NEW WRITING VIEWPOINTS ‘

Creative Writing
and the Radical

Teaching and Learning
the Fiction of the Future

Nigel Krauth




NEW WRITING VIEWPOINTS: 13

Creative Writing and
the Radical

Teaching and Learning the Fiction
of the Future

Nigel Krauth

MULTILINGUAL MATTERS
Bristol * Buffalo ® Toronto



Library of Congress Cataloging in Publication Data

Names: Krauth, Nigel, author.

Title: Creative Writing and the Radical: Teaching and Learning the Fiction of the Future/
Nigel Krauth.

Description: Bristol; Buffalo: Multilingual Matters, [2016] | Series: New Writing

Viewpoints: 13 | Includes bibliographical references and index.

Identifiers: LCCN 2016011331| ISBN 9781783095926 (Hbk : alk. paper) | ISBN
9781783095933 (Pdf) | ISBN 9781783095940 (Epub) | ISBN 9781783095957 (Kindle)

Subjects: LCSH: Creative writing—Study and teaching. | English language—Rhetoric—
Study and teaching. | Report writing—Study and teaching. | Authorship—Study and
teaching.

Classification: LCC PE1404 K674 2016 | DDC 808/.042--dc23 LC record available at

https://lcen.loc.gov/2016011331

British Library Cataloguing in Publication Data
A catalogue entry for this book is available from the British Library.

ISBN-13; 978-1-78309-592-6 (hbk)

Multilingual Matters

UK: St Nicholas House, 31-34 High Street, Bristol BS1 2AW, UK.

USA: UTP, 2250 Military Road, Tonawanda, NY 14150, USA.

Canada: UTP, 5201 Dufferin Street; North York, Ontario M3H 5T8, Canada.

Website: www.multilingual-matters.com

Twitter: Multi_Ling_Mat

Facebook: https://www.facebook.com/multilingualmatters
Blog: www.channelviewpublications wordpress.com

Copyright © 2016 Nigel Krauth.

All rights reserved. No part of this work may be reproduced in any form or by any means
without permission in writing from the publisher.

The policy of Multilingual Matters/Channel View Publications is to use papers that are
natural, renewable and recyclable products, made from wood grown in sustainable for-
ests. In the manufacturing process of our books, and to further support our policy, prefer-
ence is given to printers that have FSC and PEFC Chain of Custody certification. The FSC
and/or PEFC logos will appear on those books where full certification has been granted
to the printer concerned.

Typeset by Nova Techset Private Limited, Bengaluru & Chennai, India.
Printed and bound in Great Britain by the CPI Books Group Ltd.



Creative Writing and
the Radical

mmmmmmm




NEW WRITING VIEWPOINTS

Series Editor: Graeme Harper, Oakland University, Rochester, USA
Associate Editor: Dianne Donnelly, University of South Florida, USA

The overall aim of this series is to publish books which will ultimately
inform teaching and research, but whose primary focus is on the analysis of
creative writing practice and theory. There will also be books which deal
directly with aspects of creative writing knowledge, with issues of genre,
form and style, with the nature and experience of creativity, and with the
learning of creative writing. They will all have in common a concern with
excellence in application and in understanding, with creative writing practi-
tioners and their work, and with informed analysis of creative writing as
process as well as completed artefact.

Full details of all the books in this series and of all our other publications can
be found on http://www.multilingual-matters.com, or by writing to
Multilingual Matters, St Nicholas House, 31-34 High Street, Bristol BS1
2AW, UK.



Figures

Figure I.1
Figure 1.2
Figure 1.3

Figure 1.4

Figure 1.1

Figure 1.2

Figure 1.3

Figure 1.4

Figure 2.1

Figure 2.2

Figure 2.3

Figure 2.4

George Herbert, open page, ‘Easter Wings’, 1633
Simias of Rhodes, ‘The Wings’, c. 300 Bc

Laurence Sterne, pp. 152 and 153 of Vol. 6 of The Life
and Opinions of Tristram Shandy, Gentleman, 7th edn,
printed for J. Dodsley and dated 1768

Left, Guillaume Apollinaire, ‘Poem from 9th February,
1915 (Recognize yourself)’, in Poémes a Lou (1955); right,
photograph of Louise de Coligny-Chatillon whom
Apollinaire met in 1914 '
William Blake, “The Garden of Love’, original plate,
artwork and poem, 1794

William H. Gass, Willie Masters’ Lonesome Wife, 1968
John Heartfield and George Grosz, Leben und Treiben in
Universal-City 12 Uhr 5 mittags (Life and Activity in
Universal City at 12:05 Midday, 1919-20), 1920

Richard Huelsenbeck, Marcel Janco and Tristan Tzara,
‘Lamiral cherche une maison a louer’ (‘“The Admiral
Looks for a House to Rent’), 1916

Laurence Sterne, pp. 146 and 147 of Vol. 6 of The Life
and Opinions of Tristram Shandy, Gentleman, 7th edn,
printed for ]. Dodsley and dated 1768

Lothar Meggendorfer, The Monkey Theater, 1893.

