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ABSTRACT

My goal i n this dissertation is to shed
overl ooked in philosophy of I|iterature. C
Z . DaniGélbewekio,l ebeaaves VHEgan from tahned Goon

l rvi n 8FWélkascth make artistic use of the feat

such as font and formatting. I show that,
font and afsoramastttrionngg hhi st ori cal tradition g
ancient Greece. When these features devi a

perform some artisti c afraerntcitd toinc aMiltyhi sni g rief i

therws themsel ves. The possibility of the
predicated on works of printed |literature
onesel f. Al'l works of |literature are medi
printed |iterature i s meant to be read to o

Features specific to this method of medi at
artistic contributions to a texet oafs sweclhl

features questions where we see |iterature
features are artistically significant, we
|l iterature are both the samephgrbbdbr matevat
recognize that works of printed |iterature
performati ve, mul tiple instance art form s

l' iteratur e.
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INTRODUCTION

Di sxiursg the artistic features of writing
forms from 1957, fiThemasaMusrar ewrmowsmainly
the visual presentation of verbal composi't
beconeertanof visé@dhepyr asamntivsa aitdaier t han mer e
devices for ordinary communication, only w
and development, as in caThogghlhpbyntaeamparnr a.
wor kwse heax panded the types fimdstvh estuiad f eefaitue re
devel ooMmenob, correctly recognizes the shift
tradition meant to be read to onesel f. Th
predicated on the work being Twirowalhlew tmedi
hi story of printed |iterature, we often fi
features specific to the inscriebenbsttext su
prominent example of artistical I&Thsel gLniiffei c
and Opinions of Tr i(slt7r5a9m .S h alnnd yt,h iGe nwo rekma nS
use of the formatting i@ apmwmasgtnhaatndarti st
interpretation okinohwns ewoarnkp.|l e sOtohfe rarweilslt i c
of the printed text are found in the | ong
Her sEmast er( IV hYPP)s wherein theibowvmauail hg of

representative of a pair of wings. Mor e r

Thomas MomroHundred Arts and odypesnalf &fd Akrdit Ceab 6|
Critllé6i 6m957): 49.



experiments with formatting so that the pr

role in these works equal to their |Iinguis
Wor ksr oosfe pliterature in the | ast thirty
artistically significant visual features s

Endg&he Never enldli7n9g) Sutscersy di fferent font col

of theoas in the&dAe¥Xitsit Jfemaom(f2eb kOEGQG@mme S t:

entire chapter of her novel as a collectio
perspective of a young chil d. Renowned au
We | salt he make artistic use of the visual fea

anachronistic font abBildo ocdh aMpetreird ihaena,d edrs Tt hoe
Redness i(n98HBhe¢e West orically. Wel sh uses s
affect & rapapderhensiFom 1dAf9 8hni.s nMowelgnat ure st
Mar k Dani el ewsKki involves artistic decisio
novHkeoluse of20@@yvespresents printedardsext wri
upside down, sideways across the page, and
presentation of the text mirrors the unpre
haunted house at the center of ehtsatnownel
varies, a common quality of the visual fea
and those found in Appendix B is that the
significant in ways that makei shecplrkegestig
feature of these works themsel ves.

With the growing popularity of artistic

printed works, I|iterary theory and critici



ar

of

t h

t h

h a

tistically ®Bilgnt éi @amantwdrelas ur e€r ioti cal e !

Jonat han Safran Foer, Steven Hall, Dani
e artistic role of their visual features
e arstsiisbtiilci tppoes of the printed text in co
s philosophy of I|iterature been so retic
artistically significant in | ittheer atur e?

sthetic role of the printed #6sexdti sauisrsg obn
| i t erPahtaverder uisrb ettheve there i s a more rec
terature that necessariloy masgiahalpirzesent
terature.

The aesthetic theories of Nelson Goodma
terature as a performance art akin to wo

eories, the prinsedibantt pérfpt meraafano

a set of instructions for a performance
tistically significant wuse of the visual
to questisoms. mpSyclowmmok fit well with th
rformance art. While it is true that |
inted |literature meant to be read to one
esiennt aaf | i terature historically from sor

art form read to onesel f. When | iterat
met hing that i s seen and read, rt haer tviisstui ac
e in ways that preclude such works from



My goal I n this dissertation is to shed

that is often overl ooked in phil dsdamprey of

artistic use of visual features in both po
aberrations, artistic use of visual featur
tradition in inscribed |itega¢éutrleagoti ngs éa
features are artistically significant when
met hods of inscription and perform some ar
vi sual features of a t efxetataurree sarsthiosutlidc able ys
artistically significant features of the |
significance of these features is predicat

medi ated when one reads to onesel f.

Alwor ks of | iterature are mediated by a
are aurally mediated. Il n poetry, for inst
medi ation such as cadence, volume,Band tim

interpretation and appreciation of these wo
to oneselifs mediated by the modality of si
of mediation | i ke font and f otrhmagsd iwma@gr kksa na ¢
wel | . Recognizing the mediated nature of

provides philosophy of Iliterature a vocabu
keep philosophy of [l iterfatsuucech cwarrlkestalwiédadc
place in |Iiterary theory and criticism. M
significance of visual features in I|iterat

' iterature uwithxoaeesmgdtdf tterets ef vrimau.al f eatu



artistically significant features of |iter

printed and oral | iterature are both the s
of | iterature must treedc dgntiezrea ttulhraet bwedroknsg afo
nomer formative, allographic | anguage art s
or al l i terature.

| begin Chapter One by examining the ar
in works odi $cussad uby @esr aPar Gteerettd:e Thr eng
of I nterprletchdfieomd t he position that visual
paratextual and can therefore play an art:i

havel uded examples of artistic printing pr.

common visual features of |iterature that

formatting and | next discuss the artistic
foomdl or can be intrinsically aesthetically
font . We see instances of these fonts in

century such as Dada and De StijWworkfont c
when Bsfassvwidihataedpeci fic culture or ti me
typeface, for instance, is often associate
this waBy oiod tMeatipdriiamt ed i n t heciCdtaeé nwiotnh t

American We-$800®s. the mid

Formatting can play an artistic role in
hi storical discussion of Greek Bucolic poe
religious pattern rpyewaryks amfd tthe «comdreenpe
l'iterature, we find artistically significa



novels with epistolary formatting |ike tho
then move on to my acoentwdmpEgdhr afy eexx €emmbi ne

and formatting with other aArVistichiom She
Squbduse oBlbeadv dEr| damae SEENenR#al Ehar k Te
(2007) each poisgreisfsi maanti swiicwdll yf eatures tt
ot he avwmd kperform a unique function with ea
these five works, a more complete |list of

vi sual atfeaguwes h a brief description of th

B.

Having shown the ubiquity of the artist
text, in Chapter Two | examine contemporar:
sucehf idni ti ons that would necessarily preclu
phil osophy of I|iterature cannot account fo
|l iterature, no contemporary definibtyi on ( wi
Peter Kivy) defines |iterature in a way th
such features. Essentiali st accounts focu

as a sufficient conditi oni toefr altiutreer aatsurbee.i ng

semantically thick or open to multiple mea
with certain types of value | i ke aesthetic
features can perform suwehl Ir.ol es within [|it

I nstitutional accounts and cluster or f
fair no better in accounting for the artis
absence of any essential feabtwrehem tbemer



t

fringe.

speci f

i st

def

ot

t ha

sed

uss the artistic role of visual
I tions. I end this chapter by
e arvtiistfumdt usegnhkeyeasee f@ofcusi ng
nces between | iterary and ordin
cus is specifically on | anguage
| arognuee sihno udhda pntoetr VvFiievwe Itihtaetr a
pe of | angunaegdei bubseed ubaugte auss ea. s pVéh
erature is printed with the exp
f[a@me utsepeneafi alt adgby t he sense
derstood, our definitions of |
c significance of these visual
niti onst orfiedd tteo ad o eu mtayf omir wor
vi sual features i f such works
| f these works can be margina
e remems ilnn o@laptoorki higr ée | e xé
seek to marginalize such works
as exemplars in Chapter One are
| ixtaenmianrey dciafnfoenr.e ntl tfyipresst oef | it
|l canon as the canon of which a

show here that there i s no reas

featt ugeas!| wlowl fdomot he critical i ter:

more, i f any such works do not qual

c al

y with their artistic use of vi



I f | iterary wor ks wi tfhe aarutriesst iwcea lel yc osnisg

xed media works, one could argue that ph

appropriate field to discuss their artisti

artistic use of the viusnutasl afgeaaitnusrte st hoofs et hweo

Wal somdef i

considered |iterature.® ®diegdwmxngingn wa ft ha rKteins
suggest that, i1 f this were the case, artis
properti es-stthatd aa reegtoayoyt thoda d att er at ur e. | &
nothing in these features themselves, the

ni t-gtoaandbdr c omrtomerties to s-uggest

standard and t her evoarksl dyye dvharcen arhytyhiang ot

terature.

I f these wmrakne ndarae lryotdiffd erent from tr a
i nge or mixed media, when and why are vi
may saypertteiyesaref paoliterary work itself
operties of printed copies? Ot her than
chard Shusterman is the only theorist in
Sssibisuali eseafuves seriously. Chapter F
hi BAessgsheet i ¢ Bl indnesShutst s agrgtalsails We sual
ow visual features are artistically sign
nspscoo draw attention to themselves as
esentation in print é&d clliatiewrsatauree .h el WHiull e

at the claim he makes is too stroag. I

sufficient condition of artistic significa



necessary condition. Al l artistically sig
However, not all conspicuoud fvicawmal. f elateure
|l east one sufficient condition of artistic
are always artistically sangdreirffiogannts owlee runti
nomradi tional functionmrwi.t h Arneggygp emet at o/ itstuea
|l iterature I s conspicuous and performs som
is an artistic feature of the work itself
wor k.

The artistic sfiegantiuriecsancceel losf ivntsouagquest.i

we have about our definitions of |iteratur
previous discussion, what type of art form
in some ipsesttneesof pcopies such as font an

vari abl e properties of printetdahdarcdadasreel

by Walton. They are not merely the proper:
the leangfuaag | i terary wor k. Vi sual features
themselves in ways that artistically affec
l'iterature. What makes such artisteic Uses
is a necessary condition that all works of
at | east one sensel inkoed anhojstsy .0 eQirkay | metdeiraatte
| i stietns tpoer. f orPmamde d | inteearnatt utroe ,b el nr etahda tt oi t
medi ated by the sense of sight. Thus, the
medi ation have the possibility of being ar
outlined in Chapter Four.



Why is umgdemrdtnaredi niterature as visuall

understanding this brings philosophy of 1

wor ks and their visual features already t a
taki nagatlhenewiisati on of | iterature as arti st
wor ks we would consider | iterature. | add
chapter in works dHowolksas agidaphiectmownelcs | i ¢
undandtng printed |iterature as a visually
|l iterature is not the same art form as or a
modal ity. I f we can discuss oredli narhdatper i n
tension exemplified in the writings of Urm
both oral and printed |iterature as a perf

visually mediatedpemiudorn mapt ievetmabh@anicemmpmiomy
say that it is similar to printmaking. Ho
i s an autographic art form even i f it 1 s m

Usi ng Dawdids tDiarvd teison bet ween different t

for,md argue that printed |Iiterature is an
i nstances. Thus, any copy of a work of pr
properties to allow a proper expeafience of
|l iterature with artistically significant v
featur es. Experienti al i nstances are cont
Provenential instances ar e ttdh oastewab inktt@amy ecsf
maki ng. Painting is a single provenenti al
provenenti al i nstance art form and, unli ke



aut henti c. Printed | irtpeerraftourrnmeatiisvea vmuslualp
experiential instance art form focusing, t
that I f we define |iterature in tfhirsnsway,
such as gr @apikes , n awneatl ex,ladeutrreo wioau I Idi not cour
Il n t hatpeirtf oirsmanndrnwe and mediated by the
is different from oral l'iterature. Howeve

open for arti sfteat wrsees sopddiafti vitsawatthi s met

Q
—

tistically significant parts of Iiterary

o]
=]

d perform some unique function within th

teraturcealdrye sargtniidti cant parts oA Viidietr ar
from the ,Boo0seSqBadbedv dEr) dilméd@ Raw Shark T
each use the visual features of the printe
wor&rse neither fringe nor mixed media wor ks
traditional l'iterature. Each of these exe
experimenting with the artistic possibilit

medi ated by the sense of sight.



CHAPTER 1

THE VISUAL FEATURES OF LITERATURE

As mentioned iThhdrmaes i Munmrotllueceds moht zes | i

from an oral to a visual paritntfeadt maeacmr Irfebaadt

Thus, | iterature could be seen as a visual
fiartisticotHgwegenphMunro i s undaretairstaisc t o w
t ypogdlatp hiys my goal in this chalpadwrhadw exp:

vi sfuedtswrcens as artistic typographfyeanur €3 e a
arti sitnifcaarlméga dienrt er pret atiodnl anerfapyreeois&ii
strong turtadwviitzsifomg touhr e si t eeg aatt luetei d oor aar t i st |
di scussion wi |l become I mportant to rememb
the i mportheatumopés vieswmalure are presented a
favor of a pfoedtcuardaisechathowhesne approaches

wor k of |l iteratur e anidn sdwrul de fbien ittaikeems i oft

begin with a discussion of what are Kk
as defined | rPaGaxttasTthr @eshel des. 9 f Gémeéeetrereeh
the paratext of a work of I|iterature as th
work i s presented to an audience. These e
aut hor ' s ncaeme ,andhef opotenfoat es and endnotes anr
work's presentation. It is Genettre's argu

often overl ootedhsi tbdntr eglhudi ons they make

'Thomas MU®BRE bs and Types ofo B9t.: A Classified List,
1



appreciat eseratwarek offholuigh not di scussed by
typography and formatting are integral par
nNo reasolmeabtaskrookedenot be considered par a
t hd et uaratpatual el ements and i f one agre
el ements can affect how one appreciates a
vi sfuemdtcuarnescontri bute to our appreciation o

Hi st or i chalvley ,b etehne rtewo metite@ad sic ey Whi ch v
artistician Ilyi tuean dt wred. These are, generall
Typography is defined as the shape and col
font colormatwhegeas tbhe way the words the
There arefeahar esgi et aspurcihn taesd clhiatpetreart uhreead e r
breaks that wadti dtenpabaridlayns s ads avel | . Al s o,
contempovalry, fteltaeg uviesulmdcdrme Iwoogkstraditior
the historiaatvessfeeautswmriebsnt ef ature will foc
typography alhd Wwaymahei pgi nted | et tbers t he
arti sitmpcoarltlaynt i n two ways. slpte cwflutladr @&le t h
asociati Bos instance, there are "\Werny ugtyr on
Ger man Gothic typeface of the Gbheeshapg Bn
color of the | etters could be aestheticall
typefaces of the Bauhaus and Dada art move

As | movearomn sstiogerailifeéi gctauirtefsor mat t ilng i n | i
e X amiinset iaa tfi oar mpeotettirnyg begi nning with the tr

pattern poetry. Pattern poetry is |l oosely



plays a role in the appreciation of the wo
sentes themsel ves. An i mportant aspect of
poetry among differenMhecuitsreseaoddeédmen:
poewewe i tten by the Greek Bucolic poet Sim

his waeaehkW ngbe words of the poems are shape

respectivel y. Moving forward in the Westel
700 years, the vast majority of amatstherdre ap d
with religious themes in both their conten
many instances of pattern poetry in Latin
religious symbols such as t he nClfSrpiastni amdcr
Portugal i n the!®eartowgruye iesr at hoef mohvee Me7nt Kk nc
poem. These poems have no definitive star

presemntat afboorowva mul ti tude of diaftfieornesnt rTeha d
t yp @& cohfr onorl @magdicrad wi | | bFeo rrmeadtft rienegalt ¢ mp o ma it
novels such @&as Vlienrni fferomagéedreSsgGlowaad &rguRldas c
The Peopl(e2000f5)PapeQut side oflthéiwWeastmamy tr
interesting examples of pattern poetry. |
similar to the Baroque | abyrinth poems. B
poetry are formed somewhat di fsf emerktulry pteh a
the words themselves that create the shape
to create shapes and designs into which th
exampl es, among dt lsd roe 0 mmdmtyli cruddnagl ows s

di f frerogetnitc .t raditions



Vi suedt uraes ogdleayy n more recent poetry as
printing techniques, WealatveWh (i gnashjalsisz &di tr lde
v i sfuead toufr etsheed ptreaxmttt efedirs c Asi de from direct

typesetting of this editionthenerdcan eded ex

al soamrdtdd stnensi on to the text i1tself. Thot
Cal ammpes Apollinaire presuetnititiyzeitnfganmeabhér ng:
poettda yachi eevd e@drstcaisn wel | . | argue that,

met hods of relating the content @&f ulsies poe
formatting and pictorial representation to
adds an artistic dimension notarftawnd ciad | syt

significanh termathi pgems o/fi sbpbhaRashifh emas

well as in the works of eaetisummaihnigg . si gei
visuali hepbetey with the recent movement Kk
poetry is a |literary'®enemempthiast zkeed mhe

nature of t hea rveraihtetdevn swaoarld parmrecsent ati on as
content of their poems. Concrete poets ar
of their definitions tamdsdéd etyhded iwwvreds ti n
virtue of their visual presentation.
Artistic useiaef ntohelpminteaed ttoeyptoetry al
instaacesebtcandi hopmasei hgglt st atucal l y, me
t hseaei nts or the apostles were fsarmmdtatred oi rtl
f or maotft irnegd i gi ous pattern poetry. There ar

for satiri caAn erwesapsaopnesr aasr twecllleg od bl adutcia nc amir



be formatted into roughly the shape of a p
artistic nf oar nfaotvteitnrga.sn SHhawelwer , we see | ess
examples in other early novel Riadhawealslon sT
aPamdllar 4001 aar{idss48) are formatted to give t
is actually a collection of |l etters betwee
formatting in the 6&panike@lsdth&)ptaes wel IShaed | S
Drac(ull897) .

Finally, |1 end the chapter with a discu:
the typesef ovi $sha&l pafi ngdreidmareyx tc arhcagr n st hr ot
this dissergat\ o/n.sitJdmnmimpedheEGtoo narqamrmtdi r
as a collection of Power Point slides. Ega
presents an achronol ogi cal narrative that
readingtof ™Mhekt €x DiHdoueé¢ ewmikgezvime vtehe c | ¢
contempor arTyr iesxtanmprineShtacndghbe pndvaleativit
regtaoc df ont tamdy Cormadc BMoGdr MRykKedss aasndvant age
the cul ttuiremds awes oltavae toward certain fonts
physical artifact to the ti mé&ipdetisod i n wh
formatting both to designate different nar
the nt eextwaly that intentionally frustrates t
The Raw Siadgk wbe Xt here mani pul ates the for
to visually represent tlheerndcwiitohodd |deissaUd U:
successful use of the visual i h BShewsawieémhc

this example i s t hafteatclhroausnieak ke carng wcea btuhaton



to a work of I|literature, otshits vceo nrctornithru tbiuan
run the risk of hindering our appreciation
i ntend. This |ist of exemplars should not
comprehensive | ist oar tadsdttygecmpvbirséusept mo es!l | n

a brief descriptionemgdl dy,e sf@&eadAuprpeesn otshxensye h

that, through both the histheia@aratii stnidc cose
vi sfuemdt ures ,ophili il dedgtryprteufr e begins to reco
the visse&l wiotmhkes iampdor t ant i mplications for

l' iteratur e.

Vi skabt asePBar ateeaxt tuu eels

| Paratexts: Threshtotb8%) pf Geédneafei dnpese hcaet rt tea
el ements of a work of |iterature that we t
physical artifact (properties of the copy
the properties a copy ogpar amoa Kkf rtchmatt hvee pryc
l'iterary work itself. Simply put, Genette
|l iterature as those properti%Tshiisnvporlevseedn tiant
could either be @i alatf(iom ©blhieacase¢é eofartyheor

be the properties of t hef epartounrteesdwo ek tof i Ini 1

meant to be read to onesel f). I n the case
t he mewhodhbgn orator presents the I|iterar
inflection, rhythm, and delivery. Though
%G d Feerneettaxet,s: Thresh€hthbrbotigent d&nprvetatitgnof Ce



in both oral and printed |iterature, my di

propefrtpreisntoed | i ter afitthree.sol Gerfatctte oWr ittreas
to the ideality of the text some degree of
will see, may induce paratextuastseffethat

text without a paratext @dbesonhberewbstdsanc
making the rather uncontroversial claim th
must materialize i n thetadt palswaortladiiom ain
these paratextual properties that give mat

Though this initial c¢claim seems obvious
paratextual el ements give mha&t eriesleinz attii @m
a work as a printed, physical artifact <can
by readers. Genette provides aflammoareadbr de
|l ess Il ong sequence obreeobal essateathegwed wh
He then moves on to define paratextual el e
extend the text into the material worl ds i

out that we may tnext el celrgameamt iifs ap gratr aof

merely a property of the physical artifact
present in the material worl d. Il won't sa
that we mayekbhowl|l aepament i s part of the |
paratextual el empetfoemes-omamiftuincadloaandvi t h
regards to the work itself. For instance,
chapter onHowesvereadtihnigs. i s a relatively tri
3 bid

“'bid., 1.



work itself. Likewise, a simple shape use
break in the nBroadi MeNewWeWwanké&s 0é&)eGo i n

contr a<ets, cltaipltier headers-tamdideotniadn warye a In
to the narrative of eadleanawveelsut i Ili znad | n egaor

of this chapter and how we distingua sh bet

work in Chapter Four. I n di scussing parat
Should be made between paratextual and epi
both paratextual and epitextual appogel tait ¢ ®
a |literary work. However, fpaud&efdoxt Ualc ke lod
better word) within the materi al artifact

of the material artid$aepi béxthal telxeé meniGe n
on the work, interviews with the author, ¢

author's correspotnhentest aamd it r @tsdaenrtd uall e m
fiepi texrteuadf ten usydt houegeh cthlhenygesatbdul d be s

Genette provides what he sees as a comp

printede®ll iwielrlatfucoeus on a few examples and
affect one's interodr dthet iwom kand saeddr. ec iTadtei
el ement that one comes across is the front
reader's first interaction with the mater.|
cover is desigmedgraseénamyi pincst omicaluded 1 n
we interpret the text that foll ows. Il n or
could affect our interpretation of the tex
5l bid., 5.

1 bi d26 24



edition olfolNdbbgy 'was being readied for pu
made it clear to the publisher, Ol ympia Pr
be a photograph of a youmNgbgogkolh amngulked tba
woul dregeot he reader to focus on the more

than on the character®TdhfusHu Madrotk okwu mkeerotg nh

paratextual el ement of the cover and its c
under sittaenrdaray lwor k. I ncluded in most cover
the author's name. Like the front cover i
expectations of the text. We may apprehen
ot he author. Fbaoauoghl thElPe&hiesme@a Vi nci Co
(2003) may deal with similar content, the

Umberto Eco and Dan Brown affects our expe

te x t . Similarly, other works by the author
j acket or back cover. Even i f we are not
familiar with other works that theoatudhor

affect our expectations of this new, previ.

some instances, the genre of a certain wor
text of the work. Agai n, i fr eadn @ nkd awvdse dt H an
noir genre, we wil/ come to the work with
of this genre. | f we have more extensive
name of the publisher coepbdrdead usetoooeéee

Graham Chakeéng,Cholciatgm: Chicago Review Press, 2008)
8See al so @vdu nCaSy'mesJ,udge a Book By Its Cover: The
Epitextualo ubernva lc edsfd uk eedbi h(ellFER ) :

9



Il iterary wor k. For instance, I f one was f
published by McSweeney's imprint Retangul a
here to be a traditional reali st novel
These par ae&tndgxt cdleagllgmcommuni cate some
regarding a |iterary work. However, Genet
communi cate more than just this surface 1in
par at ext ucaaln eacetmeanst st wmels othacemosds®dne sort
i I I ocut i®Ilnhaoruyg hf onrecvee.r expl i citly stated by
amounts to a normative statement made by t
information transme tHtomd aluy tt e Paiiidpbsu'ms n a
novel is writbofeomr biyndtmbrce .o Edowever, the i
nor mative statement | i@mnlei esecholuy dt laitg eindf drom
one written by Umbenxtpe cHldd iswdedh,tadkitst.h r e g al
to the footnPake(EBH6Rabokbe snformation co
of the footnotes included with the text.
staten@me Iddsotuake these footnotes as commen
written by a fictional editor ofather itmpant
to note that paratextual elodmdmutns ndad i mogt teah
it selHt,hetghnoucger t'alim|l yom® ca&dses, paratextual

to undermine the narration and frustrate t

GeneRareat ek®d.s

See Malcah Effron's discusdtCentafyttdetpcesencaoutl
of legitimacy to this genre that is typi@anlly not
the Border,s Onf tthhee BPhraageder s of Genre: Artificial P
Fi coNamr 4d8i ( 10913®@)1..

10



nda

r e

rfikhhe Barti maz@ws0)Tridiofgfyer ent footnotes ar
rators who often argue with and under mi ne

ader as to the relative t%ruth value of a

Of central concern to this prdjeadturies t
oul d beed cpoanrsaitdeexrt ual el ements and, by ext
atupeaycanrole in our interpretation, un
terature. f éatswtceheraswdrodhs,, dor mat, chapt

eaks among ot hered eanmems tshteutsa mga watye x haa |
vers, author's names, publishers, and fo

cluded MPyrGeara«tsstoufneds t erarycwowaoskdeshbdul

ratextual el ements and, | i ke,catnhereparat
feoandeuwst anpdp rnegec iaantdi on of a | iPtaerraatreyx twso r |
n Baetens argues that, tGeonedh eextdénsitvef
ratextual el ement & IfasGecnoemptlee tdee foirn eesx hpaaursa

t hosd haltemédntosv a wpr&semt banghypsprcath éiyd
teri dleawswrdedis, as font andt Heormadtt i hags ise epna
ement s. I n is unclear how a |iterary wo
t hout poes steyspsei nogf sfoomicouévdemehdwmodwri tyi e f
nt) and formatting orf btlohves ppgatgeo.ns ,Asf olntwia
rmatting, as paratextual edretmeeppise c icatni aar

a |literary work in the same way cl ai med

See Jonathhlhmen Barmrtoiudgees Yor K:oglyyperion, 2010).
2 an Bd®dwinissGer araRewd v rtaaft, e xht &sl: d ST ha fe slbryt eGrepragtdat i o
GeneRdet,i c8 (Tod@E&HI 4.

11



aut hor's name, et c.

Ar t iVsitsibcabt unekrature: Typography

Hi storically, there are two general typ
open toushayeathieveaut hor . These are typograp
the individual l etters) anmhdt herwatds ngndt &

the pritwBetlopaged) scususiemg sled w a soufta ktshresi r

works in a way that deviates from the trad
needs a good gr asitpr adistiwhnatt ainsd niecarnmathbtyi ng .
what i1 s considered traditional font and fo
and different cultures. Il n a contemporary
an unobtrusiveNéwnRomaegchomasCdumeser that 1is
As | show next, the type of font considere
cultures and time periods. The type of fo

change oveas tdinfef édrutamong di fferent cul tur e

in the Western tradition, sentences move a
the top of the page to the bottom. Tradit
justi fcieemd eangustified formatting. Il n an E
|l iterature, the text iIis read top to bottom

Hebrew is first read right to |l eft &Bed the

of |Iiterature breaking from traditional fo
BThere are clearly other features of visual present
move onto the more contemporahgrexweimpl abse a@axamplke:
traditional artistic use of visual features.

12



contemporary, Western font and formatting.

Typography caarbesdscl i Zbhd Wawys that t he

themsel ves ametalsdtiyygendiifoiachanbte way s . First,
f ont aratni dsteigcnaiifhiycranmisecahbhpe, col or, and si
and of itself can be aesthetically compel]l

creatingsthed3bédefepeci fic artistic decision
with a specific culture or art movement.
in art movements such as Dada and De Stij|l
Easthe European Avant GarHentutgratB8eeoondl! yh
design of the font itself may not be part:.i
recognized as being associated whtdbreseahds
the cul tur al associations of certain fonts
to affect a reader's interpretation of one
t he German Gothic type ofnaec eprwintths rtehleiigri ocuosn
work in this type face, one may interpret
dogmatic religion simply because of the cu
regardless of the content of the work.

