Arl 771(»*0)‘_1‘ 1 Criticism ! Politics

| OCTOBER

Rebecca Comay Proust’s Remains
Daniel Heller-Roazen Secrets of Iristan Tzara

Johannes von Moltke L'heory of the Novel: The Literary
Imagination of Classical Film Theory

Luke Smythe [.en Lye: Body of Cinema
Lal‘r}' Busbea /\’z'nr*/z'r'z'.s'm-S/)M‘f(z('/w—lfnz'z'mummz/

Matt ‘]()”_\‘ 1 he Barred Colors of Andre Cadere

$15.00 / Spring 2013 Published by the MI'l Press




editors
Rosalind Krauss
(Founding Editor)
Annette Michelson
(Founding Lditor)
George Baker
Yve-Alain Bois
Benjamin H. D. Buchloh
[.ecah Dickerman
Devin Fore
Hal Foster

Daniel Heller-Roazen

Denis Hollier

David Joselit

Carrie Lambert-Beatty
Mignon Nixon

Malcolm Turvev

OCTOBER

managing editor

Adam lL.ehner

advisory board
l’,mih .\plvr

[.co Bersani

Jonathan Crary
Manthia Diawara
E.dward Dimendberg

Andreas Huvssen

Gertrud Koch

Silvia Kolbowski

Miwon kwon
Stuart L.iebman
Mollv Nesbhit
Allan Sekula
Kaja Silverman

Anthonyv Vidler

¢ M1 Press
(M 1OBER (ISSN O]

the MIT Pres
Sthseripion d
MIT Press, Journals Cus

{ ) I__.'. | L

Boston, ML ane

Ales l'.!l.'l'“'ll"l!il onh
|||:. Il-‘ 111 i

and Electronmic—In

- 1 (M) [-:.," |

L st 1114 | ™

2. Sigle Issues: 1

\1E 11111 5. |
r‘“l':_ L)

IS i"‘:ll ‘I"-I \1]""'111” IS ()] \]"

. f e L E I il
110 {
|T‘ 3 1\E|E E' “-|L- 111

Magazing
W STate 111

v in OCTOBER are ma

i e RILBIEIREFE AR

OCTOBER 1 H Spring 24

1. Print




Rebecca Comay
Daniel Heller-Roazen

‘]nh;llln(*x von Moltke

l.uke Smvthe
[Larry Busbea

Matt Jolly

Andre Cadere. Photograph by Bernard Borgeaud.
Courtesy of the Lstate of Andre Cadere and Galer

Proust’s Remains

Secrels of Iristan Tzara

Lheory of the Novel: The Literary
[magination of Classical Film
[ heory

[.i’H /J\‘f’.‘ H(H/\‘ n/'(.'/}wnm

Kineticis m-,\'/u’(‘m("/r—-l*_‘u vironment

1L he Barred Colors of Andre Cadere

‘h' /{f‘?"i’f’. H?:r". 1\}!”('_1'.




[LARRY BUSBEA 1s Associate Professor of Art History at the
University of Arizona. His research focuses on the
interactions of architecture, art, and critical theory 1n
Europe and the United States after World War I1. Reviews
and critical essays have appeared in Design Issues, The
Architect’s Newspaper, and The Journal of the Society of
Architectural Historians. His book, Topologies: The Urban
Utopia in France, 1960-1970, was published by the MI'T
Press in 2007.

REBECCA COMAY teaches 1n the I‘hilmupln' Department and

the Center tor (Lmnp;u';lli\'v Literature at the l'ni\'('rﬁiu' of

Toronto. She has published widely on modern Continenta
philosophy, literature, and contemporary art. Her recent
book, Mourning Sickness: Hegel and the French Revolution
(Stantord, 2011), explores the relattonship between
philosophyv and historical trauma.

MATT JOLLY 1s a Ph.D. candidate in the History of Art and
Architecture Department at Harvard Universitv currently
completing a dissertation on Cy Twombly.

JOHANNES von MOLTKE 1s Associate Professor of Screen Arts
and Cultures and German Studies at the University of
Michigan. He 1s the author ot No Place Like Home: Locations
of Hetmat in German Cinema (Berkeley, 2005), and editor,
with Kristv Rawson, ot Siegfried Kracauer, American Writings:
Lissays on Film and Popular Culture (Berkeley, 2012). He 1s
currently completing a monograph entitled "Manhattan
Transter: Siegiried Kracauer, Critical Theory, and the New
York Intellectuals.”

LUKE SMYTHE 1s a recent Ph.D. graduate from the Department
of the History of Art at Yale University. He 1s currently
working as a curatorial fellow 1n postwar art at the
Pinakothek der Moderne in Munich.

October 1s located at 350 Fifth Avenue, Suite 7401, New York, NY, 10118. All
editonal correspondence should be sent to octobermagazine@gmail.com.
We reserve the right to edit letters and responses selected for publication.
We review manuscripts of no more than 8,500 words.




Proust’'s Remains™

REBECCA COMAY

Proust, who claims to have no memory, keeps track of evervthing. His letters
(there are several thousand) provide a running inventory of his bodily func-
tions—letters to his mother providing an update of his respiratory condition,
letters to his doctor listing the details of his menu, httle notes handed to his

housekeeper every morning reporting the number of times he coughed the night

betore. September, 1904: “two creamed eggs, a wing of roast chicken, three croissants, a dish
of fried potatoes, grapes, coffee, a bottle of beer . . . followed /}d\' a quarter of a glass of Vi /x_\
water when 1 go to bed nine or ten howrs after my meal. . . . " Proust counts his bites and
gasps and belches with the precision of a Lovola keeping a running tally of his
tears, or of a Molloy his ftarts. October, 1922: “I just finished coughing more than 3,000
times. . .. " 'The mvoluntary processes of the body are registered in the archive ot
the voluntary memory until the verv act ot accounting is transtormed mmto a kind

of spiritual exercise—a running hitany of complaints from which emerges at once

both the possibility and the impossibility of writing: illness provides the stimulus,

the impediment, and the essential content of hiterary production. Nowhere has
the act of not writing provided such fertile opportunities tor writing. Proust writes
to his friends endless letters of apology for not writing, a shopping list of excuses
that turn out to be all more or less the same and that theretfore generate endless
opportunities for new complaints, in turn requiring further apologies for being so
boring, and so on. February, 1905: “The words ‘I have been so ill, I am still so ill" have
been ulttered by me so often . . . that I'm very afraid they will reach your . . . ears somewhat
faded and quite lacking in exculpatory and absolving power. . . . ™

Proust's catalogue of his own bodily functions forms a small but significant

part of the archive of the larger corpus of his writing as it pulses through a com-

[ his essav was greatlv enriched by comments from Elizabeth Legge and Dana Mckarlane, as

well as by responses from audiences in Rio de Janeiro, Halifax, Melbourne, and loronto, where
some of this material was first presented (many thanks, for inviting me, to Tama Dias, Sarah Chit,
\ndrew Benjamin, and Lauren Beard and Antonio Viselli). I am also grateful tor Rosalind Krauss's
ht'l]}Itll Htt;_l-_:"t'xlmn»
l. \ll quotations trom Proust's letters in this paragraph are taken trom Proust, Corvespondance: text
etabli, présenté et annoté, ed. Philip Kolb (Paris: Plon, 1970-1993), 21 vols. Letter to Georges Linossier,
Sept. 1904 (vol. 4, p. 250): note to Celeste Albaret, Oct. 10, 1922 (vol. 21, p. 503); letter to Marie
Nordlhinger. Feb. 9 or 10, 1905 (vol. b, P. ).
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plex network of channels and metabolic exchanges with the outside world. As the
project unfolds over the last two decades of his life. the work keeps proliferating
and condensing into a labyrinth of interpolations and abbreviations—at once
expanding into a heap of sketches, elaborations. amplifications and contracting
INto a series of outlines. synopses, summaries—a double movement of expansion
and compression, of inflation and deflation. that registers the contradictory
rhvthm of the archival drive as such. Like an ocean swelling and subsiding, like a
pair of lungs opening and closing (to take only two Proustian images close at
hand). the text simultaneously dilates and constricts with a severity as crushing as
1ts will to accumulation is capacious.

We can observe in this rhvthm the essential ambiguity, let’s call it the basic
tetishism, of everv collection. Nothing is relinquished. evervthing is maintained.
but only in effigy or in miniature: the object is put into quotation marks, becom:-
INg a specimen or example of itself; dead on arrival. it requires supplementing by
a further instance, and so on. This is why every acquisition in the collection is
strictly the next-to-last acquisition. A relentless drive to accumulation is sustained
by the secret knowledge that the object is destroved in the moment of pPossession,
As the object enters the collection. I take stock of 1t, I index it, I name it. I assert
my mastery over it, I miniaturize it, and in this verv moment | concede 1ts irre-
trievable disappearance. Hence my unappeasable need for more and more. I take
an imprint of the thing, as if making a death mask. and In this way I surrepti-
tiously take leave of it without quite having to relinquish it. Every collection can
be seen in this light as an act of impossible or interminable mourning: I destroy
what I acquire and assume perverse ownership of what I relinquish.

Nowhere is this ambiguity more rigorously or anxiously expressed than in
the running catalogue that Proust appends with increasing self-consciousness to
his own work. As the text expands in almost uncontrollable directions. he can'i
stop naming the thing he’s generating—endless lists of titles. topics, tables of con-
lents, synopses, paraphrases, sketches. At times. Proust releases these elliptical
summarties in letters or in magazines. as advance advertising copy for volumes not
vet published; at times he stitches them into the end pages of a published volume.
as previews of a forthcoming volume. In the later volumes, written under the
impact of war, and eventually in the shadow of death, he starts to Incorporate
these moments into the text itself. As the book staggers towards the finish line.
the writing starts to monitor its own progress, producing a kind of shorthand ver-
sion of itself—tiny markers of its own progress and signposts of the work to come.
But mostly Proust saves these lists for his own records.

Like all lists, these abridgements point in two opposite directions, which
prove in the end to be more or less the same. Ellipsis speaks of anticipation. It
pomts forward towards a utopian horizon of fulfilment: a list of train stations. a

schedule of theater performances. a catalogue of novelties—all these pPromis-

sory notes that in their paratactic brevity furnish the young narrator with so
many hours of delirious antic ipation. And ellipsis speaks of loss. It points back-
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wards towards a constantly expanding repository of unrealized possibilities,

botched initiatives. and thwarted Impt-x, By the novel’s close. these two lt'!]l[)(il';ll

directions converge: an invitation list to a party turns into a census of the living
dead. In the final inventorv—the danse macabre tha concludes the novel—sketch
meets ruin.

Proust’s most profound insight is to demonstrate that this mortification of
the object is equally a mortification of the living subject: not only is every
museum a mausoleum (as Adorno demonstrates). but the sepulchre i1s ultimatels
built for me.2 It is I who must disappear into the hollow spaces of mv own collec-
tion. This 1s whyv the most exquisite form of inventory for every writer is the last
will and testament. As mm language decomposes into a list ol disjointed items, |
retrieve the opportunity for soverelgn self-assertion: identity is torged, pro-
longed, and exaggerated in the act of self-divestment. The writer takes stock of

his possessions 1n the ultimate ritual of \{']I—(li‘\}}{nat“ﬁiil!l—-ﬂi last claim to what is
no longer his own to claim.

Proust dies intestate. Having spent a lifetime as a dving man, taking end-
less inventory of dead objects. he can never quite bring himself to do a final
accounting. Celeste Albaret. his housekeeper, reports that on his deathbed he
gestures 1ol ]}t'll;llltl PApEer so as to }ltﬁlllt‘nlll to her, or so she surmises, what lit-
tle 1s left of his squandered bank account—an impulse that he quickly abandons,
evidently deciding that it is pointless, that his signature is too weak to be even
legible, and that no one could in anv case take seriously the signature of a dving
man.” Apocryphal or not, it's a good story: although Proust never StOps writing
and rewriting (the revisions are feverishlv ace umulating until within a few hours
of his death), his last word is never written. His final lestament cannot be signed.

I'his won’t deter his survivors from drafting a posthumous testament of the
most conventional sort. In the davs immediatels tollowing his death, a stream of
visitors will pass through the apartment. Everyone keeps remarking on the dead
man s beauty. By all accounts his body is as lustrous in death as 1t had been
cadaverous in life. Even the process of putrefaction seems to have been
reversed. All the memoirs report the same miraculous event. Death has erased
the most ruinous marks of living: the lines and wrinkles on Proust’s face have
suddenly vanished; the disfigurations of aging have disappeared. Even Proust’s

stubborn Jewish profile. to which everyone keeps nervouslv alludineg. will be deli-
| | O

cately transtormed into a mark of some vaguely “Oriental” dignity and luminous
sagacity, Assyrian, Armenian, even Christlike in its nobility. as Proust’s battered

- Cf. Theodor Adorno, “Valérv Prousi Museum,” in Prisms. trans. Samuel and Shierry Webe
(Cambridge: MI'] Press, 1981), pp. 173-85.

Lp

3. Celeste Albaret, Monsieur Proust (Paris : Editions Robert Laffont, 1973). P. 423

.l —
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‘m(l}' assumes the immaculate condition of a saint.* Francois Mauriac notes the
yreternatural vouthfulness of the corpse. “L.Laid out on his bed. one would not

have thought that he was fifty years old, but barely thirty, as if Time didn 't dare
touch him who had tamed and vanquished it.”> Paul Helleu, an artist present at
Proust’s deathbed, will later recall his rapture: "Oh! It was horrible, but how
handsome he was! He hadn’t eaten for five months, except for cate au lait. You
can’'t imagine how beautiful ... can be the corpse of a man who hasn't eaten for

such a long time; evervthing superfluous is dissolved away. Ah, he was hand-

some.... ©

Decades later, Jean Cocteau will remember a scene of dramatic apotheosis.

Celeste led us to her master. The room was empty. A silence reigned, a
kind of silence which was to real silence as shadow 1s to ink —delimit-
ed, solemn, light. The absence of anti-asthmatic powder and eucalyp-
tus had meant a veil had hfted. Lying on his childhood bed, flanked in
his sentry box by cork tiles, Proust presented the admirable profile of a
vizier....As we turned our eves away ... we suddenly saw to his left, at the
far corner of the mantelpiece on which the dust had draped with gray
fur, an uneven tower of school notebooks. This pile was leaning from
the side of the shadow, from the side of this shadow softlv illuminated
by Proust's pale profile as if bv a nightlight made of white porcelain,
and we remembered that these were the notebooks Marcel had rum-
maged through when he wanted to read us some chapter. This high,
uneven pile of school notebooks, this was . .. the complete oeuvre |[oeu-
vre complete] of our friend, or, to speak grammatically, his terminated
work [ oeuvre complet|. This pile of paper to his left continued to live hike
a watch ticking on the wrist of a dead soldier. 1 could not tear my gaze
awayv from 1it. Little by little, the room taded awav: only the moving
heap of pages grew larger and larger, i1ts ragged corners and angles

turning into an immense lacework of walls, arches, rose-windows,

. I he deathbed PCISPC( Live, ahnhin*_{ Proust’s nose in I_}I'Hl”t‘. reveals an Aspecl obscured by the
well-known frontal view of Emile Blanche's dandy portrait, as well as by the numerous photographs cir-
culating during Proust's hfetime and after (these well-known 1mages also tvpically show Proust as
beardless). See Jean Récanati, Profils juifs de Marcel Proust (Paris: Buchet/Chastel, 1979), p. 68, on the
various euphemisms used by Proust s friends to reference the sudden onset of a Jewish appearance: the
list culminates with references to the beard of an "Armenian Christ.” See also Jonathan Freedman.
“Coming Out of the Jewish Closet with Marcel Proust,” in GLQ: A Jouwrnal of Lesbian and Gay Studies 7
(2001), pp. 521-51. In the Recherche, beards are frequently Orientalized, particularly when assigned to
Jewish characters. In A lombre des jeunes filles en fleur, Bloch i1s compared to a Bellint portrait of the
bearded Mohammed, elsewhere to a bearded Sargon. Maurice Barrés remarked after the funeral: "l
always thought him Jewish, little Marcel, but what a beautiful funeral.” Quoted in Richard Davenport-
Hines, Proust at the Majestic (London: Bloomsbury, 2006), p. 316.