This is a still shot. Sword arm and monkey with
broom move in the original

Guillaume Apollinaire, ‘La Mandoline, I'ceillet et le
bambou’ (‘Mandolin, Carnation and Bamboo’),
1913-1916

Guillaume Apollinaire, ‘Lettre-Océan’ (‘Ocean-Letter’),
1914

vii

@ N

10

31

32

35

36

43

43

47

50



viii Creative Writing and the Radical

Figure 2.5

Figure 2.6

Figure 2.7

Figure 2.8
Figure 2.9
Figure 2.10
Figure 2.11
Figure 3.1

Figure 4.1
Figure 4.2

Figure 4.3

Figure 4.4

Figure 4.5
Figure 4.6

Figure 4.7
Figure 4.8
Figure 4.9
Figure 5.1

Figure 5.2
Figure 5.3

Open page from Hans Arp and Tristan Tzara, Cinema
Calendrier du Coeur Abstrait, Maisons (Cinema
Calendar of the Abstract Heart, Houses), 1920

Left, Hugo Ball in the Cabaret Voltaire, Zurich, 1916,
performing his sound poem; right, the poem
‘Karawane’ as published in the Dada Almanach,

Berlin, 1920

From Max Ernst, ‘Quatriéme Cahier: Mercredi’
(‘Fourth Book: Wednesday’), Une semaine de bonté ou
Les sept éléments capitaux (A Week of Kindness or the Seven
Deadly Elements), 1934

Paul Eluard and Man Ray, Facile (Easy), 1935

Paul Eluard and Man Ray, Facile (Easy), 1935

Georges Hugnet, La Septiéme face du de (The Seventh Face
of the Dice), 1936

Georges Hugnet, La Septiéme face du de (The Seventh
Face of the Dice), 1936

Graham Rawle, Woman’s World: A Novel, 2005

William H. Gass, Willie Masters’ Lonesome Wife, 1968
Tom Phillips” A Humument, 2012. The text reads:

‘He put art before self; /toge/he tried to draw her/
drawing her strange reality’

Raymond Federman, Double or Nothing, 1998, originally
published in 1972. This is a page in a novel, not in a
book of concrete poems (although Federman said it was
neither: it was a ‘real fictitious discourse’)

Raymond Federman, Double or Nothing, 1998, originally
published in 1972

Raymond Federman, Take It Or Leave It, 1976

Fold-out pp. 78 and 79 of Adam Thirlwell’s Kapow!,
2012

Left, Marc Saporta, Composition No 1, original Simon
and Schuster US edition, 1963; right, Visual Editions
version, 2011

B.S. Johnson with his novel, The Unfortunates, 1969
Dave Eggers (ed.) McSweeney’s Issue 36 (10 January
2011) — 500-page boxed set open and closed

Laurence Sterne, The Life and Opinions of Tristram
Shandy, Gentleman, Vol. X1, Chap. XL, 1761

John Barth, Lost in the Funhouse, 1968

Donald Barthelme, Forty Stories, 1987

o2

54

58
59
60
61
62

78
89

92

95

96
97

98
59
102
105
115

116
120



Figure 5.4

Figure 5.5
Figure 5.6
Figure 5.7

Figure 5.8

Figure 5.9

Figure 5.10
Figure 5.11
Figure 5.12
Figure 5.13
Figure 5.14
Figure 6.1

Figure 6.2
Figure 6.3

Figure 6.4
Figure 6.5
Figure 6.6
Figure 6.7

Figure 6.8
Figure 6.9

Figures ix

From Max Ernst, ‘Quatrieme Cahier: Mercredi’
(‘Fourth Book: Wednesday’), Une semaine de bonté ou Les
sept éléments capitaux (A Week of Kindness or the Seven
Deadly Elements), 1934