Typacesvehat cbat aiitnawasspseoccii faitc ocnul t ur e or

will be addressed first before moving on t
foll ows should not be considered a definit
an attegptigbtha few culturally significan
certain cultures or time periods. The ear

13



Ger man Gothic type face of the M Tdhdilse Ages
type face is most well known for being the
Ger man Gothic type face i s'@Q@enatdurtyi olniatldrya tac
Northern Europe and religious | iAgasature i
there is a transition from Ger man ®Jdtehi c t
motivation for this shift seems to be the
Ger man “QoRtrhoint .Gut enberg Rtodi @p Do didy téhee or i z e ¢
association of German Gothic with both the
found unacceptable to the humant¥3hesopfthea
Romanf ag@ewas created and i s stitlelr altaurrgeel vy
Another important culturaccehbsfiCewlt&8hyrega
with the emer gence aoccfe tolfe tlett TEEN gfl ghhsgtde entngepnet
closely associated with | i tretriaftiua el iotfe rtati usr
genertad due bei ndg atclee odr it dnien plr itny el wor ks
Perhapso$omhe mostf arceecso doffie ztahbelr 62 Oay e t hos e

European art moveme®THerseltayfpedctets@ oMo dt ehren iBsa

De Stijl, and Futurist movements. We not
movements' various manifestos but also in
This | ist could go on,e shlolwetsiiear git ™dp obretlai nec

“AppendiixguAe One

BSAppendiiguAhe Two

%For a more detailed discussion of the transition f
fiPet er Behremanahnetthkre Ggpe: Desiogmuamael Arod hiDteesd tgu
Hi stho 9 92)RB 7 .

YRobin FDoodmd ,Gut enberg to Open Type: An Il lustrated
to the LatecbulDli Hat &l e {200a0n6d) ,Mazr 1k.s ,

BAppendixguAe Three

PAppendiixguAe Four

14



of ctohrenecti on betweesn aedtapeaectfype cul tures
certain font has a strong cul tural connect
connection can be &rpl oheedi snab wagpstehant
arti sstiigcnawWiiychanrtegard to the choice of font
certain font creates a connection or assoc
common even inf isucdnaomhmercitstoi c. TheFoRi nianlst e
Testament of( 2tOhlel )Halsy pBiimlteed i n a Ger man G
this font, Frey is making a visual connect
the Middlel Agesesuandrrting in gefnetrlad .c h &Apt d
Cormac McCaesht hi sB$ame &myn caellpdonsinng t o hay
work printed in a font t mat98erutl wWr yh ad/er ibrege

whi ch t he neovweenlt st aokfe hpilsac e .

Aside from cul tur al associationsi" some
Century, could be considered to have aest h
types of fonts wildl h av e na eshtoh ecteisc odq u alhiet il
themsel ves. During this time period, the
to experimenting with more mechanical me an
printmaking. This is Dyggaicamliyn se®n0 saasBdérel
of this time period became disillusioned w
mechani cal me &M daf rperedcucectdi drh.e expressi ve

to find it absent Andmet BeEower |l di drnpandseh

of expressionism in their own artwbeks. I

2Ti mot h My 8einsiosm, Materialism ratnd]d)l\ﬁafchmme?)i:n Da
y y A
47 .

15



Dada Raoul Haus ibaandm wrsottehet Hautl | absence of
Why have Geistsiauaoweifihdat BaPftung of foc
organic artistic expression of Expressioni
production | ed to an explosion of artistic
20Century in ameéndrmnduEdrOCprt For possibly
movements recognized that reading was al so
type faces to be used in their published m

in European BhdugnovRPancatpresents us with ¢t

typography, the movement really takes off
influenced the | ater Bauhaus movement. On
De Stij | moazearre nBEl waisssi t zky. Trained as a
Lissitzky exemplified Constuctivism which
fine art and graphic design. Il n 1923, he

Mayakovskagr ttitd edohiecepri nting style of this
striking red and black col ors and font des
mo v e mkeTnhte. di f ferent col or choices in these
decision regphdi ngheyg@gegi si on of font col o
Though not as extensively examined in the
col or us&mdarrbteertdsci n the sameThvea yNev e eerhchiend g
St darryansi tinorms maetowene and green font col or.
denotfevoroi e whi ch the narrative takes pl ace

pl acefrievaviotrhled whi |l e those in green take pl a

21 bi d.
2DodEHr,om Gutenber,g 9t8a Open Type
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Fantastdltaw | &aAtserd i n this chapter, Dani el ev

experi mental and | es sHoeuxspel iocfi tL emaavnenser , i n

Ar t iVsitsibcebht uneki terature: Formatting

Though i nfluenced by both tihnet eDaedsat eadn di n
creating artistic fonts, thesBanoghmatt mog eimi
creative ways in their written works, post
concerted focus on creative fé&rmacei,ng haese
certainly not the first instances of the wu
presentatinodfsmcrtecdrhceed iirmst ance of a write:
possi bithietifes mat of his wreéek eBuawolrikc cpomets
of Rhaobasnd 300 B.The&e,Axdér hiextpoesmshaped t
represent azftudi menhauvughaxthat Simias form
woul d be easily inscri bewnbudrdt ch aav ev doteiewme | ced
at the tenripheAbRHRbEsesuggests that the choi
Simias may have been more of a functional,
Simi asWi jpggsemor matted @amtoof hewi slgapeandf i ad p
formatted in this way so that it could be
represertHionng vieoaveJd. M. Edmonds poi iwmisngosut t

of a&wavse common i n Gr eekkleist enroa trerf ee,r etnicies t o

Z2AppendiiguAhe Five

“Epeiunuemembered as the Athenian soédiectirespohsthbhee
Hor se.

%J. M. Edmonds eed&d Butc(odeive . Yaekt:s Loeb Classic Library.
®AppendiiguAhe Si x
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t he wingeldhdwghmatagain, the formatting seen
Simias may have recognized its artistic po
without actually maling® any exXxplri dirtevn e fyers
ancient Greek example will suffice. Theoc
Bucolic poetry,Thfeo rSiaetptheedrtdd iss hPpogpgelma pe of a
Pipdhe | ines of tihne ptaeixrts aarned aerarcahn ggerdoup of
shorter than the preceding pair in a way t
the poem is related to the content of the
dedication *® o the god Pan.

Though some argue for an East siian inf|
appears as though pattern poetry arose ind
wor |l d. I n fact, the tradition of pattern
sepcul ated that it would be easier and qui cl
poetr yFexi stnss.t ance, there are several Afri
tradition of pattern poetry. trlatdiits omat htohw
the | argely oral nature of this tradition
cultures. I n Western cultures historicall?:
the text of these pgdemd obbuatali smag talse weHdpe
Latin commonly use a block of | etters si mi

religious, shapes will r%*%Qnealoft hteh ep oneors thi d

’Edmonmche, Greek Bu%d.Blic Poets

2AppendiigyuAhe Seven

PEdmonmchse, Greek BubODic Poets

¥See A. [ Putktoemham and t heéeéCOmp &mat iPwé t(eirn®&IWaded rse

'Di ck HPagiaesn Poetry: GuideNéw ¥Yar RKe kStoavige bW n idle vt u
Yor k Press, 1987), 168.

21 bid. , 36.
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(@]

omplicated i nstancess tohfe tshh asp etdy poef otfh e ocertu
il 1l uminate t h¥%Englxits hofp athteerproeproetry seems
the Greek model i n poEmst s uwcAd alg shGaevoer gsea iHde,
religion is a c¢commomd tchoemtiee mbtotohf ipna tttheer nf oprc
variety of cultures. Il n Hebrew, the words
shapes of certain Judai®Patrt €amapodetsity ci 3 e
Portugal and Spaini gdal ltyhadhdmed poy nrse lair @i d t
wetDne tradition of pattefBepbetyyPontupaeal
Spain that is more similar to Eastern and
Al ab ydapioretms . T h e soe dpeofeimmsi thiavwee snt arting or e
instructiow tadgapodiemgi BAanelanwi Itlo sho w,e atdhi -
of the Il abyrinth poem is similar to the ac
Dani elFPews ki

Out si e WesStehn European tradition, we s
and | abyrinth poetry in Chinese, I ndi an, a
accompani ment of written | anguage in both
arts,etbramphes of Chinese patterned worKks
Hi spanic |l abyrinth poems. Figure Fourteen
Dynasty court official | amenting her husba

40, 00erent ways t hat *®tlhnidsi apno epna tctoeurlnd pboee trrey

Bl bid, . 34.

#l bid., 100.

5 bi d. , 56.

%I bid. , 122.

S’See Ana ReabanbyPaths in Spanish aVids iPolre glfarswra Ba
(1985654 .

¥Hi ggRatst,er n Booe taenytUnknown 162t er ature
19



shapes and designs into which the words of
Western tradition where it is the words th:
poems. |l sl amic pattern poetry is similar

specific rel igThoeusse paroes clratph iouwist.e si mi | ar
l rvi ne FWeldtshhha nfits certain nathati vendot oce

obscure the text.

There are also historical instances of
tradition. The small tradition of Leoni ne
patterns in |iterature.on Itrm et hpeasgee wor kas ,p aw

the way that the eye moves and the words c
passage “oMaegirceaaldsi.nscri ptions across differ
writing for mystiche¢el pavedstelat PtPhasce i patomne
more magically effective. Take, for insta
Abr ac &@dabtrer.esti ngly, some sheet music has

various forms suchr aB8aAa@odiricerescr da@etairt s , u e de

feag uire | iterature comes in the form of wri
pictorial representations into a sort of p
t he meani ng “3dtsi tchoembpi ansastaigoen. of words and in

techniques Iin contPtemnpdrcawmfdwWhpkat banhSasgr a

workkx,t remely Loud dR2®d@0M4ncr adiklel yf h@l pgevi ous

39|
40|

bi and 166.
bi
41 b
b i
bi

42|
43|

coooa
RPRRRR
fo N e JENIENTN))
OrFRr oMW
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aesthetically ismparitcant |fisnt so,f tphaitsd elrined |
considered complete due to the aforementio
di fferent cultures and time periods.
Moving forward, we findeppodbmihereagt samad i
poslilsi bifed heir medium for artistic ends. wW
typeselthteerLofnog I séwspdapatruomder Wil 1l iam Har
experi ment €d awiiutrhetsive stulall e alv e s i (d i 80880 ). s
Uti |l i zi ngenhcies aesx paert y p es dtetaevre,s twde GCIr gafsess e t i
under Whitman's direct supervisibe poembei:
set i n amacnotttyipel akRe with a thicker, bold
Henrmny ngs out that this type of font was <co
and specul ates that Whitman's font choice
appeal to andwocokinedg EchawRrbhstomef ocuses excl
font and design of the frontispiece of thi
|l ettering here visually resembles sperm an
Whi t fhk&ol som writes that Whitman saBwnaanstro
the act of reading poetry. Whit man saw po
fertile soil¥ in which to grow.
Perhapswekbomasmplaes$ vetbfuamdtiunr epsoet ry com

fromCalhlei gobmMmes!|l | i namr ehat Shme wlbak preser

“BarbarailfHenbgsi gn anlde &y @ ® g(ospedlyansdd ngt on Li brary Q
73 ( 2600110.) :

%l bid, 605.

%Ed FofiAsspSmit of My Own Seminal Wet': Speematsi @ofDesi
Gradblsuntington Li78Br dr23081Yyarterly

1 bi d-5,87585
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simplistic visual repréloawetvaerionnohi sheopo
the first World War, these visual represent
poem's content. | tnestt iecards, itrh et hva sseu awo rrkesp r sef
attempts to represent experiences of war t
purely linguistic terms. I n these wor ks,

post al mar ks andohanéeéwat et hestpasgagesonnec
t hemes of these poems anSdustahne Haerarl aivithiwessi toefs
aura or sense of the real translates in Ap
the textuali cweaemlid.g i Thhiod vtels i mporting and

and emerges most strikingly in pictorial (
mar ks amldvrtihd ema mess épea tree fploesd wlafl ed mi hei ng

pictorinatlatrieopnrse,s eApofld athwdri et amséDrimhe he wri
an artifact that adds an artistic dimensio
formatt fitnhg.c lOeThhiihdge t ext described by Harro
featosf prose |literaturd CovakkaddpHat mohyey Rarc

(1998) as wel Bl asd whkentdodusaic lo.f a dlema veeasc h o f 1

works, formatting is used in a way that tr
| i&kre artifact than a traditional novel. E «
t hart vesfumdt ume® Dyl an Thomas and e. e. cuml

mo swte-k howaoar,¥issi on a(nld9 4P6r)a,y etrhe vi stuaektpreser
seems to play an equadl tr ohlaes tboe etnh aatr goufe dt hteh

the text on the right is representative of

¥See Apolll i plagutRai ns), 1918.
PAppendiiguAe Eight
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di amond shape of the | eft sdiodeg todxtreHagima

poetry where geometrical shApsd,wenteisdssunc
this work is meant to be read as one poem
one interprets this asipecpret athenworfkiaff
of the work, it is wunclear where the poem
the achronol ogical presentation dieseussed
cummi ngs i s k-hopiatdi ofnoarl hfiosr maotnt i ng i n his po

indentation of aff édtoweherr,eddisngi sef oli 4 rwa
punctuation in innovative, visual ways als
par eniijteos evs sualtl  hree praexs eng or wani ng moon.
use of the two parentheses with nothing in
not hi fFglnesgbemsitaa@&ount s a woman perfor mirt
the end ofgithk psesmhowheto be nothing but .

parentheses represent® this husk or absence

Less well known, but equaléypliobduieons a
prihiéeerature is the movelnemnudglk naoonvna watsh acroint
definition of concrete poetry is elusive g

di fferent parts of the world such as South
tenets of t he movement ceaan thhee msdeelntd & i aesd . h e

responsibility to the word itseldrds Tdas s m

°Matti agsDyBlaaune rTTdo mae &wWweomo$i Xn to Signing: Il conici
Literdat(l2re-B7 0 .

S9See. e. cBmMifrad, D0 Bi $¢ ' sdtNedv Woems Grove7 Weidenfeld,
2Roi Tar tEa.kbb.v skwwmmi ngs Parenehesedstvydee220@P)0on as |
BSee e.e.shumGompBbét e POegrds9 A19)0,4 44 4.
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dead vehi cTheesyl faaohma ti dweaarsds can become rigid
definitions anmdegmhmerysdfileved i nigtw tilsi gthhte t o t hes
see their u%€ohorateewowhy. believe that it
the words and the shapes of their poems th

bet ween text and careadbwieo d o ramanrnta antgi s otwes

o

scussed above. Just as religious patter
religion to illuminate ralritgiseus atl hgmess gna
f eattur epsr eskent nboergreaati ons of words and p
in contemporary poetry.

Some have argued that concrete poetry s

from historical pattern poetry. Gdamarcat e
than traditional pattern poetry and, there
argue that pattern poetry is more mimetic

di fference bet Wden Thée wi & fr @dinh esoelModwseent ur es i
Wondernll8w®¢rein the text is fodémdatatddd i nto
Emmett Wiilklei aAnst(rleOStB) wieiviee Dick Higgins ar
hi storically, pattern poetry eaeasl inott| emerceas:
separate concrete poetry fromWeheebki skampt
of more abstract pattern poetry in the | ab
continues and suggest s tihsatta nccoen ttehnepnosreal rvye sc

hi storical tradition of pattern poetry in

“See AugustdCadrc CatmpoRgoetOAyquiAt ManhufaGeoDeET®d)r.acao
SAppendiiguAe Nine

A1t i s norteqaun raebnseonituttehat shape aobi dlkexHi gqitreg,r el ¢
fiPattern PoedP oaest iPcasrOaTditi4pn$59. )
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specul ates that the question of originalit
so that their work aomdl|ldaben seemi assli ynay a:
textual and Ri. PuabDraperf oakmes a middl e pos
the influence of poets such as George Herb

t hat there i s abftwéamenthealsedwhfr&dsemaoel t he

poetry. I n t heTHe rTheelre wofrktsh pseuMohmaakse s t he
one could el ifrmiasattée t he wbskabhnd stil]l ret
contrast, theemeapoeamg 0$ @i edntco both its

so that the meaning of the work caWenot be

see a good exampl e ofSitlheink9i380@d Bruigrger Gfoonr in:
his poemsaoff ithbée| pradmt ed t hree ti mes. Ho
l ine tisda |ldénctieommi tt ed and a bl amktépacexiamp

one coul d fs ke kst ea nvieodohste®In compared to the

Sspatethe center. Not only would this meani
removed, there would be no negati®wTehisspace
poses the interesting quedtaincre so forfevtia tt eo md

vi sfumdt ures are ararsthnoal rgprmpgdaoacednt buot (

argue that, at best, these should only be

SI' bi d, 420.
R. P. NDoapeetdNeRPwdtirtye,rarglHIFZYDry

®Eugene G&int ieimAgretoh ol ogy of, Cedcr EmmePbeWr kl i ams ( Ne
Somet hing Else Press, 1967), n.p.

®There do seem to be instances where works known as
coherence in favor of a purkendiyl Vidshamesdgrevodr k . J o Wo r & 2
(1964) create an abstract visual work out of prinf
one another in a way that creates different shade:
intélli giord in the entire work. I n instances suc
guestion that they are visual works of art while

poetry at all Bema®engo inBomit hoCalpys ofi, Conprete P

25



Vi skabtunebBawneal $rose Literature

Hi st ora tctad rl gfeadvpt erxdat been used exclusive
utilized in prose writing as wel/l. Prose
someti mes formed into religious icons. I n
satiricailzg ¢cortcaimnipub®Per mdaps pohetbheat Ki
e mp | oayritnigsstiigcnaiffbiycrnaantst iLlnagu r e n ¢ eT hSet elrinfee sa nndo r
Opinions of Tri st.ran hShaunsdey ,o fGecnrtelaetmavne f or
was umhHheamdthis era anodpiSctteorrniea | markeepsr egsreenatt:
as formatting thettdedi atédeatu@Weeteabhoseyl
the closest cohrniemproavair§h amdgdr dso to for mat
Danieldowske ' csWvi Lkavies didaguonalandupsicéevar ds
formattingstaNMoesabf aaret iasst iecx pfeorrinmeetnttianig a s
The epistolary novels popurniatt8Czed uby Pamse

it s ithext snor e conserevwat impe rmanm e iameenmmae/re | s

(1740Q!I aar{idss48) , Richardson formats the tex
coll ection of correspondences betovMeceen a nu
presents its narration as i ®liheis a |lette

Performancée¢ 26,0 8iRetaa@n nlgi vy specul ates that i
that hel ped peopl e in tlheedrenarmrd ayd dsaiylse rotf | ypr
themsel ves. Kivy writes that neonsdt | iterat

correspsnkdenckey and formatting a novel i n

'Hi ggRatst,ern Boetdeyto an ,Unkhlbwn Literature
2For an American examghe, Co@gh7e¥Ha)nah W. Foster,
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i hitePa@ahiuseepi stolary formattimngti chpipted |
Shel Fregnlse(nls8l1le8)n and t he pDhreasgullt8&Ot7i)omsofa St
coll ection of | etters, diary entries, news
Though the formatting of t mpl Ba ossoenkeste cnheoss e n
mor e exp,erli nsehnotvala st r on gvicsounanleicft @ dotne sheest we e
novels andihbedhsesossedain this chapter.
Before moving on to tshelsesitouwltce mpplaaiyn
met hodoliogys elne ¢ thieon. An obvious question

not on more obvi ousi @x avimpsEuassl tsaurcehsra s stt h acsad

found i nstthet eacchammpany most of theatwor&s ¢
of comtregmpmaraphi c novel s. Though works suc
examples of visual contributions to |itera

as mixed medi i woelgsatae tpdadeiatinetads!| tyd eiirc twc
t hat we do not typi clnlsyt eaasds,o cli aftoec unsi tohn |eix
traditional paratextual el ementpsr eosfe nltietde rian
visually sshat k magtewmatpinci buti oa wbot be wdhek
i mportance of these exemplars is to take t
motivations béabiimddthlees eviwnu&kls amd itsda i chow
i mportance and their relati onshfiipnalo nadtee p
before | turn to these exeanptlaatst,ciildutiisom ot

positive contribution. One Kiolotdt hegue th

pPeterTiKe vRer formance of Reading: AhMEdeay BhathkweP
20091.20

4 will return to works such as these in my final ¢
wor ks should be considered |literature as wel/l rat |
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extensi
conf usi
same wa
i mporta

al so sh

ve and Hbobastetiocsdbeavbeecpwfpastrati
ng a reader. However, these are st
y the frustratindlopyb@®@ &Hkp) caraept etrisl
nt aspects of thi saswarek traekgeanr dflreosns t

ow exanfpdetsurgehser bevdetal mental to t

i Mmhe Raw Sahmd kt Texdsi ence fictiohgmwiofikcamdée

of vfiesagadire all t heasrsttiekaeapl ebeyshalie on a

-

egardl
Jenn
narrat.

ncl udi

—+

hrough

eems t

(7))

The maj

(on

ody, b
the cuf
rel evan
fat fuc
each <ch
t hat t h

traditi

ess of any aeteberurespleasure taken
i feAr VEgan' rom ¢ ha IGoonelSywyuaannect e
ves involving various indisvineésal s i
ng musicians, agents, record execut
out their lives. The character of

O be the connection bet weneen ptehrei oddisf.
or theme of the work is the passage
ut on one's conception of the self.
f remark by the muwsiomiang Bdsdea vamhd,
t within fddiosw mugsli ¢dalgogdmmen dekng a

K no one careolaboht? tHhieme'oved §am
apter with diff driewret prear roatsi,v a tv diiac
is work should be considered a col |

onal sense. However, Egan ffas been

AT he way

work, and yet they al

ofitang€h in that every

to do wtkw@bkomerpea S
blJeddetfieupEgansiamdehengwbigy

I
1

with JenaBdMBE12E g(a2nd, 10) :

28



Egan argues thatl dime conshdseredvehtehal a
The decision to present Chapter 12 as a Po
mi cr ocos m-lafnetalri ¢ haemowes wiot ht irneeg. | tofi s the
this chapter tyhatarld nfssticigesa tibiyceasitnpltahe novel
Chapter #Gx eiagd tRiotclkedadd Ros| wPauses fr om
view of Allison Blake, the daughter of Sas
Sal azar) and Hdér WRPowearrdi Dtew.l i des oscill a
pauses in certain sPaxgy asadcyb aa sYduBrmgweHeasn d r
Amer iacnadn sAl | i son's observations regarding h
family dynami cs.t i olnhse rteh aatr eAlduggpen may be s
previous chapter, we are informed tHkHat Sas
However, it is never made explicit i f she
themes owr Ati ngenis Chapter 12 suggest t ha
obsession with the | ength and i mport of si
behavior sometimes associated with childre
page 262Abhobwon suddenly realizing that sh
including her own mother, afdawehl|l bygontsel
seems to be merely the confession of an ad

Howeveri,n tcacknecner t with the rest of the avai

and her family, one can reasonably assume

81 bi d.

f0n anot her dayemorse ftriman tthwentoywey after Sasha had
New York; after she'd reconnected on Facebook wit!l

two children, one ofoWwdhmom fwarsViEdHAt.hfhrl B(akbdtd sGa a . .
Yor k: Random House, 2011), 233.
%l bid, 262.
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adol escent girl

How then does this chapter servei tass a m

themes regarding time and pl ace? Egan wri
forfmahr onodroggs ecratlat i on of the text. Si mi | @
above, it is often not clear sxh®#d&E®eone sho
when there are directional cues in the sli
understand which section foll oifbsegwhinémgbut
t he SHurdteher more, though predentpadei mumbmer
the slides themselves do not need to be re
intelligible. |l assume that when Egan spe

t hat any r ehadnhseer ioswnf rseteartto negg iproitnhte tsame ew
that the reader chooses how a | abyrinth po

This achronol ogical presentation is als
columns i nTHd aBReemlaanald fO aPnai feal Feyw sRkei { &SlO0D 61 on s
I n ohmef, Pl ascencia does not indicate whi
first. Further mor e, it i S not cl ear i f Pl
one page before moving on to the next or i
bgi nning to end before returning to the be
col uUmMma.ni el @wilski Repolesteindosst he reader with
novel i's even begun. The story presents t

indi vidual s. The novel can be started fro

1 bid, 265.
"See t hiwvas ki dgsdamidtnhneo ydanrg Habi-23 %48, |1 bid,
"See SalvaddmePIPeoqed(eNeéos, YWagker Harf@®aurt, 200
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to read either character's interpretation
wi || Il nvariably affect how omactater phetth:
way as these two wor ks, Egan presents the
make her own decisions regarding how the n
chooses to read these passawocersk wvaand, affect
consequently, affect auwhapprecifrhberehooéte, t
featimreasl | three of itnhteesnet iwoareldd, sbasyatoimsatsi tcehre
the author rather than beoinng uan rneehrpetleyd ttiroi vt
value of the |iterary worKk.

Hail ed as a postmodern horrBHouséeool, Mal
Leavepresents formatting awids dsalmlti ykii m gt lwe yme

almcont empor ary peuxteanipilvaer ss.ubjTencet of t he nove

and the films shot by the father, famed ph
original goal was to film the day to day h
home. Howewbercomets qglieakl y o the Navidson f

terribly wrong with their recently purchas

are notastdhaitsicovergdwbgnthkbeWavetdson to t he

find a newedoed hastap master bedr oom. Ba
house, this door should open into another
reveal sl iakeclaorseeat pai nted an ash gray. Thi s

bl uepri nts doft hteh eNalvda Useo nswamwmetarprnds sntdolme f
their trip. The pr elseedicdel oNav ihéds onyst@rfi wmt

his house foe drsegubkasithas.the& house mea
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when menmnsiudedt han it

S

when measured out si

and sophistica®EBldle memaatuiralngmetommer phosi s of

rapidly from this point.
downsobarr s hdt | eads to
the house. As
hall ways are in
t hewhwg! s entrance in
yards only to fi
changed its shape as
However, when they asce
mi nut es . Regarding thi
accorodT loealree al so hi ntasy
evidenced by growls hea
changes in the house be
is killed when the fl oo
the changing hall ways,
found by his wife and t
has dropped to 83 degre
and | eft eye to frosthbi
The method by which
narration i s no more co
2?Mar k Z Dadmisel o6 NLeeva vYeosr Kk :
Bl bi €,8.67
“I'bid, 164
Bl bi d52522

constant fl ux.

