXDJHDQGXVXDOJHQUHIHOOÀDWLQXSKROGLQJWKHVRXORI%UDGEXU\¶VZRUN7KH\FRPSODLQWKDWWKHODFNRIWKHWHFKQRORJLFDODVSHFWVUHVXOWLQDQDPELJXRXV¿OPWKDWGRHVQRWFDOOHQRXJKDWWHQWLRQWR%UDGEXU\¶VPHVVDJHDJDLQVWWHFKQRORJ\+RZHYHUZKDWPRVWFULWLFVIDLOWRUHDOL]HLVWKDW7UXIIDXW¶VGLUHFWRULDOFKRLFHVZHUHPDGHVSHFL¿FDOO\WRFUHDWH
DQDPELJXRXV¿OP2QHRIWKRVHFKRLFHVZDVLQIDFWWKHGRZQSOD\LQJRIWHFKQRORJ\7KLVZDVEHFDXVH%UDGEXU\GLG
not demonize technology itself, but the mass exploitation that results from the passivity of its audience. It is through
ambiguity that Truffaut creates a microcosm of timelessness. He forces his audience to view the microcosm in an active manner, so that they may learn to understand the true danger that Bradbury warns against - danger of passivity.
Keywords:)DKUHQKHLW5D\%UDGEXU\)UDQoRLV7UXIIDXW¿OPDGDSWDWLRQDXWHXUWKHRU\WHFKQRORJ\PDVVH[SORLWDWLRQVFLHQFH¿FWLRQ&ROG:DUFHQVRUVKLSVDWLUHJHQUHERRNVERRNEXUQLQJFULWLFDODQDO\VLVOLWHUDWXUHDFWLYH
viewing, passivity, medium, microcosm, camera gaze, satire, simulation
“Critical consensus regards François Truffaut’s Fahrenheit 451 (1966) a failure” (Whalen 181). So begins Tom
Whalen’s article about Fahrenheit 451 (1966), directed by
François Truffaut and based off of the novel written by Ray
Bradbury in 1955. The statement is callous but accurate. In
KLVORQJDQGLQÀXHQWLDOFDUHHUDVDGLUHFWRU7UXIIDXW¶VUHQdition of Fahrenheit 451 “rarely receives more than passing comment in academic and popular writing” (Bould 98).
6RPH FULWLFV GHQRXQFH WKH EDVLV RI WKH ¿OP FRPSOHWHO\
RQHVXFKFULWLF'DYLG:LQJURYHFRQFOXGHVWKDWWKH¿OP
should never have been made. Bradbury’s tale
worked because it was in the literary medium;
transferred to another medium the whole tenor
RI LWV DUJXPHQW IRU ¿OP LV WR D JUHDWHU GHJUHH
than literature, a passive medium) crumbled.
That’s why Truffaut could not keep Bradbury’s
black-and-white argument: it argued against his
medium. What resulted is occasionally beautiIXO EXW JHQHUDOO\ VHYHUHO\ ÀDZHG %RXOG 
0RVW RI WKH FULWLFLVP 7UXIIDXW UHFHLYHV RQ KLV ¿OP
DGDSWDWLRQ FKDONV WKH ¿OP¶V DZNZDUG DPELJXLW\ XS WR
Truffaut working in both a language and a genre which
were alien to him. Truffaut found the English language
to be choppier and less nuanced than French, and was
much happier with the version of Fahrenheit 451 that was
dubbed in French. It is true that some beautiful innovations were lost in translation – for example, Truffaut’s
pun between the “good people” and the “book people” is
much more elegant in French, with hommes-libres (free
men) and hommes-livres (book men.) However, to argue
that Truffaut was working outside of his usual genre re-

OLHVXSRQRQH¶VGH¿QLWLRQRIWKHJHQUH³VFLHQFH¿FWLRQ´
%UDGEXU\FRQVLGHUHGVFLHQFH¿FWLRQWREHD³FRQYHQLHQW
label” and often shields away from its use upon his work,
fearing that the term would put boundaries upon it (Bradbury 193). Many scholars consider Bradbury to be an
American fantasist, the Edgar Allan Poe of his age – an
DXWKRU ZKR KDG LQVXUPRXQWDEOH LQÀXHQFH RQ %UDGEXU\
In the introduction, Neil Gaimen calls Fahrenheit 451
³VSHFXODWLYH¿FWLRQ´RU³ZULWLQJRIWKHZRUOGRIQRW\HW´
(Bradbury xi). Bradbury considered his so-called science
¿FWLRQQRYHOVQRWDVVSHFXODWLYHEXWDVFDXWLRQDU\,QDQ
interview with David Mogen, Bradbury stated that Fahrenheit 451 was written during a period in which he was
“warning people” and “preventing futures” (Hoskinson
1). Like Bradbury, Truffaut preferred to blur the lines
EHWZHHQ JHQUHV KLV RZQ GH¿QLWLRQ RI VFLHQFH ¿FWLRQ LV
DVYDJXHDVFULWLFVDFFXVHKLV¿OPRIEHLQJ,QKHUVWXG\
of the director, Annette Insdorf shares that François Truffaut considered “Jacques Demy’s Umbrellas of CherERXUJ DV VFLHQFH ¿FWLRQ EHFDXVH RUGLQDU\ HYHQWV KDYH
one twist: the characters sing instead of speaking!” (51).