. Francois Mauriac, “Sur la tombe de Marcel Proust,” La Revue hebdomadaire, Dec. 2, 1922, reprint-
ed in Hommage a Marcel Proust (1871-1922), Nouvelle revue francaise 112 (Jan. 1923).

0. Quoted i Davenport-Hines, p. 305.
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vaults, niches, spires, roofs. A cathedral of paper (and I remembered
having seen the cathedral of Reims going up in flames, a dead cathe-
dral crowned with a phantom cathedral of smoke) from which the
search for lost time rose up, to build in the air a nave in which
Albertine would be the angel . .. and the others would be the saints,
the damned, and the gargovles.”

Nicola Luckhorst has noted the cinematic quality of Cocteau’s desc ription,

from 1ts atmospheric tracking shot to its dramatic close-up®—a shift from still to
moving picture suggestive of the metaphysical movement Cocteau 1s intent on
finding: from manimate to animate, from body to spirit, from the decrepitude of
the flesh to the immortality of the work. As the camera’s focus shifts, the manu-
script 1s seen ticking, pulsing, swelling like living matter while the body that
produced 1t stiffens and blanches and eventually dwindles into a "nightlight made
of white porcelain’—a tiny stage light trained towards the tower of notebooks

looming over it. Cocteau's imagery marks the spiritual ascendancy of the work as

both an architectural and a military triumph: the capitulation of experience to
imscription and life to i1its own monument. kExcluded from the army for health rea-
sons, Proust, like his narrator, had observed the First World War from the
sidelines, following each campaign from his bed in Paris, map in one hand, news-
paper in the other. Alone in his cork sentrv box, he manages to die a hero's death
on the battlefield of letters. Defving gravity, the notebooks soar skvward while the
writer s bodv shrinks. So the stakes are high. But we should not overlook the
tragility of the transaction. The paper cathedral 1s alreadyv i ruins, ascending only
to disintegrate in a swirl of ashes.

Struck bv the fine condition of the corpse, Proust's brother Robert decides
to delay the funeral for a few days to give visitors an opportunity for one last
look. Artists are summoned to the bedside (writers, painters, a sculptor, two
photographers) and the writer's bedroom turns into a studio, an anatomy the-
ater, and a museum 1n which Proust's corpse 1s the only exhibit on display—a
tableau vivant, so to speak, Marat at his last gasp, his body arranged 1n 1ts habit-
ual writing posture, lying in bed amidst the clutter of his papers, arm
outstretched as if about to take up the pen like a dving Gaul the sword.” Man

{ Jean Cocteau, “La Lecon des cathédrales,” i Poesie Cnitique (Panis: Gallimard, 195

pp. 131-32.

5. Nicola Luckhorst, "Proust’'s Beard, in Malcolm Crowley, ed.. I'J‘u?f;_; Words: The Last Moments of
Whiters and /’/Hfr-'mif'ffu rs (Amsterdam: R‘Hl{*])i. 2000).

9. \Ibaret reports that when she started to arrange the dead man’s hands, Proust's brother inter-
vened: “No, he died working. Let us leave his hands as they are.” Monsieur Proust, p. 451. In the photo-
graph, however, Proust’s arms are noticeably tucked away under the white bedclothes.
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Ray, recently arrived from New York, 1s dragged from his hotel room to take the
legendary photograph that will become one of the centerpieces of his series of
celebrity pictures, the Paris Portraits.'"

Although normally resentful of this kind of unauthorized hagiography.
Celeste Albaret cannot resist adding a httle flourish of her own: "One day some-
thing extraordinary happened. . . .. s | was leaving the apartment ... I suddenly
caught sight of the window of the bookshop, which was nearby, on the rue
Hamelin. The bookshop was blazing with light, and behind the glass were the
books published by Monsieur Proust, arranged three by three. ... ! Albaret is the
only evewitness to present baldly unembellished citation as reportage. The miracle
she recounts 1s a flatly hiteral rendering of Proust’s own deeply ambivalent and
ironic description of the fictional writer Bergotte's martyrdom to the books that
have consumed his life, devoured his flesh, but also limply gesture towards his pos-
sible redemption, if onlv in the marketplace of letters. According to rumor, Proust
had been drafting his last revisions to Bergotte’s death within a few hours of his
own. His own description of the writer's apotheosis reads as follows: “Thev buried

him, but all through that night of mourning, in the lighted shop windows, his

books, arranged three by three, kept vigil like angels with outspread wings and
seemed, for him who was no more, the symbol of his resurrection.”!?

But Proust may be ghostwriting the other evewitness accounts as well. For a
novel in which funerals never seem to take place, deaths chronically go un-

mourned, a friend’s announcement of his fatal illness has less import than the
decision about which shoes to wear to a party, and war is an annovance mainl
because 1t wreaks havoc on guest lists, produces a dearth of handsome waiters, and
makes it hard to find good croissants in Paris, the number—the very existence—
of transfiguration scenes 1s impressive. Most striking is Proust’s well-known
description of his grandmother’s final passage from the convulsive agonies of
dving to the virginal perfection of a voung bride.

My grandmother was dead. An hour or two later Francoise was able for
the last time, and without causing it any pain, to comb that beautiful
hair which was only tinged with grey and until now had seemed less old
than my grandmother herself. But now, on the contrary, it alone set
the crown of age on a face grown young again, from which had van-
ished the wrinkles, the contractions, the swellings, the strains, the hol-
lows which pain had carved on it over the vears. As in the far-off days

10 For an account of the circumstances of the photograph, see Neil Baldwin, Man Ray: American Artist
(NY: Da Capo Press, 1991), p. 18, and Man Ray, Self-Portrait (New York: Little, Brown, 1963), p. 143.

e Albaret, Monsieur Proust, p. 433.

12. Marcel Proust, A la recherche du temps perdu (Paris: Gallimard, Bibliotheque de la Pléiade, 1987).
tvols., vol. 3, p. 693; trans. C.K. Scott Moncrieff and Terence Kilmartin, revised by D.]. Enright (New
York: Modern Library, 1993), 6 vols.; vol. 5, The Captive and the Fugitive, p. 246. Hereafter cited as RTP,
all quotations are from the Moncrieff-Kilmartin-Enright translation, occasionally modified.
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when her parents had chosen for her a bridegroom, she had the fea-
tures, delicately traced by purity and submission, the cheeks glowing
with a chaste expectation, with a dream of happiness, with an mnocent
gaiety even, which the vears had gradually destroved. Lite in withdraw-
ing from her had taken with it the disillusitonments of lite. A smile
seemed to be hovering on my grandmother’s lips. On that funeral
couch, death, like a sculptor of the Middle Ages, had laid her down 1n
the form of a young girl.15

As 1t happens, 1n composi

1 this last scene Proust has recycled one of his own

early letters describing the miracle of his mother’s deathbed rejuvenation, an

account he had in turn hfted from the art historian Emile Male's descriptions of
the vouthtul beauty of medieval funerary statuary whose untarnished appearance
suggested the promise of resurrection. !

A similar iconography informs the rapturous description of Albertine's slum-
bering body—her body a continuous, unbroken surface, unmarked by any
flickering or memory of desire, a climbing plant, a landscape, a tidal swell, a
medieval tomb sculpture, a self-running watch (the analogies proliferate to the
point of incoherence), an object whose strange self-sufficiency, her lack of tangi-
ble relationship to anvthing or anvone—even or above all to himself—allows the
narrator to enjoy her as his exclusive possession.!>

[f Albertine’s lips were closed. her evelids. on the other hand. seen from

where I was placed, seemed so loosely joined that I might almost have
questioned whether she really was asleep. At the same time, those low-
ered lids gave her face that perfect continuity which 1s unbroken by the
eves. T'here are people whose faces assume an unaccustomed beauty and
majesty the moment they cease to look out of their eves. 1t

Albertine’s body reveals no open orifice, no channel to or from the outside world,
an opacity that allows the lover's gaze to wander freely without need for scrutiny
or penetration. Released from the anxious torment of interpretation—no longer

A

15, Proust, RIP2, p. 640; The Guermantes Way, p. 470.

| 4. See Proust, letter to Anna de Noailles (Sept 27, 1905), in Corvespondance, vol. 5, p. 345. Compare
Emile Male, Religious Art in France of the Thirteenth Century (New York: Dutton, 1913), p. 250. "Mary is
beautiful. Old age has not dared to touch her and she is clothed in eternal youth.” In a later passage,
Male will generalize to include all thirteenth-century tomb sculpture, modeled on the vouthful corpse
of Christ. "All men must resemble their divine Example who at that age triumphed over death. This
curious doctrine was accepted lhiterally by the artists. Neither child nor old man is seen in thirteenth-
century representations of the Last Judgment, but there rise from the tomb voung and beautiful forms
in the prime of life” (p. 375).

15. RIP 3, pp. 518=835; The Captive and the Fugitive, pp. 83-90. This passage was excerpted from La
prisonniere in advance of publication and printed in the Nouvelle revue francaise just three weeks before
Proust's death—the last piece of writing published in his lifetime. Proust, "La regarder dormir,” NRF
110 (Nov. 1922).

16. RTP 3, p. 579; The Captive and the Fugitive, p. 86.
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compelled to read every gesture as a clue, every mark a hieroglyph to be deci-

phered—he has no need to scan her body for traces of distraction or infidehtv, no
urge to in«pml the letter that |)vt']\'~s Ol \iaihl_& from her kimono i)n(‘kt‘l. For a
hrief. blissful moment both Albertine and the world around her are stripped ot
meaning and implication—pure surface without inscription, pure image without
text. Erased of marks, impenetrable, illegible, the sleeping body has become 1ts
own most perfect prison.

Some readers have speculated that in such passages Proust has attempted to
inscribe his own death within the pages of his novel, notably reversing the normal
sequence of experience. Rather than transforming the debris of life into indus-
trial raw material for literary production, the novel provides the rough draft tor
the life that will have written it: life itself becomes the retroactive product of 1ts
own transcription. Like a recording machine forever running ahead of itself, the
book will have already transcribed the conditions of its own termination, turning
death into an already accomplished fact, and the writer into his own survivor.
Posthumous in his own lifetime, the writer becomes the privileged witness of his
own annihilation. In the crystalline simultaneity of a world viewed sub specie aeterni-
tatis, contingency will have been captured in advance, the future transformed nto

a modality of the past, and finitude nto the infinitude of writing.

Could Proust possibly also be guiding Man Rav's hand to help him snap the
final picture? Having spent his last few vears as impresario, stage-manager. and star of
his own private theater, carefully regulating the lighting, the curtains, the sound-
track, the props, the flow of visitors, Proust had transformed his dwelling place into a
photographers studio—a camera obscura, a darkroom, an archive and an exhibition
space (also a closet) in which evervthing could be captured. preserved, and displayed
in effigy and in negative—day for night, inner tor outer, male for female.!” Albaret
describes his bedroom as a cave whose inky darkness was broken only by the hght
emitted by a bedside lamp and streaming through the partially opened doorway.!®
His own bodyv shrouded in shadow, the light trained exclusively on his notebooks and

on his visitors. Proust had turned his bedroom mto a permanent zone of transit—a

)7, See the I.l\tiihlli]i‘_{ tit‘\kiillli!}li Ol PIHHHI‘M bedroom bv Diana Fuss. [ he Sense of an |
“_-.-rﬂ.h\ (ANl "'I_-'r' HH*:'M /f \.r"f‘r,’.,?nz:‘ l.—‘f‘;r 1] i_\t"-.‘. \tiil\‘, Rf:li?l{‘i{:t’ f‘“”‘r_ \l’:{]\t Hﬂ }hiw iit‘t!':t*!t\ll'.iit'{l Iltﬁ‘n Il‘[t‘
darkroom. in Proust. functions also as a laboratory tor rmrn-L-pmrinuhr:i@Ji experimments: the camera-
man's privilege 1s to bring all the other inhabitants ol the closet out into the open while remaimning secure-
Iv closeted himself. See Looking In: The Art of Viewinge (London: Routledge, 2001). pp. 191-212. The locus
classicus of this concept is Eve Kosofsky Sedgwick, Epistemology of the Closet (Berkeley: L'niversity ol
California Press. 1990). and see also Jonathan Freedman, cited n. 5 above. The epistemology of the closet
is. in this instance, an epistemology of the vestibule. since Proust’s interior is, like so many other fin-de-sie-
cle locations. a liminal site of indecision and delav—neither inside nor outside, neither hidden nos
revealed—an ambiguity that transforms the terms ol investigation and disclosure. See Heathe: Love,
Feeling Backward: Loss and the Politics of Queen History (Cambridge: Harvard University Press, 2007).

I 8. Albaret, Monsieur Proust, p. 402.
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train, a Noah's ark, a fleeting vantage point from which he could observe a world
from which he will have forever been obliterated.

Seeing evervthing while remaining invisible in the darkness, Proust had
become the perfect “spectator of his own absence. 1 Like his own narrator, who
had arrived home one fateful dav to discover that he was no longer at home, the
writer had managed to stage his own death within his own hfetime. Proust had
sketched the mise en scene with breathtaking etficiency. The sight of his grand-

mother, reading, oblivious to his presence, had contronted the voung Gyvges with

the spectacle of his own nullity. (Does not the sight of any reader—even 1t the
reader is the perfect reader, that is to say, one s own most cherished reader—have
this mortifving effectzr) With a few strokes Proust had managed to transtorm a
scene of quiet painterlv absorption into a nightmarish theatrical spectacle.2? A
domestic genre painting (the lacemaker, la liseuse) changes into a ghoulish phan-
tasmagoria in which the direction of the gaze reverses, window becomes mirror.
and the excluded viewer puts himself back in the picture, but only as a stamn o
absence. The narrator catches sight of his own superfluity—"an observer in travel-
ling coat and hat, a stranger who does not belong to the house, a photographer
who has called to take a photograph of places which he will never see again. !

Proust had in eftect staged the paradox of the modern bourgeois interior.
My prison, the place to which I cannot stop returning, is the site of my own disap-
pearance. Nowhere am I more exterior to my own interior than where most
immured. My home is where I make a habit of the absence ot habitation—a shell
in which I take the imprint of my own nonexistence, as permanent as a fossil, or as
fleeting as an impression in velvet.22 Evicted from his own dwelling place, Prous
had become as expatriate as Man Ray in his hotel nearby—Emmanuel Radnitzky.
the American “ray man” who will arrive at the dead writer’s bedside to take his
final portrait. Only from such a vantage point can the writer dictate the terms of
his own resurrection.

[t's a risky venture. Omitted from the system of the fine arts, photography
and 1ts affiliates have been conspicuously excluded from the imaginary museum of
the Recherche. There 1s no Elstir, no Vinteuil, no Bergotte, no Berma of photogra-
phy. Not even when seamstresses, cooks, and chanting street vendors are admitted
into the creative pantheon (Proust's canon expands capaciously, aggressively, and
unpredictably) do we encounter an aspiring photographer or cineast—only
opportunists peddling souvenirs, amateurs snapping bad snapshots, and the

19, RTP2, p. 438; Guermantes Way, p. 183.

20). Ct. Michael kried, Absorption and Theatricality: Painting and Beholder in the Age of Diderot (Chicago:
University of Chicago Press, 1988).

-4 RTP 2, p. 438; Guermantes Way, p. 183. 1 discuss this scene more extensively in “Impressions:
Proust, Trauma, Photographyv,” Discourse 31 (2009), pp. 86-105; see also more recently Dora Zhang,
“"An Lkye tor a Lens: Proust and Photography,” Representations (2012).

v [ am alluding to the logic of the interior described by Walter Benjamin in "Convolute L: The
Interior, Trace,” in Arcades Project, trans. Howard Eiland and Kevin McLaughlin (Cambridge: Harvard
U niversity Press, 1999),
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tourists, dilettantes, and perverts who peruse, collect, and protane them. As many
readers have noted, Proust's explicit aversion to photography will not stop him
from shamelessly exploiting the medium, whether as plot device, as literary tech-
nique (variable angles, exposure times, close-ups, framing shots, reversals), or
above all as a trope of literarv production: if the writing room is characterized as a
darkroom, this i1s because 1t makes palpable the traumatic latency or intermit-
tencv—the _\n’.f_/h'f's"f"_ij'/ﬂ'/f/:f ii—defines life as such.29

As 1S so often the case, Prousts 4.rl}it'{'lit11]\ A€ 1MmMosli illl{'l't'xlillf_{ where they
are most incoherent. Photography s boring. 1t 1s pedantic, repetitive, inartistic—the
standard nineteenth-century objection. It splinters time into an accumulation of
empty, 1solated mstants; it reduces memorv to a sterile recall of meaningless, dis-
connected moments; it reduces the viewer to a stupid, mechanical apparatus; like
everv mstrument of voluntary memory, it numbs, it dumbs, 1t repeats, it flattens.