Navidson puts to

a elxalelnwla yn ga ddbeven wsap id

documented by his video rec

When explo

order to find his way

nd thRdapenny tbrec s pagailnsat

32

wel | . Navidson's tea

nd it to exit to th
sifTb@angengWcbl | dlps e
tbhea tl usrokmentgh iamng tnh e |
rd by Navidson's te
come more dramatic
rr-and cei lliomgt oifn a
having to burn page
aken to the hospita
es. gWe olseta vae hNaanvdi, d
e from his time | o
Dani el ewski

constru

ncr étrei gahmaath otrhe f i c

RandoM0OHouse, 2000), 24



me

na

Wh

ansgriNaodvidson's videos is the character .
deos and also provides extensive footnot
e dynamics between both the Navidson fam
t heerseen creesf actually exist i n the real wor
nd. Zampanor'usmidneastciroinpst iookn shheaendd s enbseve
unk by the character Johnny Truant af¢ter
rcum8dahoeyg. Tr uantf abcetcoo needsi ttohre odfe Zampano
iting extensive footnotes regarding Zamp

I ng through Zampana'rs twraitt iJrodisn.ngyo iTrgulaend o

sane ast lhes e xwrl iotriersg s . Hi s footnotes bec
ngents for sever al pages on topics havin
vidson's videos. Two things that call t|

rrator sofe xNoaevriidesnocnes are revealed early o
uant cannot find any copies of Navidson'
perienced a commercial release. Al so, J
rn compndehteesl egbppd ms, al ong wi tal Jodaal SO
dermine the authority of the sever al nar

The visual presentation of the text is

mpano's writings. |l yThédahgi magt i inngvaiys ¢ bm

tamorphosis of the house itself. Li ke t
rration changes in the amount of pages i
il e a reader is ambvongialangradt hi ohal nW

76| t
S

appears as though Zampano has been mauled by a
i milar to those found vbxyviNavi dson in his home. |

33



she
t he
amo
for
wroi

Wr i

Thi
imp |
exnp

pos

spe

i s suddenly confronted with several p a
reader must move through a | arge numbe
unt 7WWhat ex teulbdeemawri tten in one to two
matted text iIinstdadei pagterset chHherd oftthrero v
ttedowpsbdedi agon &ilPlayg easc raorses ptrhees epna geed. W

tten forwaddtbenobacpRwgeda in the same
ating the il lusion that thBamniealtewslsi pr
ens the visual style of this novel to t
gory andrlyarr HeVMeCdfafne el ews ki clai ms th
ematographer directs a viewer's attenti
tends thdtealtaurwese saarwiiswhglcahat di fPects a
i mgemes$thiod Dani el ewski wuses to direct
be referred to as redacted text. Ther

rtedlrhet iMimn@bdtem ueant i re subject of the hou
i ed monster as represent BAddotulyd miomot au
l icitly stated, the postmodern nature o

sible connection to the work of Derri da

osg It out to show both the presence and

ci ffeatwuwmsrgygalacross the wor k f ethiesrhees mmon

tabilizing of what a reader seabk, as the

“Tbi d24%94

“AppendiiguAendielnbdads. 464

®AppendiiguAes El eaad &bildgwdl3Ve

%Sinda Gregory, Larry McCalHédentyedaHduMar kAZ. | Daeai el
Dani eloEws kdf2@03-p20.

8Dani e lHowsskei ,0f BBHAVES
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unchanging artifact. Johnny Truant's own

our feelings regarding Danielewski's novel
Zampano 'iButwoafk ,t he bl ue, beyond amny cause Yy
reali ze things are not how you perceived t

in a crowded restaurant or on some desol at
home, you'll watch yourself di®®mantl e ever

Al ong with the exnaetnsiimvges uaanld cshtoriickeisn gr efg
and font color also play a Fargeée,abDanseiew
choasespri nihotwsea waorld ght shade of Iblue rat/]
bl ack. Mar k Hansen suggests that one coul
reference to the color of hyperlinks for w
fhowbecomes sometfiprer@aseddhtad @memalbeand t her ef
more content or meaning than (e ediwmntridonar
fhowse pregnant with meaning within the wor
t hatthdalbkeecomes more ®“hhouphsted hetusering i
throughout the work, 1t is most prominently
Not only are passages referring yer & halss ano

printed in %al rbotlhdatr etdhe odolraor wi ¢ dh danigepi @a

the monster in the hallways is suggested t
interpret what the meaning is behiad basth
2] bid, xxiii.

8Mar k Hansen, The Digital TyHwoagrea polf@ompaavMast kvE. Dan
Literdadt (r2e09084.) :

8%l nterestingly, the word hedskninhhetbtamel aobarngssech
the writings of SchHopenhauer referring to the
8%Dani elHowsskei ,0,f BBHAVES
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no | onger prebeabdt ot htasands abbostehn tp?r eTsheonu g h n
Danielewskal sebmi ctcesbe met hods by which he
expectations and hinders a direct understa
font choices i n some.anealyast nZaaknep atnhoe' swowrki t i n
in a Times New Roman typeface and Johnny T
Rune Graulund specul ates that this may mak
narrative voices hawWeHet haersgeu edsi ftfhearte ntth ivsi smia
more accessible than other Gpavti mydesr Ran nbe®
(1973) . |l ndeed muceheasican Kémg&wiemderosa Great
Not{({®@864) would be iIif tveea WYdafrfeuennarfoater
a reader i nnaarsr atto vweh evno itchee sc haalnsgoe su s e dF ofnar c
clarificati onThien Nwivcehraeenld ilBmgdteBtiser wor k, act.
in fabowalr |l d are prinaedi on mhabonalkwbas!| pl ac
worl d of Fantastica are printed in |light g
taking a visual role in the text, not in i
associations we hppef aoesard certai
Visually, CormaBl Mc€aMéhiydsanowel The EVc¢
t he ,Weasst presented as thomgt80Qs The Ieemypu
foll ows the travels of a riumaw#&y dhreso makenn
his way toward Mexico by joining up with a
company is attacked by a group of Comanche

presented as The Kid'scabpiwihaontternasvteol jtohi rno u

8%Rune Gri@ekundnd Paratext HouMar &déWolred® waensde2ll enasgkei
(2006): 383.
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Me xo cearning a |iving trading Comanche scal
group #tneytahisceanhi fi gure knownrllhe Judige. Hol de
Judge i s an enormous al bi noalnoape cwilbo C g e & Img
pr estehmitss character as the personification o
that he may, in fact, be the devil. As t h
escal ates and becomes more indiscriminate.
tdhy set upon any Native Americans they co0me
end in the torture and murder of the natiyv
The Kid is | ater released and McCageshy com
The novel ends wit Wil ireh edbn ,dh, srad w okin o wn T&xX a
again meets The Judge who seems to not hayv
ends the novel by suggesting that The Judg

rteurning to the saloon to dance and play ¢t

The | evel of violence and the graphic naea
are central t.henbeess corfi ptthiiosn snoovfelscenes such
corpsesdefech infants, a man suspended over

Judge holding two children by their | egs a
the everyday assaults resulting in¢®the tak
I n order to under stf @madpltrdeys irro |l teme édhd v @ |hje etvl
understootdoi hheevabl ence descmobeld dyp Mz Ca
to have beemi-p8 Oviideend tihne tpheot «fe.t hd hrov e@int

and the graphics wde td er & ad dsqhrteetriosh faeeahdaritahga taa

8CoramaMc C8d toloyd, MeNdwdiYooor k: Random House, 1985), 57.
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publ i shed dur i®Tgh et hfiosn tt icnheo speenr ifoodr. t hi s wor
of the Clarendon typef ace nnidardye i%nb Iplug4adr. by
typeface is most often associated with new
expansimnd8 M0 4 Mae grtalpahti caanmota sfwseme pdles o he e
common in the printing styléeasgenfe tthhes reeaad e
il lusion of reading a historical account o
associations we have to these types of wvis
Two writers describe the wapyloblhat McCar
Mer i ds acdceéte d . Dana Philips suggests that M
nature that has no intrinsic meaning, nor
woul d appear to have some sort of®meraning
Aggliees Fictions: Reading theK&omt empdume y

suggests that McCarthy presents an amor al

violence in the novel become a simple acco
any momahtjodgthe pealrm dt h htehesae ralt@irms,
be that this is a simple historical accoun

American West that reserves judgment regar
savidol ence. | believe the visual present al
to McCarthy's method of presenting acts of

grapnobita f of t hHe rbev elr espemaaerd i n aapeway t hat

8] bid, 55.

®DodErrom Gutenber,g-6G8o Open Type

®Dana Piki kit psy and the Ugl y BAaocotds MeArmiéoiirammc MictCamr a th
68 ( 149396.) :

“"Kat hrynAgigemej ve Fictions: Reading( MNdw York:e mporrmaly
University PRPI@ss, 2012), 106
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article, these choices reinforce the idea
of this cultuThe avrid atailenensfpeerre meds hesdchaboi ce
of font and chapter headerisomranaobecdinanal
i mportant artistic component of the work i
associations of <certain ThoentFsi nhaals Tbheesetna nuesnet
Holy .BsthAbeserof these cularsr aln domme Bteir @m
Mi dni ght i n the Gar dlene offi nGolo dp aagned oEfvitlhi s
used as a version of the &a-ble af0cksry pleif nacctey peo
and Monot¥y@ree paawltds .ar iee ea bedt weeant it he f onf
the main character Jim Wi lliams' obsession
antiques from th®eretaurly. palrnt alfl tohfe t20ese e
avsiations of acewoti aa menf ahpopgwso gpd haeys t hese wo
consi danrtetleainsi on on the part ofsitgme facamor
vi sfuedtimr eesheir respective wor ks.

One of the most bi zfaerartewnraegpspt o cbémposany

comes from | r FVimne hWelts h 'R EvbdimKkowrsgh he expl o

Bruce Robertson, a detective sergeant with
Robertson is not a nice person. Ostensi bl
i mmi grant, the novel foll ows Detective RoOD
of fenders, abuses alcohol and ill egal drug
and undermines his colleagues in hiisngquest
Bruce as a racist and misogynist, Welsh al
2See the final, unnumMiedmidgiptagien of hd o G@N éwe m Yeanrfdkt :Go o d

Random House, 1994) .
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abuse and gener al unheal thy | ifestyle. De

gastrointestinal I ssues and i succho nhset aenattl sy.
Early in the novel, Welsh introduces a sec:
tapeworm | iving in Detective Robertson's i
bowel shaped intrusions i n tshei ttsexawh nnsa rdres

The tapeworm begins as an an organism just
self and its o0vArs Hkdihel opived!| pmeogds.sses, the
its symbiotic relationshepewr &llh & efaasstt.i v e
The tapeworm's t bBedwdatnsd beexciosmee nmarad as t he
conclusion before iiTthe si netxepree slteidn gf raosnp e ctts o

that by the end ofs etwiaet dnaornv ebDet adt isveee Mo bmeorrt

Whil e the tapeworm quickly moves beyond it
of a | arger whole, Robertson never really
continually seeks oudr umgps,e dmddmomermo Ise&¥X.,

When Wel sh shifts the narrative voice f|
not simply transition between the two. Th
first person narrative pravieded hlery pRoh e rotf s
parts of the novel. The bowels are pl aced
and sentences behind the tapeworm's narrat

this text to make thesespassaipgesousnteéf egel

SBAppendiixguhiest Fden aamd Flouv iFredf tNew sYho,r k: Norton, 199¢

“A am... | am a... | am alive... | am soft and | al
eat ... eat 0l bidHdig2d4nd strong.

%®0One can seerWélesknmakihemge to HegeTlhe Raesnoemd nSdlaogey
Spi.ritThe tapeworm begins merely eafOtmgeSSrdef@r e rec
W. F. THheegePlh,enomenedogh. oV. SMiilrlieri ¢dewi Ygr Pr e®sf ot
11118.
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corruption of both Robertson andsthefpdlhiec
tapewdremmethod epfr ecsemployed by Wel sh al so
di ffer emtt hnee aanaipnegvor m and rtuhse obnsswe | Jsubsa p eads
bi ol ogical reactions to the tapeworm intru
everyday |life, the presence of the tapewor

enjoy the plot and narg adboanurodd tflheeastnloereed . \

frustrate the reader i n much the same way
Detective Robertson. Again, the choices m
featimrensi s novel transcendnuohe be cfpardktl tlarsehd B @ |
that should be considered part of the I|ite
novel where one could i maginéteattooapy iosf stth
an intelligible |IidgiemaFilywwobr &, betpiseséadatrdd

traditional f & emaounriwtisttehd .i t sl nvissounael way, t hi
claims made by R. P. Draper regarding conc|
not clear t harnt bMlIsdpasr atoyce | fcom its visual
may be possible to ®&d owidt iveeoTihds rdNrenwerred nsd isnug
StoryThis question of what we are to do wi
faithfully repaladuwiel It hltee rdeal t wi th i n det
However, at this point it is enough to str
featiur esor ks stkchtads Wel sh's

St evenThkalRaw SihsartkhelTemdst fdt heseubkkempV
in both its emdautreamdovidewalt o understand Ha

understand his i ntr oficuocntcieopnt ucadl C eochr@staptiaunrad sk. n

41



creatures exi st outside of hourhetyr a&adint isan dll

threat to humans. They pose a threat 1 n t

eating plants or animals, conceptual creat

spokenawowdbs|l as t he st hoofu gihrttddihvaindduoasiesmor i e

dangerous of these creatures is the concep

character, Eric Sander son, unl eashes this

eating his memories, htilse meundbaoviesi arf wiilsl dpe

Cli o Aames. Having been pursued by this c¢
waking up in his house with no memory of w
di agnosed as having fahlkeapistoia toguvuenste
memories will return over ti me. However,

Ludovician argue that this will not be the
nineth time he hasd whoh&emaspawmkemiwi whayl as

me (the Ludovician eats more of his memo

show the new Eric Sanderson how to protect

that it tracks i ttshoprgewy sv,i a nteh eciarn wornd su saen
oneself in a garbled cacophony of random w
your own thoughts. The easiest way to acc
newspapers, pages ddwer thiooo&kme ntasn.d vAarmoorues c
more effective method is to surround onese
%fAThe ani mal hunting you is a Ludovician. It is an
conceptual fish which swim in the flows of human |
may sound Ibiuke imadmensg,. Life is tenacious and det
of human knowledge, experience and communication
are now a vast, rich and bountifu$ e®€Oovb®& osmenil e?'

St ephehhdédaRdw Shheavk Ycerxk:s Canongate, 2007), 64.
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di fferent recording of spoki@ébi cdaampvhedrnsea tLiooom
and ef ficicd@mvee Ifyr omcti Ben. Ludovi
I n order to kill the Ludovician and pr o

the help of a young woman named Scout who

deceased girlfriend. The two of thRkem seek
only scientific study of conceptual creatu
find out that in his previous |ife he work
student of these creatures. Hiosr dreeralt omot i
preserve his memories of Clio. Using a co

three of them enter the world of conceptua

in a way that is too compl i cathed btad td es arnid
Scout i1is | ost at sea. The novel ends with
they sail toward an island which appears t
whil e on vacation with Eriwal ®&eddgleovmerrgatt e
memories of Cli o, Eric decides not to retu
with Scout/Clio on this i1sland. The novel
telling her not to baok, fandhhe,i 6ehappptw

Though the ontology of conceptual <creat

suggest ed etnhtatr etl hye fc otmtpeo sieddeas, t houghts, a
consume. This i s s howenl viinddusael ddeyef egba at iy 0 0 &
conceptual creatures such as certain fish

ani mals are shown to be made®Teme icroen syt rouc tli

1l bi d67. 66
BAppendiiguAe Fifteen
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of these I mages alHdopmage vtios dladshcny sGaegie hdo veo

they too use |linguistic tools but in a way
no intelligibility to the written text, th
presentaticemdiaan.a WViagswal im the novel, Hall
presentation of a Ludovician attack in the
rendered in | etters and words in order to
composed ofmetmMoBlygbt predent ati on of all the
unintelligible |letters and words should no
no guidelines as ficonwhaana isnufbosrinsatt i conn. t hTehyo u

preferlenmanfmemory afitddéfiaere ms dme @red’ 8 me mor |

they have con®umede yt eegmadrnce devour the con

Thus, according to Hall, their bodily cons
they congsumeée . ewndditrheddgsal | ' s wor k are more inf.
hel pful difapbdupmes dfattere in the novel to hun
vi sual representations of how to decode me

and thgem WWERTY diagram in order to furthe

me s s &ges.

Some of Hdlela'tsereemsstuaalhi nder, rather than
interpret the text. Though some of the di
t he mcersee nrteaptri onal i mages of the conceptual

®Appendiiguhes Sixteen and Seventeen

103 Ludovician might select an indiwd dauad fheuerh no ro etil
i ndividual over the course of years, untid that vi
Il bid, 64.

0l bi d, -7259,8 ,a-878332 9 1
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vis the rest of the novel. The i dea of an
l end 1 tself well to visual representation.
require us as readers to make our own inte

exists at al |

I n presenting them visuall

that seems incompatible with thehe 8esoprip
book section hinders our ability to use ou
Ludovician attacks an individual's memori e

exactly the same way as an actbalktsharfk. up

the interpretatdi

on of the individual reade

This should not be construed as the sam

frustrating and
these i nsd antcleesr
to enhancing our
Shar k, Ttekits i nt e
cr eatMyr eéeso.ncer n
hinder a reader’
conceptual Cr esat

repr es emadrmndaéd ptn ail

c o fewmgiiviiapusneaa t adr nddlieddtvhaldme v i
andli $dussed eadluvEnedsmpH emse | o
own ability tdhenRawpret
rpretive ability is hindere
wi Tt hhe tRew i Sihesgrdlah diitenxtt lsey act L
s ability to make her own
nuprfeasb.| e nvée osfeevitshieal | 'y r epr e

n TAH & radmdBlejs& P& 8 )sManl n t hi s

fiction novel, Bester uses creative typogr

communication of
t he pagway nt hat

some instances t

people with telepathic ab
presents the illusion that

he words snake across ¢t he
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ver bal c o MMunn itchaitsi oinhet ancei al nature of tF
[ iims our ability to interpret t® owosled ves
argue that this could be faeavat dpnteblaegm wio
the hindrance of our own abil i tfy tthoeiirnt er p
effectiveness i s separate from my claim th
f eatsunroeusl d be consi dered parts of the work

properties of a copy of a work.

Concluding Remarks

As you can esxempl amse.bbhwis efisamstu cahn da sf or mat
can panrnatyremeci n our interpretation and app!
have al soarsthiosmm idstuesiéhvasde sa | ong tradi tion i
literatuféeaentdossi cdhe periods and cultures

add an artistic or aesthetic dimension out

wor ks. Often there is a relationship betw
prerst ati on. Wor ks that want to convey a r €
face, formatting has also been used in for
pattern poetry of Europe. I n the works of

the formatting related to the content of th
interpretive theme not foundW ngs$ hWe warmlkd «

same type of relationship between visual p

2see Al f rTehde Besmcelr{,SdwdYdakn: Doubl eday, 1953).

WCompare thpsKtoDPbk's noWbI(kLionévio)l wihnegr et etlreapdaitthiyo, n a
used and the method by which telepaths communicat
Ubi(iWNew Yor k: Literary Classics of the United Stat
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Aplol i naire and t he LUferaovnetss poife tGr apsfys Wb nt mmep 0D ¢

exemplars, we find this r elBatoioodn shheirpihdeina nt h

unpredictabil i tHowde tdéen df edirtveasrteilnagt iionns hi p
itsel f, and the shagpgda lagsfth rtehlea tveids utaol tihnet rtuaspie
the main character. If ne ad aua@ leadro tfadng theers 1 @M stec

the work that woul df ebaetwibrceesk o mgt i € dt hese vi

Vi st @lagour e he phraiantteede nt euxsted t o affect ho
approacihnetserapnrdet s. c eHitsationr iwoarlklsy, t he Chi ne:
| abyrinth poems allow a reader to make cer
t hese, woh&k sreader chooses where to begin tl
The same tiypat odead sumlcont empAdr \irgyi twofrrkaem s
Goon Synuayd Reyvodméi Pesvple dfn Pdpemnwring the
confuei ngardthirst i caVvi gfued tbuarvebss baerh used to t
the formattingloase oéddebihescebs&uditihg of t
| mof arheag ext i s either obscured oproachusi
the work differently and therefore come to
insotaesa$eacaddeesct our interprefattaonesf ¢
Sshould be conpamdts etlei mpoktmarrseell f partthe roft
specific copy of the work.

It has been argued that there are certa
considered only part of a copy of the work
copy such as thencowvabl pagie,cdetdentaen andu:

to be merely thebpyr owhucths aofl ittlee apryowes Kk |
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Howev ®layr atem@e¢sard Genette argues that thes

parts of t ke meori kn sittasneclefs iif t hey play a ro

understanding of the worKk. I n that font a
make a |iterary work physically present, t
as well .y dawnttibieaoz etdhfeect our i nterpretation
|l iterary works, they too should be consi de

and notf emegaueleeshe physi cal copy of the worKk.

f eagauree parts of the work i1tself and not ju
' iterature autsi sséigmaifin géuadaldrur &s | show i n t
chapter, our clurdesfnitniatnidon s adafa tliciotedari at ur e ¢

contributions that theesrewer kb adf fperaitutred Ici
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i mp

and
i nf

wh e

CHAPTER 2

CONTEMPORARY DEFINIT IONS OF LITERATURE

Contemporary philosophical definitions
ortance roefs viins ucaelr tfaciant uwor ks of | i teratu
ordinary or scientific | anguage necessa
ks in which visual features are employe
inrsi,t ioome wi | | notice that some writers s
guage in relation to ordinary |l anguage
relation to scientific |l anguageifit wil
ordinary |l anguage are defined as | angu
or mati on. From foerdd nam,0elk awiglsla gled ¢ telxe

n actual scientific writing itsltl&dofwocws

that when one defines I|iterature by how it

di s

Wh e

art

cussion of the artistically important p
n one only focuses oenr atthuer el,i nognuei srtiisck spro
i sstiigcnaiVfiigcuaanlt f eat ures such as the creat
cussed in the previous chapter.

| thaekpet emporary debdDtiomimeamsdeffi diittieodcrmd ua
ng tbhraec kmitdb t wenti eth century. This char
onical (if typically somewhat ol der) at

s definition has been influenti al i n mo
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how cert aisn garivfiisctaanitat € gt ures are overl ook
how | iterature is defined or add similar v
Monr oe Beardsl ey ddéddmearst il ddlelniped tatpiemkas ob e
mul tiple interpretations. | aFrigateld t hat th

Jenni feAr VEgan' §romarnd ec é&otoai Blgy aa@pen t o mu

i nterpretations. Asi de from showstnigc &lolwy t
signivfiiscuaanlt f eat ur es, Il will avoid making a
relative success of each definition. Sinc
di scussed below deal with | angunagehi s$omepa
of | anguage. Some of the terms used by th
been replaced with more precise terms. I n
Where appropriate, | havecopmmonetdet m @ahaboor
to be analogous as | have done with scient

The definitions discussed here should n

Rat her , | believe t hsaecttihcery mfa kpeotpuuyal laar geaormodl
attempts at defining |literature. I have b
fit into a classical or essentialist type

prototype definitions sucherasacfcaominltys ,r easnedm

institutional definitions of I|literature.

the possibility of becoming probl emati c, I
broadl vy, I can avoid any tonfussbanegent hé
performance theory is not strictly an esse

I begin with definitions of the classic
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pointing to one essenti al |l i nguobtwhatensu
considered | iteratur e, i e atblseetnitc §:r oRPr wbrIda r

Phil osophy Mohr €Gei Beardml ey ar gwmemamntiiac t hi

t hi ckonfeswor ks oForl iBeearradtsulreey., Ui tephéure i s
interpretations in a way that ordinary | an
Langer argues that the | anguage of I|iterat

ordinary | angufageel.i n ¢S habnadh r Rjairére riameid eas an b
| anguage that possesses connotation withou
writings on symbolic | anguag én o-dliasncgoerrs irveef e
| anguage that, unli ke ordinarRomangluagar de
takes a dif fTlelre nlti tagrpa yaltWe rikhoghi Ar on of t h
Wor k bh Alraiming that I|iterature differs f
| anguage is the embodi menftt dfangestglkret isctha
embodi ment of truth value. |l ngarden argue
aesthetic vaThe aé¢stihercratwalue of | iterar:
property that differ enPeitaetre sKkiivty,f rtoank i sncgi ean
unorthodoxThepPerafcthr mance of Reading: An E:
Literatlbaneéems that, at i1ts core, |iterature
t o reddielrsmowahst onise atle paenr fionrtnearamncae of t he wo

sil ently.

IMonroe BeRastdlsétriycs: Probl ems( GanmbPrhiid goes:o pthayc koeft tCr i1t 9
2SusanneFéahigeg,(aNedw Frorrrk: Scrd®Xer, 1953), 291
SRoman | Mhgardeneraty aWsr. k Gefor Jret G Gr abstwecm (Evanst
Uni versity PRP32B&s, 1973), 328
‘PeterTKeé vRer for manete®.of Reading
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Moving on to the prototype definitions
resembl ance accounts | argel y iPahfilluoesnocpehdi cbayl
| nvest.i gaMdrorniss \Meaitt zi ntshteefarbiazbefsi stok e ngr at ur
shoul d bwehaaskiymppges of works does tbe word |

Some works may have semantic thickness or

wi || be the vehlaoales flor isedsdtametd iycr esembl a
that allows us to refer to them al/| as | it
accounts are not actually claiming that th

| i teratur ez cllanismse atdhatWetitese theories mer e
feature of | iterature such as semantsi c thi
Cluster accounts such as those of Berys Ga
i sneeessary condition for a work to be con
are many properties that may cause a work
rightly points out that there are tdo sjunct
defend a work as I|literature. Il n ot her wor
property must be present to consider a wor
property is necessary.

Continuing with institutdi oSnteli naddoauwmntns ,O
both together and separately, argue that ||

| anguage game whose principle participants

't is the literanywei mautietsutifors att Wlatgasneeci fl
arguing that because family resemblance, <c
See Morritke WBDt 2, of Thodwmuy niad Ads tAleestt ih@H,il@dS563and Ar
2B5.
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specify one linguistic property that is ne

shoul d be ionn at o eactcearu mpto sfiadt ri yw osrikgsrs iwfa ilt cha natr t

features. However, they seem reluctant to
essentialist accounts, focus their attent:i

Bef or e tl ototkesnegg chef i nitions in detail, ot
has been argued that, though most genres o
novel stands apart from such genres and ca
ar guiEyp aiond Nolwati, unli ke other literary gen
art form that defies traditional definitio
isemantic openendedness, a -dvowoliwigng ond nmtaemp
realfoThys, the novel is still evolving and
way that makes it difficult to define. I n

such as the epic or poetry cffm«eid@tHe cont e
refers to t heb@cenipildteafdedrsyt | ggeTdreessd .asne can | c
these |iterary genres as a totality, as so
easy to define or at t hpeorvtearnyt |feeastturigds icsor
works in these genres. I f any of these ge
only a fixed genre attempting (with varyin
the modern er a.

I f Bakhtin isbeoprmrelxlitemathiics fcorultdhe cl ai

regarding visual freatures and definitions

M. M. B dikphitd nanod Me@v ©li ,ad goign act ilom : Four Esseady.s abnyd M. N

trans. Mi chael Hol qui st (Austin: University of Te:
“l'bid., 5.
81 bi d.
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vi sual features in poetry for instance, as
concerned with tipese f@eanhove$s sas RAhegl aped
simply argue ffhateehhe andgethus aan be defi
that Bakhtin sees other fixed genres as be

i n novels stlkats t loessiagrpiiefeitataumtlelsy i n novel s

(7))
=y

fting and adapting to contemporary conc
Bakhtin believes can be defined are not as
respecictoiagutdl sf eatures.

Poetry, for instance, seems to be an ar
adapting in much the same way that Bakhtin
The poems of writers such asways. odummidmgs
poetry and responding to current concerns
enj ambment came about as people began to r
hearing them read by otherst thatfamosf ohe
poems of cummings are written with the ass
when read to onesel f. This seems | i ke an
t hafmoat | ggedneraed t ryi ng to ladaeaeptartyo coud nttue nep aar
suggest s. Furthermore, i f Bakhtin cl ai ms
from its fixed properties are merely this
should see i n poetry erteelrast iuvpe luyn tfiilx endh astt yB a
contemporary era of the novel. This is fa
movements such as Concrete Poetry are rela

visual features iom poetmgyuihas shenentgmieng O
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t hGCal | i goammepas!| | i nai r e

Her ber tEassutcehrf aVé m gtsh e

ou t he

gh

temporary novel

ni poetry or th

ng

e, | proposé aibro

pl e instance wor

n be applied to

t o

ug

el ctronic |literat

Be s | Semanti cal

ey:

roe Bear ds|l

ey
Phil

mo undamental ques

use such as

ge

d, what exactl

y

writer's task

ary or scien

d t o aneran s wseor

erature? I n one s

°See Monr oeAeBsetahredtsil cesy:,
11-415. i sThhi standard
di scussed above.

type
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o r g anniisch ecdh aanrgte sf oorfm asni muinlfair

fcceoeuahamhges fwo

Probl ems

in the early twentie

seventeenth century t

t o

No one would argue th

at we have no way of

ad udef asi mai eapeaci fic t

k that woul d acknowl e

mo st traditional def

the art form t hat

ure and graphic novel

Dept h

bleegsi tnhse tGhcasp:t eRr ofbhlreenes oi

ophybyfbrCeakiingstvhatt he o mt er awwor e ?

tions. First, how do

that found®Annd newspap

reaitte It haterwnt iurer?rs dao

di fferent when writin

tific usage? 't i s B

wthoa tt hhes fidr m hat write

ense, Beardsl ey write

(€ambei Bhbel oslapkegt dof

of question that | eads t



settings, ®&Atibhe aatheptome, the writer cr

as phr amees, spartaegr aphs, and ihamt eéhss pbBesz:

view, the |iterarg wbs&koussa, venbabdt debkighl
However, al/l of our examples above (novels
| appl are examples of intelligible strings
creates linguistic structures that become
defining |iterature i f we wantarnadsldeytadrmgue
t hat what differentiates |iterature from o

greater emphasi $2TdhreriemplIsi a@int emgpérmisng. on th
mul tiple interpretations iim oar diinaerryarlya nmou s
recognize that ordinary | anguage is open t
Bear Gslpomy nt here mighst rbeegaridnindgrs dioe ntnigfair

Though ordinary | anguagensgs bhenetbsmuypiop

correct interpretation of a statement in o
|l iterature is open to multiple interpretat
may be wrong interpaturae i bmtsntmh erme woir ¢ggh tof

i nterpfetation.