Truffaut’s main concern was “with auteurism rather than
genre” (Bould 98). Although Truffaut himself, in a note
to Bradbury, claimed that he “often felt crushed by the
scope of the project” (Whalen 181), Truffaut’s inexperiHQFH ZLWK DQG LQGLIIHUHQFH WR  WKH JHQUH RI VFLHQFH ¿Ftion bore an opportunity for him to focus on his directorial strengths instead, namely his belief in auteur theory.
Truffaut had a sophisticated understanding of his
LURQLF SRVLWLRQ DV WKH DXWHXU RI WKH ¿OP DGDSWDWLRQ RI
Fahrenheit 451. He manipulated it to suit his own creative vision, being the conveyance of the novel’s message – to make it relevant and undeniable to his audience.
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Truffaut upholds Bradbury’s belief that technology is
not the primary threat to free thought, but that the true
danger comes from the mass exploitation of a passive
majority that permits itself to be exploited. To illustrate
this, Truffaut minimizes the technological aspects of
)DKUHQKHLWWRFUHDWHDEHOLHYDEOHVHWWLQJWKDWUHÀHFWV
our own past, present, and future. He then dictates the
audience’s viewing of this microcosm through the gaze
of the camera, utilizing it in a way that forces the active
viewing of the audience to show how dangerous the seduction of passive viewing can be. Truffaut creates a
world for the viewer and then brings the viewer into it.
To understand the world that Fahrenheit 451 encompassHVKRZHYHUZHPXVW¿UVWXQGHUVWDQGWKHZRUOGLQZKLFK
it was written. Bould calls the world of Fahrenheit 451 “an
exaggerated Cold War suburbia,” and as Gaimen explains
in the introduction to Fahrenheit 451, the world of the novHOLVRQH³WKDWIHHOVOLNHLWKDVLWVURRWV¿UPO\LQWKHV´
(Bould 103; Bradbury XIVI). The nation was at the precipice of nuclear war with Russia and its allies, McCarthy’s
senate committees were holding Communist witch trials,
and television was elbowing out baseball as America’s favorite pastime. Bradbury was seeing atomic war not as
VFLHQFH¿FWLRQEXWDYHU\VREHULQJUHDOLW\0F&DUWK\LVPDV
the sowing of “government-supported conformism [that]
amounted to censorship” (Hoskinson 2), and television as
the incubator for mass culture and exploitation. HoskinVRQGH¿QHV)DKUHQKHLWDVFROGZDU¿FWLRQEHFDXVHLQ
it, “much more deliberately than in earlier or later publications, Bradbury deals with subjects and issues that were
shaped by the political climate of the United States in the
decade immediately following World War II” (1). Harold
Bloom explains that although Fahrenheit 451 is a cold
war novel, it has an “ironic ability to inhabit somewhat
diverse periods” (Bradbury 227). Truffaut recognized this
ability and played upon it to present a world which could
YHU\ ZHOO EH RXUV²WKH ZRUOG RI WKH ¿OP LV RQH ZKLFK
illuminates our past, its present, and a potential future.