Or: photography 1s not nearly boring enough. It encourages creepyv antics: sadistic,

pornographic, perverted. Weird things start happening in the darkroom.

(Elevator bovs get sexually molested.) Weird things start happening in the living
room. (Photographs turn mto fetishistic stage props tor obscene, parricidal les-
bian performances.) And by the end of the novel, when under the narrator’s eagle
eve, the whole world has turned into a kind of photograph, weird things start hap-
pening everywhere else as well: on the beach (the camera pans. and voung girls
splinter into a whirl of disconnected body parts); in the hotel bedroom (the cam-
era zooms, and a woman dissolves into a manv-headed monster); in the street (the
shutter fhickers, and virile bodies scatter into a sprav ot chopped-up poses): in the
brothel (the aperture opens, and a man freezes into a hunk of bleeding lava); n
wartime Paris (the flash goes off, and even the buildings start swayving, as it lascivi-
ously inviting their own flagellation); 1in the salon (the album thips open, and the
specimens are all dragged out: grotesquely magnitied, overexposed, shimmering
with silvery patina).

T'he photography that Proust achieves in writing bears little resemblance to
the photographs he describes; it 1s anvthing but portrait, snapshot, advertisement,
or document; 1t is spirit photography, 1t 1s pornography, 1t is chrono-photography,
It is experimental, avant-garde photography, 1t 1s Impressionism, 1t 1s Cubism, 1t 1s
Surrealism, it 1s photography that might have learned a thing or two from Man
Ray himselt.

In his artistic pl';l{'li('t'. Man Rav 1s famihiar with the erotic allure of the mmani-
mate—mannequin-women, sexualized machine bits. masks. surtaces. and detached.
(‘1‘<1|)[)(-(l. or distorted body parts embalmed 1n crvstalline abstraction. (His commer-

23. For a sustained treatment of photographic tropes in Proust, see Mieke Bal, 1he Mottled Screen:

Reading Proust Visually (Palo Alto: Stanford University Press, 1997); see also Brassair. Marcel Proust sous
lemprise de la photographie (Paris: Gallimard, 1997).
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cial practice as a fashion photographer will also lead him to explore this fetishistic
logic from vet another angle.2!) The year of Proust’s death. Man Rav will have stum-
bled on his most celebrated technique, the rayogram—a camera-less Image,

produced through the chance encounter between found object and photo-sensitive
paper, bypassing the minimal agency of eve and hand, of lens and shutter doubly
mortitying in both its effects and its implications: the artist is reduced to 1 mechani-
cal appendage to the dpparatus, and the image to a whitish silhouette tloating against
a darkened background. Man Rav himself will note the Pompeiian aspect of these

-
}

images—"“the undisturbed ashes of objects consumed by flames.”2> The Surrealists

will find in these spectral Images a trace of photography’s earliest spiritualist passions
and an inspiration for their own ongoing investigations into the occult 26

But this appears to be Man R;u"x tml_\' dltempt to capture an actual corpse.,
Faced with the gravity of the assignment, he seems to be retreating to more con-
ventional aesthetic ends. Rather than staging the compulsive mortification of
living matter, the picture hints of the resurrection of the dead. Even with eves
closed, bruised with shadow. and seen In profile, the dead man seems about to
return the gaze.27 Photography seems to resist the challenge of its own modernity,
retreating to its iInfancy in cult and ritual, as if to recapture a time when things
looked back and to anticipate a time when the world might be re-enchanted. As
paper turns mto stone, the ephemeral Image enters the domain of monumental
sculpture, a medieval gisant. an eftigy mediating between the living and the dead.
asleep, at rest, released from bodily affliction.

Intentionally or not, the image unfailingly recalls the icon of nineteenth-cen-

tury deathbed photography, with Proust’s face presenting an almost pertect negative
of Victor Hugo's luminous profile as shot by Félix Nadar in 1885. Nadar had shot the

-

dead poet from the side. af eve level, as if to accentuate the Intimacy of the
encounter, his face blazingly illuminated, beard glowing as incandescent as—a “burn.
Ing bush.”8 Set against a caretullv arranged black velvet backdrop like a Spanish

24. I'he opposition between Man Ray’s artistic and commercial practices has been justl ques-

tioned, from André Breton onwards, on both formal and economic grounds. For a recent argument,

see Hannah Crawforth, “Surrealism and the Fashion Magazine,” American Periodicals 14 (2004).

29, Man Rav, Exhibition Rayographs 192]1-192§ (Stuttgart: L.G.A., 1963). quoted bv Rosalind Krauss.
L he Oniginality of the Avant-Garde (( ambridge, MIT, 1986). p. 102.

20. For an outstanding exploration of these themes. see Rosalind Krauss and Jane Livingston.
[.amour fou: Photography and Surrealism (Washington: Cororan Gallers of Art, 1985).

217 T'hroughout her memoir, Albaret Keeps returning to the subject of Proust’s penetrating gaze, all
the more piercing for being alwavs in shadow. Fven in death his evelids. like Albertine’s, are described
as loosely closed, as if he were onl lightly sleeping. On the relationship between aura and the return
of the gaze (and its atrophy in modernity), see Walter Benjamin, “On Some Motifs in Baudelaire.” in
Collected Writings, ed. Miq hael Jennings (Cambridge: Harvard Universitt Press, 1996-2003). 4 vols.. vol.
% P 38,

28. Cf. Richard Howard's ekphrastic poem cvcle, “Homage to Nadar™ in Misgivings (New York:
Athenaeum, 1979).
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Felix Nadar. Victor Hugo on His Deathbed.
[885 / Paul Getty Museum. [.os \!;;_j'r les.




Man Ray. Proust on His Deathbed. 1922,
Musee d ' Orsay, Paris.

© 2013 Man Ray Trust / Artists Rights Society
(ARS), NY / ADAGP. Pans.
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still-life emerging radiantly from the void, the body was released from the fallen
evervday realm and returned to the order of divine creation.

\Ithough Man Ray 1s transparently working within the limits of the domestic
setting, he has worked hard to neutralize the background, manipulating the lighting
and removing all cistracting details from the scene. We can measure the extent of his
mtervention by comparing the official signed version, in the Getty collection (see
page 9), with an unsigned variant in the Musée d'Orsay (see page 16). The Getty ver-
sion shows barely a hint of context: there 1s no opening to exteriority or contingency:
the flowers strewn across the bedclothes, still visible in the background of the
d Orsav version, have been removed; the sheets neatly stretched; the blinds tighth
drawn; every natural source of hght has been blocked such that the only light is sup-
plied by the photographer himself, who thus eftectively occupies the place of God.

On Hugo's deathbed, with his own participation, the culture industry was
transforming the nineteenth-centurv dream of stone mto a media nightmare. As
the writer lav dving, his friends and familv were relaving his carefully crafted last
words to the fans and journalists swarming outside the apartment—headlines were
composed, engravings prepared, memorabilia manufactured, song-sheets circu-
lated, posters printed advertising the spectacular state funeral to follow, an event
unprecedented m scale and extravagance, attended by over two million (a num-
ber greater than the entire population of Paris at the tume). The flowers for the
event reportedly cost over one milhion francs.=? An engraving based on Nadar s
photograph was published on a magazine cover, and sold in bulk the dav of the
funeral. The writer who had announced the triumph of the printed page over the
book of stone, literary monument over monumental building.’? was himself indeli-
bly inscribed within the monumental secular architecture of the Third
Republic—outdoors, in the baroquely draped Arc de Iriomphe, under which his
body lay in state for public viewing, and indoors, in the deconsecrated Pantheon,
where 1t remains to this dav. Hugo had sought to secure such petrifaction within
his lifetime. “Je voudrais signer ma vie par un grand acte, et mourir. .

Placed side bv side, the two images scan almost exactly in reverse—right tor
left, light for shadow, white beard for black. What i1s the force of these negations:
[s Man Rav developing the cliche of the deathbed transfiguration scene (cliche, 1

French, means also a snapshot, a photographic negative, a printing plate: a

29, For a discussion of Hueo's funeral. see Avner Ben-Amos. “Les Funerailles de Victor Hugo, 1 Les
lieux de memowe, ed. Prierre Nora, 7 vols. (Paris: Gallimard, 1984-92). vol. 1. La Republique. and 1in the

Ly

larger political context of nineteenth-century state funerary culture, see Ben-Amos, Funerals, Polilies,
and Memory in Modern France, 1789-1996 (L.ondon: Oxford University Press, 2000). See also, on the cre
JIHH1H|Ehr|lH:utt¢rh:HktIHLlin‘r\hﬂﬂinwltJhﬂn:Hr fﬁ;ﬁuh:ﬁ Yuﬁwff»g:iVJH~'Yﬂﬂlnnxfh'h
Réunion des muscées nationaux, 1985H).

30 See Ve lhtt‘! (;‘1]\”1]_ “A I Dream 0] Norne f'r;‘.r;,—'f, \x* and Monwumentality 1tn Nineteenth-Centunry
France (Cranbury, N|: Associated University Presses. 2004). In Hugo's case, the political stakes are
clear: 1t 1s a question of reclaiming the public space of the cathedral tor the purposes ol secular,
democratic modernity.

1. Victor Hugo, “L'Océan,” in Oeuvres completes (Paris: Lattont, 1985-90), 15 vols., vol. 15, p. 294.
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“stereotype’ in every sense); i1s he reversing it, so as to undermine or refuse the
romantic platitude of aesthetic redemption; or might there be a secret solarization
effect at work, a blurring of the line between positive and negative that might dis-
turb or complicate the antithesis between aesthetic transfiguration and 1ts
converse? The two portraits explore many of the same ambiguities, not least the
tension between a marmoreal aspiration to immortality and the ephemeral exi-
gencies of photography—between monumental literary ambition and the
fleetingness of the moment, between singularity and repetition, between stone
and paper. Can photography achieve the dignity of sculptural form? Or could 1t be
that sculpture itself is already implicated in the vicissitudes ot photography, sus-
ceptible to all its proliferations, reversals, distortions, delays?

The conventionality of the deathbed scenes 1s only the first hint that Proust,
tor his part, might be resisting the aestheticization he seems simultaneously to be
iviting. T'he vision of blind somnolence barely veils a recurrent fantasy of violent
enucleation,”= while the 1image of petritied tranquility 1s in any case a temporary
measure that unfailingly underscores the horror 1t wants to pacity. The entire nar-
rative leading up to the grandmother's apotheosis had presented the record of an
accelerating spiral of decay. Mud-stained 1n the garden, unruly in the hotel dining
room, red-faced 1n the parlor, disheveled i the carriage, she had eventually meta-
morphosed into a savage animal in the sickroom, a Medusa covered in leeches, a
ogrotesque fetish-sculpture, only momentarily transtormed into a work of civiliza-
tion, a Gothic masterpiece that for all its perfection has no ability to endure.

L.ong after her transfiguration, during the nightmarish “intermittencies™ at
Balbec, she will return, in dreams, as a monster, a ghost, a crumbling statue (petri-
taction fails to stabilize), and finally as a photograph. Returning to Balbec the
summer after her death, the narrator 1s startled by the sight of a photograph of
his grandmother taken the previous year; neither the wide-brimmed hat, nor the

flattering half-hght, nor the carefully contrived pose conceal the fact that her face

had already been disfigured by an array of enigmatic inscriptions, each one pre-

19 ]

32. Behind the ecstatic image of the unseeing sleeping woman lurks the repellent figure of Odette
as she had appeared to Swann in a dream towards the end of their romance (that is, shortly before the
begimning of thewr marriage)—her face a ruined landscape, gaunt, pitted with exhaustion, her eves
bursting from their sockets, “ready to detach themselves like tears and to fall upon his face.” As
Odette's gaze characteristically starts to wander, Swann experiences a surge of unembellished hatred:
he “would gladly have gouged out those eves which a moment ago he had loved so much, have crushed
those flacaid cheeks” (RTP 1, p. 375:; Swann's Way, p. 539). Swann’s vengeful fantasy darkly foreshadows
the narrator's own supertficially more benign childhood reverie, described shortly later: the narraton
will cherish Gilberte s gift ot a coveted agate marble, bought from a stall on the ('Ilinnpx--l;_l\uu-a. | he
scenario will in turn anticipate Albertine’s captivity: choosing a marble with the same color as
Gilberte s eves, he endows 1t with the gleam of life, as if to have taken possession of her gaze (RTP 1, p.

395 Swann’s Way. P. Ni2Z).
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senting a kind of Rorschach blot in which everv reader discerns something differ-
ent. Everyone who looks at the photograph sees a different mark, each with its

specific forensic function. Francoise, the servant. immediatelv spots the little mole

on her cheek. “Poor Madame. it’s the very image of her, down to the beauts SpPot

on her cheek.”?3 (The photograph as identification.) The narrator’s mother SEES
In her ravaged features the archive of an illness. “[1t] seemed to her a photograph
not so much of her mother as of her mother’s disease. of an isult inflicted by that
disease on my grandmother’s brutally buffeted face.” (The photograph as docu-
mentation.) The narrator for his part reads in her sorrowed creases and furrows
the indelible stigma of his own guilt. “Never again would I be able to erase tha
tightening of her face, that anguish of her heart. ... " (The photograph as accu-
sation, testimony, indictment.)

| he narrator’s breathlesslv antic Ipated encounter with the statue of the vir-
gin at Balbec church had already set the scene.6 The firsi sighting had unfailingly
disappointed: endlessly carved and embellished in his teverish imagination, the
real thing had, as usual, turned out to be more like 2 copy than its own copy.
Reduced to a “stonv semblance” of itself. stripped of aura and originality, it was
unable to compete with the plaster casts and photographs in the Trocadéro
museum.”’ Grimy with soot, disfigured by the assault of time, neglect, banality. the
stony virgin presented the face of irredeemable senescen e—"a lttle old woman
In stone, whose height I could measure and whose wrinkles I could count.” The
desecrated statue is the portrait to the grandmother’s Dorian Grav: while the
dying woman gets younger, the Image putresces.

Its ruined and darkened surface had provoked in the narrator a violent
desire to scrawl his signature in chalk for the world to see.

111 I had chosen to scribble mv name upon that stone, it was she. the
iHlustrious Virgin . . ., the Virgin of Balbec . . . who. on her bods coated
with the same soot as defiled the neighboring houses, would have dis-
plaved—powerless to rid herself of them—to all the admiring
strangers come there to gaze upon her, the marks of mn piece of chalk
and the letters of my name, and it was she. finallv. the immortal work of

art so long desired, whom I found transformed . .  into = little old

9. ¥ 2 L 72 Sodom and (somorrvah. P. =
i g ' I i
l_ . lj_ | ;f’t_' "'”a(f”rh' f{_}.r;f: {;r:r;‘n;_}f(,"f,ﬁ. EJ_ _" I;

. 3. D. 146: Sodom d;rd'fkurhfuif!h~l’- 214.