Beardsl ey writes that every intelligibl

I pid. This seems to apply 4focé¢ibo.fi tibwenvewri uinder
this may not beditbeioasworkTakae&dh.d mBWhiGlde oitte ' iss
that Capote did not create the characters or the
characters, the plot, and the seftaatngr eass one ltlh e ya o
events.

D1 bid.

2l pbid., 122.

BFor a discussion of the relative value of differen
il Nt erpretatioiofhée nBlAaskWwelli c6ue dl.e Reot dre skhwegtlilcdal d
2004)1,258.09
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This holds true for novels as well as news
al so have a secehedrargd (somas i magliMesl) meani

Smith is pretodarer $ hahoMes.i Jouwdleitenr htalvaen |

the same primary meaning. However, their
former i mpli ewomemtar evhprl et tbyo,t hMr s . Smith i
|l atter i mplies that, while both women are
sentf®mca scale of beauty, Mrs. Smith woul d

and bot mkwwwelrddl hfiasgls.ent enc e, Beardsl ey cl ai
secondary, meaning and c¢ome‘sBeclrasd etyo wreaitre
the ®wWo®mda&®&m have a secondary meanififgmihat w
si bbimgmuch the s d&smhawayt,hd hper iwonardy meani ng
body of water. However, in a work of [lite]

meaning of vastness or®%Rearsdxalngy mookmewlte d

sedamy meaning exists in |inguistic struct
Il iterature. Obviously one hopes that ther
our medicine bottl es. However, some | ingu
mak use of implied meani ngomeRan adséeaniceer

a certain product has the primary meaning

product was designed. However, it is ofte
i mplied meaning thaifmatti st lpato dnmad fimsokmeest oa
does not use this product. Beardsl ey does
i mplied meaning is I|literature. What nge i s
Y pid., 123.
B pid., 125.
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becomes wubiquitous or iIimportant to underst
work to be |iterature. Thus, i mplied or s
sufficient, condition to define a work as

Bear dsl| Baye ntnraittieveedr ef ore, we may say t ha

as 'discourse with important implicit mean
di stinction by calling attention to notewo
wor ks, rbeustpoindscorreasonably well withtthe us
Il n an earlier essay, Beardsl ey refers to t
fisemant i @waanld deenpptlhoys a series of haikus in

senmaincal depth iBHeandedisnsowi tplrteesretnai. kupbgt
Gyodar that we are meant to take as an exe
guesitilLieamanv.es falling, Lie on on@Beamrdotshery; Th
compares this witihe av éay pfodlhleitng,alipiwed nkn o0 ne
pens are 6 O0lThdent sBeaapidesdee.y asserts, is not
| ack of implicit meaning and because of it

Returnigfti oi hii ®aenefot hBeardsl ey's hyp

may give UuUuUS pause. Consi dipsethhiok uexampl e
iComi ng down on the train, | encowntered a
Beardsl ey isschnetarcdadarmsitdeéare tdloies a Poem as i
But does it? Obviously, the primary meani
taking public transportation. However, as
B pid., 127.

“Monr oe Bi@lared Dledyi,ni t Dbosr mdl tdfe Medtsh2O0i €396nY: ALB83
Bl bid., 182.
®BeardsheyDefinitbdboa820f the Arts,
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greeting yolue cwayitad Ityheont rtain would be a r
could argue that this is a poem if one vie
l ines of the inherent goodrPeosed rof( @udigrskti n
by Charl el Buapwesais to be copied verbatim
poet had received encouraging him to submi
woul d not be a poem for the same reason as
Howevecoulodhechoose to interpret it in sevel

art form, or the growing trend -olfasasead,euar

any number of different interpretations.

téoat we would all agr eds oemamwthiicdl whe ktsh.di spl
Regardless of how this definition is im

with implicit meaning has become a popul ar

| anguaigiet erary Art anaDoLriontghuyi sWailcs hMedaenfiinnge,s
a specific form of written speech. This s
of the characters themsel ves. Wal gh want s
di fferent from ordinary speaking and writ:i
speech amounts to both its formal propert:i
aesthetically pleasing for mal f eoapteunr etso or
mul tiple ihftheamastAa.t iBbunmessch proposes a defi
Beardsley's using Cassirer's conception of

multiple interpretations in lkiparabkes ane

®Charl es ®BPwkawskiiChatkeast Night (Sfantlae RBEarmth BPaehks S|
Press, 2000), 116.
22Dorot hyiLWakshyry Art andBrLiitnigsuh sdtad wr IiZelg i@R¥ABOB st het i
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uni ver sal and particular content while ord
contdmaking inspiration from Frege's phil os
influenti al on Beardsl ey' s ownt etrhaetourriee sa,s K
product of both the determinants and the r
utterances of the work itself as well as t
as the reader's thougihh st aedwdrelk! i nigts ias |

relationship between the determinants and

interpretations of a work of |iterature an
l angdAga&in, this is mdtl arheexhaewstiiewe altitsetm
|l iterature that have some indebtedness to

Beardsl ey focuses exclusively on how th
mul tiple meanings andlilnyt erivgrisdudesitciiaones. o Th
certain worktsoaltsei coabirl buy et o display mul
certainly multiple interpretati oAsViosi t he

from the .GooGi vSequ atdhat t hi st rcahdaiptt-teawad Is tnoop

formatting, it is |left up to the reader to
Where one chooses to start will obviously
more traditional sfbaweilnstfr uidnitnegr porne ttahtei otne, x t

Wel sFh'larle al so open to multiple interpretat
commentary on the corruption of the police

novel or as a metaphonmncd oopttihmi svtaisd i yn@u ragvay

2See ThomasiThe Bidsaoh,sryl Ge nBHerumsn aly mdfo Aest hetics a
31 (19%B)0:.. 525
Z2Karl Aschiemprenaeirpns of Frege's PhBliosiophylodr haln
Aest Bet(ilOHEB3 4. 319
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his career continues to Halbbeaphradarea veeau IMa
interpret the excessive and confusing foot

of the narrator acradesnia d aommemtearayyl .on Ther e

which the visual presentation of the text
i nterpretations. The i ntr usawairse nrbdd st hien t a
all ow for a new ithteterapretsdteidomdenved ampdaiemd o
Robertson. In all of these cases, the vis
work to be open to multiple interpretation

structures of lal wode&e m,r eorse mawnmdrilcmoks t he

interpretations that these visual features

Langer: Connotation without Denotation
Susanne Eeelbeng ,amefhForem | iterature as
|l anguage sses stelsatcommot ati on but | acks the
| anguage. Li ke Beardsl ey, Langer sees thi
denoting anything as the source of the mul
wor*k.angemesetfhe novel as a mnemonic mode o0
narrative voice seems to be retefimkmmgysome
has been depersonalized and objectified.
in this away lort etrhaattur e shoul d be seen as th
What she is claiming here is that it is th

in |iterature that allows the | angabhbyg of

“SusanneFéahigeg, (aNedw FYodrrimn:erScrli 953), 145.
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denoting anyt hiilBwger y Lsauncgceers swruilt ewso,r k of | it
creation, no matter what actualities have
its scaffiolldsi oint.oif sletx paelrwayndc anrceatods memea acs
proetelsast is, of | iving thought, awareness ¢
et c. Yet there needwnoihibesaepe@&osonepaor t & .

Li ke Buesch, Langer takes ionfs psiyrmebtoilanc f

form when creating her definition of I|iter
without denotation. Specifically, Langer

di scursi-diesamdsinoe | anguage. Diod c wsrcg iewne el
and everyday |ife. This | anguage uses wor
relationships in the real world, it is con
seesdin®aur si ve | anguage as-di sewéahagnggagefc
not actually pick out anythi-dgnobohinhbe real

| ang@dalgies type of | anguag@nyitshisonme ttihmensk irneg
Langer deBacrliobgeasc iotf amul t i pl e omecaanpiBnsg.s i nst
virtue otlebetagional, the | anguage of |ite
interpretations. -dilscrugeri vies aaltedrortmsatarmrom
However, wlkléscwuhiss veofh or m lilsy,prtehsatn tveadr K isnt
considered I|iterature.

Langer continues:

Xl bid., 245,

%'t is unclear how Lhogieonwwoot ks atdldatesare@ogenerally
Capoltre'Gol.d Blltoodeems as though the | anguage of th
worl d.aveAssai dh, evaluating the success of these de
|l eave this as something that might be problematic

l'bid., 237.
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iNo-di scursive form in art has a different of

cannot be rendered discursivel yf drereatdsnea bilte ctoon c

t hdei scursive projection. Such experiences are t
mental ... which are not simply periodic, but en
influence. Al | toget her t heyt ciosmptohsies tphaet tdeyrnna n
noati scursive symbolic forms can present, and t h,

constmiction.
The | anguage of | ifitrepcaratther f banlLmegeirnghw
i's associated mwgudaage hef de&Tseouygsla wled nl daeer. ' s t h
not speci fi cafSlpye edihs Acd sse ch nidn t hieRi enfairndi t i o

Ohmann seems influenced by Langer's <claim
that | acksramper tdieem®tofmgompdi nary | anguage.

t hat the | anguag@ | dfocluittigrhattyrwe olf&aekls ithher
| angibfgeone defines illocutionary force as
Literary ghanduwadgke trmii s force as | anguage th
conno¥v“dbtoeurprising given the similaritie
Langer, in a | ater essay Doddlhys Waé sihl Ide s ic
propgg of -belinmgi neni s predicated on | iterar

Had | iterary | anguage posses dreaded euddoitvaet,i o n

would be something akifm® to |ying or making

2l bid241240

®See Bernhaibd sk.o uSdsheo ltain@n | inn Susanne Ladlgoeur nsalAest h
of Aest hetics3lan(dlAR2R)6:Crd 15 ci sm

Richard i®menaam, Acts and theéePDelfonophypydarnmd ORI teo dita
'similarly, SanfokdofAmBsl asesBaheh&s to argue that

anything real but onl yiSsuggestaltsm, Seenaafer daAh
Journal of Aesth8fi C39FAYH: ABO Criticism

2See DortifyheWdledmhwse |1 | usi oaBroift iLsiht eJrcauryh3Alr(tlgd 8 A)e:st h
5% 0.
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Given that Leangkat mbkeeratene i s not th

connotation and not denotation, there i1s n
works of art do not share this | ack of den
Il iterary wxaraknst eads, weolme. vi sual features are
children's drawings that act &svsactLiedn Mee

Godenote the focus on the arts that the chi
The Fadft§waxed2) Mar k Z. Dani el ews ki uses C(
denote which cHhKdrhaectweor diss shmpdekli Rgegw aSsdrak k
Textepresiconc ¢ p@tutmdt fii shpursuing the main c|
font phndrch@&8dderds Mpirvieditalme wor k the connot e
and reinforcing the historical context of

within the novel or without. FiSlhtatee vbsuhll

conatoiton and denotation in that it denotes
character. However, as | have said, it ha:
infection in a broader sense as wes$¢ét | f

of words and phrases in which there is con
say that Il iterature read to oneself is an

artistic features of these womokat({obat anldi m
denotation. There is no reason to |imit t
the work at the expens®i @rivioisaaah to d keiart g1 rtetse

printed text.

3Mi chael Ende doesThseo niNeetvheirreighindsi cningd bSstironrgynt he r eddi s h
deno actionimewlongd phandet he gmeta &dohitonotbattbs
i n t worl d of Fantastica.

6 4
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|l ngarden: Literary iLmenrgtu agfe Aes tthhet iEanb\Wadl u e
I n contThedliintger ay yRWmak bhgaArtden examine
borderline cases that have at | east the po
his discussion of scientermrel.caglaamdgwma gd aii Inso
his four examples, the scientific work is
to |liPEhasudees not mean that the styles o
l'iterary and scienti ail enswoisks$s hatWlhat yl ndgar
with |literature an exclusive focus on | ang

and pantomi me do not havé&Thoughcl ngiaveehos

structure ofasgi wnttfng asdahategous, his
|l anguage used in both shows the difference
definition of I|iterature that differs grea

I ngarden hi gkregbes beuwednf scientific
first difference that I ngarden sees is tha

concerned with true judgments though they

assertionsi amsgl. sp€ktius adoes not imply that

true or that there are no mistakes or dece

di fference between |iterary and scientific

judgme in scientific worKks. l ngarden writ

%As | have sabddiohbargoageréeatto his claims regarding
the focus on truth value in each.

Roman | Tha@rdeneraryt wank .CoGeGhragbowi ¢c zwe(sBvearnnst on: N
Uni versity3P8ess, 1973),

%¥0One could argue that with the inclusion of the cha
there eéschbecwm® on | anguage in the scientific worl
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fimay be true or false, but, whatever the ca

trut houdllhneesismpl i cation here is that®literat
Secondly, I ngarden rfefansop@aembdite rotpiefni ¢ ow rm
i nterpretations. Again, this does not mea

scientific writings but thabhteéehpretastian a
to |Iliterature which has been ar guieardegct he
interpretationsdi stlinmad ideels ast §d.nalThowmogh | n

acknowl edges that some s@n etntda fOrci gMorr kosf sSuy

contain aesthetically important |l inguistic
properties be present in scientific works.
i mportant | inguistic prnopseeretsi eass idse fprnd cnigs ea
work as a | iterary worKk. Rel ated to this

that scientific wob&lsl|l p®sisetstsr s met hing | i

The discussion of I ngarden' sf odceufsiendi toino n
his claims regarding the aesthetic propert
in a scientific work. When taken as a who
scientific and | iterary wompk yshpouw ,a imories gt
the scientific work to transmit truth wvalu
transmitting or embodying aesthetic value.

imhe Cognition of .t hedeluawrriatreys , Wor k of Art

fMAn essenti al feature of the scientific work

"l ngeanT,le Literary3®™rk of Art
%This idea that I|iterature (or even ficti®hg has no
Phil osophy (Ml dener 8t alc/édB88OI1.. 1, 2009) ,

¥l ngamfbdenLiterary33rk of Art
6 6



to others the results of the scientific invest:i
research to be contiadead .and Thevdlidpadrly wotrk ro
further scientific knowledge but to embody in i

which we usuallyd®all 'aesthetic' values.

I n hiB8BRoemasnayy ngarden and téadeo@raemgaray eG.of
Colomb points to two ways that one can di s
there is a functional di stinction. 't is
knowl edge of objecti vee sltiatteersaroyf wadrfkaihras t
embodying aesthetic value or the creation
is a structur al di stinction. I ngarden cl a
judgments whereas!l y hedgusapseid gogie avwirrkg t hat ¢
cannot come to a true judgment if““there 1is

Col omb writes that these two distinctions

from the sciesntific. He writ
fitThe intention of containing and transmitting kn
propositions, which are in turn only suited to
aesthetic object i sj ucdaltyi vpeo pgiolploes itth romwsg h whhu a shi
creation of the 'independent r&?ality' that is t
When taken as a whol e, i n both of his work
l'iterary and dcféprtehce warkbei wag that | a
the scientific work the | anguage serves as
in a work of Iliterature is the vehicle for

“ORomanng alr dreen , Cogni ti on of .t hter drig.erRutyh Wamrke o€r cAwltey
Ol sen ( Ev awessttoenr:n Nbnritvhe risdibdy . Press, 1973),
“4See Gregor yRdmarColl mgnebr,den and theolawmrgrualgeofofAgt h
and Art 36Gri(tli9criegm BhenHi tegard28®0r k of Art
2Col ofiRbyman I ngarden and theolL&8nguage of Art and Sci
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Foll owers of I ngarddm'caust loemortihes fluaawd | @

bet ween | iterary and ordinary | anguage. B

mo

—+

r

erary | anguage as | anguage that has the
ue. However, Stnectkheerordyi sbtyi ncd uaiisnhiensg htihsa
tain other tyfpWwhsatofi svalliueeraast uweel?l .Wh altn i
ence ofRdrHestosyprimarily concerned wit
erary schol ar s stod udlegi mrtamathitshemre ciad
ber's goal i n this essay 1 s to argue adg
ounts of |iterature by showing that the
ine | iteriatatieon fTfa@amnigngasgen, Farber |
ction of Iliterary | dhguagguiasegthgai natyv
w of I|iterary critics, Farber cl aims th

guage ssbetas medaem or a medium used f

Robert Stecker argues that | iterature c.
the transmission of certain types of v
gubgeeoné&dture is the medium for the tran
ing beyond I ngarden, Stecker also claim
nd in the Iiterary worKk. He writes tha
tapaemt ered value. Cognitive value, f or
conceptions that we derive from the wo

al codes. 't also involves whathdwa smay

BJerry Whatbeirs Literature? What | 9JAurfdalnobégAasi he
(2

Edu o #t9i

005) . See hiase sttthred @ foo Iledk pdeg & iedictei on of
68



from experienci*“lgntteirepcleinttastriaady vvad ruk. i s ver
Beardsley's conception of semantical depth
|l iterature in that it i s oopsesne stso ommu lotfi ptlhee s
types of wvalue t hat* Sdefcikree d swdreks sas | leiatrerr
these values act as necessary or sufficien
di fferent values wilt lippecardi géereant | y i
However, i1t is not clear why the visual
aesthetic value as well. One could certai
creatihesRaw SHaak ©Daxt abilettyexidotruhnder st a
House offslLelawast el ebvyiust bas cvhiosiucael made t hat
aesthetically. The creati ve cbBilooocde sMewiitdhi a
embody aesthetic valuetasatwelhle. crlematfi aat of
at |l east some aesthetic decisions that wou
such as those of the Bauhaus and De Sti]jl

What about Stecker's cldayi nt otghnaitt ilviet earnadt

i nter pocerntagrn ech val ue? I have already showr
embody i nicempreteat vahue in my discussions
However, visual features can huaev,e fcoorg niinstva
that the Power Point chapter in Egan's worKk
world we |ive in or (as | ahavetmermntl ilyned ga

“Robert Mhackies ,diiRtheirlaotsuorpeh?y of Literature: Contemp:c
ed. Eileen JohnlLapesD¢MahdenMé6BVackwell , 2004),
Sl bid.

%See al so Radabiesrttord9tceaclk efruuncti onal i0Bmi br shhéoBooal Fal
Aest Belt i(cl9 24)5:.. 255
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vi sual i leaser eé o lnknédkvee sa st ataedreenmita aibno ugte naecr

Only focusing on the aesthetic value embod

potential for aesthetic value found in the
Kivy: Literature as an Internal Perfor manc:
Lessadtiti onal conceptions of I iterature

the artistic role tHht WVPesdaoar mMaemattumwmdés Lc &

in the Phil osoppPrey eaf Klhivtyercdtaurmes tyhat | iter
constitutes an internal performance of the
Wol |l hei m'Ag tc laammidmtiih@st Obpnece¢ceul d consider th

l'iterary text to be a performanoceldfvikew w

the silent reading of a musical <s'AAsre as a
internally performing a musical score take
skill, Kivy acknowl edges that rikt oifs |Imucehr aa
Wol |l heim'"s motivation for categorizing |it
his | arger project of categoripzirfdgralalt i aret
arts. For both Kivy and eWel Ipreaifm,r mame epr d
same. Kivy refers to thieciecxdomngeheawopdsfo
pa¢®©n several occasifemns ebivhgomweber satiosube
oursel ves. By conneotiahgrsi Kemy geadepns t
believes we perform the I|iterary work inte

““Pet er Thievyerfor mahde and ReatAamng MWNModl hes mObjects: A
to AesNehvet¥Yocr k: Har pelr67and Row, 1968),
¥Ki viyne Per f or mance6.of Reading
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At 1 s, put badly, that we ourselves are pe
We are all, whenl wa\irnpelr snoonveetl es ,t hse |setnar yt e
| on doe &Aonudt llladdkd., not mean to say that she
the storyteller. |l mean, as in the case o
storytel laet oas '"pphays*the part' of Haml et .

I n some ways, characterizing |literature
seems natural. Robert Kell ogg argues that
oral |l iteratur euseHwo psdabgnnifistkddenrt r efi@atr W
propositions bottAhhepokehiamadi oeni heee. i s th
analogous to speakinilerowheweaynwwehatathakebe
Kivy ends hi s whoer kc Ilbayi nm eotfu rWoilnghetiom tt hat a
work, either internal or external, 1s the

di fference may be that the musician not on

al so interrgretki vyhearsgwes that we do sil ent
we read to ourselves in the same w&y that
This idea of the interpretation related to
cl ahant tt here are better and worse silent re
reaéd&Kivy feels at this point that he is co
of a silent reading of the | imagluipenfcommarmd
anal ogous to an actual performance were th
Y 'bid., 59

©| bid.

"Robert MOelal odgpNewaLturtermZargyylHT3I)Y or §y5.
2Ki viyn,e Per f or ma,n e6® oafn dRedadd.i ng
S8l bid. , 6 0.
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I argue against the view that oral and

Chapter Five. However, i f we treat | itera
| i nguipgtoiperties of the work, any discussio
features is iIimpossible. How would one per

chapter bBleocaodde rMerroifdneant extRia®t hAg rducsn aotnhsa n n.
Foer ' sExntorveemhel vy Loud d&mdé lancnué dii bluydeClodsart
signivfiiscuaanlt f eat ur es, | wifWHy flo'cra sNotn Wher &
Ark/ 12 HE8 edothe traditional printedtdoext is
editorial*ldorrsemtoitomcd.ear how this artistic
be preserved in a mere recitation of the |
the work is formatted seems wedprecli uace itom
the text would even be possible. The achr
works does not |l end itself to what would b
text. |l believe Il on wouldebiet &t Yomb& e tir o
t he GoomTIiBeg uRa@&oplsel fofonPeapiess to have a serio
i mportance of visual features in |iteratur

recitation of the woirrkguins tqiuce spricopmer ti es of

“JonathanermatrameFy Loud 4 mMe Yorck:e dddodghtCd ®&Mi f f 1 in
216.

Reader choice connected to formatting decisions al
The I nner Side of the Wi nd,190rArmde DNovéebnafyHefot i
Khaz(alrsg84) .
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Weitz: Wittgenstein and Family Resembl ance

This selection of c¢classical or essenti a
However, | believe it is clear that the vi
i f lwemit our definitions of I|iterature to o
said, is it possible that more prototype m
or institutional theories may Dbpeorbteatntceer osfu
vi sual features in |iterature? Though the
fare no better than the above account s. A
l'iterature in relation toeocadcoantys | aygiuadgl
for resembl ances between the Iinguistic pr
accounts |i ke those of Peter Lamarque and
understanding of the rules of wvarious | ang

| nmif lay resembl ance accounts, there i s nit
arti sstiigcnaVfiigcuaanlt f eat ures as borderline cas
seem to have more in common with some grap
e. emmicrug s . I f family resembl ance account s
i mportance of visual features, questions s
regarding graphic novel s aldn liinsetriattwtrieo na |
defni ti ons of I|iterature, it 1 s tahret itsytpiec of
signi bf cames®atadr &8 are not really talking al
the philosophical institutiapnerfodusddwonh
l'iterary institutions havearnmnospriachl ém isngn

%See Aar oiCoMescksi na,s OB it teirahh Ut @®Pr,hBl ( DFRBP:sahEHI i cs
iDefini ngdJOaminad? of Aest hébi CROBWP:. AB6I9Criticism
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vi sual features into their conception of |

such features in relatibg, tphthesopkrabl w
still defining |literature by its |l inguisti
the i mportance of visual features of the p

| AirThe Rol e of ThoMomry iisn Wee g tzhnedryigubees ntoh at
necessary or sufficienrotDmus tiiothsmitghtdebae

that none of the | inguistic properties dis

(7))

ufficient conditions by whurcd. i tUswioudg dWediet
claims, instead of asking what | iterature
wo rildi t eapdtckk&Neue¢ oul d certainly argue that 1
are considered |iteratorenbhaymbaVvecnmesaeaem
l ngarden's aesthetic definition of [|iterat
| anguage as a vehicle for aesthetic value?
may be possibl e idh Pawied'hs negnTdhjieklddipdtdii om awoy
the Khas&8nsl . This work is presented as an
order to understand the events of this fic
nolni near*® fashion.

Wittgenstein defi nesinfead miolryk rods esmbmidmaa ta
and cro®snngel ati onshi p t®rT hceerretfadirne ,p awea dciagn

t hat a work is |iterature based on some sSi

SMorri siTWei tRm,] ey dfn TAledwraehaksof Aestheébi C$4986YH: ABO.
8l bi d.

“Mi |l oradhRawictionary of the Khaza¢(BNewAYdrk:i cvinntNaog
1989) .

Ludwi g Wi Phgkosbvophnega(lBNwnYwersk :iBjeackowess ! , 1958) ,
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instance of |l iterat Lre.me Ilafn dw(@ludn 6s)dh ndesngd oy
paradigm case because it possesses semant.i
anidt s | anguage is the vehicle for aestheti

|l iterature i f they share any nofCotl HdessBd ofoedat

|l iterature because iIits | anguage embodies a
| anguage. We could al so def ihaet aWalhesritc st
(1983) as Iliterature because of i1ts Il ack o
traditional sense of aesthetic value. Bot

Cri me and dRuuenitsoh ntehnetse simil ariniiesdi r Hotwe v
relationship to each other through their <c
fia Dd Ag a noel i t edcaotudrde be consi dered an open con

feature can be defined. Weointsz neelr aeil gs atstka tu

focus on one particular feature at the exp

guesttDefni.ni ti ons of | iterature focusing on
notenoting nature of I iterary |l anguage for
More recently, family resemblance accoul

acco®hheugh cluster accounts are similar t
they differ in their rejection otintfesudlea
as those of Berys Gaut simply claim that t

|l i teratur®eT hiuns ,altlh ecraes easr.e no essenti al cond

lWe i iTh,e Rol e of Thoeo3xly. in Aesthetics,

®2Family resemblance has survived as a component of
and Ol sen, as wel liwWhat Chsi at Dpberd By tyWan st 71 3/) :
17229.

%Ber ys iAGatutas a Cbiuheor ConcepptANCaToddy (Madi son: |
of Wisconsi 87Press, 2000) ,

75



consi

condi

consi

Seéeman

dered | iterature as the ashdveéectiladrie

tions that define |iterature. The pr
der a work I|iterature but it iIs not n
tical dept h. The ter molfi tadrlattunree wosr k

possess one or more of the sufficient cond

wor k.
di sju
suf fi
suf fi

Gi

Whil e there are no necessary condit
nctively necessarer atourde .t i owh itloe hnoown ew
cient conditions is necessary, it 1is
cient conditions for that work to fal

ven their rejgaidtsitarc dfe ad ugerst iianl Illiitrer

resembl ance and cluster accounts should be

featiwmresertain |iterary works. As | have s

wi t h
point

iDef i

some graphi ca mpooveerd sbyt heanre .i tc udmm sn gtsa

s to this problem of defining similar

ning a ®tihereaggr ®er ko cluster accounts

one would not |Icdnistiedreart utrrea deivteinontahough t hey

condi

True

wor k

seman

as th

val ue

tions for a work to bescoacndielteldpt urt
Artist Helps the WoIr9d96d7 )b yc oRelvde ad @& ncgo nves
of | idteurad vire a fclludteer concept in whi
tically deep or embody aesthetic valu
ough these prototype methods of defin

oefa tvuirseusa li nffAwVYir &ist s dmats hHeo wEovoenr , S gausa

4SSt ei n
133.