Although Fahrenheit 451 gained “power and specL¿FLW\ IURP LWV $PHULFDQ IUDPH RI UHIHUHQFH WKH VDWLUH
also [applied] to patterns that can recur in all societies,
ZKHQHYHUUHGXFWLRQLVWSKLORVRSKLHVUHVXOWLQWKHVDFUL¿FH
of individuals and free play of imagination for the common good” (Mogen 107). Truffaut understood that this
frame of reference compartmentalized the novel’s satire
LQDZD\KHGLGQRWHQYLVLRQIRUKLV¿OPDGDSWDWLRQ7KH
¿UVWVWHSZDVWRHUDVHPDQ\RIWKHWHFKQRORJLFDODVSHFWV
RI WKH QRYHO WKDW UHÀHFWHG WKH FROG ZDU HUD LQ ZKLFK LW
was written: hunting hounds, atomic bombs, and fast cars.
Truffaut effectively changed the plot as well as the genre
±QRDWRPLFERPEVPHDQWDQDOWHUQDWHHQGLQJIRUWKH¿OP
and no fast cars meant that it would be an ending Clarisse would live to see. In the Journal of Fahrenheit 451,
Truffaut describes this movement towards “anti-gadgetry” as “James Bond in the Middle Ages,” teetering on a
EDODQFH EHWZHHQ SHULRG SLHFH DQG VFLHQFH ¿FWLRQ 7UXI-
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faut’s methods not only included the deletion of Cold
War allusions, but also the insertion of historical allusions
which had direct connections with the issue of censorship.
As a Frenchman, Truffaut was familiar with the
horrors of the Nazis and the European history of the
Dark Ages, as well as with the Inquisition, while many
American viewers did not. Bradbury’s horror at Nazi
book-burnings was one of the seeds from which Fahrenheit 451 stemmed, an idea that burning books and people were one and the same. Bradbury said: “When Hitler
burned a book I felt it as keenly, please forgive me, as
burning a human, for in the long sum of history they are
RQH DQG WKH VDPH ÀHVK´ TWG LQ 0RJHQ   7UXIIDXW
had already touched upon this theme in Jules et Jim, in a
Nazi book-burning sequence he added only after reading
Bradbury’s novel (Harrison 55). By evoking images of
German stormtroopers through the black uniforms of the
¿UHPHQDQGWKHLUYHU\5RPDQVDOXWH7UXIIDXWWULJJHUVWKLV
association for his audience (Harrison 55). His allusions
to the Dark Ages and the Inquisition, however, are much
PRUH VXEWOH 2QH RI WKH FOHDUHVW H[DPSOHV LQ WKH ¿OP LV
ZKHQ 0RQWDJ ¿UVW VLWV GRZQ WR UHDG 'DYLG &RSSHU¿HOG
while wearing a white robe reminiscent of a monk’s garb,
reading by the soft light of the television to worship the
written word like a scribe of the medieval church (Insdorf 51). Harrison uncovers a more understated example,
VHHQLQWKHRSHQLQJVFHQHRIWKH¿OPZKHUH0RQWDJGRQV
DÀDPHUHWDUGDQWVXLWZLWKWKHDVVLVWDQFHRIRWKHU¿UHPHQ
in a way that articulates a religious ceremony and then
VHWVWKHÀDPHWKURZHUXSRQDSLOHRIERRNVWKDWFRXOGYHU\
well be the authors themselves, burning at the stake (55).
Truffaut chooses his examples of Nazism and the
,QTXLVLWLRQ IRU D YHU\ VSHFL¿F SXUSRVH KLV FKRLFHV
are instances of censorship in history which the world
ZRXOG UDWKHU IRUJHW EXW DV WKH QRYHO DQG ¿OP ERWK
mandate, books are the preservation of history, even
those parts we are ashamed of. Granger of the Book
People brings this idea home in his speech to Montag:
We’ve got one damn thing the phoenix never had.
We know the damn silly thing we just did. We
know all the damn silly things we’ve done for a
thousand years and as long as we know that and always have it around where we can see it, someday
we’ll stop making the goddamn funeral pyres and
jumping in the middle of them (Bradbury 163).