30 RIP 3, pp. 19-21; Within a Budding Grove. pp. 522-25. For the various sources of Balbec cathe-

dral (Baveux, Saint-Pol-de-1.éon. Amiens) as well as the « omplex Ruskinian subtext of Proust’s desci 1p-
tion, see the editorial notes in RTP 9. p. 1349; see also Jo Yoshida. “Metamorphose de 'église de
Balbec: un apercu genetique du “Vovage au Nord.,”” Bulletin d imformations proustiennes 14 (1983). pp.
t1-61; and Cynthia Gamble. “A I'ombre de 14 vierge dorée de la cathédrale d’ Amiens: Ruskin et | 1mag-
iILlirt‘]}IWJII\litWII!thu Cazette des Beawux-Arts 1995 pp. 21399

e —

L) *=*

2. Compare Hal Foster on the “Mona Lisa” effect whereby “the clhiche only heightens the cult.” See
“"Archives of Modern Art.” October 99 (2002). PP 81-95.
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woman in stone whose height I could measure and whose wrinkles |
could count.*s

Since this imagimary vandalism 1s one of the few bits of writing achieved even 1n
fantasy at this point in the novel, 1t should be taken dead seriously. Reduced to 1ts
minimum condition of possibility, the act of authorship here amounts to the com-
pulsive tracing of the writer s name. l'he fantasy poimnts to a destructive kKernel ai
the heart of the literary endeavor: 1 leave mv mark on the bodv of the mother who
must bear the cost of mv own productivity as an assault. I destrov what nourishes
me, and leave my fingerprints on the corpse for all to see. Simultaneously crime.
boast, and the scribble of a confession, the gratfiti functions as a Kind ot photo-
oraphic negative—white on black: at once a shadowyv anticipation and a resistant
counter-image—of the work to come.

White on black: the mark also unmistakably retraces the tracks of an earhe
crime scene that goes back to the very opening ot the Recherche. Upon finally
securing his mother's forbidden presence, recounts the narrator, "I felt that I had
with an impious and secret finger traced a first wrinkle upon her soul and brought
out a first white hair on her head.... 59 The crime had marked the mauguration
of his literarv career and its simultaneous abortion. To this traumatic event he will

date the evacuation of all nillpmwr. determination. and writerly disc i]':lim:

The ultimate tension 1s thus, mn the end, not simply between expansion and
contraction but between mscription and erasure, between the covered page and the
blank page, a distinction that mav in the end amount to verv little: Proust's desire
for the unmarked surtace 1s matched onlv bv a fhorror vacu: that shrinks back trom
the emptiness it continually seeks. Proust dreams of omitting paragraph mdenta-
tions, composes sentences that run on for pages, paragraphs that refuse to end.
pages that invade therr margins and overtlow their edges, sprouting little strips ol
paper. the paperoles that trail in all directions like the tendrils of a climbing plant (to
which Albertine s sleeping body 1s also compared).

[f Albertine s \Illlltl}(ﬁ'iilg; bodyv, like the ;:lllll(ll]lfillitW"k dead one, 1s tem-
porarily cleared of marks, it her virginity 1s restored, this 1s not only or even
essentially with a view to apotheosis. The erasure must also take place to make
" 2. p. 21 Wathin a Budding Grove, p. 324. "Une petite vieille de pierre : Ironically, 1

o

the force of citation that restores a oHmmer of aurati lii:liﬂ\ 10 the desecrated statue by req
it within the modernist hiterary imaginarv. See Charles Baudelaire, “lLes Petites Vieilles™

Flewrs du mal, in Euvres completes (Paris: Gallimard. Bibliotheque de la Pléiade, 1971), vol. 1, pp. 89-91.

Baudelaire had dedicated “Les Petites Vieilles™ to Victor Hugo., who upon reading 1t announced that

macabre new rav. had entered the artstic universe. Proust remarks on the sublime crueln
Baudelaire s vision: the poet externalizes or “paints™ a feeling m its unvarnished objectivity without
wi't'L.itl'_.‘, either to sentuimentalize or to "t'\I"it‘w" 1It. Proust., Contre Sainte-Beuve, ed. Pierre Clara
Yves Sandre (Parnis: Gallimard, Bibliotheque de la Pléiade, 1971). pp. 250-52.

39, RIP 1, p. 38; Swann's Way, p. 52
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room for further mscription. Albertine is thus a perfect avatar of Sade’s Justine:
her unmarked body 1s a mystic writing pad whose surface needs to be repeatedly
restored m order to be defaced—an indestructible surface perpetually available
tor further mutilation. In Sade, the act of torture 1s repeated almost infinitely:

nothing short of total annihilation can stop the writing machine, which 1s jusi

- the

()
— *

what happens at the novel's end when Justine is eventually struck by lightnin
final act of mscription 1s a natural disaster that outflanks and puts an end to
human writing.* Her surface 1s charred to the point where further inscription is
impossible, which 1s why she must disappear without a trace; her existence presup-
poses her continued capacity for mscription, and the text that bears her name
cannot survive her.

| he scenario perfectly crvstallizes Proust’s peculiar testamentary predica-

ment: how to write his name. how to claim autho ahip of the work that will outhve

||

him, how to sign without sealing his own death warrant in the act of siening, how

|

in

to die without reallyv dving. It allows the dead writer to negotiate the future while
suspending the question of hiterary succession. Monumental, self-contained, imvio-

late in his vulnerability, Proust manages to command a legacy while remaining
rigorously mtestate. Refusing to assume literary paternity even while multiplving
his progeiny to mfimity. Proust svstematically blocks everv successor but onlv so as
1O re-create evenrn :'iulilt'l' 1 hia OWIll iilhl*-__{t'. He iifit‘ﬁ !Iiia by iHHfH'lH'__{ 1%1:.‘ ACt Ol
reading mmto an act of critcal rewriting: he majestically enables. But precisely
transterring authority and authorship to the reader does he impose an irresistible
debt and dependency: he jealously disables. Proust in one blow strengthens and
disarms everv potential rival by capturing all future writing within the orbit of his
own text: hiterature 1s hencetorth both authorized and condemned to be nothing
more than the endless rereading ot the Recherche itselt.

wut if everv reading 1s a rewriting, and everv writing forciblv an erasure. this
must be blocked. The text must somehow inhibit or repulse the reading i1t simulta-

neously solicits. It the work keeps obsessively staging its own reading, if 1t cannot
stop producing commentary, exegesis, mterpretation, self-imitation, this 1s as
much to preempt as to demand fturther reading. This accounts for the strange
minimalism of the Proustian project—I1 d even venture to sav, its surprising ore:
tas. Despite or because of the gargantuan appearance of the novel, 1ts endless
expansiveness and extroversion, the work retreats from the space 1t opens up.
Expansion serves the purposes of infinite contraction: m its gigantism, the work
disappears from view. Proust has the almost unique abihity to turn accumulation
Into a mode of subtraction.

Proust 1s strictly anti-Romantic in his arithmetic: more becomes less. 1 he
margins must be filled to leave no room for turther mscription. lThe pages musi
keep accumulating to ensure that nobody will ever finish reading. The mmages

must keep repeating to the point where thev will be impossible to retain, com-

), (1. hkarmen Mckendrick, Counterpleasures ( Albanv: SUNY Press, 1999).
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pare, or synthesize. The book must be entombed in a library, preferably mis-
shelved or miscataloged, so that nobody will ever find 1t, at least not on purpose,
and in any case never at the right time.

| T]he better part of our memories exists outside us, in a blatter of rain,
in the smell of an unaired room or of the first crackling brushwood fire
in a cold grate: wherever, in short, we happen upon what our mind,
having no use for it, had rejected, the last treasure that the past has n
store, the richest, that which, when all our tflow of tears seems to have
dried at the source, can make us weep again. Outside us? Within us,
rather, but hidden from our eyes in an oblivion more or less pro-
longed. It 1s thanks to this oblivion alone that we can from time to time
recover the person that we were, place ourselves in relation to things as
he was placed, suffer anew because we are no longer ourselves but he,
and because he loved what now leaves us inditterent. In the broad day-
light of our habitual memory the 1images of the past turn gradually pale

and fade out of sight, nothing remains of them, we shall never recap-
ture 1t. Or rather we should never recapture 1t had not a few words...
been carefully locked away in oblivion, just as an author deposits in the
National Library a copy of a book which might otherwise become
unobtainable. !

And the volume itself must be packaged in such a wayv that even 1f he stumbles
upon it, the reader will somehow find himselt so overwhelmed by the sheer mate-
riality of the thing that he suddenly feels no impulse to read it. The ultimate book
in this sense becomes the unopened book, the unread book, the abandoned book,
the unreadable book—retained forever because permanently forgotten. This is
just what happens in the final scene of the novel, when the narrator, suddenly an
old man now, steps into the Guermantes library and is arrested by the ghimpse of
a book's red binding.

An unread book: 1s this not precisely what we all want to remember, and
even, ultimately, how we want to be remembered? This 1s how Walter Benjamin
will describe the rejuvenating power of the involuntary memory: it wipes the slate
clean. Deleuze was only half-correct when he admonished Proust’s readers—"tor-

oget about memory! 1= Forgetting 1s not so much the antithesis of memory; it is, for

Proust, memory's supreme achievement. This is less about excavating the past.

about recapturing a vanished substance, or about returning to the achievements

41]. RIP2, p.4; Within a Budding Grove, p. 300.

42. Gilles Deleuze, Proust and Signs, trans. Richard Howard (Minneapolis: University of Minnesota
Press, 2000).




Proust’s Remains

of a previous epoch. And 1t has nothing to do with nostalgia. It is rather about
returning to a time before possibilities were eroded, to a moment before opportu-
nities were squandered: what 1s being reactivated or repeated is not only the
pressure of unrealized futures but of futurity itself in its ineftaceable obduracy—a
potentiality all the more potent for being irretrievably past. Benjamin speaks of
"hn]}t_' In the past.

T'his forcibly has the appearance of a radical erasure. The essential accomplish-

ment of mvoluntarv memorv i1s to undo the indelible traces left bv what has been

missed. The blots and blemishes of the aging body are, for Benjamin, neither simpl

the eftects of natural senescence nor, as we sometimes like to console ourselves, the
marks ol accumulated wisdom, the outward expression of an inwardness, the
recrudescence ol ancestral teatures, or the visible inscription of moral character.t
Such marks have no positive significance or hermeneutic content; even to call them
remnants, traces, or vestiges 1s already to suggest something far too monumental.

T'hey are rather the ciphers of non-experience—the stigmata of missed experience,

squandered v\ln*l‘ivm'v. ruined t'_\'pm‘ivnu' t-.\'ln*l‘imn‘t' that ftailed. at the cruaial
moment, to register as such. Benjamin speaks of "arabesques of tforgetfulness.” This is

how he describes the ravages of aging in Proust:

| Proust| 1s filled with the insight that none of us has time to live the
true dramas of the hite that we are destined for. This 1s what ages us—
this and nothing else. The wrinkles and creases on our faces are the
registration of the great passions, vices, msights that called on us; but

we. the masters. were not home.

T'his opens up new directions for phvsiognomic speculation. Far from being
a legible surface on which we might decipher the traits of a stable character or
impose narrative itelligibility on a hfetime, the face 1s revealed as an archive of
accumulating omissions; the disfiguring streaks on our skin are just the alluvial
deposits left in the wake of what was unlived. A wrinkle shows just how ambiguous-
lv time nscribes itself on our mortal bodies. Like every mark, it seems to hint of a
discrete and datable moment ot decision or incision, while ultimately frustrating
the desire to identity any such moment. kven as it seems to bear the stamp of a

punctual moment “/n time, to mark a singular here and now of mscription, 1ts

5 [t 1s true that thas distinction 1s not consistently observed bv Proust himself, or at least by his narra-
tor, who 1s not alwavs faithful to his own anti-hermeneutic insights. Aging, in the novel, can also trigger the
atavistic apparition of suppressed hereditary traits: the dishiguring emergence, i old age. of a "faml
trait” (invariablv Jewish)—the “enormous maternal hook ™ observed at the final matinee (R1FP 4. p. 529:
Time Regained, p. 381) or the “enormous, tumid, crimson  nose erupting on the ravaged countenance ol
the dving Swann (RTP 3, p. 89; Sodom and Gomorrah, p. 121)—or of congenital sexual markers, like the
homosexuality that ends up secreting itself like a viscous substance on the surface of Charlus' corpulent
body. It can also reveal acquired social characteristics, such as wealth and status: a woman's face acquires
the metallic sheen assoctated with her father's banke: lHHf{'H\IHH. Or anothel '._;lin‘\{'\ comes to resemble the

(=
L}

streets of his childhood arrondissement (R1P4, p. 529: Lime Regamed, p. 581).

e

{4, Walter Benjamin, “On the Image of Proust,” in Selected Writings (Cambridge: Harvard U niversity
Press, 1999), ed. Michael Jennings. Howard Eiland, and Gary Smith, vol. 2, p. 244.
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belated appearance points only to a prior passage “through time.”* Appearing only
belatedly, like a text written 1n mvisible ik, the wrinkle 1s the pertect cipher of
traumatic anachrony.

Proust's own violently tactile vocabulary of impinging or breaching—brand-
Ing, imprinting, piercing, carving, scratching, ploughing, beating (i1t's a harrowing
series)—can be misleading if we fail to take seriously this temporal torsion.1
Every impression, from the bloody welts on Charlus™ naked body to “the little fur-
row traced in us by the sight of a hawthorn,” 1s a testimony to this traumatic pleat-
ing. What impresses itself most cruelly on our fragile membranes 1s the mdelible
imprint of what never registers as such. At the hmits of legibility, at the limits of
narrative, the creases on our skin mark the convolution—the wrinkle of latency—
that ruins time itself.

To erase the traces: this 1s not to overcome time i a moment of crystalline
eternity. It 1s rather to unfold, or un-crease, like a Japanese flower unfolding m
water, like a starched napkin grazing stuffly agamnst lips, or like a strip ol paper
unfurling, scroll-like, from a notebook.*” One might even say, stretching language
shightly, that Proust wants to decrease. He wants to smooth out the paper, to expose

the creases 1in the moment of their disappearance: that way he can grant time

iself 1ts own fleeting physiognomy.*® This gives another insight into Proust's per-

verse brand of minimahlism. It 1s ulumately what makes the Proustian corpse and
corpus, despite evervthing, a modernist one. Saturated with marks, 1t manages to
purge. Its stained and frayed surface turns marmoreal, and the monument
becomes ephemeral—a mystic writing pad, self-regenerating in its tatters, a tabula
rasa that marks the briefest interval to a new beginni

o)
1O

1D, | am borrowing Steven Connor's elegant formulation 1n The Book of Skin (Ithaca: Cornell
University Press, 2004), p. 90.

HO). For more on this language of breaching, see my earlier essay "Impressions” (n. 21 above).

}/. This hist of Proustian motifs could continue: the rustling pleats of a Fortuny gown, the splaving
open of a fan, the spread of a peacock's tail, even the stretching open of a bent elbow upon awakening:
in the opening pages of the novel, the uncoiling of the narrator's own bodyv becomes both the vehicle
and the promissory cipher of exegetical unfolding. All these physical gestures are suggestive of the sen-
sation of opening a book—a gesture that conspicuously does not, however, lead, at the novel’s end. 1o
an experience of actual reading or understanding. When the narrator distractedly opens up the vol-
ume ot Francois le champe in the Guermantes library, he gets no further than the title page belore
bemg swept up by the chain of sensations. In the final analysis, reading not only 1s unnecessary but can
even be an obstacle to epiphany: “sentences sometimes are an impediment” (RTP 4, p. 464; Tim
Regained, p. 285). "Books [behave| . . . just ike other things: the way the covers of a binding open, the
grain of a particular paper, mav have preserved in itself as vivid a memory . .. as the actual sentences of
a book™ (ibid.). This final image of the book as a tangible object—une chose vue rather than wune chose
lue—works against everv notion of hermeneutic Entfaltung: another model of unfolding is at work, irre-
ducibly sensuous, ephemeral, non-signifving. This frustrates any hermeneutic expectations that may
have been planted at the book’s beginning (and moreover subverts the circular closure habitually
attributed to the Recherche).

{8, | am here adapting Walter Benjamin's powerful summary of his own project: “To write history
means giving dates their physiognomy.” “Convolute N.11.2.7 in Arcades Project, p. 476.




Secrets of Iristan Tzara™

DANIEL HELLER-ROAZEN

On December 22, 1959, Le Monde ran an article bearing the striking if tentative
title “New Findings about Francois Villonz"! A subtitle explained that enigmatic
question 1 more certain terms: " Iristan lzara restores to the poet of the
“lestament all the lines attributed to Jean Vaillant, discovering 1600 anagrams in
Villon's work, imncreasing ‘Master Francois's’ age by two vears.” The essay began by
comparing the fifteenth-century poet's famously tumultuous life to a dark forest that

concealed within it not onlv trees. but also “monks. archers. pirkpt ckets. lawvers.

})(1;1(‘[](‘! 5. ambushes. and enchantments.” “For three vears now. the article I'(‘[)Hl'[{‘(l.