Derek Pell, Assassination Rhapsody, 1989

Kathy Acker, Blood and Guts in High School, 1984
Map by Hermann Moll from Jonathan Swift’s
Gulliver's Travels, 1726. Lilliput is shown in the
Indian Ocean near Sumatra and (mainly unmapped)
Australia

Engraving from John Bunyan'’s The Pilgrim’s Progress,
1778. This fold-out map allowed the reader to follow
Pilgrim’s journey through the fictional landscape as
the plot progressed

Map from the first edition of Sherwood Anderson’s
Winesburg, Ohio, 1919

Left, Faulkner’s original map for Absalom, Absalom!,
1936; right, a later revision he made for Malcolm
Cowley’s The Portable Faulkner, 1946

Krauth story with music notation epigraph, 1978 -
Prisoners’ song with music notation in restored text
version of A Clockwork Orange, 2013

Samuel Beckett, Wart, 1953

Samuel Beckett, Wart, 1953

Four-part Exquisite Corpse drawing by Man Ray, Yves
Tanguy, Joan Miro and Max Morise, 1928

‘Peltopus’ from Sara Ball, Por-gua-can, 1985

‘Jack piggybacks tropically’, from Carin Berger,

All Mixed Up, 2006

From the chapbook Tom Thumb His Life and

Death, c. 1665

John Newbery, ‘Hop-Scotch’, from A Little Pretty
Pocket-Book, 1744

One of Robert Sayer’s lift-the-flap books, Queen Mab,
or, The tricks of Harlequin, 1771

Two tab-pull pages by Lothar Meggendorfer: left,
‘The Tailor’, from Comic Actors, 1890; right, “The Pool
Player’, from Scenes in the Life of a Masher, 1894
Lift-the-flap spread from Eric Hill, Where’s Spot¢, 1980
Wayne Campbell, What a Catastrophe!, illustrated

by Allan Stomann, 1986

121
122
123

125

126
127
128
130
131
132
133

141
143

143

145

146

147

148

149

153



x Creative Writing and the Radical

Figure 6.10 Left, from the Scott Foresman Dick and Jane series,

Figure 6.11

Figure 7.1
Figure 7.2

Figure 7.3

Figure 7.4

Figure 7.5
Figure 7.6
Figure 7.7
Figure 7.8

1930s; right, ‘Dr. Seuss’, One fish two fish red fish blue
fish, 1960

Kristen McLean, ‘Reading the same book in different
formats’, 2013

W.G. Sebald’s Austerlitz, 2001

Umberto Eco’s The Mysterious Flame of Queen

Loana, 2005

Leanne Shapton’s Inportant Artifacts and Personal
Property from the Collection of Lenore Doolan and Harold
Morris, Including Books, Street Fashion, and Jewelry, 2009
Jonathan Safran Foer'’s Extremely Loud & Incredibly
Close, 2005

Jonathan Safran Foer, Tree of Codes, 2010

Jennifer Egan, A Visit from the Goon Squad, 2011, p. 216
Jennifer Egan, A Visit from the Goon Squad, 2011, p. 247
Hodder & Stoughton’s flipback® book publicity shots

154

156
169

170

172

173
175
178
179
182



Acknowledgments

The basis for this book is the Radical Fictions course I taught for more than
a decade at Griffith University, Gold Coast, Australia. I am grateful to the
university for the semester of study afforded me in 2013 for writing this
book.

I also acknowledge the friendly assistance of Patrick Wildgust, Curator of
the Laurence Sterne Trust at Shandy Hall, Coxwold, Yorkshire and the access
he granted me to the trust’s collection of radical fiction works. My short time
at marvellous Shandy Hall kick-started my writing.

This book traces a trajectory in my life as a writer and as an academic in
the English Literature and then Creative Writing fields. As I look back I see
how many friendly academics contributed to that trajectory and defined its
key turning points: from my lecturers in the English Department at the
University of Newcastle, New South Wales, who introduced me to the likes
of Laurence Sterne and e.e. cummings, through Mike Greicus at the
University of Papua New Guinea who lent me the first Robbe-Grillet novel
I read, to Jason Nelson at Griffith University who allowed me to supervise
his digital poetry PhD and taught me so much in the process.