Harrison suggests that this linking of “historical forms
of censorship that were widely viewed with opprobrium—those practiced by the medieval church or the Nazis”—were part of Truffaut’s endeavor to never allow
³WKH ¿FWLRQDO XQLYHUVH WR EHFRPH WRR GLVWDQW IURP WKH
reality that his audience knew…or allow it to become
WRR QDUURZO\ LGHQWL¿HG HLWKHU LQ WLPH RU SODFH´  
7KHVH VSHFL¿F H[DPSOHV RI LQVWLWXWLRQPDQGDWHG
censorship, however, should not distract from the aim of
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Bradbury’s (and Truffaut’s) satire; Mogen explains that
the satire is not aimed at the government, church, or other
institutions, but at the passive majority that does not stand
up against these institutions (105-107). The protagonist,
Fire Captain Beatty, supports this himself when he tells
Montag that this censorship “didn’t come from the Government down” (Bradbury 64). In fact, it is interesting and
important to note that the word “censorship” is not mentioned once throughout the entirety of the novel. This might
seem strange for a novel about censorship, but there hangs
the distinction in Bradbury’s message; it was neither the
government nor technology which allowed for books to
become illegal, but the self-censorship of a passive majority, the “tyrannical small-mindedness of the common man,
perverting the most basic community institutions to enforce conformity” (Mogen 105). The novel’s embodiment
of the small-mindedness of the common man, Fire Captain
Beatty, explains that what “carried the trick” was “technology, mass exploitation, and minority pressure” (Bradbury 64). McGiveron notes that readers tend to overlook
the roles of technology and mass exploitation in favor of
the minority pressure that Bradbury puts emphasis on (1).
Truffaut chose to ignore Bradbury’s use of minority
pressure and to instead focus on the dynamic relationship
between technology and mass exploitation. Truffaut recognized that Bradbury was not speaking expressly against
technology because technology was not the main threat
to individual thought, self-expression, and the preservation of cultural history. In fact, Bradbury and Truffaut
both recognized that technology’s role was more important for the preservation of cultural history and for the
ready availability of printed books and information. This
was another reason for Truffaut’s erasure of some of the
WHFKQRORJLFDO DVSHFWV LQ KLV ¿OP DGDSWDWLRQ WR IRFXV RQ
technology would be to allow the novel’s true enemy to
hide in plain sight – the enemy of mass exploitation. McGiveron states that “the mass exploitation of easy grati¿FDWLRQLVWKHIXQGDPHQWDOWKUHDWWRWKRXJKWIRUWKLVH[ploitation begins earlier than minority pressure, requires
the participation of a far greater majority of population,
and has a more direct effect on the decline of thought”
(1). We are our own censors – our desire for the easy
JUDWL¿FDWLRQ RI SDVVLYH PLQGOHVV HQWHUWDLQPHQW SXVKHV
out our chance to think for ourselves until our only deVLUHLVWR³DYRLGFRQWURYHUV\DQGGLI¿FXOWWKRXJKW´DQGWR
succumb, “eventually, [to] intellectual conformity” (McGiveron 5). Although technology is the channel through
which mass communication and culture develop, Bradbury maintains that people themselves “are responsible
for the condition of their own intellects” (McGiveron 2).
0DQ\ UHDGHUV PD\ ¿QG WKHPVHOYHV EULVWOLQJ GHIHQsively at this idea, that we could so easily have the wool
thrown over our eyes and allow ourselves to become part
of the “solid unmoving cattle of the majority” (Bradbury
116). However, as Wingrove mentioned earlier, both litHUDWXUH DQG ¿OP DUH SDVVLYH PHGLXPV DOWKRXJK ¿OP WR

a greater extent. This is where many critics take a stab
DW7UXIIDXW¶V¿OPFLWLQJWKHK\SRFULV\RIZDUQLQJRIWKH
dangers of passivity through one of the most passive mediums. Truffaut did not attempt to sweep this observation
under the rug. Instead, he actively agreed with these statements. He knew that his chosen medium was passive, and
he manipulated it to satirically illustrate to his audience
just how easy it is to be exploited by it, willingly or not.
7UXIIDXW¶VVLPXODWLRQRIWKLVZRUOGEHJLQVLQWKH¿UVW
VHFRQGVRIWKH¿OPWKHRSHQLQJFUHGLWVDUHVSRNHQLQVWHDG
of written, creating a jarring sensation for the viewer that
essentially crash-lands them into the middle of Truffaut’s
world (Carroll 2). Even as Montag reads his newspaper,
the viewer is frustrated to see no written words, only pictures. As Tom Whalen says, “The camera is our eye. It
LVZKDW¿UVWUHDGVIRUXV´  :HDUHDWWKHPHUF\RI
the camera, and so we are at the mercy of Truffaut, who
controls what we see through it. By depriving the viewer of the written word, Truffaut manipulates their urge
to read all written words once they appear on the screen;
ZKHQ WKH YLHZHU ¿QDOO\ GRHV VHH SDJHV ZLWK W\SH WKH\
DUHEHLQJHQJXOIHGE\ÀDPHVEXUQLQJXSWRRTXLFNO\WR
read, but that does not stop the viewer from trying (Carroll 2). This compulsive need to read reminds the viewer
of the value of the written word that is taken for granted. We cannot resist a voyeuristic peek over Montag’s
VKRXOGHU ZKHQ KH VLWV GRZQ ZLWK 'DYLG &RSSHU¿HOG²
through a subjective camera, we read through Montag’s
DQG 7UXIIDXW¶V  H\HV DV KH UHDGV DORXG KLV ¿QJHU WUDFing each line the way a child learns to read (Insdorf 51).