“Iristan Tzara has been walking in this forest. He has left 1t dazzled, with the feeling
of having grasped hold of something rare: a treasure, or a secret. In one month he
will publish—or perhaps one should say, he will detonate, since it will be more hike a
bomb—a book on Villon, chock-full of explosive material.”™ The hiterary news quickly
appeared elsewhere mn the French press. Only a day later, on December 23, 1959, the
French weekly Les Lettres francaises published an article by Charles Dobzynski whose
title proclaimed: “Five Centuries after the "lTestament, Tristan Tzara Reveals The
Secret of Francois Villon.” “In a few weeks, Fasquelle will publish a surprising book,” the
article related, "a kind of challenge to the passing of time and the mystery that
envelops certain poetic works, that draws away the depth of soul from attention to
contemporary matters. The book 1s signed Iristan Tzara and 1s called The Secret of
Francois Villon.”* Lest the readers mistake the identity of the author, Dobzvnski
recalled that the Tzara who would soon unveil the unknown secret of the fifteenth-

century poet was the same who had once founded Dada.

[ristan Tzara i1s a man of surprises. Almost exactly halt a century ago,

with Dada. he invented a terrible weapon, a kind of destructive rav.

['his text will appear in a shightly different form as a chapter of my torthcoming book., Dark
/?!H\Q'Hr s: The Art (f Hrﬂ_;_f'.fh s and Ruddlers (New York: Zone }!ﬂHl‘i\\. 2015).
l. Jean Couvreur, "Du nouveau sur Francois Villonz,” Le Monde, Dec. 22, 1959, p. 9. (All transla-
tions are mine unless otherwise noted.)

[bid.
o, Charles Dobzvnski, “Le Secret de Francois Villon,” Les Lettres francaises 803 (Dec. 17-23, 1959).
pp. 1-4.
3 [bid.. p. 1.
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which gave poets the right of hife and death over language. Words were
submitted to a strange fire that killed commonplaces and, at once, oblit-
erated meanings that had been on the map for centuries. For four years
now, in the quiet of his study, which 1s filled with mementos of Surrealism
and Oceanic masks, all competing with the Phoenix of the unusual for
perpetual rebirth, Iristan Tzara, hike a scientist in his laboratory, has
been preparing to reveal one of the most vertiginous literary surprises of
the century. 1t will radically change our knowledge of the greatest poet of
the end of the Middle Ages, Francois Villon, whose “Testament” 1s, n
fact, the birth certificate of modern poetry. This time, therefore, Iristan
1zara has not confronted language 1in order to destroy it, but to discover
within 1t, under the heavy ash of the centuries, the hidden sense, the fire
that burned under the cold appearance of enigmatic allusions and cryp-
tograms, encrusted in a text that has been studied a thousand times,
interpreted, debated, 1n all 1ts symbols.>

T'he Secret of Villon, however, was slow to be revealed to the public. The book did
not appear in 1960, as the two articles from 1959 promised. At the time of Tzara’s
death in December 1963, the work had still not come to light. Christophe Tzara, the
author’s son, would later recall that his father had been “correcting the typed manu-
script in his last moments.™ Yet it was not printed in the immediate aftermath of his
death. For further news of Tzara's final work, readers would have to wait until 1967,
when Pierre Le Gentil, in a chapter of a monograph on Villon, related what he had
found 1 studying the manuscript of Tzara’s last book.” More information about 7he
Secret of Villon was disclosed eight years later in an article by Jean Dufournet, “Tzara
and the Anagrams of Villon.”® In the same journal in which Dufournet’s essay
appeared, Henr1 Béhar published a nine-page fragment from Tzara’s book, which
he titled “"The Meaning of Anagrams.”™ He also contributed to the issue a critical
essay of his own m which he revealed that a complete edition of Tzara’s work was
underway and that, "at a later date,” The Secret of Villon would appear in print, so that

the reader could at last "form an exact and personal opinion” concerning the poet’s
“decidedly mnovative thesis.”!? The “later date” turned out to belong to a future
more distant than one might have anticipated. Only in 1991 did the sixth and final
volume of Tzara's Complete Works appear, disclosing the aged but still new “new find-
ings  promised three decades earlier.

Tzara's interest in the medieval poet had long predated his last book. As
early as 1949, he had graced Pierre Savinel’s edition of Villon’s poems with a

Ibid.
Henri Behar, “A mots découverts.” l'.'.ruu/;r 53: 555 /556 (1975H). p. 06
Pierre Le Gentil, Villon (Paris: Hatier. 1967). pp. 21-30).

Jean Dutournet, "Tzara et les anagrammes de Villon,” in Nowuwvelles recherches sur Villon (Paris:
Champion, 1980), pp. 249-73.

7
8.

= I

9, [ristan lzara, "La signification des anagrammes,” Ewrope 53: 555/556, pp. 86-95.
1 0). Béhar, “A mots découverts,” p. 96.
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|)|‘(*[‘;1lm‘\ essay 1n which he stated that modern poetry, as a whole, “finds one of
the elements of its functional mechanism in the poetry of Villon."!l *“Some have
wished to see 1in Baudelaire the initiator of modern pm-ll‘\.f he wrote.

because of his recognition of the real world from which he draws his

yoetry. In his sincerity, he represents a reaction against Romanticism.

n the same way, Villon 1s at the source of an equally modern current n
poetry: that which, in reacting against the Romantic and later conven-
tional love of the troubadours and against the unrealistic religious for-
malism of his time, announces the end of the Middle Ages. By this real-
istic position, and by moving from the elements of his life to reach a
personal vision of the world, Villon bestows a new criterion on poetic
criticism. The authenticity of poetry, from this point on, will be a quali-
ty residing in the variable and organic concordance between the
apprehended fact and 1ts expressed transposition. Poetry will be true if
the sentiment that animates 1t has been intimately lived, not if 1t results
from some received formula. It will be necessary, 1in short, for the poet
to have hved 1t intensely enough for his poetic expression to be natural-
ly adequate to 1t.!?

In this sense. Tzara concluded. Villon's 1s not onlv a “poetry of circumstance

(poesie de circonstance), marked bv a [);ll‘li{'llLil‘ historical setting: 1t 1s. more funda-

)

mentally, “poetry of the circamstance”™ (poesie de la circonstance), drawing from the
world the materials of an 1image uniquely taithful to the poet's encounter with 1t.15

In his preface, “The Modernity of Villon,” Tzara makes no mention of any-
thing that the medieval poet might have sought to hide from his readership. The
Villon of 1949, 1t seems, possessed no secret or still kept it to himself. The revela-
tion of The Secret of Villon would consist betore all else in the disclosure of this one
fact: that there existed a “secret of Villon™ that had lain concealed for centuries.
As the French press revealed, the cryptic thing in question consisted 1 an art of
writing that allowed Villon both to record and to conceal matters relating to the
circumstances of his poetry: allusions, suggestions, accusations, and statements
about contemporaries, signaled above all by the presence of proper names hidden
In a web of anagrams.

Tzara began his book by recalling that Villon's "Lais™ (Legacy) presents itself
as a “romance’ or “novel” (roman) of love that retells a major episode 1n the hife of
the poet and, more precisely, the reasons that “forced Villon to flee Paris.” "While
relating the continuation of his adventures, always in an ironic fashion, the
“Testament’ completes this first work and retrospectively explains the origins of
his misfortunes.”!t Villon loved a woman and would have continued to do so had

il. [ristan Tzara, "L actualité de Villon,” in Oeuvres completes, ed. Henrt Behar (Paris: Flammarion,
975-1991), vol. 5, p. 119.

2. Ibid.

3. Ibid.

4. Iristan 1 zara. Oeuvres rmu/u':'-'h'sq vol. 6: Le Secret de Villon. p. 9.
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he not suftered the combined blows of fate and poverty. The twentv-tifth stanza ol
the “Testament™ could not be more (*_\'pli('il:

Bien est verte que j av aime

Et amereoile voulentiers:

Mais triste cuer, ventre atfame

(Qui n est rassasie au tiers

M oste des amouereux sentiers.

Au fort, quelqu ung s en recompence,
Qui est ramply sur les chantiers!

Car la dance vient de la pance.!>

It's verv true 1 have loved

And willingly would love again

Jut a heavy heart and starved craw
Never full by more than a third

Drag me down from love s ways

By now someone else takes up the slack
Who's filled to the brim on the gantry

*—1

For the dance starts in the bellv.1

Citing these lines, 1zara draws the reader's attention to the final two, which
follows the poet's allusion to the "someone else” who, having taken “up the slack,
s “filled to the brim on the gantrv.” “Qui est ramply sur le chantier,” he notes, "1s an
expression of the period, meaning "Who has eaten well and drunk well, the
chantier or gantry, the piece of wood supporting the barrel, being, by extension, the
cellar. The hine Car la dance vient de la pance [ For the dance starts in the belly| para-
phrases a known expression. Here dance has the erotic meaning implhied by the

context. 7 That commentary is supported by the scholarship on Villon's language.

which Tzara knew well. I8 (;llli(‘kl\. however. | zara passes from the |mvl'.~s statement

to a level of the text that lies beneath that of the words that compose it. He evokes
a reading of the passage proposed by the early-twentieth-century philologist and
editor of Villon, Lucien Foulet.!” The penultimate line of the stanza, Foulet sug-
gested, contains four groups of sounds that, when combined, spell out the name of

1D, Ibid. The Middle French text cited here appears in the format given by Tzara. For a more recent
edition of Villon's text, see Francois Villon, Poesies completes, ed. Claude Thiry (Paris: Librairie géneérale
francaise. 1991), p. 107.

16. Francois Villon, “The Testament,” in The Poems of Francois Villon, trans. Galwav Kinnell (Hanover.
NH: Houghton Mifflin Company, 1965), p. 38.

7. Tzara, Le Secret de Villon, in Oeuvres completes, vol. 6, p. 10.

| 8. See, most recently, Claude Thirv's remarks in Villon, Poésies completes, p. 106.

19. See Villon, Oeuvres, ed. A. Lognon, revised by Lucien Foulet (Paris: G. Cres, 1919), p. 158.
defore being noted by Foulet, they were already observed by Jean Acher in a contribution that Foulet
most likely read: Jean Acher, review of Lognon, Oeuvres de Villon, Zeitschrift fiir frazosische Sprache und
Literatur 38, vol. 2 (1911), p. 22. See Behar's notes, Oeuvres completes, vol. V1, p. 539. The passage appears
as folio 124.
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a contemporary of Villon's evoked in both the “Lais™ and the “Testament.” It suf-
tices to read "Qui est RAMPplY sur les CHAN-TIERS™ for the figure to appear,

concealed i an extended anagram: “lItiers Marchant.”™ Foulet had drawn a simple

conclusion from this unexpected fact: luers Marchant must be the rival “someone”
whom Villon evokes, without explicitly naming, one line above.

Once noted in the line, the svllables of the name are difficult to denv. Being
audible, their presence, however dislocated, is almost apparent. A note contained
i lzara's unpublished papers suggests that when he first encountered Foulet's
remark, he was immediately persuaded of its validity. Yet he also sought to take a
turther step. He wondered whether there might not be other names hidden in

such a form in the svllables of Villon's lines.

| he anagram of Ythiers Marchant [as 1zara here spells the name] 1s
perhaps not an 1solated case. The analogv of certain lines of the Lais
with the stanzas of the " lestament, the nomenclature of the legatees,
arranged according to category or order of importance, the correspon-
dence of the nature of the mmheritance left to his tutor and his mother.
are 1 no wav gratuitous. It 1s in this direction, it seems to me, that one
should pursue Ivestigations.=!

By the time he composed 1The Secret of Villon, however, Tzara admitted that this firsi
imtuition had been mistaken. "Persuaded that there must be other revelations in
the work of Villon,” he recounts, “I looked for anagrams formed as indicated
above—without the shadow of success. == Pierre Le Gentl later confirmed his con-
clusion. "Anagrams analogous to the one cited bv Foulet, he asserted, albeit not
unequivocally, "apparently exist nowhere else i hines by Villon. =% Yet 1zara tells
us that 1in time, his failure led to one major linguistic discovery. He found that n
the line commented upon bv Foulet, the name “ltiers Marchant™ could also be
represented as present in a form different from the one suggested by the philolo-
ogist and according to anagrammatic rules more subtle, more exact, and more
systematic than had ever been observed.

I'zara explains in his book that these rules, when conjoined, define a “proce-
dure” that Villon adopted in the composition of a number of his poems, mosi
notably the "Lais.” “The procedure consisted in including, in a line or in a portion of
a lime mvolving the anagram, a word or several words whose letters are systematically

distributed with respect to a center, constituted by one or two alphabetic signs, the

spaces between words counting as null. =t Three pomnts implicit in this summary are
worth retaining. The first 1s thai thc anagrams detected by Tzara, unlike the cryptic
figures that traditionally go by that name, cannot be restricted to the space of individ-

Francois Villon, Lais 81 (XI), in Poesies completes, p. 67; Testament 970 (XCIV), p. 169,
| zara. 1in Oeurres rrHH'fI.’It tes. vol. 0. . 3349

|l zara. Le Secret de Villon, 1n Oeuwvres fum:f;f{'h . vol. b. P. 1()

e Gentil, Villon, p. 22.

[ zara, Le Secret de Villon, n Oeuvvres completes, vol. 6, pp. 10-11.
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ual words, being in each case distributed across a single line of verse or one of its seg-
ments. The second point is that within such a textual extension, the white spaces
between words can play no role. To recover the names hidden i Villon's lines, one
must begin by counting only letters. Implicitly, Tzara reasons in this sense as did
Mallarmeé: for both, as suggested by the author of “Crise de vers,” “from many expres-
sions, the line makes a total, new word, foreign to language™ (Le vers, qui de plusieurs
vocables refait un mot total, neuf, etranger a la langue).?> Finally, within this new "word,” a
center may be discerned: an "axis . .. constituted by one or two alphabetic signs,” with
respect to which the letters of the hidden word or words are distributed m strictly
symmetrical positions to the left and to the right. For example, 1t a letter belonging
to a secret expression can be discerned two positions to the left of the center, another
will be legible two positions to its right; if, by contrast, no such component letter may
be observed one position to the left of the center, none may be considered to e one
position to its right. Tzara adds that when the hidden word 1s composed of an even
number of letters, “the center 1s constituted by one or two letters; in the latter case,
the letters may or may not be used in the formation of the anagram.” When the con-
cealed expression, instead, possesses an odd number of letters, “the center will be
represented by a single letter, which must inevitably count among those that are nec-
essary for the formation of the anagram. 2

For the poetic procedure to function fully, a certain hicense 1s required. "While
the numeric disposition of these anagrams 1s strictly observed, 1zara explains,
“Villon takes hiberties, which concern only the spelling of words.”7 Some retlect vari-
ations in orthography that are commonly to be found 1in medieval French
manuscripts, not least those that transmit Villon's poems. For example, pauvre may be
spelled as povre, vieil as viel, vengeance as venjance.?® Yet Tzara msists that one also take
into account other types of divergences in spelling. Scholarship on Villon's language.
as 1t 1s recorded 1 manuscripts, suggested to him that the poet had taken as equiva-
lent certain written signs that in Middle French were otherwise held to be distinct.
[.ouis Thuasne noted, for instance, that in some cases, Villon adds to words a termi-
nal s (or withholds 1t), without effecting any change in their meaning.2? But Tzara
argues that one must also admit further licenses 1in writing, many of which were, and
remain today, generally unknown to specialists of Middle French scribal habits.