Haui@ermi @li mgn .,a oliowemal y oWorAlest hdbi €$89@6Y: Ar t
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have said, they do not. This is because t

di ffers from ordi né@WVNhyatl ansg uaa g@Ch e ilant wphpi W e s?

Butl es Bhgtueit is often institutional <conc
sufficient cormdint itchress ei n nlsittaenrceetsur ea.he i nst
define |iterature are concerned wi th diffe
| anguage. Thus, the focus of the sufficie

l i nguistic properties alone.

Lamarque and Ol sen: Literature as an | nsti

Peter Lamarque and St &ihrerHa uagecoem oc@®l sseym tva
semantic, or even more | oosely "rhetorical
worekSi milar to family resemblance and cl| ust
|l iterature also claim thatohbeceuhdedabi res
as |literatfiid.er alrgbitPreatatiicee i s defined as
practice whose participants are authors, r
Ol sen argue that we uwhlem swdinitda tae avdy ks tasn d e
toward ¥ hlee wloirkkerary stance is defined as |
apprehended and appreciated. We under st an:
toward a work when wée¢ emndemstodnd htehatutihtori
produced and meant to be read within the <c

The |l iterary stance also involves the expe

Chri st opfwhratButsl ear ,Loi t2e2r.ary Wor k ?,

Peter Lamar que andLiStteeri anr gHPdRirdacod d@dhesye of Literatur e:
and Classéed. REadeaegsJohnlLapesDo¢Mahidedd&8BYyackwel | ,
1 bi d.
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type of valueewwoédtkbe Tlhusndcowml d hbe t he ae:

Roman I ngarden or it could be the more bro
by Rober®tWhSetne cwkeere.x peri ence | iterature fron
we find |itecavgl aoe Baeasthe work. This 1is

of chess only has value within the game of
game, the rook KHAs we wntltiseeeg¢ vhIlageis an

conti hae®rto

How does one take a |iterary stance tow
understand and participate in certain conc
framework of the I|literary institution. Th
thel s of a game of <chess. Understanding |
specific |l anguage game i s a concept that L
di scusses | ater. Ol sen elucidatessthnsg | i

the significance of a Toewr tJ@InTeds@)p.i soldre ovi d 1
appreciate the episode and the work as a w
are reading is a novel. Undert hteh ee pciosnovdeen t

should not be taken as a singular object b

reader to | ook beyond the specific episode
wor k. We then need to undegocdentdo thheatr & ade
the conventions of a literary institution

apprehending and appreciating the work aes

Si mon Bl ackburn supports the claim that we find ae
from inside the conventions of tHi%hemd i Remarrks i anbsd u ti
Value as a WoBktoshLJIber amalir (e 088)s:t h&5 i cs

®%Unl es s, of course, there is value in the materi al

7
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what we | ook for

met hod, useful a

wor k. Ol sen wr i

under st and.i t h

ng

i nterdependenfan

sode or ot her

epi

over all artistadoc

I n LamByque a

conventions of t

conceptual l evel

thekwor We need t

poetry before we

English or [Itali

whta i s to be

character s, acti

the plot itself

conventions of t

the wor k. Thi s

the literary ins

newspaper articl

chapters regardi

be | ooking for a

0Ol sire,f i ni ng

t es

0] u

expected

and appr ecpilatceatiinona osfcitenhre

nd interest.i resul ts) an

ng

t hat our under st andi

ng

at it bee Irietaedr aurnyd eirn stthiet uctoi

aHeempttese tthderstand t he

feature wil/l necessari.l

y

design of the work.

nd Ol sen note that when we

he | iterary institution, w

S . The first i s the descr

nderstand that we are V|

can identify the work as

an sonnet. Those familiar

of the wor k. Secondl

on, and setti of the wor

ng

but the aest hegthi ¢ hsei gni fi c

he Iiterary institution.

| evel i' S most tied to our

tituti on. Fomave nsit ancwel, d tr

e of a murder that may be

nglnh@olHd | BHoombedvreu r, d éhres eo fl

t hemat i cwonuel adn immegr eilny tbhee

ny

a oL ilt3e9r.ary Wor k,
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reading to gather information about the ho

Capote's work, 1t is understood that 1t wa

conventions of the | iteraryniinngs twittuhtiino nhisso

descritlpamamque theorizes that wunderstandi ng

gives us a participatory conception of it
|l iterature that is acbasetilyebasatinhtbeéerat
Lamarque fwmoi ttdéds nkhatt | iterature in -terms o
rol es amal e« ardeetrher than objects, removes t

common features whrakeambygae || tokertaoward

speech act theory as a way to explain this

we communicate with each other we are part

institutionswe &ppnélaend, awhiemerary wor k,

communicative act through certain convent.

revolve around the |l inguistic properties o
well as devibkbes, ssemamasi cned@pt h, and fine

As | have said, Iliterary institutions r
features for many works of | iterature. Th

Chapter Three, theafs®ectofhidsetayy@sneeédwskit s

j our nalGomparhataisv,Blelwi t et at,a r&m dHtisisdooesy t hat

certain |iterary institutions have accepte

“"See Lamarquiki aedaOfsBactice,
?Peter LaMansqguee,n, Literature,oBanti shelJbdemkbfoh Re:

73|

(2010): 379.
bid., 377.
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contribution t g*Tsheme rleiattd  roanr yibw glrolasn.cd al ma g @
and the publication of Cwhrekd exutch Paes skherxdn
Ergodic (Li9®7)atanme GCraraatde xGesn:etTtherresshol ds o
(1987) all shownathiatera@acpyginngtist athe artis
features. Al so, one notices a focus on th
reviews of authors such as J8oni tertBgahya
contempor agtyi ttuttieorms yreamogni ze that artisti
of the Ilinguistic properties in said worKk.
of |I'iterature do not rely on one sufeficien

in a better position to recognize the art:i

wor ks. It seems clear that certain |itera
arti sstiigcnaffeigctaunrtes of a | i eaeasanytwatkonel to:
that we could participate in an institutio
be found both iandheualorkr ssémingtuiagre. Ho w
define | iterature i nharsellaetdi osnu ptpoo rotredrisn aorfy i
definitions, such as Lamarque's speech act
institutional practice focused only on the

“See Mark BiTHe Mamgsem,| Topography of Mad k Z. Daniel
Comparati vaes5 L(i2@@&8)6:yur KRitHuaeyrlflemse, eN.medi ati on: The Pu
Vi sodenw Liter2a8y( HOBX%,r y®®d Sinda GregfiHraywndred Larr
House: An I nterview O€Qrt hdMMaEkxoZ3d3) Dand el ewski ,

“See Kate MaruyamafEand ebned rye LShuar lacddk EmEr@&vdb ey y Cl
Loud and I nbyedobayh&€ronSieftradn dhg eN&tt i2d0r 1,
htthannotati onnation. wordpoasitEincoeadbPoblieyd 08¢ i/ feextt r
Egan and H@&ledniniJue reBVA.gazn,,
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Literature and Ordinary Language

Though the theortihdas dcGiexcduxonedcenter arou

|l iterature cannot be defined as easily as
wish to claim that one cannot define Iliter
to ordinary Thesgeuddeories all point to the
relation to ordinary | anguage. This will

mi sinterpreted as claiming that examining

| anguagel baephbcphival ue. Only, that we g
di fferences to define |iterature. I f it ¢
are problematic, we will be in a better po
that 1 s better 6aatseddsow sthragkiiadgi availsluyalsi gni f
property of a |iterary worKk. Obviously, w
presence of certain | anguage progpregudaaes. or
However, focusing on the relationship betw
di scussions of | anguage use to dominate th
the inclusion of vissgaliffeiactavartieise soefaar gr wb s K

Writers such as E.D. Hirsch, Jr. 1implici
relation to ordinary | anguage when he argu

because the distinction betweenhedrn ta&s asgyma
would cl ai m. MMhrag c h s ni' Bl tho K e & ag er?t,ai n b
cases to show the problem of distinguishin

i magines two experiments. lenmtthhy Keatss,

“No one, | believe, Gueulhd car gvwe kt mdt IRPiteasasare for
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t heSicloagfrc g ied e

E. D.
Uni versity2®Press,
®l bid., 27.

®Stanley Fish argues
ordinary haogssgei we
Ordinary 1Is
80See Arr-TgtoiSmhagBbil osophy
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1978),

end

Warr
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terat Meeap@gn ashtathiHsi r sch

i telragaupli dalvedibecwsnei o m.

somet hing

Orolewatytkeafg

and a Shakespeare so

terature. He thinks

poempoarnteilsi notat uMHe w

, his examples are | e

Jane Austen, hi stori e

en Burger, Hamdchciae g

|l ess cl ear. There wo

re Wbubdpbawme bheensa i 8

o nned dorradw sn atrhye | lainngeu abg

ur ebalsl deilngt wWredd metdh

ry few people would

nftoe AsPsebDft¢chdsi f st hi

takes tf

be able to define | it

t
ye 1 tfo weee fciame fli intde raa tderf

not i nvolve its relat

t o thiaovne ttahkasd r ddaerditidncsol§y gthhsdbm € anc e

i n my above exampl es

poem

JHiWhsacth ,I s n'di Whiatterl st derde e Paulr dd2rnddidi @Blaoomi

cl ai
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when he
i nafiHegquu at e
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up with an
faseld3)y or4g4.
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fin
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As

der

udi ng Remar ks

e definitions pr esenbtee dp aarbaodvieg nma rmee twhhoad
|l iterature is defined and are not a

to note that, aside from Richard Shus
, I have not come aowrfodd tersxitruglee wihroi
with the artistic or aesthetic possi
of literature. Wi t h iAtehset heextciecp tBloinn don
al owhHisawmlli twi |l il di scGBapiar dEbar, the

i's to suggest t hafte attuornensgakret ibset ipcossi b
i bution to a worfkd@@tsi aedadupes acf MAI

red to the amautnitrsotdifec o ifesadting stisloms @f t h

i ng contemporary | iterature, this sho
sophy of Iliterature continues to def.
rties or i futtilben phinlnos o d lbiodka Ip aisrt s tl iatn g
e a work as I|literature, philosophy of

nt for changes to what we refer to as
ldiwsduss i n Chaptielri Fatvieontihe @wmEywalt i

f a hasti estiigonaisfsiychbalnyt addi ti ons to the

stands the text as an artifact. As w
out, the novplbshsngnanandtté&et mngohhea
wn content and medi um. |l argue that

Mal derk:weBll s452004) ,
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the | anguage of | iterature is not pure or
al ways medi at ednoldyal a toyer t Mhensevese ead t o o
the work is mediated by sight and therefor
ut i If iczretde s t1 8 C Asi de framteeptrecbationg Db ¢
wor st i stnicfaildantsiwiism@adr @& stthuehye scaaassee
confront what is oftenaokvang¢tolmdeeddaisaltietde rbayt
a sense moHllaweuveyr, befor,ewoe¢cuirni aigsmm® mhs s
addr esseud.d aOngeuecot hat the works discussed
medi a works rather than tradiffr mhgételratgra
wor ks. I f either of these claims are succ
def i noift ilointser ature are not required to acco
argue that these works should not be consi

considered fringe works in relation to the
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CHAPTER 3

ARE THESE WORKS TRAD ITIONAL LITERATURE?

Though | have shownaltlhy 99ivesiafaieadrtadlir a
terature historically as well as the sig
ntemporary ywolweltshe idasd ittHatmat hese wor k:¢
scussions of the definition of fflriibnegreat ur
rks that philosophy of | iterature need n
rks t hatt fsrtoanm dt raapdairt i onal l iterature. I
ntemporary exemplars in Chapter One are
nally, questions regarding ascribing aut
mi ght & edeamicdieaanr ridgarding vi sual preser
bl i sher. One might argue that i f the pu
ndament al di stinction between these work

erefieyeshould be excluded from our discu:

refuting these three cl ai ms, | conclude th

c e

W o

rtain |iterary works minimize their impo
| ktea t hfd rtiommmt hi s context to mean one of

rks are fringe because they are not suff

sufficiently 1Iimportant. My di scussion in

| iadateur e speaks to these works being suffici

s h

ow that contempoalalry <six@gmipfhiecd etht ar es st n

extend beyond my exempl ar s. This speaks t
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comperary | iterature that they cannot be d
works are discussed as fringe in that they
that they are not sufficientlycamportant i
However, our definition of the I|iterary ca
relationship between these types of works

what we Amerma@r.Bwi ng from Wiandelmwbhodt AHarstt ias 'r

Fowliens e and thel Lpbtesanty €awenal differe
canons. Each wil/l be examined to deter min
vi sual features fall outside of eactil |l In

fall outside a specific type of canon. Ho
that failure to be included in them by no

traditional ' iterature.

Only certain types odr ictaamtoinvse aeareo wgh nsgo -
these works entrance into these canons wou
the critical canon to be the canon we are
sufficiently i mproaon aind .t hel heolclredtiican aof | i
dealt with in |iterary journals, academic
that works with important visual features

mi ght be cgesimeaewayrtimat all ows phil osopl

their i mportance. Harris separates the cr
di achronic canon. The diachronic canon 1is
can®Wprks such as those of Shakespeare, Hem
gualify as works of the diachronic canon.
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peripher al nonce canon. Wor ks enter and e:
worksthe diachronic canon. The works of M

currently belonging to the nonce canon. I

artalslty csivgmiufailcdretat ures in |iteramg journ
that such works would at | east qualify for
though rarely, works do move from the nonc

to assume some of t hese works aobfFdnnot be

critical ~canon. Therefore, there is no ba
their i mportance in the critical canon.
Having di smissed the fringe | abel for t
mi xed medi a. Hdadt 1usicragn Wies wsahlowinedat ures art
out of | iterature and into a separate mixe

be the wrong venue to discuss these works.

Moderni st canaweptsipercidfi cmégy such as that p

Greenberg. Traditional views of medium sp
avoid reliance on feanyecmmeidd ien mat ude eonfe da  p
form. Languaegses,entthieanl, mesdituhne of | i terature.
di scuesgdon both I|Iiteramg minglhtvi sluail mftelad tu
mi xed media works that belong in an artist

I n order Bommakatt hbdeslk works belong 1in

medi a, some propertiestahdahd wookhsrtmusests
t he cdltietgeoor®yh @1 rteer-ant a&amdcdmrd or i gi n @t eess siany Ke

fiCat egor odeeds iosf dAerfti ned as those properties
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to a certain category of artworks. Wal t on
properties that are standard (count in fav
vai abl e (count nei tsheirncflours inoonr iang aa ncsatt eag ow
specific artistic category discussed. I n
property that counts in favor ofrguwothabe
using visual featurestamtdiagtdi alolpy rmiyg hth als
work being considered | isénadard. prWpleraonmn e
demonstrate a | ack of standar grppepéetid eise®df
wor kidoowidaloenceir artistic category. | sh
artalslty csivgmiufailcdretat ures do not | ack the s
as | anguage, nor do t hfeyl idtoervatoureen.c e It oa d nhi
some specific examples where the visual pr
However, this is certainly not true of all

Wal ton writessthadawthepr cpatamesi aher pr
create a new category for such works (such
definition of the original category in ord

that the presence of such f eatluirteesr actouurnet san

there is |ittle reason to assume that our
defining them separately from |iterature.
Finally, 1 |l ook at the question of attr,]

a work sucbramasttong phdyfan artistic role
|l iterature, it is often the editor or publ

f or maftetaisnug ech as section breaks and chapte
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st
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SS

t h

k e

ns

t yhiocsal loy the publisher, how do we att
used artistically? Obviously, in some
vi sual features makes it clear e&hat th
i sher. No devious publisher would hav
script or the extHonsiev ®.ff dlemadise m,g if re ac
ances where the effects of thferamsa al
eper spective) to whom the decision reg:
instances, the visual decisions regard
d Meauldd amave easily beenn ntahdee abuyt hao rp u &
be shown that such decisions were thos
i sher maxaugbakrifylasthecpublisher was
d mean that these wor kadiatrieo rfauln dlainteenrt aat
that there -@avtehonndshipsitmantcreadiotfi cma l [
s would mark the first time a publishe
e instances, evieomn si farwe tahsossuemeo ft hae speu bd
d not qualify as a coauthor.

begin by examining sever al di fferent
publisher would not count as a coautho
itbhialti twe mi ght know that a decision was
or . Expanding on the claims of Sherri

a certain visual decision, if that de

i dered as i f it were that marttilse aut ho

notwhenein we can assume the artist at | e
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|l ooking at what types of actions, sunder wh
that would be considered sanctioned by art
a new work of art. Through all of this |

mi xed media oauphot i sharmasacweswbf ksi wnt hi

artalslty csivgmiufailcdretat ures from our philosop

Are Thesfér Walgletser at ur e ?

A claim that |1t erldtyursavgesnudailcyiretagt uarretsi ss
font and for watrkisng mpt e esriomge of two thing
same time). This claim implies that such w
sufficiently important. I f these works ar
claim goesf phtkeoabtphg would not be remiss
phil osophical discussions of |iterature.
address the claim that such works are not
di scussi on.

My ds sicaan in Chapter One of both histori
visual features in |iterature speaks to th
remember Hi gPgaitnse'r nchavieni tiynwoul d be a much s
wer é itsa the cultures and time periods wher
presenAsatdenfrom my examples in Chapter On:
poetry and interesting visual featodss in

t hat had a written form of communi cati on.

Dick HPggiesn Poetry: Guide XT68.an Unknown Literatu
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one culture or time period. We find visua!
Western cultures from the ancignpr &seaksdn
exempl ar s. |l would direct your attention
works that artistically employ some type o
description of the type of featuwr édbeempl oye
considered postmodern, there are also exam
such as detective and science fiction nove

Out side of some particular poets such a
Poets, there lIdorge apprabet wedr @i storical |
contemporary novel s. However, I believe t

threaten my c¢claim that these works are suf

Al Nt er medi ati on: Jdkiaet hHPeurrisrue tHaoyf | eas Vp i rotng o
period of experimentation in |iterature wi
dupl iz%Tahtei oenp.i st ol ary novel emerges around t

printing pressepulwar eucs®mi n\We i fnitrod panot her

vi sual featurestweantiletihecemtrdryy.t o Thaugh t

invented al most one hundred years prior, o
t his time whtiocht hceo rerxepseproinndesnt a | printing te
such as Dada and De Stijl. By the 1950s,

of fset printing was the most popul ar c¢omme
the types rofmevnitsautalone xoopfe t he present day <co

computerized printing technol ogi es. Hayl e

2Kat herinienHayimedi ati on: oONewPursei2ad pf H&BXD.5iy 99,
92



predicated on a shift from typing novels o

havi ncg etatee on and duplication processes dig
as t htbosues eo fo & nHlielatvhelsd be much harder, i f no
were stildl using manual typing and duplica
I f these works aanrdoti nlge ¢ mi ttihciszevay, t
the fringe category if they can be shown t
phil osophy of I|iterature need not account
regards to whag®? Thetdl i mneft aihicie i mpl i es
canon of which these works fall outside.
and it is clear that these works would not
Al so, f alolnien g poewtisfiidcce canon would not neces
fringe works in comparison to traditional
definition of I|iterary canons, Al astair Fo
di fferentt etryapreys coafnoln s . They are the poten
selective canon, the pedagogi cal canon, th
critical canon. As sli gsnaviidscuaaniotr keatwut s awi |
out si de every one of these canons. At t he
canons i s not specific to these types of w
some traditional and respected |ilteiady wo
qguickly outline each type of canon and di s
ending with the critical canon. Il f the frr
sufficiently important, | bleldamwenitthats wal
require this | abel. However, | argue that
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of the critical canon. Furthermore, these
on its definition given by Fowler and Harr
Folwer describes the potential canon as ¢
|l itetYthdwewer, he al so points out that most
inaccessible in that they may be extremely
i nst ancneasy) ,bet hgeeyogr aphically i naccessi bl e,
coll ections such as the Vatican Library, ol
accessible canon is the part of the potent
Given thea works discussed above are in pri:
within both the potential and accessible ¢
those works that appear i n anthologies, on
cl asses. Rel ated to this iIis the pedagogic
typically taught in high sé¢Wbbobleawdr katwbd

artistically signobabhgptfal bualbtadgegmeslt

canons, this is not enough to | abel such w
traditional |l iterature would fal/l out si de
wor ks of Dickens would fall oumsddena sel e

l'iteratureGamadi PynEh®B@3 )sbwovul d cl early not
pedagogi cal canon. This does not imply th
Harris describes the officiaéctianvenhbasona. b

of fici al canon is an institutional canon ¢c

SAl astaiiGemowl amd t héeNéwt br dsetydarlGa(nBH79) : 98.
41 bid., 99.
SWendel | i#ankadPdilshp6 (1991): 113.
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|l evel and graduate |l iterature classes as w

|l i ke The New York TWmebés®eworehkvs ofnaPBomodats. be

most upper | evel |l iterature cl asses, I owi |
in popular | iterary reviews. Further mor e,
specifically for thle fimatenntess.eness of thei

As | said, i f exclusion from any of the
it would be the critical canon. I f one co

arti sstiigcnaVfiigcuaanlt f eat ur es f al It howt wiodié dofprto
strong evidence that it iIis acceptable for

Harris descri be# htobsee owmoirtkisc aolr cpamrams aosf wor
treated in dasiwekeb asdt hoopd Sdiesrcarsys j our na
have garnered r espteartraibd edilviitceeasartyh ea warridtsi. c
subgroups. These are the diachronic canon

i s descri baégsl aacsi atihheg GotbaabBlbee cr i t i c al canon.

canon is coimpavygedf opflee blei t erary arts. Thi
wor ks of Dickens, Shakespeare, Austen, Fit
changing in tiat wiotr kiss twereyntrear er exit the

take a significant amount of time and crit
canon. Li kewi s e, it woul d take a consider
di scussi oomr fwri memotr&« be removed from this

di achronic canon is the nonce canon. Wor k.

5There is also the personal canon of the works a ce
too subjective to makef aaryy clliatier aroy tvher ¥ rda mdy ewislt |
“lbid., 112.
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ch faster rate than the diachronic canon

e critifoal al ipteerisotdurod ti me and then may

om the critical discussion. Here we mig
omas Pynchon, or Joyce Carroll Oates. H
non ar e rnom ebnatrerreidng t he diachronic canon

kes a considerable amount of critical di
| o(vle9d8 7) mi ght count as a work that has s
achronic canon.

Harris describes the entrance into the
amp of approval and more as a :Wlirlkeé st hent
rks discussed earlier may not coeunttheays m
ould be included in the nonce canon and,
ve used several <critical essays regardin
ere are certainly other esétage WwWoukd and
hers.Houlsre fodattheavieas garnered critical e

ciComparati veAmert eantWorrede raantddehemdge er ar y

Hi st oCwaht empor aryhkei Rawa tSthaae baeltsmax d$s scussed
j our nalGomstuecthp aarsarayn@bmpar at uv'eThe tleirtag narey
jouBOMBas conducted interviews with both J
8 bid., 115.

Se@omparati ve7 L{2A®eR)Y car 74 t(exoadt2l)r,end 21 MaNgeews ) ,
Literar¥y8 H{20@0oyt eanpadr ardys L(i2t0e0rdadt.ur e

YSekul ink dMPeamory Pressed Flat into Text : :ThTeheRalwnmport ar
Shark, Cext empor arb52 Li2t0ex¥)#: uazedld Ki ene Br il l enburg W
fiPost humani tTiexs uaand t st R&KRw a Hdrlip kne he bsd sWo r
Comparative3d3 L{i2@HAHB)LurEl19
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Pl ascencia regarding their wolrnktsf, aadnlde it év eh &
been many critical examinations regarding
works in which they are employed. Ger ard
their own sNeeew iLalt eirsastwye Hilfsit o8 gy pr dsentissein
i mportance of vi s &latiam d siott@Wheark epraleroaot kesx tsuuacl h
GenePaeastexts: ThreshoWdike adi nonttelrep r,@rt aap h ioa
and HWyi tish g hMavceh ibneeesn dewvdteed rttd sshawiimmgor
such f%Tahteurree sar e obviously other books, ess
and other works. However, | Dbelieve this

signivfiiscuaanlt f eat ur ed hkeo nommrcset ictantoen . p a rAtr eo ft |

have the possibility of being, included in
too early to tell. Remember, inclusion in
However, if the ¢Rrimniedaloveirst¢wusmel, onh iseesnD

Bl ood MegExtdieemely Loud amdlildnaoaroedielvleynt Qlad 4 e
in the diachronic canon.

Literary reviews discussing the artist.i
andltiherary awards such works have been no
inclusion of such works in the nHonwese cafmnon
LeaMeodisit fromEkheefBeby Bquddandmé&ncredi b

PeopPapief pl ac e sThseu cNe wa syaonriithee T iGraergedvii aenw so f

IMax Benavidez andiS@dlvaaldoroBPINMBSecdRdBAF,)an®2He i di
Jul avitz and elneminfi@B® MEgEagna, 0 2 BYQ) : 82

2Sedew Literaty( H?9S1ory

BKahter i neWHay!l ag,(Maacnhbirniedsge: MI T PrPasat@R08) dhde Sk
of I nterpretation
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books that praise these works and“ApAlraose t
wor ks witikiagmtuisdcuaanla | fleyat ur es have been nor
Iltierary awards that w#& rtaydpoin @ alallag . se®aqii eé @\
House ofedeiaved t he New York Public Librar.)
hiGnl y Rewalsutai Nms i onal Book Aviarvd sftihred Ir io st

Goon $eueaedved the National Book Critic's C

Prize in fiction the following year. Thes.
works in |iterary journals andereanews, §p
these works are part of the critical discu

reason they should be considered fringe by
't is only in how phil osophsyelodctliiMeeraar
that these works could be considered fring

problem includi ngsiwgmikfdisouaatlth f aeratt iug teisc avli It yh i

critical canon. It is oosgnphol omiophtyhein
own critical discussion. Phil osophy of |
such works in the critical discussion not

popul arity but al so abpetcearu sFei,v ea s slucwi Iwo rskhso

medi ated nature of I|iterature that philoso
guestion remains as to why philosophy of |
works as |iteratheier reémevhaeephty afefleintdert :

“See RobeaHda m&KeS$Wwealth eHdNleav, Yo rMa rrEihR@80, Sarfh Churchwv
Visit from bfel &ooniRfe&qoEEMpa iGu,arMaramh2a21, Wal ter Ki
fExtremely Loud anBvéngt bdalgH & sNCd va sYeouAkEfdT,208S ,
and SteviEhe PWal egn SaTthuer nPe oRpelod eaf GRapMdvwember
17" 0260.
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criticism must be addr essesdi:gntitafaiscuaanbtr k 8 at h

ar e, in fact, mi xed media wor ks.

Ar e TWoershkds xed Medi a?

Phil osophy of |l iteraftamr ewomakys nwitt meardt it <
signivfiiscuaanlt f eatures 1 f these works can be
fundamentally different from more traditio

media are predicated ocn tsyomee ltaytpeed otfo niehdei un
Greenberg on the subject. G fiaeveon bde rdge pwvernidteen
upon any order of experience not given 1in

mediogiBome mi ght objegnevih@adsliy dihec wog &kd, I

actually being mixed. The physical proper
font, font color, and formatting are si mpl
would seem, intuthiaediygniviciasdudawo fkesatwr es d

on iander of experience not gi venoiinn tthhae mo
they expl 6ietatoufh eshvei slwoaCkr r oNb summari zes th
problem thirstpheseehi $ déé acly amtr kfSosmys mguyl d
effects that, in -vietuefotlni tawthmed/retsr las oo
|l iterature, this would seem to be the I|ing
sentenicesl iterature's medium of artistic e:
paint and the medium of instrument al musi c

be | anguage.