Our compulsive urge to follow the words burning on
WKHVFUHHQDOVRLOOXVWUDWHVWKHVHGXFWLYHDSSHDORI¿UHDQG
YLROHQFHRQ¿OPDQGWHOHYLVLRQ³:KRFDQH[SODLQWKHIDVFLQDWLRQZLWK¿UHZKDWGUDZVXVWRLWZKHWKHUZH¶UH\RXQJ
or old?” Fire Captain Beatty asks Montag as we watch numerous books and pages burn on the screen, a scene which
Beatty describes as “beautiful” (Truffaut, Fahrenheit 451).
And it is indeed, or else we would not be watching, hypnotized as the camera stays on a copy of Henry Miller and
we watch page by page, leaf by leaf as they blacken and
curl and disintegrate. The audience feels this fascination
ZLWK ¿UH WKURXJK WKH PDQ\ ERRN EXUQLQJ VFHQHV LQ WKLV
way, Truffaut simulates our love for violence and even sex
on television. Truffaut fetishizes books, the way the gaze
RI WKH FDPHUD XVXDOO\ IHWLVKL]HV WKH ¿JXUH RI D ZRPDQ
Truffaut presents the texts as concrete, sensuous
objects, each with its own texture and human story. The equivalent for a tentative kiss in his other
¿OPVLV0RQWDJEHJLQQLQJWRUHDG'DYLG&RSSHU¿HOGWKHHTXLYDOHQWIRUWKHDQJXLVKRIURPDQFH
is the burning of the books (with the title referring to the temperature at which paper burns);
the equivalent for lovemaking is the process by
which the book-people learn their texts by heart
– becoming the thing they love (Insdorf 51).
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Through this humanization of the texts on the screen,
the books become the main characters; Truffaut was fully
aware of this, noting that allowing the books to fall out of
the frame “would be like leaving out of frame the head
of an actor” (Insdorf 49). At one point, we are even offered the point-of-view of the books as they burn. In the
opening scene when the books drop from a few stories
up, Truffaut pans over their fall in slow motion, caressing
them with the camera the way he would caress the form
of a female lead. The true humanization of the books occurs throughout all the scenes where we see various titles
of books—Truffaut does not discriminate between works
and does not deem one more important than the other. As
Harrison points out, many of the works featured in Truffaut’s Fahrenheit 451 have suffered censorship at some
point in history (54); however, Truffaut deliberately chose
a mish-mash selection of books for two pertinent reasons.
7KH¿UVWLVVXPPHGXSHORTXHQWO\E\&DUUROO³7KHVWDWLF
quality of the attention given each book drains controversial texts of a certain frisson and thus their identity; thus,
associations the spectator tries to attach to these books
are negated, resulting in a curious sense of estrangement
ZKLFK LV D NH\ IHDWXUH RI HIIHFWLYH VFLHQFH¿FWLRQ´  
Crosswords and magazines appear next to Vladimir
Nabokov’s Lolita and works by Aristotle. Truffaut chose
to not pay much attention to the status of the books for
another reason; the impartiality with which these numerous titles are burned “makes full use of the uncomprehending mechanical gaze of the camera, implying that
the movie’s world is beyond knowing or caring” (Carroll 2). Once more Truffaut simulates for his audience
the ease with which our viewing can turn from active to
passive, overwhelmed by images and colors until we are
seduced and hypnotized by our screens, no longer caring about context, only substance. As Truffaut said himself, “In our society, books are not burnt by Hitler or the
Holy Inquisition, they are rendered useless, drowned in
DÀRRGRILPDJHVVRXQGVREMHFWV´ TWGLQ+DUULVRQ 
7KH HQGLQJ VFHQH RI WKH ¿OP SURYLGHV WKH PRVW DVWRXQGLQJ KXPDQL]DWLRQ RI ERRNV DQG 7UXIIDXW¶V ¿QDO
strike against technology. Truffaut changes the method
through which the Book People learn their texts by heart
from photographic memorization (a concept that Truffaut
YLHZHGDVVFLHQFH¿FWLRQ WRUHSHWLWLYHPHPRUL]DWLRQ,Q
doing so, Truffaut “denies that they are mass-produced
commodities and effaces the labor involved in their production” (Bould 111). Here, Truffaut shows a very human
love for the books: this “learning by heart,” the repetitive
labor which they undertake to preserve knowledge. “They
become what they behold out of the same impulses that
DQLPDWH7UXIIDXW¶V¿OPVORYHIRUWKHWH[WFRPELQHGZLWK
a desire to teach and a need to preserve” (Insdorf 199).