17ara t*Xpl;ti!h that to grasp the words secretlyv scattered across Villon's

lines, one must always keep in mind a complex system of orthographic impera-

tives: suppress a ¢ at the end of a word ending in -an or -en, replacing it, if need
be, by an s; erase any s before f inside a word; remove [ before x; replace [ by 2

or x or by ¢ before [, ¢, or a; take 1, y, and j to be equivalent (or replace a y with

Stephane Mallarmé, “Crise de vers,” in Oeuvres completes, ed. Henri Mondor (Paris: Gallimard,
. P 368.
Y zara, Le Secret de Villon. in Oewvres fu‘!?ﬁf!f'rfr'\, vol. b, ]). | 1.
Ibid., p. 12.
See Dutournet, Nowwvelles recherches sur Villon. D. Z291.
1zara reters (Le secret de Villon, in Oeuvres completes, vol. 6, pp. 292-95) to Louis Thuasne's “La rime
chez Villon,” in Thuasne, Villon et Rabelais: Notes et commentairves (Paris: Fischbacher, 1911), pp. 369-418.
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two ¢5); exchange jand g rewrite any double consonants as a single consonant
or rewrite, instead, some single consonants by two consonants: treat anv metri-
cally elided or "mute” ¢ as either possibly included in or excluded from the
anagram; consider o to be equivalent to «; take ¢ as interchangeable with i:
Write ou as oe or oue: (‘|)|1l('t‘ ¢, when necessary, with g; and take m to be equiva-
lent to n and n as substitutable for m.30 Such rules enable the reader to find

certain words that for the purposes of anagrammatic analysis can be repre-
sented 1 a number of different sll;lpt*m 1 he priest Sermoise, whom Villon is
reported to have killed on June

5, 1455, tor instance, appears in Tzara’s read-
Ings in no fewer than twelve distinct forms: “Sarmoies.” “Sarmoie.” “Sarmove.”
“Sermoye, “Sermoie,” “Sermoies,” “Cermoie.” “Cermove.” “Cermoies.”
“Carmoile,” "Carmoie,” and “Carmoies.” Yet Tzara also admits that it is possible
that his orthographic principles are imprecise, in the sense that “more general
laws™ concerning the proper spelling of Villon’s manuscripts mav still be found.
“I do not claim,” he observes, “to have exhausted the question. 5!

Lhe Secret of Villon suggests a graphic method for the illustration of this
procedure. It consists of tying individual letters on either side of the central
axis to each other by means of “curves” drawn below the printed text.’2 The
publishers of Tzara’s final work include no images of this method of represen-
tation, of which Tzara offers an abbreviated description in his book. Yet one
can find an example of its form in an article published in 1960 in which Louis
Aragon announced that Tzara will soon unveil unseen anagrams in Villon’s suc-
cessor, Rabelais.3?

T'he publishers of The Secret of Villon chose to present the anagrammatic Pro-
cedure by more traditional typographic means, which are easily described. First.
all the letters in a single line are set beside each other, without spaces, as 1f they
tormed an entire word. Then, on two successive lines below. two more sets ol signs
are printed. The first will indicate, by means of plus and minus signs, which letters
play a role in the hidden word. On the second line beneath the text. the func-
tional letters of the concealed expression will then be numbered according to the
order of their appearance in the word or words that thev evoke.

T'he hirst example printed in this form in The Secret of Villon is the line from
the "Testament™ analvzed bv Foulet, which appears as follows: 31
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Here Tzara recovers the same anagram as did Foulet—/Itiers Marchant—
without. however. admitting Foulet’s implicit principle that the concealed
name be present in the line through the rearrangement of its constituent sylla-
bles. Tzara reckons. in short, not in “anaphones,” as did Saussure 1n his hidden
notebooks on poetry, but in grammata in the strict sense, letters distributed

across each line. For him, the words concealed in Villon's verse are composed

not from sound clusters but from graphic signs, which function as the indivisi-

ble elements of words. It follows that the hidden term ceases to be pere t‘[)lihlt‘

to the ear. The play of purely alphabetic units is too subtle and too complex to
be heard as such. A svllabic decomposition of one of Villon’s lines will 1ssue 1n
only eight or ten elements, depending on the verse form employed by the
medieval poet. Admittedly, one may fashion more units by extracting the occa-
sional phonemic part from a svllable. as Foulet does in drawing a Y from ply in
ramply. Yet as long as one counts 1n svllables. the set of functional units will

remain small in number. It one re kons 1n letters. at least twice as many ele-

ments will appear. The possibilities ol combination and recombination,
accordingly, will increase.

[7ara knew this well. More than once in The Secret of Villon, he argues that
several names could be found in the same words and phrases, being projected
across a single metric space and written, so to speak, upon each other.
Sometimes entire sentences could be recovered in the space of a line. In the
conclusion to the book. for instance, Tzara gives a thorough analysis of Villon's

‘Ballade a s’amie.” ending with an intense interpretation of its final address:

e L s s e : . :

Prince amoureux des amans le greigneul
Vostre mal oré ne vouldrove encourtr,

Vais tout franc cuer doit, par Nostre Seigneur.

Sans empirer, ung povre secourlr.

Amorous prince and greatest lover
I don’t wish to call down vour distavor
But everv true heart must by the heavenly Fathen

dave a poor man before he sinks under.®

Applving the rules ol the procedure to the first line of this envoi, one di1SCOV-
ers the hidden name of the "ln'inu-": Charles d’Orléans. Villon's friend and tellow
poet. Yet one finds find six other names, which Villon has “ironicallv’ written over
his: “Noé Jolis,” “Pardryers, “Denise.” “Itiers.” “Perinnet,” and “Sarmoie.”?’ In his

analvsis of the penultimate line ol the same envoi, Tzara goes further, finding

30, Villon. Testament. CXIIL 966-69, in Villon, Poésies completes. p. 167: for Tzara's analvsis, see L
278-82.

Secret de Villon. in Oeuwvres completes, vol. b, pp.

30. |ﬂH1H(WL /hr/”HPH\HII?MHrHM \Jﬁut}! S,
cy ™

3. For the name Charles d’Orléans, see 1zara, Le decrel (i I:ﬁww.ilt(J:u;;sxr-dnﬁhfpx,x:d.ii,IL 254
for the
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seven names, among them that of the knight Jehan le Cornu, that all point to the

actors in the “drama” Villon cannot forget:38
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Having revealed all the members of this company, Tzara explains that Villon

also encrypted in the line a “signature,” “validating the authenticity of his ana-
orams. It consists of a sentence, its letters symmetrically placed as if in a single
name:

MAISTOUTFRANCUOUUVEUVEREDOITPFARNOSTIRESEILIG NE
OO0 O + 4 | F+ O+ 0+ 000+ 4

9 10158 TR 5 1 bié 16 24 14 181211

Francois m a ese riple, “Francois Wrote Me™

Personified, this final anagram writes of itself, commenting in testamentary
form on the reasons for its persistence. It 1s the proof, Tzara writes, that Villon
conceived the entire “Lais™ as a continuous roman a clef. “"One could even sav a dou-
ble cle,” he adds, “if one keeps in mind that the kev that serves to open the real
domain of the drama and 1ts characters 1s a function of the second kev, which
allows one to decipher the anagrams. Villon's rich and varied imagination is thus
contained n the corset of a system of interpretation whose rigor and libertyv recip-
rocallv command each other.

L.earning of this late project, a reader tamihiar with the works of 1zara's vouth
might think of that other polvphonic poetic torm, the poeme simultan, which Tzara,
together with Richard Huelsenbeck and Marcel Janco, tamously performed 1n
November 1916 before the public of the Cabaret Voltaire in Zurich. Read “in paral-
lel” 1in French, German, and English, not successively but in a single stretch of time,
the poem "L amiral cherche une maison a louer” consisted in the structural lavering
of three distinct texts upon one another.'’ In the explanatory "Note to the
Bourgeois that accompanied the original publication of this work, lzara stated that
it responded, 1 its composition, to a particular pictorial practice. The “transmuta-

tion of objects and colors™ in "Picasso, Braque, Picabia, Duchamp-Villon, Delaunay

had prompted him to seek to "apply the same simultaneous principles in poetry.
The resulting creation, he wrote, was conceived in such a fashion as to permit any
member of the public to link the disparate associations of the poem to the “elements
characteristic for his own personality, mixing them, fragmenting them, etc., while
remaining in the direction that the author channeled. ! Despite 1ts apparent
cacophony, the poeme, in this sense, was to be led by a conductor, albeit in such a way
as to suggest different executions to its diverse listeners. “A contrapuntal recitative,”
in Hugo Ball's words, 1t was to constitute a performance “in which three or more
voices simultaneously speak, sing, whistle, or do something of the kind, such that

their encounters constitute the ('lt';_;‘i;t(‘. humorous. or bizarre \]‘:;ll}{‘ of the matter. 2

39. [bid., p. 282.

10, For Tzara's "simultaneous poems,” see Tzara, Ocuvres completes, vol. 1, pp. 492=-500.

bl See the statement accompanving the poem, ibid., pp. 492-93.

42. Hugo Ball, cited in Hans Richter, Dada, Kunst und Anti-Kunst: Der Beitrag Dadas zur Kunst des 20.
Jahrhunderts (Cologne: DuMont Schaube 1964), p. 28.
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The simultaneity of text and anagram in The Secret of Villon is of anothe
nature. In the Dadaist poem, three tongues coincide in a temporal extension,
sharing a single acoustical form: each is read aloud. very language is therefore
equally perceptible or imperceptible. Tzara presents Villon's poetry, by contrast,
as animated by two formally distinct levels of enunciation that are “superposed”
like 1images upon each other.*> Moreover, while the poeme simultan prompts those
who hear it to “mix, fragment, etc.” its elements in possibly incompatible ways, the
two levels of the medieval work, for the late Tzara. necessarily compose an
ordered and coherent whole. Villon's poetry “contains’ its anagrams in every
sense. Not only are the signs of the secret words literally present in those that com-
pose 1ts lines; what i1s concealed in them also reinforces. as if in a secondarv role.
what the text has openly said. “It will be observed.” Tzara writes. “that the meaning
of the anagrams is often inscribed in the line that contains it. although neighbor-
ing lines or parts of them may lend them a signification by implication.”
Anagrams do not so much trouble the verse in which thev can be discerned as

offer IIH'IH {'{}Il]lI](']l[;ll‘f\Z (’.\})];llhl[{il \ and revelatorv notes tor their illll‘l'l}l'l*lti[ 1O1.

1zara repeatedly calls them “signatures” that point to the reality from which the
poems spring. > Over the syllables of Villon’s songs and ballads. thev sound softly.
as "a kind of echo™ or “a voice in mute” (une voix en sourdine) 16

In several respects, the theory of this dark speech remains itself obscure. A

first ambiguity involves the relation that is to obtain, for Tzara. between the

medieval poet and his hermetic linguistic and literary procedure. The Secret 0]
Vallon suggests several possibilities. At times, Tzara argues that the poet’s art of
embedding words within words was never widely known. He reasons then that i
allowed the poet to escape censure when inculpating his contemporaries or when
disclosing matters of an erotic nature, which medieval mores required him to
keep concealed. The “secret,” he suggests, was shared only with Villon’s closest
Iriends, Catherine and Noél Joris, whom he “initiated” into the principle of his
art.*” This explains why “not one” of the medieval copvists who transcribed

Villon's poems “seems to have had anv knowledge of the treasure hidden inside

the verbal matter of his verse” and why it is that to recover the buried oold, system-

atic orthographic adjustments must be made.!8 At other times. however. Tzar:
suggests that the circle of those who knew of Villon’s procedure was considerablhy
wider than this summaryv would allow. Perhaps, he muses, Villon developed his
technique with a view to the many friends who would be capable of detecting the

recollections, thoughts, and reproaches encrvpted in his verse. Tzara wonders

5. | zara uses the term 'all}*l'ilnmlimi" Al various points. See, toi l'\dllll}li'. [.¢ secret de Villon. 1n
(Jeuvres rumf!f.a'ff 5. vol. 6. D. 18.

i1, Dis.. . 17.
0. bid.. p. H19.
{6, bid., p. 91.
i/, bid., p. 91.
IS, bid., p. 16.
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even it Villon's mistfortunes may not be, at least in part, attributable to the reac-
tions of contemporaries, who could and did perceive the provocations that he had
only faintly covered over in his poetry. 1

Yet i the pages of Tzara’s final work, one also encounters the possibility that
the poet's concealed communications may, in truth, be “secrets™ only for us. Tzara
sought to show, 1 varving degrees of detail, that poets from the troubadours to
Charles d Orleans and Rabelais all cmploved the “procedure.” At the limit,
Villon's cryptographic method may have been transparent not to some, but rathe:
to all of his contemporaries. The content of the messages then would have been
common knowledge. “If the anagrams give us revelations,” Tzara writes, “we must
nonetheless believe that in Villon's time, they were only ever “open secrets’ [ secrets
de Polichinelle]l. He wrote the anagrams much more for the amusement of his
friends than to unvelil to them ftacts that thev knew,

T'he equivocation 1s of great consequence for Tzara's claims. Depending on

the status of the "secret” unveiled in the pages of his book, the procedure may o

may not be emploved as an historical and philological tool. Repeatedly, Tzara sug-

gests that the presence or absence of anagrams in the verse of Villon's epoch will

|

e QA |Hiaili\l't riterion for the determmation of Jlllhi!l\‘l”). (One of the more

rovocative theses of his work, as the French press immediately grasped, was that
all poems attributed to the lesser hifteenth-century poet Jean Vaillant were, i fact.
Villon's work. Part of 1zara's demonstration consisted i his prootf that Villon's
procedure could be detected m the poems of Vaillant: the names “Francois™ and
“Catherme,” i partcular, as he showed, are often scattered there. Yet if Villon's
technique was a common one, the conclusion hardly holds, since anv one of his
contemporaries could have woven those names into his own lines. A similar ambi-
gulty marks the substantial brographical assertions that Tzara sought to
demonstrate by means of his anagrammatic decipherments. At some times, 1t
seems that words found concealed i verse mav be taken as biographical evidence
of an almost documentary Kind. I'he most striking example, i this regard.
mvolves 1zara's treatment of Villon's alleged date ot birth. On the basis of his
recovery of hidden names, Tzara maintained that Villon must have been born two
vears carlier than had been thought.®! At other times, Tzara defends the pert-
nence of the anagrams he has uncovered by anchoring them firmly in historical
facts that he takes to be certain. In certain passages of his book, finally, Tzara sug-
gests both possibilities simultaneously, as if unaware of the vicious circle that such
a reasoning would imply. "One can only establish with certainty a pomnt in the
biographyv of Villon,” Tzara writes, "if the indications deriwved from the anagrams
confirm the facts, and reciprocallv. 7= Yet if the tirst proposition and 1ts reciprocal
are both true, neither, strictly speaking, holds.

19, Ibid.. P. &Y
Ibid., p. 17.
For a discussion, see Dutournet, Nowwvelles vecherches sur Villon, p. 2064,
[zara, Le Secret de Villon, in Oeuvres completes, vol. 6, p. 215.
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Perhaps the most perplexing ambiguity mm the argument ot 1he Secret of Villon
imvolves the status of those elements most often treated as secrets: names. It cannot
be denied that Tzara's method of decipherment supposes that one knows, before
confronting Villon’s poetry, which special words it may conceal. Unknown terms, as
Tzara himselt admits, cannot be recovered by this method. One must draw the
name for which one searches, therefore, from Villon's own poetry, concealed names
being all, in this sense, recurrences of apparent ones. Yet there 1s more. kven if one
orants that the procedure consists in hiding what 1s known so that it may, in time, be
found anew, a troubling fact remains. It pertains to the identity of the secret names.
On the surface, Tzara would seem to accept a common premise i research into
anagrams that holds that only forms with definite alphabetic shapes may be hidden
and revealed m other expressions. 1zara can recover the distorted shapes of such
names as " labary and "Perrinet, for example, since he knows the exact signs by
which these names are written. Yet the principles of his method also dictate that a
name possess no single form. Just as "Sermoie” can be written as “Sermoye” or
“Carmoie, so “labary” can be spelled "Tabarye,” “Tabarrie,” or “labaries,” and
“Perrinet,” as Tzara's own analyses demonstrate, may appear as “Parynet,” "Perenet,
“Parrinet,” "Pervnet,” or "Parrenet.” An itractable ditficulty follows, for a simple
reason: the very “liberties” that allow Tzara to recover certain names in Villon's work
are those that forbid him from recognizing them with certainty. Inevitably, the cru-
cial element 1in Villon's hermetic art of language—the secret of the secret—cannot
but escape him.