I am particularly grateful to colleagues, friends, mentors and family who
inspired me along the way to read further and think more, and who shared
with me the benefits of their knowledge and research. These include Inez
Baranay, Tess Brady, Narola Changkija, Gary Crew, Keith Gallasch, Graeme
Harper, Clive Hart, Kirsten and Alinta Krauth, Robin Laidlaw, Jock McLeod,
Frank Moorhouse, Paul Munden, John Potts, Robyn Sheahan-Bright, the late
and wonderful Norman Talbot, Graham Tulloch, Ross Watkins, Michael
Wilding, and many others. And deepest thanks to Jane with whom I share
so much, including academia.

Finally I wish to thank the students in my Radical Fictions course who
in the last two decades took this journey with me.

xi



xii Creative Writing and the Radical

Citations

An earlier version of Chapter 7 appeared in John Potts (ed.) (2014) The
Future of Writing (Basingstoke and New York: Palgrave Macmillan) under the
title ‘Multigraph, not monograph: Creative writing and new technologies’
(pp. 58-76). I thank the publishers for permission to use parts of that work
in this book.

Parts of Chapters 1 and 8 appeared in Graeme Harper (ed.) (2015) Creative
Writing and Education (Bristol: Multilingual Matter) under the title ‘The radi-
cal future of teaching creative writing’ (pp. 183-195).

Image by Hans Arp from Hans Arp and Tristan Tzara (1920) Cinema
Calendrier du Coeur Abstrait, Maisons. Used by permission of SCALA © Photo
SCALA, Florence.

Excerpts from John Barth, Lost in the Funhouse © 1963, 1966, 1968, 1969
by John Barth. Used by permission of Doubleday, an imprint of the Knopf
Doubleday Publishing Group, a division of Penguin Random House LLC. All
rights reserved. Any third-party use of this material outside this publication
is prohibited. Interested parties must apply directly to Penguin Random
House LLC for permission.

Image of pages from Anthony Burgess (2012) A Clockwork Orange
(Portsmouth, NH: William Heinemann). Reproduced by permission of The
Random House Group Ltd.

Music score from Anthony Burgess, A Clockwork Orange © 1962, 1986,
renewed 1990 by Anthony Burgess. Used by permission of W.W. Norton &
Company, Inc.

Excerpts from Mark Crick, The Household Tips of the Great Writers © 2005,
2007,2008, 2011. Used by permission of Granta Publications.

Image of Exquisite Corpse © Man Ray Trust/ADAGP, Successié Mir6/
ADAGP, Yves Tanguy/ARS. Licensed by Viscopy, 2016.

Images by Max Ernst from ‘Quatriéme Cahier: Mercredi’ (‘Fourth Book:
Wednesday’) of Max Ernst, Une semaine de bonté ou Les sept éléments capitaux
(A Week of Kindness or the Seven Deadly Elements) © Max Ernst/ADAGP.
Licensed by Viscopy, 2015.

Map of Yoknapatawpha Co. from William Faulkner, Absalom, Absalom!
© 1936 by William Faulkner and renewed 1964 by Estelle Faulkner and Jill
Faulkner Summers. Used by permission of Random House, an imprint and
division of Penguin Random House LLC. All rights reserved.

Excerpts from Raymond Federman, Double or Nothing © 1998 by
Raymond Federman. Used by permission of the University of Alabama
Press.



Acknowledgments xiii

Excerpt from Raymond Federman, Take It Or Leave It © 1976 by Raymond
Federman. Used by permission of the University of Alabama Press.

Excerpt and page from Jonathan Safran Foer, Extremely Loud and Incredibly
Close (Hamish Hamilton, 2005; Penguin Books, 2006) © Jonathan Safran
Foer, 2005. Used by permission of the publisher.

Excerpt from Jonathan Safran Foer, Tree of Codes ©Visual Editions; book
design by Sara De Bondt Studio; cover design by Jon Gray. Image used by
permission of The Publishing Lab.

Flipback images used by permission of Hodder & Stoughton.

Artwork from Georges Hugnet, La Septieme face du de (The Seventh Face of
the Dice) 1936 © Georges Hugnet/ADAGP. Licensed by Viscopy, 2016.

Poem, ‘I/am/the/text” © 2011 by Harry Matthews. Used by permission
of Alastair Brotchie and Atlas Press.

Image of pages from Derek Pell, Assassination Rhapsody © 1989 by Derek
Pell and Autonomedia. Used by permission of the author.

Page from Tom Phillips, A Humument: A Treated Victorian Novel © 2012
Thames & Hudson/Tom Phillips used by permission of the Tom Phillips
Studio. © Tom Phillips/DACS. Licensed by Viscopy, 2016.