BCl ement GfleenNewgB8Amtl pd nd( eBouslttour:e Ba4&8®on, 1961) :
®No+xl CO@heoBpecificity o@fouMedilumfi MelsAen(eaB &S )Edugc.at i
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| irThe Specificity ocCfarMedi urm rkgiinegs hatfhAtrth es |
medium of | iterature in this way is proble
ot her art for ms. When we speak of the med
physical medi um. Paint and dagmuJad-efdort hpeie
di mensional medium for scul pture. I f we w
medium of printed |iterature, Carroll sugg
inscription used’”Houcehv ears, itrhki ga n dsWpuanpceom.es i tha
about the medium of I|iterature, we typical
works that wutilize artistic visual feature

The question of whether or notwotrlkkesse wo
mi ght be misl eading. | am | ess concerned
suited to the specific category of mixed m
guestion of if, by virtue of tchaetiergovriys utahlan
traditional | iterature more generally. I
di fferent category. fivilguealo oldidt ebeex pme rxieende nnteadl
|l iteo Bhermore gener al gegoeriyonsi seieded s ap:
properly understand these works and their
woul d want to argue that they are fundamen
warrants a new categor yusd ap @araatee tfor @ fleintde
t hat armstigntivficssdadnly f e a tsuraensd aarde pa wrmpterra i es i
therefore, works that wutilize these featur

I n his sei@anagoermdeesnydpafl IArWal t on di vi des

YI'bi®., 7
100



aesthetic properties of workstanhdard pnope
Our judgments based on what persopaenrdtaireds warle
both affect whichi ahtwe tplcaoceteae goaryt dinn wwor
affected by the category of which we belie
properties that we see as standard tel]l us
category that gumen g eteo aa fwfoerckt sbewhoant pr oper ti
Standard properties are defined by Walton
wor k belonging to a certain categor y. Bei
di mensi onal paeret isetsanodfarpdaipnrtoi ngs. Possessi
favor of a work bel ongdWag ttoon tdheef icnaetse gvoarryi a
properties as t himod hp magp € rotolbdeols omi dt idhn gwiota ek es[ a |
category; thekpodsdhsei dreadrurle i s irrelevan
[ t hat ] O%Tahtee gsopreyc.i fi ¢ brushwork of a paintin
are variable properties in relation to the
typbrashwork or represents a certain i mage
being considered a member standaerdapegpeyt
those properties that, 1 f presemt ciant eag ow oyr.
I n painting, Walton -ddiensecnrsiiboensala opbrjeetcrtu da sn gb
standard property that counts agai st that
|l iterature, the traditioneal ivi awswauwmldarlde p

the category of |iterature. The wuse of | an

BKendal | iCWa letgom,0Else ohpikli ca |17 ROV D& W
¥l bid.
1 bi d.
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pro

pro

pro

and

pre

t

o

egory of Iliterature. The specific word
perty with respectt tdoo etshenoctatmeagtotreyr oiff |C
tes about the American West and Philip |
tent of their works is a variable prope
claim | am ctomate rwmiesdu aMi,t ha rhteit setnidaa r fde a t
perties of | iter ast uirrecltuhsaitonc oium tt haeg ad antse
essitates the creation of a new categor
I owi || go i nt og nsotraen ddeerpdt ha nrde gvaarrdiianb | e pr
e . Here | am specstfacddlg poopger niees wa
nivfiiscuaanlt f eatsuraensd aarde waarmt rreegards t o t h
ortunat enldys, |IWad & otni e ed e f isntianngd atrhde pcrroiptee
n he does with standard and vasrtiaarhdaer dr
per fliaecsk aosf aa A landawhlt felraurene woul d c
penimgesandard for this reason. They do
perties of |liter@tbeé¢éi evehaayohangoade.
gui stic picture book as a work of Iliter
a standard property of I|literature is a
t and formatting and, therefore, the ar
k to |l ack this standard pr oapkeer ttyh.i s Holwaei
the claim itself seems prima facie que
sentation is standard, we -atr@&ndaarsd mimgo:

show that standardn fact, contr a

21 bid.
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Wal t on wod ntdersantdhaartd properties tend to d
to overl ook the other properties of a work
points out that, wHi menshenptesbpeetomight
obscure ehéewdr ko wverl ook the other prope
drawn t o, and distradaboedr bysghibvAistugasler t ed
features obscure the | anguage of the work
stat edof tWern sthses t he boRvieltolshapedr uptrosgi omn
the text and deny us acc&s&tsessolthermabliyatt
use of foot Hotuskeamdy!|l t enhsd ito di sdmtacdf us
Dani e bse mokWoewe,veirn ot her works the artistic
fact, il luminate the | anguaghko wsfe tdber Lweoa ke s
The Never ednrdawgg oSheouy t o certtonseeordisemri &
new | ight or with new meani ngBl odd Mersiidnidr
reinforces the histo@ilcanhgaag®untWmigl @fs Mme
in specific works obscurGbdedti eevre pgrh@pe rotniee <
the statement that, as aswigolwijscusanit kfse & thuer e
obscure the standard and variable propert:i
that wor k.

Wal t on al so wrtiathedga rtoldedr tviieasitermc e ot o t hei
and fmirsadwiittshi n t Bdtt d¢ &t egdr .| e @vri owdbaetc eh.e me

One might argue that the works of the conc

2l bid., 352.
B%See also the redacted wor Py ganile wp ¥e9s kgeDoiubl| Edagyk
Wal tiCat egor io254o0f Art,
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t

heir categotrsy tion bhrheeak dawrmre mpnd reform our

associated with adGdiddleireevnd Weolrtdosn medandsont hat

\Y

(0]

h

iolence to the works in which they are em
f discussimg ®©metobsgusitmgpdard and variab

e means here i s thatamwbarkes pgrhapgeruttiids ziemme

as outsiders if it i s claimed that such wo

are edmtnrdar d. I f, t® examphee a owaslk Waat

d

c

r

t

i mensional objects is referred to as a pa
ategorization is wrong, that t & st wonrkk do
igdrey wor ks that contain artistically visue
espect to their category. As |1 discussed

hese types of presentations havef been goi

Ancient Greece. These types offawdi'Rd have

Centuries but the discussions of them i n |

uggests that these works do notofi mwoerdksat e
r t hatimit hdevyttshi @ t he category of | iteratur

These are the feat wsrtaxn ddaldt oprr ogpiewretsi etso
hat arstigstvficsmwdadnly f eat ures cause us to over
t anadmd dvari abl e properties of | iterature s
tri kifemi sdwiiatshi n their category. At best, o
ariable properties of |iteraesmweir&se woh hc
rtistically signilfifi ctameseiasualt ieatemasessens
ounts against that work belonging to the
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arti sstiigenaiVvfiigcuaanlt f e atsuraensdta&nmlé swomkisat hat 1 n
features are not | iterature.

I f we f-shdndantdrparoperties in works wit
provides two options regarding how to proc
a certain lciadee gwaryk st ot hantc present these prc
constrandard properties would then be consi
inclusion of the monochromatic works of Yvi
exampl e ofx paancdaitnegg otroy ienc | @wdée mew ttypnes dfh
of variation within a painted work or the
constrandard properties of paintings. Lat el
monochr eom&tsi suwh as those of Kl ein. The o
constrandard properties bar such works from
these cases, a new omaitsefigootrkys .i s Warl & aotne dvrfi dre
whatppleas wHhHametntsrieoenal properties are added
expanding the category to include them, we

it c®ll age.

These are our options, accordiygwdrok swWal 1
are esdmtnrdaard to the category of | iterature
t hesef gatdeebsed-setc amtdraa d I am in favor of e
|l iterature to allow f or stchuesisr iinncdleuwsaiidn .h ow
definitions of I|iterature might be expande
%l pid., 353.

%1 bi d. I am nosehmippyl avgy hhévaét onThdugthhiink itshias sin
how we define coll age. I't does not affect my cl al
the ftelt bvaagse Wal aad not my own.
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reasons why | believe this is preferable t
such worKks. First, andnamnossi gmpfoircdamttlly, K t
wor ks we consider |iterature. By admittin

|l iterature by no means necessitates removi

category fSeatbuarddesyenmtt Wb eteo def initively be
standar d, only that they might be. Il f one
works, one woul d adraeoe-s r@andbhod Wwhat et hayexp
category to include theinghde médet mnsgdiamply &an
expanding our category to include them kee
di scussion of these works in contemporary

l'iterary jdurfnmnaldsipaomelséomeen t hese wor ks al
presented I|iterature.

| domelieve a new category should be cr
woul d need to fbeatalm@mevssdtraltnadtea rsdu crhat her t han
suggestignhgt tbheeey nGat egories, as defined by
have historically been revised or expanded
tradition of the category believe that the
verditdhteioscantdand Gstaee@sany siomong reason
works from the category of I|iterature asid
performat-pgef anthanbwne arts as described by
t htahese works are not performative as the \
i mportant . Tchat hbeknghati ther &l yadpsrta snecrtviio

is a sufficient reason for creatihg a new
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i mpact of t hesd wolrekosr yo ni nGo®hdapatner Fi ve whe

t h

t h

t h

At

So

ot

t h

ese
ter
e C
sig

em

t ho

adi

me t

her

features should be considered variab
atur e. Because wfe @ tauwme® dsddagniidiean ot el vy
ategory of Iliterature, I do not think
nating thmmsmakedi medipraobker category

apart from the category of |literature

buti ng@fAWIrhdospnicHi Ewalt Features

e problem that arises when paratextua
rtistically employed in works of prin
rship of thasehbdéeshupebecokssrpbohbhbem
tionally formatted |iterature, 1t 1is
i ons. How, then, can we say with cer"
i n questaotniss indcfhdedctpunrtaers of f ont and f
i mes it is clear that a font or for ma

i nstances, when the effect of the vi

ei slieean to include artistic font or f or mal

i s

c |

nda

t ho

t ho

adi

these instances in which attributing
aim that wer §sivivistudan & rfteiastbuer cessé ésgh oausl d
mentally different from traditional w
rris the sole author of the work, thi
rship. Why wo ul-adu thhaovri miiget apcrpautbliMiasily e r

tional worakug hofr eldi thearva thgr eb eaesn ova i t t en

107



aut hor . However, none would consi-der a pul
aut hor . Some might be tempt edurteos cdlalionwst hf

publ i shers t e ubteh ocrosn saindde rtend scomeans t hat su

o

fferent from traditional l' iteratur e. |

thor being the sole cregdteacti sofont h&dgwawodk n

D
c

<

sual i Bemadeebdby a publisher. These are r

(@]
o

ncept of artist sanction. I n that the a
failure of the wor ks twhke caonl asswimeorn.he Ruwrtt
decision to artistically wutilize font or f
one with sole responsibility for the work,

decisions wultimately her own.

A said, sometimes it is clear that a f
author al one. We could safely say we know
ways. First, we may know for certain that

wehave regarding the creation of the work.
chose the font &a@di fhbemaehi e Gif @ shhies 3hi st ¢
coll aboration with the Boston Typeg Rdwsmodry
have direct access to the author's own wor
it was Jennifer Egan' sA d\icsisti ofnr otnma $phraee sGonat n

Power Point presentation becauBsGMBshe speaks

Dani el ews ki and Placentia make similar cl a
vi sual features of their works artistical!/l
I n other instances, we may not know for
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by the authofebut hae¢ ¢c¢ams is the case base
the extensi-veracdistsi ofala wiosnual feature or i1

highly wunlikely that the decision to use f

publ.i shkar i nstance, I have no access to ar
the bowel shafieldt fbaowevdgri,ngt hen unconventior
formatting itself allows me to infer that

publ ilsnhemuch the same way, even if we did n

Dani el ewski choBe®uddeo,ff oreamactags ce ritmi nl y i n
not the decision of his-dpwhmnl ianhe rb atck warmridrst.
However ,i nisnt aontcheesr of more subtle effects of
infer the source of t heBldoeocdi sMeadolddmmalies bw
a decision of either McCartiNever Hhies MebIGio
smal |l fi ¢edhnd doen's drawings are used as sec
on the arts at the boardinghouse that 1is t

section breaks are a subtle use ofurtoh.e vi s

It is these ambiguous examples that | wil!/l
caut hor . Though sewtelrarl s dieg i snd am otns alfl acw
count-aatshemos, I argue that itthye schoonwse ptth aotf e

these cases should be considered single au

The question is why would this be i mpor
as-aud hor undermine my claim that these wor
fundament al fy odni treden i onal l'iterature? A

aut hor ed. The coll aborations between Step
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However, i1if the pablthshernwéehessewnr &s, coh
separateg ¢hdBdeégoagain, philosophy of Ilitera
wor ksamtiitdht i cal ly signthHercanhasyimrsaeawvwdr fleadu,r
a work where a publisher or a-apuubhloirshi nfghiltls
may point to a fundamental difference bet we
Il iterature. Thus, i f I cannot show that t
vi sdueadiisss omncl eaayt her ,notthias cma yh autn dtehrensien e
wor ks should be part of the I|literary canon
account .

I n order to examina@ausbeévesal pdeaiithi theng

the claim ofaupwtbolri,sHerwidd enmp&rediomg talse ufmpn

i Bl ood Mem iadrideenr to use it as my test case.
that it was McCarthy's publisher that <chos
hi msel f. I obviousl y havbeelnioe vken otwh aetd gteh iosf
knowl edge might be possible in some instan
interview and admitted as much. -What are
authorship in cases where wer mdtg hde &kinsoiwo it ov
that of the publisher? Even in these case

consideri ng -aau tphuobrl.i s hherexaantione t hree differ

aut horship. What s epaaruathessr dpiubidki ssrhce r St rf a wt
concept of responsibility. Simply put, if
finished work, then theauwtulbdri.sher cannot b

Paisley Livi#agsthonfmmthepine®er ce dt,i wiotoyper a
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bet ween individuals with thelt nwewnltdone off ai

seem t hat tBileo ocpd bNeosihdeiracw kautt haogy anader t hi s

definition. Certainly, i f McCanthyos publ
artistic ends, the publisher would have a
certain task. Ho wewtelrgr ¢ hhiip dedmsnidv ernl y ft
writing a novel and got stuckoat aowveftatn
friend to read over. I f saidatrhend hBYype
friend certainly participated in an uncoer

intention of achieving a cervaln tas&nd Wh

my editor to read over and make suggestion

count -aaust haorcoas wel |l for participating in t
woul d seem that, in t heoocpereatoifvd iparrtaircyi pae
shared activity is far too broad. Under it

covered from t eaputthoorbso!tt om with co

Sondra Bacharach and Deborah Toll efsen
councte@aatshors to partictodserfd oiunpy. aamgent s as
requires joint commitm®Heéer eowdocaonmet arnge
possi-dutehaems that were problematic for Livi
wolud not cauntbhoasbatbbobecause the two of u:
group and because he or she has no commitm

or she is merely helping me with my dondiuvi

’Pai sl ey Arviagiddam:ntlenRhil 6©®8pbidal O$fodd Universit
838 4.

2%Sondra Bacharach MedDDedbotahFTolml Meer 0lomtmalbudfor s
Aesthetics atn8d (A20100r:i tZ6c.i sm
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wor k a

r

butii

e that anyone would claim that t
stitutes an artistic group. How
i stic decisions, the srthelratmagynshi
an artistic group with some typ
I n fact, Bachar ach afidntTeorla cftsienng
ar basi s aboutkdtHoeweaveesrt,h etthiecr ep rios
guirement that is needed to cons
some shared responsibility for t
shares any mesparhsivbisluiatlty dwicti Isi to
tolbel fMeatiedodarni ti ci zed by | iterary
ould simply deflect this critici
I bielsiptoyn sainbdi |whtyy tihsi snort shared sh
Hudson Hick focuses on how centr
whol-autwhensdepini lgckoargues tha
on cannot be remsaed WwWook, thkbewo
ul d -abuet hddogn.d iodbearsetch bar ecdo wor ks | i ke
d Straub and contrasts this with
il a wherein he aupbortdcooenent by
g or Straub can be difficult to
However, in the aest

s a whol e.

on consists ofena idiisecdr.et eFuuntihte rtn

21 bid.

V¥Darr en

Ar t

Hu Audrh sHiii-Apkt hGoor s hi p, and oMoaltmnapl eoAuAdoatrisdai

Cr7i2t i(c2i0simB)3:. 150
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states that his own contribution can al so

replaced with someone el se's without threa

There is little detritm@&dmAt sbp bkecmusat hng h
to the encyclopedia is a discrete unit, he
others or for the work as a whol e. Contr a

both King and sé¢Thaeu bT ai(l fi S@mwhint i c Inpam Hi ck' s
there are two criteria that need to be ful
aut hor . First, the contributions of the p

becoming debhei menkabhsta whol eBl owdi Mer odea

can stil]l be read and appreciated in a mor
the original would be I ost in such an edit
contribuées ochetorricmennt al to the worldA &ssatwh
from t he ,Gotome Swiusawdal f eatures play a more

survive thSEacgomdelmo,valf. the publ iasuhtehrorwe rteh et
publri ssioeul d have to take shared responsibil
this requirement of shared responsibility
ceauthors in wor ks ofsilgintiviirischaanrt.ef evat hr s t i s

I n Chapter One we ssaiwgrikfaiscuaanbtt f @lalt va esi
to be successful TheTRawyv Bbaaraitkthke TDeartos r essh eidn M
seem to miss the mark in some way.od $Smo, if

these features were made by a publisher in

1 bi d, 153.
2 will return to whiye &tcehme sbet rtehmorvle damyh i d fe thlmers en g
the next chapter.
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Hal | or Bester could escapwelclr,i tmy i msunblbiys Ise
that so don'nt thleasme imst ancesol eétreéespohei b
the finished novel as i t3®Whsy iwpo utlrda dihtiiso nbael
even i f we know the font or forimabobl egqmscho
and Accompli shments i0@G. bpimasEdanserygl ef pt bei
an answer. He writes that i1t i@ $hegliebt e:
which represents, as closely as availabl e
text tondeer. t hi sttendept ieenodf t he editor or
that interactions between author and publi
more of a relationship wherein the publish
achieve the fauthkeorc'oampviedieadn wor k .

Let us returnBtoodh&kkhampmplaehewh eerad we Kknc

was McCarthy's publisher who made the font
novel and its violence come oway atso tcooon vperye
hi storical account of this violence withou
and brings up the idea of wusing a font tha
which the novel i's set. gvocoCda rw ehyy tpoo nsdeelr vse
problem, and agrees. It i s this agreement
the one with sole responsibility for the f
publisher to make thi s tdoecwhsiicohn  h e tb ebaercso nteh
responsibility. The relationship between -
BThiod, course, only applies to |living authors. I di

responsi ble bel ow.
¥G. ThomasiPTabsembeand Accompli shmestsdiaesthe EddeéetN
7 (1975): 331.
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that of an artist who works in etchings an
printmaker works in servi.ce Tthoe tnhaes taerrt ipsrti n
may contribute some idea to pursue this vi
artist sanctions that decision and therefo
i's this concepti drn oonvMs arst itsot ssaayn dthiadn tthhea ta
responsibility for the finished-anotvheolr and
even if we were certain that a font or for
How does one know ainfctd m na utoh csro ngea wea shuearl
l'iterary wor k? Sherri l rvin, fiThef AcusbBhyYgs
Sanction in Ggnvemparar mwphAet aiwbhwear an aheiw
puts f oorbwaericdt ha it eurrteasi,n hfee aotr s he arst wamlct i or
features that, given the context and the ¢
artwork, the suitably infor me&dGraeugdoireyn cCeu rwii
correctly poimitmumutwe h@aan adswamenit hat any
created intentionally to communic@akte some
have shown in Chapstiegni@niescuaanhtat eat ur esi cal h
communi cate cerpgtas nwhempircsadrt @ omnrceesel f . \
that these visual choi oéstwer aut hilBwe mi iofm et |
author him or herself did not make the dec
assume that itomedauthher deancti on and therefo

One problem does arise from assuming th

SherriiT HArvwiins,t ' s Sancti ood oium n@dntod mpAesahg 8BArcts, and .
(2005): 322.
¥Gregor yArCtus rd nedOxMiomwraddss Bl ackwell, 2004): 132.
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finished product

it was the decision of t h

unaware théotimgr vveulklily changed i n some w

example of this i
post humously publ
i nstance when an
was working on th

Ri chard Preston t

S when the artist is dece
I s hMidc(M&0clhlg e la sCrainc hetxaammpn ce
authopondcdangésand aahnoe
iI's novel when he died of

o finish the novel. Obvi

made by Preston wehtosancThios edoubsypef ICd pme n

and formatting as

reconstituted boo

well . TaRhessi 9fi MR &allepWNe Ba sd ac

k usA nCgo ltlheec ttieoxnt odf Womel el

adding his Dwn $iAmibdlearalaye,ndbn A Tr e(alt %70 )Vi ct

is an altered boo
DocumesnifibasoBBiL | |
ei t her eliinmiwoartdes
only select words
not say that Mal/l
Phillipsmewellk B
constitute a new
formatting change
inst&emceain trivi
woul d be somet hin
or changing the f

How do we know wh

k by Tom Phil |l iAp$HumamRhi | | |
ps alters Mallock's work
coerr that ghl i ght others so th
from Mall ock's original
ock could have sanctioned
di fferent edition of Mall
|l iterary wor k. However,
, this does not mean that
al changes would not just
g |li ke changing the font
or-masti hgefltr omThi ghbrtags

en a change to font or fo
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l'i ke trivial changes ar dardhdmgde s htamm gae sc d g ¥
the formMausengseédmavesbe changes htite t he wol
shows is that some visual features of |ite
whereas others are parts of the work itsel
know i f a visual features of aowowhenst mes

f eataraeesi sti capaytsighitheawodork itself.

Concluding Remarks
There is no reason to beilgriwvfeisdudardtt f wan ki

stand apart from traditionatulteseraihbheg s6a

considered fringe in the sense of being un
of printed I|iterature exists across the va
hi storically. Cont emporoartyh ewaurbk sq ua ft yl iotfe rs
We find these types of features in works o
exemplars in Chapter One, the collection o

shows such works spanni hgnadCletnit pulré egenr adh e
wor ks also cannot be considered fringe by
the critical |l iterary canon. 't is clear
pedagogical or sel ecth vteo claammenl btuh e m hfirsi n ge

only reason such works could be referred t

be shown to fall outside the critical cano
di scussed in academnal essapbsandcltitecalyd
of such novels often focus specifically on
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the plot and overarching themes of these w
| abel, theseawedkasaueri mpbytane based on t
phil osophy of | iterature.

Nor should such works be considered mix

bet ween artistic visuabtbhedaudeprbobpelitesa

Wal tonuawue aetnbest and really only apply 11
number of these works. These works do not
properties of | iteratur e, fimosdwidtiosshit metyheior i

categorynwot btedoas though the presence of

wor ks being considered |iterature. - Even i
standard, Walton allows for our definition:
inclade wbr ks. The category of | iterature

works rather than creating afmiswot@ilroéfFyenatw
fimi xed omedi a.

Finally, even in cases when we know a d
artistically was made by the pabltih®mhen n tahm

way that sets these works apart from tradi

not constitute an artistic growp eaadsn i fAst
opposed to being coll aborators on a specif
works in service of the author to best exp
publi sher makes some decimaitdn nwi,t htregarnds
the final say regarding its inclusion in t
appears in the published work, we can assu

118



sanctioned this deadkiesi are.spolsu ,i Itihe & wtrha
features even i f the original idea was tha
responsibility that accompanies the author
publ i sher firdoem eladelitamgcrocond herefore, even if
some decision with regards to visual prese

anything other than single author works or

traditiomadllyi feratatre in this regard. Ho\
no different from traditional I iterature |
phil osophical discussions of |iterature we
works of | iterature meant to be read to on

know when font and f ogimanifPfiinggd bteas mke al &ai m
of Iiterature needs to a&ddgmefdast anvaoertsk,s hwiw hd o
one know when a font or formatting decisio

to be addressed? It i s this question that
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CHAPTER 4

SHUSTERMAN AND THE ARTISTIC SIGNIFICANCE OF VISUAL FEATU RES

The discussion at the end of the [ ast c
guestion. How do we know whemr rtibve avii?s u adr
do we know that some visual featuderedcd art
part of the work itself rather than merely
Ti mes New Roman font is clearly part of a
every copy. A particular wor kn Wi Imlesnde ws ul
Roman to Courier. The same is true of rig
not be affected I f a copy is printed with

Bl ood Menrrd dtihaen fHounsad todnege mddtiesf eQneen woul d r
want to say that changing the font of the
genuine copy of each wor k. These visual d
arti sstiigecna.lfliyd antcases suwmnh & tshaegsd,hawe tde \
are part of the works themselves and must
said to be genuine copies of the original
necessarily have mamei hgpehow @onweakdoWwow
are artistically significant parts of the
Aside from the passages from Thomas Mun
ot her essay in philopoehegnodtiaon ob & akit ¢

artistically impor&ahop38iseRcmditairad Blhiursd ree an
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@Henteg. Shusterman directly addresses t he

atures are importaah. and Wwéagi mewisteiet iEdle s

(@)

ghtrect
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n

o

u

u

n

u

S

u

u

ms as to why the inscribed text 1 s an
artistic ends and why philosophers hav
i ficant. beAds worskasi dc,o natlali ni nvsicsrgalle st € atnu
mes one of asking when we know we shou
stically significant. Hi s answer is t
al bddkcoamesthesi words, we know we shoul
al features when they become conspicuo
they deviate from traditional methods
foomMausenghet@avest he formatting devi a:
stomed to seeing. Li kKBIwo e , Meeed aguasaen a t
tsadomni onal nature. &l obs@ue atthain,s whi

on, his examination of this issue

picuous is a necessary condition of ar
al presentation is something thhht we o
al presentation it could not affect ou

picuous is not a sufficient condition

amples, both real and hypothetical, wher

picuous but would not constitute an ar

then move forward to ask if there are

ual presentation to be arti stti ctanerye sarge

IR

(@]

h

ard Sihest@demac, Bl i ndne&deutnalewnfudke sQrihsttiackiisst mp,n
(1982): 93.
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| describe one such sufficient condition w
perform someradiguenalhohuncti on within the
possibility that there may Dbei bthbhanceuffit
hope that presenting this sufficient condi
and may | ead to more ways that the visual
significant. First, fvumsataill o ea@aft urelsatcioud dt
the work and reinforcing the themes of it
artistic significance. Any time we notice
work in a wayhehaontennhforcebBemes of that
artistically significdasntr etfoe rtehnec ew@tilok el et vsiesl
Tale of ot BeaMguoed example of this in that
wi ndi ngf sah atpoeu soe | . Ot her examples include
Ludovi ci@®Inhe nRaHwa |3 h arhke Tveixstusa | references t
CenterckEnt Fomel y Loud andndnthedpbkgelt atec
t hou PBlretséTemre Demol.i s h@tdheanuni que functions
sufficient condition of artistic significa
performs sdameddtthemadonrf unction in relation
examplkté@as soin wor ks &Qunclhy aRse yDoaEmiltbeeoermss K i
Neverendi nggndSteZlhyokmonolg ot her s. I n some wo
vi sual feature can perform more than one f
Dani esBlwvafe Leawss-s ht andsAEyasit from the Go
I n all these examples, the visual present a

artistically signi &amnmernfto rawhsetns @ the ti iso malt efwwor
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wi t

Shu

of

gr a

c ha

c ha

Shu

hin the worKk.