In one of the earliest articles on Tzara's last project, Aragon wagered i 1960
that The Secret of Villon would, at a future date, provoke critical perplexity. It will
one dav be a great subject of astonishment and study how 1t 1s that he who, almost
half a century ago, founded the Dada Movement, has today become the
researcher who, in Villon and Rabelais, takes pains to show that the obscurity of
texts 1s essentially a result of our ignorance of both the social conditions and the
biographyv of writers.”* The exactitude of Aragon’s prophecy is undeniabie. Yet it
also raises several questions. It 1s indeed remarkable that the author who once
proclaimed that “"there 1s a great destructive, negative task to accomplish™ and
who called, in his Manufesto of 1918, for the radical "sweeping away” of atrophied
forms of artistic expression should have later devoted such attention to the recov-
erv of an ancient art of writing for which he had to devote himself, over the
course of almost a decade, to mastering the philology of medieval French.>

Bevond that formal observation, however, other differences are worth not-

ing. Begimning with his earhiest work, Tzara defined “spontaneity” as the supreme
feature of future art.” In the “"Lecture on Dada” that he gave in Weimar and Jena
in 1922, he declared: "We have had enough of reflective movements that have

dhlated. bevond all measure, our credulity in the benefits of science. What we now

53. Aragon, “Iristan Tzara découvre une oeuvre nouvelle de Rabelais,” p. 7.
o4, Iristan Tzara, "Manifeste Dada,” in Oeuvres completes, vol. 1, p. 366.

9. Ibid.. pp. 204-67.
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want is spontaneuty. . . . In art, Dada brings everything back to an initial, vet relative
simplicity. % Again, the contrast with his later conception of Villon’s metric lines
of words upon words seems sharp. “They are the fruit of a meticulous assembly of
disparate pieces, incessantly polished and polished anew so as to be able to follow
ecach other,” The Secret of Villon explains.”” But it would be an error to infer that the
late Tzara abandoned the literary quality he once extolled. “Granting that the
term spontaneity has no meaning when referred to poetry,” Tzara writes in his lasi
book, “one must admit that Villon has succeeded in keeping intact the freshness
of tone and the accents of his presence, despite the anagrams that lead their inde-
pendent and swarming life on the inside of the lines that serve as their basis.” s

1The most profound tension between the projects of the early and the late

1zara. however. lies elsewhere. 1t involves a force that the Dadaists. as I)(*l'll;ll)‘i

none before them, summoned in the fabric of their art: chance, or contingency.”
In the "Dada Manitesto on Weak L.ove and Bitter Love.” first read in Paris in 1920).
Tzara oftered this famous account of how “To Make a Dadaist Poem™

Take a newspaper.

Take a pair of scissors.

From the newspaper, choose an article of the length vou would hike youn
poem to have.

Cut out the article.

Then cut out each of the words that compose the article and put them n
a bag.

Shake 1t softly.

Then remove each cut-out, one after the other.

Carefully copy them out

In the order in which they left the bag.

The poem will resemble vou.

And thus you will be an infinitely original writer of charming sensibility,
although still unknown to the common crowd."

These lines evoke a poetic practice in which the methodic destruction of a
oiven text goes hand in hand with a partially random process of composition. The
ultimate sequence of words in the “Dadaist poem™ will be determined not only by
the iitial choice of an article, with its length and lexicon, but also by the “soft
xh;ll\'in}_{“ In a |1;1§_1 of 1ts words, followed I)_\ the extraction of each cutout, “one
after the other,” in an order that the poet cannot anticipate. The experimment has
been compared to practices of artists close to 1zara, not least the ones Hans Arp

H0. [Tistan Tzara, “Conférence sur Dada,” in Oeuvres completes, vol. 1, pp. 419-24, p. 421.

- —

4. [ zara, Le Secret de Villon, m Oeuwvres completes, vol. 6, p. 219,

Y. Ibid.. P. 220).

Y. See Harrett Ann Watts, Chanee: A /’rn/mm'mw Dada (Ann Arbor. MI: UMI Research Press, 1U80).

60, [ristan Tzara, "Dada manifeste sur 'amour faible et 'amour amer,” in Oeuvres completes, vol. 1,
p. 382,
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named in his “law of chance” (Gesetz des Zufalls).®! As Hans Richter long ago
remarked, of all the Dadaists, 1t was, however, Tzara who carried the principle of
chance “to the most extreme point in literature. =

One might argue that Villon’s procedure, as the late Tzara describes 1t, recalls
to a certain degree the poetic method proposed i the Manifesto of 1920. A "meticu-
lous assembly of disparate pieces, incessantly polished and polished anew so as to be
able to follow each other,” Villon's verse, which resembles him like no other, arises
from the combination of minimal units, abstracted and “cut out, so to speak, from
chains of signifving sequences. They are more mimimal even than the elements that
the Manifesto recommended as building blocks, being neither words nor even metric
parts—syllables, rhymes, or vowels—but mere phonemes, transcribed, for the most
part, in accordance with the graphic conventions of fifteenth-century France.

There, however, the similarities between the two hiterary practices end. I'he
Tzara ot The Secret of Villon insists that the sequence of names hidden in Villon's
verse could be no mere fruit of chance. It must be willed. Like Saussure before
him, Tzara could not, however, entirely exclude the possibility that certain sto-
chastic processes might be at play in speech. The "keys™ he had detected might

partake somehow in random realizations of some possible combinations among

others. “"One cannot deny,” he conceded 1 a fragment relating to his final work,
“that chance plavs a relatively important part in the formation of anagrams made

of discontinuous letters. The question that arises 1s that ot knowing whether

Villon and the other anagrammatists, conscious of this chance, emploved, ampli-

ied, or provoked i1t in intending to msert into their texts the greatest number of
anagrams and, furthermore, to place them in the places that best suited them. %?

1zara had not been led to the "question that arises” entirely on 1ts own. In
July 1961, one M. Puissegur, teacher of mathematics in Nevers, happened, during
his summer holidays, to read a newspaper article announcing an extraordinany
cryptographic find: Iristan 1zara had discovered a forgotten method, once
emploved by poets, for embedding the letters of names 1n verse.%* Few details of
the technique were offered, yet the indications sufficed to arouse the scholar’s
curiosity. On the basis of the examples given, Puisségur began to devise a formal
method for calculating, as best he could, the probability that names of a certain
length might be present in lines of poetry, their letters distributed according to
the symmetrical form that Tzara had identified. "Something™ in the announce-
ment, he would later recall, "had ruffled me. 05

Once he completed his computations, Puissegur wrote to Tzara through the
intermediary of the paper, acquainting him with the results of his findings. They

Obl. See Richter. Dada. Kunst und Anti-Kunst. Pp. =65 and Watt. Chance. Pp. 51=136.
H2. Richter. Dada. Kunst und Anti-Kunst. p. 54.
H3. Iristan | zara. Oewuores .’H!_Hlfifs tes. volo O |J_ V4

64.  Jean-Loup Debardie, Candide, July 26, 1961.

65. M. Puissegur, "Rabelais, Dada, et les probabilités,” Bulletin de UAssociation des professeurs de math
maltigues (li J.!“!HHIIE"H! ment /HJ/J/H 214 {1971), |- 10).
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could be simply summarized: for the formation of discontinuous anagrams

spelling out names in poetry, “chance,” he concluded, "needs no help.” In short,

Puissegur took the postulate of a poetic procedure to be supertluous, because the
laws of probability alone suffice for lines to contain within them the letters of cer-
tain names, distributed n strictly symmetrical patterns with respect to a central
axis. In an essay published i the Bulletin de UAsssociation des professeurs de mathema-
tiques de [ ensergnement public 1n 1971, eight years after l1zara's death, he
summarized the formal reasoning that had led him to these conclusions. He also
recounted how his first letter, years earlier, had met with a courteous reply. The
famous poet mvited the voung mathematician to visit him at home. “Tzara
received me 1 his rue de Lille apartment full ot Picasso drawings and African
masks, Puissegur recalled. He presented 1zara with his calculations. "I brought
him no certitude,” he would observe, “since to express a probability (unless 1t 1s

equal to 0 or to 1) 1s to make a higured confession of ignorance.”

| simply came to sav to him, " This 1s what is due to chance. Let us
decide.” But faced with my figures, he responded with the conviction of
a man who, having discovered a treasure, 1s told that some of his pieces,
if not all, are counterteit. To my doubts, he responded with his faith. It
was ditficult to separate the wheat from the chatf. But was there any
wheatr He, too, must have asked himself this question, and | believe

that for this charming, elderly man, 1 was the cause, that morning, ol

i)
1O,

SOMeEe [1;1!11."*'

1zara's papers suggest that he took the mathematician's arguments seri-
ously, at least with respect to Rabelais, who, having been the subject of the
newspaper article of 1961, was also their primary topic ot conversation.
“Emploving most ingeniously the calculus of probability,” we read in a posthu-
mously published note, “M. Puissegur has obtained mteresting results concerning
the intrusion of chance in the formation ot Rabelais’'s anagrams. 7’ Yet 1zara
maintained that such an “intrusion” could be curtailed—above all with respect to
Villon. The "authenticity” of the anagrams could be defended. "The proofs by
which I have sought to demonstrate the authenticity of the anagrams in Villon's
work are isolated and diverse, vet they are concordant. ®® Tzara distinguished,
broadly speaking, two types demonstrations. The first involved a hermeneutic
principle: in each case, he held, what is hidden in verse responds semantically, n
some form, to what is explicitly said in it. That such a rule rests on readings that
would be difficult to verify is a point Tzara appears to have conceded: "One could
object,” he admits, “that these meanings all reflect a hypothetical mterpretation
that I give of the facts.” Then he advanced his second proposition, whose implica-

Hb. lDid.; p. 23.
OH7. [ristan Tzara, Ocuvres completes, vol. 6, p. 5.
HN. [bid.. p. 525.
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tions far outstripped the interpretation of Villon, bearing on several centuries of
literary history in the Romance languages. “The second phase in my demonstra-
tion has consisted in situating Villon’s own activity in a historical movement 1n
which the use of anagrams in poetry can be seen to stretch back to the twelfth
century. Leaving aside the question of the origin and the history of anagrams,
which I will, incidentally, take as a subject of study elsewhere,” he continued, "I
have found the prolongation of this activity, whose principles are immutable, even
when the meaning given to anagrams and the means of employing them may dif-
fer from poet to poet, all the way up to the work of Rabelais, who 1s one of the last
writers to have used 1t.”% For 1zara, the two-part proof was sound. "It follows, he
concluded, “that the doubts concerning the authenticity of the anagrams in the
work of Villon must be definitely set aside.” "

But the doubts were to return. In 1976, Lynn D. Stults published an article
in the journal Romania, “A Study of ITristan Tzara's Theory Concerning the Poetry
of Villon,” in which she recalled that in 1959, 1t had been announced that a major
literarv-historical discovery would soon be revealed: "Apparently the celebrated
Dadaist poet, Tristan Tzara, had been spending his late vears developing a theon
concerning the writings of Villon. 1zara had intended to publish his findings 1n a
two-volume work about Villon, but he died before his plans could be realized.” !
Stults recalled that Puissegur, in an earlier article, had subjected the hypothesis of
“the celebrated Dadaist poet” to linguistic scrutiny based on the principles of the
mathematics of probability. Puisségur, she noted, devised a two-part formula to

test Tzara's discoveries: “In the first part the number of |m.~s.~sihl(‘ symmetrical |}mi-

tions for an anagram of a given number of letters 1s calculated. In the second part
the probability that the letters occupving those positions be identical with the let-
ters of a particular name 1s calculated.””? Although such reasoning 1is
“mathematically sound,” Stults wrote, “its application to French poetry is not.”
The reason 1s simple. Puisségur's formula accounts for the relative probability with
which any letter will appear in the language (based, of course, on the statistical
frequencies of modern rather than medieval French). The formula cannot, how-
ever, account for the probabilities dictated by the interdependence of letters. One
may, for example, calculate the relative probabilities that the letters /" and R will
appear 1n the language, but the relative probabilities that an F will appear after a
R, or before 1t, or near it are another matter. The problem, Stults admitted, 1s not
strictly mathematical. Linguistic research would need to provide crucial statistical
data about the relations of letters in the language. Yet “the science of linguistics at

Its present stage 1s not equipped to construct a comprehensive system of the inter-
dependence of letters in any natural language, let alone fifteenth-century French.

HY. Ibid.
/0. [bid.. p. 250.
1, Lynn D. Stults, "A Study of Iristan Tzara's Theory Concerning the Poetry of Villon,” Romania 96

(1975). p. 433.
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Unfortunately such a system 1s a necessary component of any formula that could
be used to predict accurately the number of symmetrical anagrams that can be
expected to appear in a text by chance. 75

Having renounced the possibility of determining the exact hikelihood with

which hidden names might be lodged 1n Villon's poetry, the scholar chose to eval-

uate lzaras hypothesis by establishing a more modest literary fact: the frequency

of anagrams contained n the corpus of Villon's verse when compared with those
of two of his contemporaries. lo this end, Stults availed herself of a computer pro-
gram, specially designed by Robert Stults, named "Vilgram,” that would search for
anagrams of fortv-three names in Villon's “Lais,” Vaillant's “The Debate Between
Two Sisters,” and Charles d'Orleans’ ballads.”? Stults tabulated the findings
reached by her computer, commenting that “from the breakdown of these results
one fact clearly emerges: while all but six of the fortv-three names searched for do
appear in these six hundred lines of poetry, the majority of them do not appear
significantly more frequently in the lines by Villon than m the lines by Charles
d Orleans.” >

“One could perhaps argue,” she conceded, “"that Tzara's theory is strength-
ened by the rare occurrence of a long anagram, as for example in stanza 65 of
'1'Embusche de Vaillant” |"The Debate Between Two Sisters’' |, ‘leurs faitz ne sont

point vicieux ( lzara uses an alternate spelling of “vicieux ):

2 N &-INE AR N
00 0+ 0 0 + 4+ O
l]

Francois \ 'f'//r.»,u

“On the other hand,” she continued, "1t would be rather unconvincing to fol-
low the same logic and vet explain how the name of the Secretary of State of the

United States crept into line 130 of “Le Lais, "Regnier de Montigny trois chiens

Henry Kissinger (c=

Stults also noted a curious detail that Tzara seems not to have observed. “Often

when the letters needed to form the anagram are present in a line, several symmetri-

cal anagrams of the same name appear in the same line.

[ he name “Noe Johis®

p. inS5-H4.
p. +45—-40.
L D. 451,
. p. 454,
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thus appears not once but four times in the fifth hine of the “lLais. and Stults
revealed the appearance of no fewer than “twenty Perrenets in line 285,

[t would be difficult to imagine that the appearances of all 20 symmet-
rical anagrams of the name Perrenet in line 285 of "lLe Lais™ was caused
by the manipulations of the poet, and vet it would be equally difficult
to determine which one of the twenty anagrams he itended to appear.
[t seems more reasonable to attribute these multiple anagrams to
chance rather than to the ettorts of the poet.’®

Stults could only conclude that although Puissegur's demonstration was i part

tll\ “ i ) -
121y Sug

faulty, 1ts conclusion was sound. " I'he results of my anagram search stros
gest that Tzara's theory is invahd.”™

One might have thought the secret of The Secret of Villon dissolved. More than
fifteen vears later, however, another scholar, Michel Bernard, reopened the dossien
in an article, * 1The Secret of Villon Put to the Test of the Computer,” published in the
pages of the same journal.®” Respectiul of his predecessors in the mathematical
study of hinguistic regularities in poetry, he permitted himself nonetheless to
restate Stults's criticisms of Puissegur. To them he now added that Stults's proof.

too, was, from both a technical and a hterary perspective, unsound. Although

LAl

HIH]I\"\ eSSas i--.

e

the more convincing of the two,” he wrote, it “presents two fail-
ings that call her conclusions into question. ®! The first involved software:
imsufficient information had been given about the computer program, Vilgram.,
since the exact algorithm that had been emploved had not been specified. Hence
a troubling doubt: "Can one be certain that the program is truly capable of recov-

ering all the svymmetrical anagrams i a given verse? 52 The second criticisim was

one of literarv method. He recalled that Stults had compared the number of ana-
arams of selected names i Villon's poetry with those mm the work of two of his
medieval contemporaries, Charles d Orléans and Jean Vaillant. Having proved
that the quantities of hidden names were comparable 1in all three works, Stults
judged 1t unlikely that Villon possessed an anagrammatic art of his own. Bernard

pomnted out that such a line of reasoning was weak.