Despite the general consensus among scholars and
critics that Truffaut’s Fahrenheit 451 was little better than a
ÀRS5D\%UDGEXU\KLPVHOIZDVTXLWHSOHDVHGZLWKWKH¿OP
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How rare it is for a writer to walk into a motion
picture theater and see his own novel faithfully
and excitingly told on the screen. […] Truffaut
has given me back a gift of my own book done in
a new medium by preserving the soul of the original. I am deeply grateful (qtd. in Whalen 181).
Perhaps, as Bould suggests, critics were attributing qualities to the novel it did not have while simultaneously
overlooking those that it did. Truffaut adapted Bradbury’s
the same way Bradbury wrote it—not letting ambiguity
EH D E\SURGXFW EXW WKH ¿QDO SURGXFW 7KLV LQGLVWLQFWQHVV LV ZKDW JLYHV WKH QRYHO DQG ¿OP WKHLU SRZHU XWLlized in a way which allows for a setting that could be
any suburb of any city in any country around the world,
at any time in the past or future. Truffaut used this ambiguity to realize Bradbury’s world on camera, a cautionary world that is not so unlike our own, which made it
easy for Truffaut to pull us into it through the subjective,
mechanical, passive gaze of the camera. As Annette Insdorf shares in Journal of Fahrenheit 451, Truffaut writes
about how mixing tones and genres gives birth to his
¿OPV ³,Q WKH FDVH RI )DKUHQKHLW  LW ZDV D TXHVWLRQ
of treating a fantastic story in an off-hand way, making
the fantastic seem banal and the banal seem odd” (51).
7KHVSHFL¿FLW\RI7UXIIDXWDQG%UDGEXU\¶VYDJXHQHVVZLOO
NHHS ERWK WKH ¿OP DGDSWLRQ DQG LWV OLWHUDU\ VRXUFH UHOHvant and undeniable to audiences for generations to come.
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For other uses, see Fahrenheit 451 (disambiguation). 1953 dystopian novel by Ray Bradbury. Fahrenheit 451.Â Fahrenheit 451
developed out of a series of ideas Bradbury had visited in previously written stories. For many years, he tended to single out "The
Pedestrian" in interviews and lectures as sort of a proto-Fahrenheit 451.Â A film adaptation written and directed by FranÃ§ois Truffaut
and starring Oskar Werner and Julie Christie was released in 1966.[93][94]. A new film adaptation directed by Ramin Bahrani and
starring Michael B. Jordan, Michael Shannon, Sofia Boutella, and Lilly Singh was released in 2018 for HBO.[95][96]. Theater[edit].
Fahrenheit 451. 196,035 likes Â· 69 talking about this. Ray Bradburyâ€™s internationally acclaimed novel is a masterwork of twentiethcentury literature set...Â Facebook is showing information to help you better understand the purpose of a Page. See actions taken by
the people who manage and post content. Page created - November 30, 2011. People. 196,035 likes. Related Pages. George Orwell.
Writer. Fahrenheit 451: A very short analysis. But just how should we analyse or interpret Bradburyâ€™s most famous novel?
Fahrenheit 451 tells of a â€˜firemanâ€™, Guy Montag â€“ who, ironically, goes about setting fire to things rather than helping to put fires
out. More specifically, it is his job to set fire to books, which are outlawed in the dystopian future world depicted by Bradburyâ€™s novel.
The first line of the novel reads, â€˜It was a pleasure to burn.â€™Â Oscar Werner is Monday from history, and Truffautâ€™s just a
master of his craft. Loading interestingliterature.Â For me, the subject of Mondays woman who due to their addiction to TV lost any
resemblance to a sentient being, found, copied infinitely, in Brave New World again. There is the society that has lost the ability to
feelings.