I f the visual presentation of some wor k
se ways, then they must be treated as p
il ary properties of copies. sameeswayvi s
could change a font from Ti mes New Rom
m right to center justified. |l end wit
k i1tself, what are we tepdodwdie ht cope es
istically significant features? | argu
ies of the works in guiesdayna cdmy tdhfe &
k that omits certain thaptemist $ samat ic®mp
ni ficant visual features is not a compl
stitutes a vik|lamkliiogha toifo rt Ghteosvpaarb ntsthes ra u t
cussed in the preceding dhapt @b.l i glahk u o,n

ually or textwually, should only be cons

st é&r mamni t i al CIl ai ms

Early in his essiaye Shushersad andtesr pl
modern aesthedriy si santdhd integlaacgt tof t he i
phic in A thiteragsyay eixg .over thirty vy«
nged and I iterary theory has begun to t
pter.redHaweiveg, phil osophy of | iterature,

sterman goes on to acknowledge that sou

2l bi

d, 87.
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have al ways been considered aesthetically
cannot obbe tshei dvifsual features of the inscri
Iove been claiming in the pr détvhe usi scthalptheas,
become establispeddastaodtdndaerdargndart and
typobpect of | i ©ervaermny taep rwacgi avtei srp.eak abou
this shift from an oral to a visuaéetadermdit

of t hdoosit beor gaderothfant wkshaolhiemeasad eof t hi s

Shusterman finds it obvious that some auth
the inscribed medium and points to both Ap
di scussed. However, there hlag bfehni segat @I
taking the visual seriously in |literature.

inscribed text as a sPdmdéortiproduicew,g ftcle
itself has as |ittl a @®pdatyhetri ¢ hwalswce raes otf h
composition. G Ifti risst Sthausskt etromaant t e mpt t 0 e X
resistance.

Shusterman takes a |l ong | ook back to ex
mi si nt er pr &t acto nodne noitf & rPid dant roef alnid t he wri tt er
Phaedriuts i s true that Plato criticized the
oral tradition of both passing on informat

t hat having actcecsasusteod aa wwe atkt eomi ntde xand unde

me mor y. Pl ato also saw the written tradit
51'bi d.
41 bi d.
See BenedAesoH®leiwmwceypor k: Godi ne, 1987he LDOeandy RWm
of (AEvtanst on, I L: Nort hwestern University Press, 1
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traditi oRepubwelk| X, Phato criticizes the m
removed fromst.he lifdeaalc hfao r was once remove
chair, then a painting of a chair is twice
same way, Pl ato saw spoken | anguage as bei
inscribedctextn 0o sigmilsl ¢ or producing cert
removed from spoken | anguage and twice rem
written text as being too far removed from
wel |

Whil e Shgseesmahaa Pl ato was critical o
believe that this critHeiwans exu emidsi dws t dfe
arts, both oral and written, Respuwhel ilen dfhet
Phead rRilsat o winiet ¢ herhg@toetry nor prose, spoke
valoulehat | on presents or al l i terature whil e
i nconseque®tcaltitoil Pmaob t he | iuttertahrayt art s
nowher € hiare dioress Pl at o provide a specificall
literaestbemdealiloy to?thefact|Phaedriuts nnt h

Pl ato sanctions the aesihberteeccr 6eevaoornt dndc e o

inferior to philosophy based on his belief
knowl®edgeP.l ato is dismissive of the value o
nothing to do with itsormpalesen$lustoenr man eb gl

5Shust égkematnhehdoeBE to WE®tual Visuvality,

Pl aRhog,edmMbhe Di al ogudg amfs .PIBaetng amin Jowett (Boston:
1937), 281.

8Shust égkematnhetic Blindne#®88 to Textual Visuality,

°Pl aRhogedr 286 .
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mi sinterpr @&t actriiotni coifs nPloaft oo he written word
motivation for marginalizing the artistic
inscribed Iiterature.

One can seeoft htihse cirnistcirciibsend t ext as bein
thought i n the aesthetic writings of Roman
the writings of P. B. Shell ey as an exampl
Shell ey hel dt matgemeatarly bveds esfuperi or to the
their belief that the medium of | anguage w
representati on®®@tfhetrhearitnsagisnuacthi oans. pai nti ng
al ways ba dondgthredirnes peci fic medi a. The wr
being constrained by the printed medium wh
traditions such as poetry. Hegel takes th

He cltdiams both the appearance of the writte

irrelevant. Hegel too saw poetry as the m
the i magination. Anything that tc,onlsitkreaitnhse
sight or sound of I|iterature, was undesira
a visual or oral presentation of I|iteratur

unobtrusive as possible so dihmaect tcamine bte
i magiBaex@emession.

More recently, J. O. Urmson and Nel son
necessarily marginalize i1its visual possi bi

of the performiengl@asicppased,tonehmust as

p, B. BMhokfFensei @ahgPoshr Cr,i teidcalE.EsDs.aylsones ( Oxfor
Uni versity Press, 1945), 121.
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ne

h e

st

Sp
Th
re

r e

al tradition. Both believed that I itera
vious performing arts “Howlevaes ,mudi ¢, s dmoa
ere i sfobmaowmouse @fra | iterary work unless
rm. |l return to the problems of conside
Xt chapter. Considering al/l l'iterature
atihmmt the inscribed text is akin to a scr
structions for the performing arts for t
ue in the times of |l on and t hreetthrianwge IwWei n
ar orated by others to something we expe
rains this claim of I|iterature as a perf
Shusterman cl aims tdavi Bwmsoonandu&obdm
eak and tédiak Ddmétihiemqateussentially oral
is claim seems supported i f we | ook at t
cently GGhheePenrf Ki mgwlcer ef n Reade¢ Ihg@i ms t he
adingsohcauaéky B silent, ment al perform
sistence that I iterature fit within the
il osophers to disregard the aesthetic po
we vheust é&r man fitaor gdueensy tthhaet vi sual aspect i s
tentiality of the I iteo?dAmyd wanlk,r tac gtureesa
sual featur es finnafk et hteh ep rliintteerda?t\Ws xstd lgcna nmo r e

atures can make the I|literary work artist

llJ_

O. HWBristoenmgia b e s el eNteiwc sYor k & SPtrl © SMBaF3t4iln

2Shust dghkeamatnhet i c Blindn®88 to Textual Visuality
Bl bid.
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examples in Chapter One. As | said, a pro
|l iterature possess paratextual peeparteade
know when these properties are artistical/l

needs to be paid?

Thevi si bl & Visible

This is ®®hgeakermanh this essay; to find

those visualasf emagruerleys tthheatv eahcitcl es f or i nsc
of the work from those that have visual, a
because all i nscribed wor ksithhevwsd esidsmealt ype

aspect prhionudidpliemn be regarddhas aeshbéettioat

all font and formatting is aesthetically r
they are printed and experienced visually
artistically significant visual features.
we to know when these visual features are
cases, we intuitively know that altlkaey,amas. i

House o,f dreasveesvi sufil btfthet Raki S8 & rhéast T ewret s

understand that they are artistically sign
This intuitive under &t ar diiinng agpso it rot swhtem
features are actually artistically signific

|l i ke font and formattinfii her i siugalri fivshceam ts i ib

t hiei si bl ed®iHe widsnilhlset his can Heowat bt hatconf

Y1 bid.
Bl bid.
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fivi sdctalne have two differenfivindawlienigmpl|l y Flb e ist
able to be sédtemat HFous e xamptillreeg far hill s

ni ght oOHowesvenrot.one can alsmpi wseu v, sn dtl ewd ro

calling attenti ofl hteor ei tasreel f3.0 cFaotrs eixna nap |reo,o0
one is bl ack. Al'l 30 are visible in that

visible in that i tenitsi onnod Sbwosrtteheyméann dr edl raatwess
t wo def ifnii ¢dit mneg hef vi sual features of liter
all printed |Iiterary wor KHoavreew evi, sitlhlee viisu
feat uHoeusseofob FLRResal so visible in being cc
attention to themselves. We recognize vi s
they are printed sideways, backwards or an
bottom, hteformattigg of Western |iterature

in Chapter One are visibleThae Raws Stwaogkwhe:
mor e sulBtlloy,d aweriimdi an

Shusterman us@Eifalle wofs OtCH esn edbxliasrep| e of t h

of the visible visible. The content of th
Wonderl and and the formatting is shaped to
the @mwousad e for 1 ts t@getld amtddotear & w@uIpe oice e
trivial, this text and iGsthemeabfptbasenba
confusing nature of linguistic communicat.

communi cati on uRi eadaaliobtiobyvmiso dslkye, t he f or ms

¥The exception here is works inscribed in Braille.
Braille can hawvsd gintipfaiocaametatr tabktfeat uyes.
"Shust dghkeamatnhet i ¢ Bl iVhidsnuead di ttyg Text ual
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short work strikes us as conspicuous and ¢

natur e. There is one consideration that s
vi sual featur essipn cluiotuesr.at Whetb esitmg keess us
itsel f wildl necessarily be contextually an
|l iterature, see as nor mal l eft to right fo
Hebr ew, Far sUurd&Arawberce ©ext i s traditionall
the Iines of text in a Western work were 0]

conspicuous to a Western reader but woul d
ChimesJapanese, or Korean. FontBl alosdo wor k¢
Meridtankes us as noteworthyamdCeing udegvi at
fonts. However, if the work were written
woulod mall attention to itself because it
this time period. So, what Shusterman i s
and formatting are artisticallgatei §gnomi the
conventional presentations of these featur
Shusterman c¢cl aims that we know that a visu
becomes striking or noteworThyspybdienmgatin
conspicuous is a necessary and sufficient

vi sfuemd toufr eas t ext .

130



Necessary and SufArntcii ®tnitc C®inglnitfiioman od

|l have little doubt theatatalrlesarntni dtiiteala
conspicuous relative to the culture and ti
agree with Shusterman that the property of
artistic significanecnes. t oHobwe vneark,i nSgh utshtee rsntar
being conspicuous i s a necessary and suf fi
wri flesssuggest that the aesthetic soHegni fican
conti nu éitse x tsaaylimmwg kstuadd toyonsi dered aest heti
to the degree that it is visible in the se
attenti ol tcoonittesned ft.hat being conspicuous d
with regardsitgomidntciantc e.

Obviously, al/|l artistically significant
conspicuous so that a reader wil|l pay atte
if an author chose to pri nttenaptwotrok mank eT i anes
about the wuniformity of contemporary cul tu
the author considers it artistically signi
of its culture and g ianet eretriiord ti:n iat svalyf .t h
is correct that al/l artistically significa
features that are conspicuous wil|l be arti
cul tural sihn fhosw arceokmadaer e printed, the nev
will call attention to itself for some tim
in font historically from Gothic to Roman
B pid., 94.
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ChapteonuODdehwve been conspicuous before th
hi storical and cul tur al periods.

| f an author wrote a Noir detective nov

for chapter headers, | doubatt uarneyso naer tw osutlidc 8
significant i f the novel had nothing to do
chilsdrdernawi ngs as chapNewehebhdeld BleleGdlosh ihgt
content of the novel in a waytthkat cmdkeg th
significant. Similarly, the font would be
LinddloaB4) in Comic ®abseli edewangpopnel woohd
vi sual feature would b&® wot&ksd améaahwyy st lgat

claimed the use of the Clarendom@sBl oomd was
Meri8Fant color can | ikewise call attentio
significanHaun@adhi)s, nOwikedk sPal ahhi ght gr a\
for the poems interspersed throughout the

| abelie dPaesXdependi ng on which character is

poem. I n that they arpeebst,h tlhalselfeodhtamd Il fo
conspicuous but relatively inconsequenti al
bel ow. We see a visual feature of the texi

unique to this feaherarti Shusg, stilgai cli @iams e

categorical. | may pay attention to the f
significant in that the text itself perfor
¥ will return to this at the end of this section.
significant if it detracts from or distracts a re;
hawe ctl aim that it performs some function within t
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used byTIHEea ddenidn nigs Shotrty conspi cuous and ar
that it performs the unique function of de
There are more examples of conspicuous but
| bveel itehese examples show how visual featur
significant merely by virtue of being cons
vi sual presentation is a necessafyankcet no
I n that being conspicuwmaud sitd ca snaemd 49 &@E\WN e

justification for assuming phbatiotfo hbsep yncgu o u

artistically significant.f Bnteasesswhdenawi
attention to themselves, we might be best
our reading. I f they perform a unique fun

described below, then thaydwohoudl hebarc¢comssi
of the artistic work itself. I f they do n
they are not artistically significant to t
| f being conspicuous fsaonigtiacneicgsishi
one point to any type of visual feature or
condition so that any time this type of fe
significant? One ceulid wayitshatcad |l wyi sualni
conspicuous and pedtfradms i somé¢ dmuingd e onnom
take traditional function in visual presen
appearance acty aspassagefos mbanwato be r
text |i ke certain punctuation mar ks as wel

show a reader how a passage I s meant to be
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while bdédlid dmatist are often used to indicat

someti mes pterrafdoirtm oananlonf uncti on as well as
such as parentheticals in the poetry of e.
perfor-mradnhndohonal function in the work in
artistically significant to our appreciat:.

aut hor affect our appreciation of the work

uni queyradobhi onal function a sufficient con
wo sk vi sual featur es.
The functions that the visual features

features may perform the functiedbh of t adieyf
perform other functions such as enhancing,
appreciation of the text itself. l n s ome
features can perform more é€haenmawebéuathen

functions or even ot her conditions of Visu

and | address one possibility near the end
of thesedmdanmnonal funbopenwi Witheenvehastexa
type of visual features we are |l ooking for
wel |

First, visual features should be consid

see a relationahupedbeawedenhe hecsret ¢t or t h
These features perform the unique function
reinforcing the themes of these worKks. Th

chapter Neevaedrerlse 8§ nlle g8o@d example of this 1t
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that they connect to the themes of art and
significant to the text in a way that the
detective nofveent acgcl omroti.msCGHRikedBod kFlban &g ah:
Novel in (T2w@0 ¥)e Wowslhd al so be uniquely artd.i
the color of the text relates to the speci
i nscridorek.t heRed Ii's used when the author s
i s used when certain groufiMo patghmemtwi au &l uc
features performs this fRxtctdamell.y LTdwed va rsdi

| ncr eCdiolsseyar ti stically significant to the |

appears visually to have been written by a
fat her . Certain pages have red editing ma
schessay. Certain notes and pixtfostiladr repi

death in the attack on the World Trade Ceni
pressed together to the point of i¥legibil
represers st tchueg hbtosy of hi s father rufning av
Ot her examples of this type of sufficient
such @fhé#élaRaw Sahmd kBsdletgea e mol.#shed Man

Vi sua@adtures in |iterature are also arti :
ot her unique functions related to our abil

|l iterary wor k. FsOrn | iyn sRteacradnau,to ieasnsi aerl teewds kfir o

®See RicharGhu@ldBoakamwmf Fish: @AN&wv¥dr k:n 20WelYy & ePIFé s $
22Jonathan BaframeFypekbopud an@8Mncredi bly Close

2l n éHdawlbrk, the Ludovician is visually represented
the shark itself is composed ®fnowelughtlise wiozesof .
change in a way ptahati cr eelbdtld ¢ itecs tolfe tthel ée har acters
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ed of t he

narrative

the work pertf

di fferent

the motivat.

and arti st

book
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per
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t

to get the perspective of o

he ot-thewncthartalce esi dappeaTlsu s,

orms the unique function of a

spectives. Where we start al

ns forstheir mamacitngndeci Piaon el

i cal

l'y significanttsnouhatapphecu

and understandiing dfi stbhsswdy kMi cAael Ende

i ndi cat €l hsee tNteivreg einrd iPmag s@tgersy t fraebavid ralkde pl ac

are printe
These col o

of visual

d i

rs

n

mar oon whi lcea mass pga ntteldati n

do not relate to the content

presentation i s important for re

onnection beteweceom ttemda wirs u ale nfeesa

There is nothing ifrnecavidirel d ewitt t hmdr o ®@nh adre sF:
green |l nstead, the font color performs t
where the action eosf pal ascpee.ci fWec cpoauslsda g ematga kn
where the font color of a work changes wit
choice of font color performs a function w
both conspi caloluys sainglniafritdaasnti cwher eas 1 n t he
i's merely conspicuous but not artistically
performs that makes it artistically signif
fwn i drmei Fi fty Yeearre SDworidel ewski does not u
inform the reader as to who is speaking.

beginning of the novel where a cermtain col
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mar ks are then printed in a specific color
mar ks traditi onsadnhejosteslple ak imegaderWittthat he wu
Dani ebsewsloit ati on mar ks perforwhivdheeshinngyue
as wel | . Again, any type of colored punct
the unique function that the colored quot a
conspicuous and artistically significant t

The chapted heomaderds auss works can al so p
traditional function in GBhexpays athanst oéy

take place in a cert@dhnonkeleasptderf.f er@muc k yRnd

chapter headetr sa troe asduegrg esshtouwhda expect i n a
as the equal armed cross typically associ a
affect & ae xrpeeacdteart i ons even i f the Whleapt er b

of Tiame asgssby Robert Jordan and Brandon S
the same way. Certain characters have the
they are the main character. Some instanc
usuattygduoed within the first paragraph of
headers do play a significant role in what
villains and monsters have their own symbo

onef these syimbmdtst,eri ti fd otelsen chapter begins

home enjoying a |l ovely dinner. The expect
even these peaceful scenes ominousi.on These
within the work that the hypothetical <cl ow
di scussed above do not. Thus, the clown <c
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these chapter headers are both coemspicuous
function they perform in the work.
Artistically significant visual feature
simultaneousl!l vy. Sometimes the visual feat
work and perform some otlkkét . fuidbei oowweit Bih
feat uFridrstehiant e t o t he content of &he wor k be
tapeworm affliction and because they reinf
These visual features alsongethermekheians
pl aces so that our r eadionug ei 0,fndeeaasveesrt hg

relationshiptbedweieaonahef momatting and the

di mensions of the house. Tehcei fvii cs ufad n gtriecsres
the work as well. As previously mentioned
all ows him t @ datrteecntt itohne muecahd elri ke a direct
with a fil m. The differkeaeatefonnachatices a
oBl ood Meealiatieasn to the text because it woul
which the work is set and also performs t h

attempts to present nt the swioaliemde aacfc otumd wa
moralizing. Even thaAa VYiosvietr Poi @inc doinleds Gme @ t .
art i sstiigcnaiifhiycbaontth ways. The achronol ogi cal
the chapters of thel woerekhrafanptesanwedhi ne
woul d also relate to the suspected autism
communi cate with and make sense of the wor

performs the functri am ofh oalsleo vhionrng ttoh e eraeda d
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order in which one reads &GhestePpwet Rbi nh
This |ist could go on and | attempt a b

various wor ksgnairfeli caarntti sitni ctahlel ywosrik s cat al og

said, being related to the content of a wo
traditional function may noarbespgheboéohnpnce
vi sfued t®uHoewsee r , t he works that employ visual

function within the work are enough to sho
enough to claim that a certain visual feat
font ¢ hoomicce SoafnsC i n our Lhiympavekelhret coabi der adi
artistically significant, one would have t
performs some unique function such as detr
Whi3$hestman should be recognized as being o
to tackle this topic, his claims do not go
of a work are significant to the @astistic
only a necessary condition of &Garwt isutail c f®iad
An account of why these visual features ar

claim that they are artistically significa

2For instance, there are some cases when the visual
to intuitively know that it is i mpowhyynitt tiosthe wi
i mporRarnti nstance, the visual presenttation of the
Compositienemml. e 1t he more abstract iGnsdeaeametso orfelCa
to the content of the work orveeyfohemyaafensoiosnr.i
noteworthy that one woul danot stvaohtbygt Beghemkt hbanhti
Marc S€@pmpboait(i{loandon: 1Vi sual Editions Press, 2011
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Faiftuh Repr oduchRe aotnuroefs Vi sual

I f features such as these are artistica
that they must be reproduced in al/l copi es
copies of the woirrkgd nupmucersd i manj.or Tdarsc érrn

What are we to do with copies of these wor

features? I n order to answer this, we nee
copy of a worrke ogfenleirtaelrlayt.ur el hmos wi |l | be a
of printed works only. |l f we require the
this wild.l constitute an obligation on the
t het BBorvi si on of the text discussed in the

As | stated in the previous chapter, it
aut@hovi sion of a text in its repradocuctinon.

subsequent editions or a work nor when the

to a different publisher. Heo weiveirgn noft tah e
will constitute a violatiwoprdfishimssaeplkidga
punctuation mark is changed in error, this

significant changes woul dd&c wmwndti gas i@ nvitol a

and the text. fRMhaatk e e iowe s ibeen <« ad fl ead wor k ar
example of a violation of the obligation a
printings, certain parts of a work are o0mi

Me | v®Molbey (Di&%1) coul di Pewayteoemakaea the wo
succinct. The | ong passages regarding sea

copy. Even without these digressions on t
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technical aspects of Wwobhl owgBéebvisebdeAhabu

doomed pursuit. However, one would not wa
of Med vwoi le. First, it would n@tvbeianf aift
the wor k. Al soesehdughessaibas dol p)] ayha s
in the work itself. ThusReadadeDibgaepy pafssag
the work, we would not want MobyeDecAkt o su
best, this oifs tah#p amwotrikal copy

What about copies of works that do not
wor ks when these feat wsrigmidoi ectametnwo dler iend @l
di scussed above? For instaneercel®theecrat |y
Life and Opinions of. TriretmagmdiSeappgygi nGeenhi
St e neork, published by Collins &l assgas,
formatting as found in shaencesgsomah Bext hi
omits astgsitviiccsawbahly f eat ures should only be
because such a copy does Gnovti sfiaont hdofultlhye rwec
becaus efRelaidkeaD idgheep Modfy ,Diicck woul d not inclu
artistically significant aspects of the te
our appreciation of the work&isnaéhecboad. i

I n some of the wooks dhaptiessed ian puého
omits the visual features of the work woul
copyYndfy Rewahttidomn® ors tf dramma tetlienmgs,kisai d p

have to make a dweg) saowonaftissii badecis&i on) |

20r one might say thatyet 1 el atic,dydwoafk acealislfidodnr eorft |
Di ok.
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the story would be printed before the othe
this work depending on which side of the s
apprehensiosnnoodepdrdertxtomst he visual feat.
to create any intelligible copy that did n
traditionally formatted copy ®@fPoWwer Raihmton
chaptAeinsiitn from Phel Goos 8quadly uncl ear hc
oHouse o6FLRBWE@Y only top to bottom and | e
wor ks, however, it would be possiblog to cr
the work while stildl all owing such a work
could elimiBlatedt Moerr ftohneh nfobfilme NeVv e®reowdi ng S
Goud dBookanontl Fhsehwork would stilkk bei e¢enjedy:
were artistically important to the hwor k.

Raw ShaakdTekt k& enhpoy. Hal |

Even in these i Bstvamwead wWleartara swarakn be
all owi ng a srteaandde ra ntdo aupnpdreerci at e t he work, c
are only partial copi es fodé adt aeefe wohrek .t e xFti rtsr
either placed there by the author or at | e
pr evd hbapst er . I f, as | have previously cl ai
faithfully réecviemitent hsuahtdhopi es fall shori
that are omitted in such a copsyi gnaivfei caa nrte at

the work in ways appteafédeiconaofendertext.
featumaepubli sher has affected how the work

reader. That such copies cadm sstoinlel ibnes traenac
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Co

ch aGTMBesbhemol,i slhemi gvath even enjoy the wo
atures were |l eft out. However, my enjoy
nsidered a complete coply effiRep@a WYl sit n
pWodfy .Di cSkome mi ght even enj oys soucihgian aclo
r k. But my enjoyment here does not mean
r k. Such a ceopgnidmeiattaireersihi e sworclkal tl lyat ar
| v&@ | HWiesi on. Li kewi se, @&|lrmooadedierricadnemt i hl
mes New RomdheoNe&eceppryiinatbe dStionr yb| ac k . F
pies omit visual fhea tadrtdiso stihoant aanrde abrottihs t
gni ficant to the work. Therefore, in al
gni ficant visual features, such copies s
rk in the same wdegrweaRwadgdidbgmlpy ecsoms a
rk partial copies of those worKks.
ncluding RemarKks

Artistically significant visumanbadienbooalk
nction cannot be omitted frbobmthetweatkcl a
cause such copisolvliiod attieon hteo pluditst sthelr |
sion and, more i mporfteaandoulriyesssi bcaad H iws & | agmii tf

mpooént e text 1 n waysoft htahe awdrelk.t o\irs wa:

can be @ritgindwhiecmlntltlyey per f ofmagdorme omrail g d ar,n

thin the text. | t i s a sufficient condi

l'iterary work trleemdorafe tthhaet cworntl ndas otrhe)
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Never LegltheMeTabe popf&nxtieeMeltyelLoud and | ncre
Vi sual features can perform a unique funct
Examples of suchaftan@ml wiRewawmldut i hend onmm co
The Nevere@audngBoSakgrodmde&i Bhfty YeAasr |Swsoaridd,
arti sstiigcnaVfiigcuaanlt f eat ures can perform mul ti
Fi |Btlhood Merd#indbiaanh from the Goon Squad

While it is true that all of these visu
deviations from Western traditions of prin:
itself be a suffi cifeincta nccoen.di tli ohna vfeo rs haorwni sb
hypothetical visual features that meet the
the | evel of bei mg gtnh.e msdeadnuvtelsa taralils ta rctail d tyi

vi sfuemdtwirlds bet hpt ewb not afldatmbrteeswbet hy vi

artistically significant, being conspicuou
condition of artistic significance. Whi | e
Il ight on an lastpeercatt uorfe porfitnethedover | ooked i n
the artform, under closer examination his
features in |iterature f af ésttthmaetsnalad | a aditse
to themaekees hbgcare artistically signific

attention to themselves by mere deviation

these visual features to be both stuné&ing
of literature itself. These features wil/
because such |l iterature is necessarily med
may, at first glance, seemldbwixpuo,r et hdhenae:
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for Iiterature as the visual features of t
of Iiterature to variable propeanppesheapab

and appreciationratuwerks of printed |ite
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CHAPTER 5

MODALITY MEDIATION | N PRINTED LITERATURE

Up to this point, we have seen when, wh
| iterature nsaygnbiefoiacraanhtet womakl y I n Chapter
strrommgysons to believe thatapab@itetxitaall | ypr oj
signifidant s clear that the visual present
f or mat t9arsg paacguwrttext ual el ement s. Hi storica
plead/s an artistic role in |iterary works. \
hi story of printed |iterature and, more re
such as Dada, De Stijl, and Bauhlau<. t hFror m

various traditions of patternlpbaveysbpwho
my exemplars that this tradition of artist
contemporary |litdr&tsere. frovmHbéekGbbaa&s ua
Bl ood MEr) diimmee Raw Sehaaaolk nmaekd screative use
formatting in ways that artistically contr
shown that such works shoul d npootr thaentc o nistiedr
canons suclklcradasatolbméh.nomMoea should they be re

categories suchviassuanii alldsti enngad Subisuesd lea immas

regarding the visual i naltttywtatwdimtuiadlt i s
features be conspicuous in their visual pr
t hemsel ves. Howewvepijcmewse!| gyub&i ngent to s

features are,siiognitfaicdaghneta woakt mestel &l.s o Ther |
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some function within the work as wel/l . Wh

virtue of its deviation from traditional,
notnradi ti onal functionawi shiichh tahé emamunk e we
feature of the work itself that must be pr

the wor k.

Given all of this, philosophical defini
the artistic i nmpearttuarecse odf Itiheervaitsuueel. Nei
institutional definitions account for thes
has been noted, none of the definitions of
bar artiisgsual ufseatodr esrs . They are simply o\
that those who attempt to define I|literatur
wor ks? This might be the case historicall

poet i &s and Theocritugenare afrAhatene!l Gr s
that has not garnered as much focus as the
dr ama. I n fact, a discussion of the patte
found a more suitable home in discussions o
certain cultures and time periods.