Charles d Orleans 1s not only a contemporary but also a friend of
Villon's, who could certainlv have written under the name of the
prince, or have entered into a contest of virtuosity with him, in the tra-
dition of the grands rhetoriquewrs. The second corpus 1s even more prob-
lematic, since L. D. Stults studies the anagrams in “The Debate

Between Two Sisters. which 1zara. l)l'('('ist-lf.. attributes to Villon! In

8. [bid.. pPp. }H/—=D8.

/
/

Ibid.. p. 458.

80, Michel Bernard, “Le Secret de Villon a | épreuve de 'ordinateur: Tzara et les anagrammes,’
Romania 113 (1992-1995), pp. 242-52.
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theorv, all three texts could therefore be written bv the same author.
and when L. D. Stults shows that there are even more anagrams in the
works of Charles d Orleans than 1in those of Villon. she does not neces-

sarily demonstrate the falsehood of Tzara's theses. 8%

Bernard argued that a definitive refuta-
tion of 1zaras claims would need to mvolve
poems unrelated to the literary culture of fil-
teenth-centurv France. T his he set out to
provide. Availing himsell of a computer pro
oram whose technical specifications he did not
conceal, Bernard presented a thorough analysis
ol the combimatorial possibilities of a single hne
by the nineteenth-century poet Gerard de
Nerval, “]Je suis le lenéebreux, le Veut,
I'Inconsole.” He showed that in that alexan-
drime, one may detect, arranged according the
secret procedure identified by lzara. a star-
I‘illi_:h Li!l_;t‘ set of {li‘wi.lllf__:l!iﬂilt'{ll authors: not
lcast Breton, Corneille, Celine, Crevel, lonesco.
Rnll\a{‘i. and Villon.n!

Yet Bernard also apphied his program to
the medieval corpus lzara had studied. In the

- r—

same 537 limes m which Tzara, by pamstaking

analvsis., had recovered 1.235 anagrams,

Bernard s program, working tor twentv-foun
hours. found almost three times as manv: 35.35Y
hidden names. “And not all Tzara's ortho-
oraphic licenses,” he added, "were even used. *
Bernard had shown that the scholars who had
%tlllullii to dismiss the theses of 1he Secrel of Villon
were 1 part mistaken i themr methods and, af
the limit. that thev were unable to ofter a firm
foundation for their claims. Yet their intuitions
were to be definitively confirmed when 1 zara
fatled his last statistical test.
Despite the differences between these various scholarly approaches to 1/

Secret of Villon, certain critical elements in the discussion have remained constant.

1 he {|m_~a1iun to be resolved. as Tzara himself. in the end. appears to have con-

ceded. 1s not whether or not there are names hidden in the hines of the “Lais, but

Ibid.. pp. 245—-40.
See 1hid.. P. 249,
Ibicl., p. 248.
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to what degree it is linguistically probable that they are present there. One may
infer from the research that has been conducted on Villon's poetry that the pre-
cise likelihood of encountering the symmetrically placed letters of certain names
in fifteenth-century manuscripts may remain unknown forever. What can be deter-
mined, however, is the approximate degree of probability with which the letters of
certain names may be distributed, according to the procedure, in octosyllabic and
decasyllabic lines in the language.

It 1s here that one reaches what mav be the most curious element in the
mathematically informed refutation of Tristan Tzara’s last work. Explicitly o
implicitly, all the critics of The Secret of Villon orient their arguments with respect to
one unstated axiom in Tzara’s investigation: the axiom, namely, that it is unlikely
that there will be names legible in Villon's verse. as the procedure would dictate,
or, positively stated, that the presence of such names, if established. will constitute
an mherently improbable occurrence. Tzara means his unlikels hyvpothesis—that
Villon embedded the letters of certain names in his lines. bevond the threshold of
auditory or visual perception—to be supported by this unlikely fact: the names are
truly there. The probability of an unlikely claim, in other words. is to be verified
by an improbable but true proof. To refute Tzara, then. it suffices to reject the
vahidity of his evidence. If it is more likely than not that letters in a line. disjoined
and placed in symmetrical positions, will spell out certain names, then the
improbable claim will be revealed to be no more than what it appears to be: not
only improbable but, indeed, even arbitrary. Hence the curious form of disproof
to which the critics ultimately submit Tzara’s argument, which consists. in
essence, 1n reasoning that the poet-scholar was mistaken to think that he had
recovered some 1,200 anagrams, because there are more than twice as many there
that he did not see. He was more right, in other words, than he ever dared to
hope. Therefore he was wrong.

Did the author of The Approximate Man anticipate such forms of reasoning?
"It seems that it exists,” he had declared in 1920. “more logical; very logical; too

logical: less logical; illogical; truly logical: tairly logical.”86 By choice, by calling, o

bv chance, Tzara, at the end of his life, was still declining these various possibili-

ties while also suggesting a field in which thev might be tested. Another element.
however, also lies hidden in the revelation of Tzara’s last work. A final mvsterv. so
to speak, remains concealed, although from 1959 to this day, it has never ceased to

lie 1n plain view. It consists in the simple fact that Tzara refused to consider the
possibility that the poet’s treasure might lie buried in the one place in which one
might, in all likelihood, have expected to find it. Villon, by all accounts, wrote a
series of poems in a form of speech meant to conceal certain matters. They are his
so-called “"Ballads in Jargon,” which evoke the obscure idiom of the medieval ban-
dits known as the Coquillars, who plotted their unmentionable acts, as the
authorities of fifteenth-century Dijon alleged, in “an exquisite language, which

I zara, "Dada manifeste sur 'amour faible et 'amour amer. Oeuvres “-,:m;u‘rm. vol. 1. p. 381.
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other people cannot understand”™ (un langaige exquis, que aultres gens ne scevent
entendre). 1 hese ballads remain, to a significant degree, impenetrable to this dav.
1zara, a learned reader of Villon and the scholarship devoted to him, knew them
well. He had also read the critical essays published on the Coquillars’ strange lan-
guage. Yet as Henr1 Behar, Tzara's editor, observes, “Curiously, none of his drafts
shows any trace of an anagrammatic investigation carried out on the ballads in jar-

o01n. o

At the beginning of The Sercet of Villon, Tzara appears to have anticipated that

his book might, for this reason, provoke some surprise. As if to dispel the possibil-

ity of the reader's bewilderment or disappointment, he writes: “ These inquiries do
not cover the domain of “Jargon. The presence of anagrams is all the more proba-
ble there, since this language, being 1n part recreated by Villon, must have
rendered their formation easier.” ™3 His statement 1s worth pondering. It suggests,
in truth, two propositions. First, the ballads will not be considered as belonging to
the corpus of poems containing anagrams; second, anagrams are most probably
present there. 1t 1s ditficult not to pose the question of the logical link that 1s to
obtain between these statements. But 1zara otters another reason tor the exclu-
sion of jargon from his book. Raising the question of the opaque poems in a note
that was to accompany an unfinished edition of Villon's work, he comments:
“Despite the many more or less fantastical attempts that have been made at deci-
pherment, one can only agree with Sainean, the greatest specialist of jargon, that
‘all things considered, most of the terms of the argot or jobelin will probable
remain a closed book for us, and that, forever. 8"

“The Ballads in Jargon,” theretore, are probably hermetic and certainly
obscure. In both cases, they can have no place i 1he Secret of Villon. The conclu-
sion may seem sudden, but the truth 1s that 1t 1s far from arbitrarv. One mav even
o0 so far as to define the object of Tzara's last book in punctual opposition to the
two characteristics that in these passing observations he attributes to the poems
composed in the bandits’ crvptic tongue. In distinction from the obviouslh
“closed book™ of “The Ballads in Jargon,” the texts of the "Lais™ appear to conceal
no hidden message. Their obscurity, if one grants it, 1s uncertain in the extreme.
Their secret, by that token, is unlikelv. Faced with this fact, Tzara, in a sense, does
no more than respect a principle that one might well wish to grant: were the trea-
sure likely, were its appearance obvious, it would be none at all. He takes a further
step when he eftectively deduces the reality of a hidden thing from that of 1ts
unlikelihood, inferring that Villon's poems exhibit a secret procedure not despite
but because of the improbability that such a possibility i1s real. The “"explosive
material” contained in this most vertiginous of literary finds ensues. 1he myvstery,
Tzara will then implicitly maintain, lies in the brightest language of all, 1ts dark-

r, in L zara, Oeuvres completes, vol. b, p. 550 n. 4.
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¢ Secret de Villon. 1 Oeuvores combletes. vol. 6. P, 4.
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ness dimlv discernible 1in the apvu'h that would seem most cryvstalline. The true

secret. hike poetry for Breton. 1s there where one would least expect 1,99 In the

light of evidence, in words manifestly free of the artifice of jargon, there are signs.

names, and purposeful patterns, whispered in “"a kind of echo™ or by a “voice n
mute,” waiting quietly, below each line of verse, tor their knowing reader. To take
dictation from these unheard sources, to copy what had not been written, 1zara
silenced the doubts that his interpretation provoked and that he himselt hved, n
part, to perceive. Diving ever deeper into the pertlous waters of Villon's songs and
ballads, he would not abandon the 1image of the treasure he sought, even if 1t was
to be at the risk that the language he discovered lay on the crystal's surface and
that the secrets he uncovered were his own.

90. Andre Breton, in Roger Vitrac, "André Breton n'écrira plus,” |/

reprinted i Oeuvres completes, ed. Marguerite Bonnet et al., 4 vols
YR8 =-2008). vol. 1. p. 1210,

f /f’*h"fhff/ h'l;."I _,J',-, H_J'If/f_ \i” :} T I{.i‘...’:]?,
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Tl‘lc()r‘}-‘ of the Novel:
The Literary Imagination of
(Classical Film Theory*

JOHANNES VON MOLTKE

In the fall of 1921, the Viennese social reformer Eugenie Schwarzwald
approached a voung Hungarian emigre with a proposition: Mariette Lydis, a
friend of Schwarzwald's, had created a set of watercolors, and now the two of them
were looking for someone to write a collection of fairy tales to accompany the
images in a book publication. The voung author, Béla Balazs, agreed, and he
penned sixteen tales i the space of three weeks. The book was published under
the title Der Mantel der Traume (‘The cloak of dreams).

A few vears later, the Frankfurter Zeitung began running a serialized novel by a
curtouslyv anonyvmous author: Ginster: Von ithm selbst geschrieben (Gorse: Written by
himself) was the title, and the novel made a splash. By the time 1t was published 1n
book form by the prestigious Fischer Verlag in the fall ot 1928, however, most
interested readers would have divined the author's identity: barelv concealed
behind the smoke screens of fictionalization, anonymization, pseudonyvms, and
newspaper bvlines was none other than Siegfried Kracauer, himselt an editor and
film critic at the Frankfurter Zeitung. Forced mto exile i 1933, Kracauer would go
on to write a second novel, Georg, a sequel of sorts, during his Paris vears. This
time, all indications were that he would publish under his own name—but in the
hardships of emigration that ultimately led him to the United States, Kracauer
failled to secure a contract, and the novel was only published posthumously by
Suhrkamp in 1970,

A similar fate befell another exile who, on July 13, 1940, in London, com-
pleted the final page of a tvpescript entitled Eine verkehrte Welt (A topsy-turvy
world), a novel of the fantastic (ein phantastischer Roman) on which he had been
working during the 1930s 1n Italyv and England. In the turbulent vears of war and
emigration, it would take another decade before the voung author, now in the
USA, would secure a contract for the novel with the German publisher Curt

['his article was prompted by the first Berkelev Conference on Silent Cinema, held in 2011 and
devoted to "Cinema Across Media.” I am gratetul to the organizers ot that event for including the mi-
tial version, which I subsequently developed with the help of incisive comments from Dana Polan and
my colleagues Kerstin Barndt, Andreas Gailus, and Juha Hell. T am gratetul, as well, to the editors of
October tor their useful feedback during the editorial process. Unless indicated otherwise, all transla-
tions from the German are mv own.
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Weller. As luck would have it, the latter went bankrupt while the book was in pro-
duction; only half a century later would a small publishing house in Cologne pick
up the manuscript again. By the time Eine verkehrte Welt appeared in 1997, 1ts
author—Rudolf Arnheim—was well into his nineties.

A beautifully illustrated collection of Orientalist fairy tales; a pseudo-bio-
graphical novel 1n a mildly satirical mode; and an allegorical piece ol science
fiction that holds up an inverted mirror to a Western civilization already in disar-
ray: generically and stylistically, these three texts have little to do with one
another—or so it would appear, if their authors did not form a rather well-defined
trio. whose close relations would have been readily apparent to readers with an
terest in cinema: to film scholars, Béla Balazs, Siegfried Kracauer, and Rudolt
Arnheim remain well known to this day as pioneers of what we now consider “clas-
sical film theory.” Setting out as brilhhant young critics of the equally voung
nedium (each of them a consummate stylist in his own right), thev were
acquainted with each others influential articles in the leading papers of Vienna,
Frankfurt. and Berlin: and although they began from distinct premises and
arrived at divergent conclusions, they would continue to acknowledge, cite, and
‘eview each other’s work, going on in a more theoretical mode to dilate on cine-
matic technique and style, the mediums relationship to folk art, its form-giving
powers, and its redemptive realism.

To be sure, there are important differences between Arnheim’s formalism,

tor v_\';lmplt. and Kracauer’'s realism:! or between Balazs's romantic interpreta-

tion of the close-up of a tace as a conduit to the soul and Arnheim’s modernist
enthusiasm for the close-up as an alienating perceptual ettect. But historical
distance also permits a synoptic view of classical film theorv as a relatively uni-
Ged affair. one in which our trio is comfortably aligned with respect to shared
goals and assumptions. From such a historicizing perspective, which has been

gaining ground among s holars and critics in recent vears,? at least three com-

l. Ihis distinction is intimated in Kracauer’s own assertion, in the pretace to ['heory of Film, that
«v book differs from most writings in the field in that 1t 1s a material aesthetics. not a formal one.
Siegfried Kracauer, Theory of Film (Princeton: Princeton University Press, 2007), p. xlix (emphasis n
original); it was subsequently cemented in Dudlev Andrew’s influential The Major Film 1heortes (( xford:
Oxford University Press. 1976). The realism/formalism divide has served since then as the structuring
template for virtuall all subsequent accounts ol classical film theorv. with the notable exception ol
Malcolm Turvev's recent critique in Doubting Vision: Film and the Revelationist Tradition (Oxford: Oxtord
University Press, 2005).

& Eric Rentschler points out that Aready in 1981, Karsten Witte had “described Arnheim, Balazs,
and Kracauer as the ‘ABKs™ of German film theory, a formulation that suggests we might productively
consider them as a collective corpus rather than as embodiments of altogether different perspectives.
“Rudolf Arnheim’s Early Passage Between Social and Aesthetic Film Critic ism.” in Armheim for Film and
Mledia Studies. Scott Higgins, ed. (New York: Routledge, 2010), p. 62. To the example of the three
authors with which this artic le 1S cone erned., we ‘\hnllhl ll{{il that of Andre Bazin. Recent 'ﬂ;llnLnl‘x ACLIV-
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monalities emerge: first, these three thinkers jointly aspired, along with a host
of other classical film theorists, to vindicate cinema as an art form on par with
the other arts (consider the title of Arnheim’s seminal Film as Art). Second.,
above and bevond their distinct affinities with “modernism” or “formalism”™ on
the one hand and “realism”™ on the other, they shared an investment in what

Malcolm Turvev has usefully described as the “revelationist” strain of classical

fi1lm theorv: each of these theorists was drawn to the new medium for its ability

to overcome the perceived shortcomings of human vision—in Kracauer's
words, to “reveal things normally unseen.”™ Third, given their background in
the humanistic canon of European letters, they shared a number of premises
drawn from classical aesthetics. In particular, as Noél Carroll has demonstrated
by subjecting important texts by the classical film theorists to analvtical cri-
tique, virtually all of classical film theory espoused what he calls the
“medium-specificity thesis.” According to this thesis, which dates back to
l.essing s Laocoon treatise, “each art form. in virtue of i1ts medium, has its own
exclusive domain of development. * Carroll has argued persuasively that this
line of thinking regularly accompanies the rise of new media such as film, pho-
tographyv, and video, whose status as art it ostensibly helps to legitimize—in
other words, the shared espousal of the medium-specificity thesis relates
directly <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>