Pages from Graham Rawle, Woman'’s World © 2005 by Graham Rawle.
Reprinted by permission of Counterpoint. '

Images by Man Ray from Paul Eluard and Man Ray, Facile © MAN RAY
TRUST/ADACP. Licensed by Viscopy, 2015. Photography by Iréne Andréani.

Image by Allan Stomann from Wayne Campbell and Allan Stomann,
What a Catastrophe! © 1986. Used by permission of Allan Stomann.

Image of Adam Thirlwell’s Kapow! book design ©Visual Editions 2012.
Photograph by David Sykes.

Photography on pages 32, 59, 91, 97, 98, 100, 107, 122, 123 and 124 by
Alinta Krauth.

Multiple efforts have been made to locate, contact and acknowledge
copyright owners. Any errors will be rectified in future editions.



Contents

Figures
Acknowledgments

Introduction
Why Trace the Radical¢
Progenitors
Multimodality
Creative Writing and the Radical

1 The Concept of the Radical in Writing
Radical Practice in the 20th Century
Radical Fiction in the 18th and 19th Centuries: Early
Experiments
Radicality and the Senses
Collage, Multimodality and Radicality

2 The Radical in the 20th Century
Sites of Experimentation
Cubist Writing: Text as Visual Art
Dadaist Writing: The Cut-up
Surrealist Writing: Springboards for the Mind
American Radicality: Federman, Sukenick, and Others

3 Radical Experiments 1: Words
Experiments with Words

4 Radical Experiments 2: The Page, the Book
Experiments with the Page
Experiments with the Book

vil
x1

22
26
33

40
40
46
50
55
62

68
68

87
87
98



vi

Creative Writing and the Radical

Radical Experiments 3: Narrative, Visuals, Sound
Experiments with Narrative Structure
Experiments with Visuals and Graphics
Experiments with Sound and the Page

Experiments in Writing for Children
The Value of Play
Experiments with Visuals and the Page
Experiments with Language, Sound and the Page
Current Experiments with the Book for Young People

Fiction and the Future
Fiction and New Technologies
The Reader Writes Back: Electronic Writing from the 1990s
Onwards
Beyond 2000: Mainstream Multimodal Publishing on Paper
A Brave New World of Paper Publishing
App and Web Literary Works

Teaching and Learning the New Creative Writing
New Reading and Writing
Teaching New Forms of Writing
The Situation for Creative Writing
Radical Possibilities for Teaching Creative Writing

References
Index

110
110
119
129

137
137
143
150
155

161
161

164
167
174
182

185
185
189
192
197

207
221



Introduction

This book examines the radical thinking and experimentation creative writ-
ers have undertaken in the last 250 years, but particularly what they have
achieved in the 20th and early 21st centuries. While it focuses on literary
writing, it is not about literary theorists, literary critics, literary academics
or their thinking. It is about writers and their motivations, their striving and
frustration, problems they were challenged by and ways they overcame
them. It concentrates on prose — on fiction particularly — although much that
is radical in the history of writing has been done by poets; playwrights and
screenwriters have contributed too. [ am committed to fiction here because
its history is now notably implicated in the changes occurring to writing in
the digital age, for instance in the emergence of the app novel. Poets were
quick to embrace the digital sphere in the 1990s, but the shift of fiction to
digital platforms takes with it a far greater readership, and a far larger por-
tion of publishing enterprise.

My aim in this book is to show that the transformative possibilities of
the digital age have not been a sudden surprise to prose writing. Experimental
writers were not ambushed by hypertext or hypermedia; in fact, they
rehearsed them for more than a century without knowing what the new
forms would be called, or what they would really look like. The technologi-
cal turn that finally catered for their revolutionary ideas was never certain.
Even so, poets and novelists — by looking across at other art forms, by
attempting to escape the strictures of the printed page, by seeking ways of
incorporating more of the senses (visual, aural, tactile) more immediately
into reading — posited a new kind of writing whose time has now come. By
seeking to encompass the verbal, visual and aural arts, radical writing set
itself up for the hypermedia age.

[t can be observed that in critical writing generally the word ‘radical’ refers
to particular types of politics — left-wing or right-wing but mostly the former —
and the kinds of writing that come from those viewpoints. In talking about
the arts, the word ‘radical’ is almost always used in conjunction with refer-
ences to the ‘avant-garde’, which is itself a highly contested term, even though

1



2 Creative Writing and the Radical

its meaning as ‘those who are experimental forerunners’ is reasonably clear.
While the term avant-garde continues to be debated (Which techniques does
it covers Which arts practitioners does it apply to¢), I have sought to claim the
adjective ‘radical’ and take it away from its merely supportive and often redun-
dant role, as in ‘the radical avant-garde’, to give it a real meaning. In this book
I use the term radical in a specific way: to refer to the kind of writing that is
done when the writer has — explicitly — innovation in mind.

For me, the Radical occurs when a writer sets out to defy convention and
write in such a way that the accepted processes of writing and reading are
called into question. The radical writer has the intention of reaching an audi-
ence by means that are different from the norm, that involve more of the
physical senses in the reading (a more bodily involvement in the reading), or
an intellectual understanding that the work is to be read differently in order
to gain a fuller experience at a psychological or emotional level. The radical
intention of the writer tends to announce itself quickly: the words are not
set out on the page in the conventional fashion; typography is upset by con-
crete effects; visual images are entwined among or break into the text; the
pages of the book don’t work normally; the book has become something else
entirely —a box of papers, a panoramic map, a soft cloth, and so on. Whatever
the radical intention, the writer is keen to contact the reader by means other
than those by which mainstream publishing (in her/his time) has typically
communicated with its audience.

Several digital media theorists and critics have already visited the terri-
tory I step into. The most influential of these are George P. Landow (1992,
revised 1997, 2006), Janet H. Murray (1997), Espen ]. Aarseth (1997),
]. Yellowlees Douglas (2000), Jay David Bolter (2001, revised 2011) and
N. Katherine Hayles (2008). Each takes their own view of the migration of
print into digital media, and each looks to the literary past for forerunners to
writing in the computer age. But none of them, to my mind, really takes on
the viewpoint of the writer. Although they address in some detail questions
about authorship, it is authorship theorized by Derrida in particular, with
Barthes, Foucault and game theory also contributing. Although highly useful
for viewing the overall shape of the remediation process and changes to tech-
nological production, these perspectives treat texts mainly as disembodied
phenomena and as works for readers rather than products deriving from
writers’ motivation. Also, they tend to look at history and its advances/
problems in terms of hypertext rather than the more exciting hypermedia,
which is, I believe, the form the radical writers of previous centuries were
grasping for, even though they could not anticipate its shape or nature.
Landow and those following have interrogated particularly the way text
works in new media settings as opposed to on the printed page, but while
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they observe that reading multiply instead of reading linearly is key to develop-
ments, they are less interested in reading and writing multimodally.

In this book my commitment is especially to the viewpoint of the writer.
I examine writing process in the digital age and make a trace back through
print literature to see how writers themselves sought to escape the print
medium. I believe that the anticipation and striving among experimental
writers for a composite medium that allowed text, visuals and audio was so
strong, it is a great pity for us now that writers like Laurence Sterne or
Guillaume Apollinaire did not have hypermedia to work with. Without
knowing how the computer would work or what its outputs would look like,
they pioneered changes to writing that the digital age has opened up to all
and made mainstream.

The awareness, among early 20th-century writers, of future technologi-
cal change can be gauged from Paul Valéry’s observations. In 1928 he wrote:

For the last twenty years neither matter nor space nor time has been
what it was from time immemorial. We must expect great innovations
to transform the entire technique of the arts, thereby affecting artistic
invention itself and perhaps even bringing about an amazmg change in
our very notion of art. (Valéry, 1964: 225)

He described technological advances and consequent changes to creative
product making in terms we recognize easily almost 100 years later:

At first, no doubt, only the reproduction and transmission of works of art
will be affected. It will be possible to send anywhere or to re-create any-
where a system of sensations, or more precisely a system of stimuli, pro-
voked by some object or event in any given place. Works of art will acquire
a kind of ubiquity. We shall only have to summon them and there they
will be, either in their living actuality or restored from the past. They will
not merely exist in themselves but will exist wherever someone with a
certain apparatus happens to be. A work of art will cease to be anything
more than a kind of source or point of origin whose benefits will be
available — and quite fully so — wherever we wish. Just as water, gas, and
electricity are brought into our houses from far off to satisfy our needs in
response to a minimal effort, so we shall be supplied with visual or audi-
tory images, which will appear and disappear at a simple movement of the
hand, hardly more than a sign. Just as we are accustomed, if not enslaved,
to the various forms of energy that pour into our homes, we shall find it
perfectly natural to receive the ultrarapid variations or oscillations that our
sense organs gather in and integrate to form all we know. I do not know