However, there are other historical wor!

some frequency in phitcBaspbay Wisdgmtets aenh a

Shandgnd the poetry of Apollinaire. What e
there is no reason that the visual should
contemporary |iteratmplrars aiye croott efmpomaoclys
modern | iterature. They are often bestsel
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t her
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e

e

S

As

| ewski, Wel sh, Egan, Foer, and McCart |
are numerous essvalyisc hangdp eaceivfiieowas! loyf di
tic role visual features play in thei

| c¢claimed in Chapter Two, it IS poss|

bet ween | iterary and ordinary | anguage in

t hentagad buti ons made by visual features. Tr

of what defines |iterature and my intentio

i's o

n

g

mo d a |l

ones

e

t

l'y one part of what | itermeaetgwrarisy. T
nNi zed sagnaifrt icgriniitrctad d yl i t er at ur e. Thi s
at discussions of the artistically si
s always been recaghitedmthhant hese i
and phrases. The oral presentation
is the focus of this final chapter.
tic signifiomahce esfatwireyall wedtlunmnsek w
al and some printegdidnitfeir@dmtr met bobdec
ntation in | iter aarutries thiacveeb & ghaes spegorsisfi ibc
at urrte ,f drinkse, amhusta be medi ated by a spe
hese modalities, in both oral and pri
m our apprehension and appreciation o
terature, batsh ad rwaly samd cpersisratrad .,y medi
ity in order for such works to be app
|l f, this modality is sight. We are ol

hod of pkree sseuncthatwioork st gormeasent or capab
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modal | medi ated i s a necess

y

holds within itself the p

wor ks. Poetry h

erature mediated by the sense

such as tone, ti mbr e, caden

y

rar el ust the wor

y ]

e spoken that make a wor k

up

terature as being mediated by

properties of poetry <can

specific to literature m

al so be artistic features o

properties has al ways be

f being artistically signific

ibilities of the visual featu

tistic use of these features

ve this is because visual f ea

erties of dRCatee @b udambsd oslhorwet u

ition of standard properties

of these features. Wal t on de:

r of a worKhbebbtagdagditmwmati on

a given art form or genre ca

However, i n some cases, their

artisticalthyey svogikisf iodamtattego
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which such features are seen as standard.
vi sual features are recognized, they shoul
the category of pramguwa tlhatertalheuyr es ho ulnd thee
properties of this category and recognized
This chapter is not meamptiolad effrad puarsee sa mw
to those discussed, iwh&thaips epr dwosedl nstaat
specific definition of what type of art fo
definition will encompass all artistically

definition offoluintedfa@aturelLmuoetr adare shoul d

of I anguage but madhlkeaterdsagea. arftnfpprimmboéd |
art form of visually mediated | anguage. A
that, ad nberapprdhended, | iterature must nec
sense modality. Literature is not just so

uspel asmet hod of presentation mediated by th

Why i s this itraparttuaret MmMusThadte Imedi ated b

obvious. However, the possibilities of re
phil osophy of | iterature. One reason this
phil osophy ofe Iciureraturde sicutseitoms of the p

|l iterature already being acknowledged and

contemporary I|iterary theory. Understandi
visual in | itecadgwuuarey saircch sawsf ftihcei ennt  condi t
provides philosophy of I|iterature with a v

significant features of these works as wel
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noyv

onc

fro

far

One | arg@gercei mportthat wunderstanding print
iated by the sense of sight might expan
el s and works of electronic |iterature
e it eids trhedcoa@mita stically significant vi
m being considered |iterature. Some mi

and might include works one would not

vi saratl t hat i nclude certain textual feat ur e

Lic

htenstein, or Ren® Magritte might be ca
visual and |l inguistic af elmdaluireevse t© He svea nwc
nt as |l iterature. However, asking i1 f t
consider |literature. Il n that we can no
ause of the mragxneviicswuaanlft fawidltils e onael Wigo a
nced definition of I|iterature that stil
ms such as painting and scul pture.
Finally, of greatest i mportance is that
iated aamatl ointo question where we put
ssifications of the different art for ms
ompasses both oral and printed |literatu
ual | ynemendsi ameeccan no | onger continue tre
instances of the same art form. They
nk of no other art form where two types
feyens hamae the same artistic category.

erature can no | onger be a performance
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ate whokse lobkfeLebhdswever, printeldeliteras
stance art form even i f it 1s not perfor
di ated, multiple instance art forms to s

teratur e.

't might be tempting, Iin tRatdpr mutd ¢d pl
stance art form, to claim that it is ana
th visually mediated and mul tiple instan

t ween the two is that prihomgkidngnidsi an
erefore autographic while priniMaedtl!l ptera
stances damgdt@VE des plRavies defines two dif
stances. He writes tshda(tpstthaenrcee sgr e n@r cewe
stanoesafees) and theorizes that one fea
ey are single or multiple with respect t
e consi deriend tanmtaessindairoee s tPhat are connect
at fAwios kery o&f nmmaknngs are any instances |
cessary to a proper experi damce aonfc et hweo rvkos

ough t hey -ihnasvtea smu | tTihkpehrset a@viscre@ nogf ibgua t her e

e mamgt @ances of i1it.-inAksaoaceisnapai auit hgnor
er e -iomnsltyanmpces are authentic instances i s
stancasutdareentalcsos allographic and not <ca

a muhst pheeeatritn sftoarnnt ensh earree econsi der ed a
Printmaking-imags ameletsi minadtpmotespl eHeweve

rmer ar eutchoennstiidce.r e dT &€ h € o(ay.s ®1f 8 OMu)n cfhr a me d
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wall -isstbanee of the work but it i S not an

bet ween printmaking and | iterature. Print
medi anwéd,j ple instance art form. However,
aut heinmdtcareces. Thus, | iterature as an art
medi at-pdrfoomativastmotcei pte €orm. atk end

other art forms that might meet these same
somewhat counterintuitive, something |ike
Carrol |l mi ght have similarities in this re

Finaldk ,fdr waord other art forms and genr
|l iterature I f we recognize the artistic po
has been written since the turn of the <cen
andapghri c novels with respect to traditional
regarding the hybrid nature of such works
graphic novels should be considered |itera

mul teimlsgé ance art foaaoks dndnower kosn dfo el ect

explore the visual possibilities of these
possibilit®esioball yemaduneed nature. Las
|l iterature being mediated by two senses: s
when | iterature is mediated by the sense o
medi ation in |iterature is openinotacti el
medi ated works as wel . In fact, we do fi

shape of fiptipesr ot sndered in different shape:

specific tactile natwrléd yofutBr aizlelde c¢c @n fdleg
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used i n the same way that font and for matt
artisticadslyntrerfrpgrmt@ante on of such wor ks.

|l iterature (heargi)ng,t hsee eniencge,s saanrdy tnoeutchhoidn o f
i mportant part of such Iliterature. Due to
all ows for the possibility of artistic uti

medi ati on.

The Vi sVarli aalsl @ Property of Literature

Li ke all art for ms, l'iterature, i n al
modal ity. Literature is aurally mediated
printed traditionoet rAyr,t iasntdi ct hfeo nctosn,t epnaptotrearr
di scussed all use this method of mediati on
It has never been doubted that the sense o

l'iterature drad¢hiass apaetsty.calWy i mportant i

only the words wused but also the ways in w
work |i ke timbre, pitch, cadé&nawea,dearmsd amndli n
and apmredé¢i athiado wor k. I n oral I iterature,
met hod of mediation can be artistically ut
of mediation in printed |iterature. Our d
tedh artistic possibilities of its visual me (
only been relatively recently that the | it

anything other than a novelty loirt amatalbree r a

obviously has a | onger history than printe
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tradition of the artistic use of the Vvisua
Theocritus and Si mias.

The question remaimass iwhiyl ihtaives ther earlt a e
believe that there is an unstated assumpt.i
|l iterature I s a standard property of that

tradition have alwaysi beeheswagsasnvwhiahl

properties that allows one to overlook the
medi ation in |literature sudéataesgofroimets aonfd Afr
Kendal |l Wal t on edse ssctrainbdeasr dp rtoop earnt ar ti sti c ¢
t hitetount i n favor of a worokTlwed ,onlgeinmgg t ®o mp

of paint and bei negisnteantsiico naan d arreel asttiavnedlayr dt
categor yPpsasemdsingg t hese properties counts
in this catediomgnsi Bealhganthreemposed of sol
standard properties of sculpture and being
musi c. omPeoiserg ©of words and | anguage is a s
Language use counts in favor of a work bel
|l iterature, possessing a certain font and
| irtaey wor ks. The properties specific to a
printed |iterature. Wal ton descri bes some
properties we tend to overl|l ook twehgeonr ydi scus
represents. When we di s@u®pa iTnhee nSgcehna orla | o ff

At héos abtdO0Odescribe them as resembling or

Iwal ticat egor io@44o0f Art,
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We s&YhehRawt Bkhafbr mMaxt
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Ehach o
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variable properties, we |l ook past or throu
of the Rweocardki.ng Itnhe Graphic Surface: The Pre
Gl yn White difesavielmés onlail $ yasperception of
during reading by our in®erest in the word
Wal t on wiwhtéswehaegard a work as resemb
depends on the properitaklseofantndenatortkhaowhe c\
standard for us. The | atkeotl paopeptesesntal
work is, rather than Whraaditi oeplrlepg.enttisator:
is a printed instonptaod tommatsing pbabes
category of printed I|literature. The met ho
this regard. The specific words printed a
t hrough t e meertihmotdi mg awsedi ati on to the word
the work resembles or represents.
Properties standard to an artistic cate
wel | . Here Walton is makingttwogobaamai n§:
viewing the printed text as standard for t
fbecause of the very fact that features st a
that they are somehow exypeathed omrt &ti dbludre ft ®
sense of order, inevirWabibontysestabel ekxgmpl
standard form of a sonata to show how thes

wor k. | f we are famdidavart hwatt ha musn atad mMmwst

3Gl yn Wieiatdée ng t he Graphic Surface: T(hMa nPerheessetnecre: o f

Manchester University Press, 2006), 5.
‘“Wal thicat egor o246 of Art,
Sl bid., 348.
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in G Major. This standard property adds t

know what to expect when we |isten to a so

Traditional met hods of mediation in pri
maner . The Western styles of font and for
this sense of order or stability to a prin
visually artistic font and fordattiogacwor
as wel | . The use of differentHdwsne soff or d

LeavVesds a sense of order to thkework as d
Neverendi ngCeSttoariynl vy t he var i®hios nmi cdoa rdiaanl
Wheel sé&riTemetell us what to expect from a
the ways the standard properties of a sona
i n many more cases, theurvei sauwrael afretaitsutriecsalafy
that intentionally undermine this sense of
one | ooks at Hbheef odmMaktbhieg Ohese wor ks, t
nature of the foymaenhismgotindemmi hes yat hat
woul d provide. Our expectations of what a

Sshould function are under mi némuakhienrge tihne a w

familiaf strange.
However, evwhere tasevisual does provid
there is one feature of wvisually artistic

from being considered standard for this ca

not Bneoitnegnommg thryo&n dgear | i Brh ewrpirtoepse rtth aets o f

SWhi Readi ng tSer {Gadtadp.hi c
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which are standard for us are ordinarily I

resemble in the relevant sense, adoid hence
Evre i n cases where the visual provides a se
are stildl noteworthy or striking. Re me mbe
striking, or conspicuous is$ ga iviiescuasld afr ega tcwr
in printed |iterature. I't should al so be
contemporary exemplars, the visual pl ays a
represents even i f 1t is sometwiomes rmdrherc it
actual content.

Given that the artistically significant
fact, noteworthy or striking and they can
represents, | thinkrtteres booft ht rWwad it toino rmanld se€

—h

ormatting would agree that such features

iterature even i f they sometimes add a se
are not standardepeiopeet aedattihen vaeiyahble
category of printed I|literature. I have al
not hing defiGniddfvieniitrs toMenldidant otntata woul d ne
to most i nst asicersivioifscuaantt if @it aalelsy Even if
view these f-#admndasdasi comakas more sense |
|l iterature to include them rather than cre
category erfatpurientiedd dxganded in this way, t

variabl e prope¥3d eei tthoert hvee cddreyg otrrhyat such

Wal thicat egor o244 o0f Art,
81 bi d. , 353.
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standar d, i n which case tGhesye emmu stto bbee vsatrai nad
propertiegperan etshsdisaen dmroaidt t @ t he traditiona
|l iterature, in which case, we should expan
that they arestmaodbodger l aooeritadaer case, the
constrmaamdard or ar-st amnddroch.gerTltciomtamounts to
regarding these features. They must be va
constrandar d.

As a positive claim, té&edeffieamrtivadaiseodo v

properties with respect to the category of

~t

properties as hose properties of a work t
bel onging to a certain categaersy.of Tah uwso,r ka rw

count neither for nor against that work be

This is certainly true if we |l ook at the w
and |iterary theory. nAhsopflthaveradréeaon
|l iterature outlined in Chapter Two bar suc!
a work of printed |iterature must be compo

standard propertymedi athed wou kt ass vh eiumg | cyor
standard property of the category painting
formatting can be used are variable to the
a variabl e pg.opelrhhey vieor ipablnet isnt at us of spec
for all works of printed |Iiterature and no
necessary and sufficient conditions of art

the pbssiybof artistic significance. Wh a 't
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works now that recognize the variable stat
possibilities that this all ows. The same
seci fic type of brushwork that i1 s used in |
has only been relatively recently that the
contribute artlgt iwoaull ldy htaosr et hmea dveavrl k.t t | e s e
Raphfsaedr us Awer Icihm od o rotf r iAll thteenss ar ti stically
t he wor k. But one would be remiss if one
brushwor k i n s daWat leir sgeirliielses Mdmett wd ubdme w
make much sense to discuss how the font an
novel Blueahk AHBWBLS39 . However, one would be
di mensHoouns eo foif f Lema®edi d not meaemtcieomft He®ndr te
formatting in that work.
The Medi ated Nature of Literature

As | said, i1t iIis a standard property of
some font with some type of formatting jus
wog ks in this category must, obviously, be
because | iterature, |like all art forms, mu
modal ity in order to make the wor kbyresent
the sense of sight. Musi c S necessarily
medi ated by a combination of sight and sou
°l am speaking of the Western tradition of painting
br ushiwsorikmportant in Renaissance p&impaimginglinstha
unobtrusive, it might be i mportant specifically i/
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and ttdBwdchliterature is uniquenalmoynwgsaen do
having two distincitOmaldalliittereast wrfe meidk et mms
works of orators is m&dWhiatedpbiyntéede bkiensear
be read to oneself) is netessd&dsihyg maei mee
medi ation in oral I|literature for artistic
performers. However, it would be more pre
hi storically been recodgintizen. asl taviaas adl wa
available in both traditions even if its p
in the oral tradition when features of thi
ti mbre, tone of vobcalklyauondi papneds are arti

Asve shown, the method of mediation in
artistically significant wuse in these work
printed |literature might beimrtthetwrciatltl gn at
One doemsanve t o merely |l ook through the prir
significant features of the work. Il n that
sight, this can be ulsiedemaytostpradseérnyt atsi ove
medi ated work can be artistically used whe
presentation of an oral work can be used a

seems oOobvious, i trtdeorets icmplriyc steivemrsalf o rmploi t

0r, at the least by how something appears to feel
“"Here | merellyi svamut tfoorpodlnar itt y. I will return to
mi staken in assuming printed and oral I|iterature
2Defining poetry as a strictly oral art form has it
is traditionally assumed that poetry is, in most
performances. For a more detailed discussion and
Ri beiro such as herpamitoy to adet BéaictkiBveed Axmpan Chr
i A Compani on,etdo SAegthteent iDasvyi es ( Maildédn: Bl ackwel I,
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definitions of it as

ALi t ecaantduirle am personal ly

for t hose who

acknowl edged. Any
' iterature I s that it
cor e,
among different
sense of
oral nramdd,tiion both
presentation of
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recognizing this

medi ated nature of 1
recognizing printed |
met hod of mediation bri
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|l iterary studies have

|l iterature and di
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why recogni zi
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moving on to two |
f orFiprhsitl,0sop
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ngs philosophy of |

ry critacysmritAsibm
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trivial visual representations of rain or
poetr yaild itgsaam@aas e .PosWhaollee arti stic trad]

overl ooked ort hiegmanedcdtswch mpoortance of the

hi storic prevalence of pattern poetry. Ph
of issues relevant to its phil®sopaymso ot
regar di nge pairwdegre xdawerarto | iterary criticist

more recent works are surrendered to autho

postmodern criticism. The inability of ph
i mportancel yofmd dieatved umdt ure of printed | it
engage in debates regarding certain types
recognize that the visual can be artistica
t hi nki nur roefntt hdeebcat e regarding the | iterary
|l will discuss this at greater | ength shor
our definitions of I|iterature brings me to
possibilit®emedfaltetdenature.

I f we recognize that printed |literature
artistic use of the visual, more disparate

|l iterature. t hTahti saniys wwootk twhiscahy combi nes vi
properties should be considered |iterature
presence of artistically significant visua
|l iteratur everwemamaegy muamcoed di stinctions bet
to a more precise definition of what I|iter

some instances, wor ks that combine visual
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cerwarhkhs of what we traditionally see as v
l'iterature. Il n the works of TBeudeuBaAmans
Hel ps the Worl d by ( R6 6 &hu mannd/ Neyebdl/POBe3sTitrruet h &
| goi stic properties and the visual propert
l inguistic features play a mdaaTdeddmiemaimteriy
of 1 Ha@RB29) or &Genmy gitolszeaarl e PooOCel&i on w
(2005) where words and phrases are project
such as the main branch of the New York Pul
properties are essential to ther wbtréorals, th
there is a combination of I inguistic and p
are no |l ess essentiiCalcée s nhl p acowdinheiesp eipse on o te Nk
piger om the work, it becpeneasn dneirtess ymeaa npian gnt
ot her works, the I|linguistic play a | ess ce

works of Roy LichtenBtewmi i@ h@i3Whoaaami!nd s uc

(1963) . I n each, t exrty coofmpa icnoemmitcs btohoek vciesl
|l iterary features seem to play a | ess domi
the i mportance of visual mediation in |ite

l'iterature?

Il am not c| aiumidn gnotvheatalwe tshhese wor ks in
|l iterature simply because they use words o
ofdoi ng wotiooltemececategory of | iterature in t
beyond recognstutggesti Wbpatslthamt once we r e

of printed I|iterature and that, when medi a
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arti sstiigena,lflity@ntdi scussion of the above worl
no | ongeesdewadhlas d@ame denied |literary stat.
features. When we understand the visual i
di scussions of other works of art that may
|l itebat@ames more nuanced. 't is not that 1
t hey possesisgmirftiicsantc avil $yu ani gfthd atbier s met hi
relationship between the | inguistiueceand th
should be properly understood as a specifi
wor k. Once we understand what | iterature
host of new works now consi deatdwki aeeabat
equi pped to describe why these works are n
|l itedavuseal |l y medi ated nature does not al

simply because they combine artistic visua

What, then, |Is Printed Literature?

One might c¢claim that these works are di
exempl ars because in the works of Nauman,
original is privilegeWYroamlihhe Gowms Sqaufad c

LeaBdood MEr | dioheen Raw Srheag &r dileexe¢ s of the pr

visual artistic features in each. Di stinc
taking the vi ssuiagnitfpircbaenttedt i stecatlt uye. Un
met hod of mediation in printed works can b
calls into question where we put printed |
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Literature, ldgt h somalt gmuds tprainntagt f orm pos

properties. It is an art form of modally
into question the belief that there is one
or al mtnedd ptrriadi ti on i n that these are medi &
some ways, we define or differentiate art
modal i ties we believe is central to them.

| AiThe Anomal ous NaRiuchearod m8&hugoeantus equt
|l iterature does not fit nicely into one of
pl astic or Yraoarf otrrreadnictei caral. t heori sts, | ite
same category of pl ausltpitcuraer.t s Ilti kmei gphati ntthienn
category of performing arts | i ke music, dr
for those who wish to define I|iterature in
Ur mson wants to phacealtieger gt ofepwirfloir mi ng
problem with this designation when we read
performing arts |like scripts and scores ar
i's this executadnd autPelt\vwavh &n vivheear gues i n

Performance of Reading: An Ebaf@ywhaetnot we Pé:

our sewevase the executant artist and our in
internal, mentalortkbefor mgnasi dé t hat qwest.
internal recitation is, in fact, a perform

BRichard Sifihet Anmaa] ous NaBruirtei soff J.d u refr aglt1 r7#e8,)Ae s3 he
329.

¥JO. Ur thsarme,nianheseleadtsi.cGeorge Dickie and Richard Sc!
Maredi RrIeOgyg3.7

BSee PetTere Kriewryf,or mance of Reading
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all, cases. | believe that most readers w
what I s hapkemiand eirn tdamo wi th the words an
reading and enjogmbaet UBVBt)eplsemuikKihngnor e f
pl ot of his story than myNa&adivwhgenraeghdl enj o
mi ght be more aonhugalrnkdnwuahetbt the work.
recognizes that referring to myself as an
di fficult to defend.

Nel son Goodman finds similar problems w
to claasufyg &star pelrafnogrunai gnegs a@6éto dinmma nhidsef i ne

performing arts as those arts that possess

system is the set of instructions that an
wor k. The score is the notational system
notational system for theatrical worKks. I
what this notational system ifnstthrautc tnso taant iao
system itself. A performance of a piece 01
score itself is not a copy of the work in
|l iterature, unli ke other amomaenobatoosapest
not a true notational system. To call som
woul d mean that it iIis a copy of the notati

that a copy of a Beet hbyemesemphphyptocwlpyi

scdrlen. that a copy of a work of printed | it
inscription itself, it does seem to stand
BFor a detailed discussion of the defméesiandneobétaa
systems in performance wor ks Laemgu@Qlg&@tnad akaeupro | o fs :|
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t hat

seem

Th

r samé

her i

sense

h

n

and Goodman is predicated on v
the sense of sight. Wor ks of |
ow us, in extatempeliyntetdadk tendtw
cannot | onger be viewed as two

viewing them as different art f
i ty. Adel i saidr dinf sementwiagse wai
modal ity we view as central to
there Ii's nd e&Neanednyeosermagalo
I n theisr ameapécthioren wvnerdk at edOrmeg
er i s mediated by the sense of

i nstance, are necessarily aura
ebestummeadst ohaheaekf just as

are best read to onesel f. The

that all wor ksebftorealt eorratwrriet taern
S mm edi vawsks iton Wahdto we shoul d v
which it is mosttlcaeastthe tnikc alfl yn
orm that has two different and

daht Bor m. The only reason for
one art form is because they b

as cldiama mtyi sMiicrheerl G@ngped los ame ar t

Hackett, -17%76), 127
"See Wal tbac diGastieogno riitne Sa5s@fi tArrtel at es t@Guvwehryabwea vi ew

dynapdicnt i ng

rat hereltiredn a boring bas
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becalhisye ¢hare representational qgualities.

these two works actually share the modal it
Now, i f we separate oral and printed | i/
how hel pful wipi $ hies prombd¢leendr ioig Ur mson and
account for oral and printed |iterature se
(the performer or orator) in oral Iliteratu
l'iterattur@s doaesotaa&ti onal system as a set of
The inscription of most poetry acts as thi
breaks, and pauses are al/l parts ofreéehe in
should be perfor med. Even the |l etters of
make certain sounds. Here, a copy of a wo

work and not just a copy of t hsep evadkr dosf, hpawn
a copy of a Bukowski poem, for instance, w
fact, we are merely speaking inaccurately.

Rosencrantz and Ganlmenmsit @mothshtAaymdiDamanal! b k n

| d&ommean people are actually performing th
It should be clear that or al l iterature
not, even i f we mistakenly assurhe tmbey ar e
i mportant things that visually artistic pr
and in some cases, cannot be #&@opesrf ofmi ng

Lea¥esWhat woul dFa ll podorkf dri nkaen cdef iamtc | wedree tahsek
bowel shaped intrusions and the perspectiyv

printed |Iiterature in the performing arts
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are making a category mistaReturWhwnghas WwWh
di scussion of standard and variable proper

Wal ton makes two related claims regardi |

bel onging. First, he writess taaltonhg wvawe iar
determining our decisions regarding its ca
as the technol ogi cal extension of the oral

mi stakenly assume t hat%tAlistoctad a@ios ya wee ipfes rcra
wor k belonging to is in part dependent on
one point in the history of I|iterature, ev
until both | iteracy amar € oanonamen @ll a@e.i ntT Mt
mi stakenly include printed works in the sa
other, authoritative figures have said abo
judgments about tnhoesnt. t hAeso rli shtasv eh asvtea tgerdo,u p e

|l iterature together as performing arts whi

this is a poor fit for printed |iterature.
What, then, is printed |iteradak e®f I d
printed |iterature being a different art f

|l iterature meant to be read to oneself and
visible features. Even timos ervei tsh {itlrladi tvii
performative art form in that they are vis
mul tiple instance art for m. However, both

|l iterature has no exe@autndretd dretxitstactt swarsd a

Bl bid., 342.
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for a performance. Creating a copy of a w

notational scheme of the printed text rath
|l iterature i sarat nfudrtm pbluet ,i nusntlainkcee musi c, dr
instances are not performances. What abou
by the sense of sight? Mi ght printed I|ite

Whil e iitng sdue mpd its visual nature and it:¢

group printed |iterature with printmaking,
its multiple instances, printmaking is sti
beifnogr ged while printed |iterature is not.

oHouse o6BLeadeMeg iaifaomr gery si mply because

photocopier and then bound. Unl i ke printm
form incapable of being forged. However,

instance art forms, examining how printmak
to a better understanding of printed I|iter

Il AMul t i pl e Bndt 8lmseéeiapPleee 5 d Davies descr il
di fferent types of multiple instance works
instance works that are, and are not, capa
the claim nadCurhm eGnengbpy98dy¥ ®Bhat most wo
from paintings to theater are in some ways
bet ween two different types of artistic in
Provenent i(alnsltnasntcaensc)e sand & misd tdePmiecs X lannscteasn ¢

are instances of a Gwolriks tcoornyn ecft emda kion g .he Tw

®David BMuviteisp,l e IdMslttaineleed Bamight iamlc esourm@m | ( 2F1 Ae:st he
412.
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Singlnestpance wWarKkaratsi ¢ ul éarashi story of makin
anyghehse having the ERimes tmamdds,sti rpro@retrrte
instances that have the requisite experien
wor k. Par adi-ignattarcc enuwdri pd ewceeul d be musi c,
per fnogr @mrts as well as art #Whats Dawkieegs ecor
recognizes, i débemseisgft@atrmest wor ks |
consider single instancei wotrkmsdMax.a uhbdlsseg do
onei npsntce t hat hangs in the Louvre. Howeve
art history texthbonesk amawel d fcauntp oasss eass ees t
properties necessar® fwonr ka pMoléat slsitspdneg i e on
pi nstance wor k nbsutanac emwiotrikpl e Ceert ainly, no
consi deirnesdt aamnc ee of t he wor k. But a suffici

provide a viewer with the ekxpetroafeceti.al Whrad

defines painting, in tHinstraemxee dts, ciox: stildeetr
Art forms i-innwthamcdheondrye paut henti c are aut c
forged. I n contr aisns,t awnoonelsss dwikield auwtamantair e
all ographic and cannot be forged.

To return to the comparison between pri|l
visually mediated multiple instance art fo
printmaking, | iaset pshcoulopgtruarpem g tiasm dae craurl tt ifpad re

copies with a connection to the history of

This is why téhepThoep yKI&ES7NMuntchat | have hang
2| bid. 413
2 bid. 415
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not an aytbénthe wopk. lts creation does
hi story of making thansitancedsowoddnaehl a ahb
way, the photograph | could take of an Ans:
Gi acomettiatsculnpetturcaultobusl y create are not
perfect the recreation of their experient:i
pi nstances as they do not have the appropr.
counpti nssst ances-insMahtepl wopikst ofyppreslaadly dfav
better word, created by the artist with th
mani festati 8hs ohetbaswook. pr i ntdmdkicrkg, t h
met al etching, or |ithography stone. The

photog

-

aphy and cast scul pture respectivel

entities for tha nsrtaatciesn |1 ft meauntehtedrotrapd i pHatv

put bluntly, only instances connected to t
specific ways wil/ be considered authentic
mul tiple instanceiastanhaédmnadricndthleyt aomrl yau

I n contrast, |literature, -imsthngrisntaend 4

instances are each considered authenti c.

mul t i pl e -i nasuttahnecnetsi cc aenen octo ubled fokriygletdh. ¢ & pOn o f
| ocal bookstore or photocopy an existing ¢c
instance in each case. Unl i ke p-rnetmakeng
wor ks because there ientna rceo@yi rheamen ta ntyh ato

artist&dohmhiaswtomyr of maki ng. However, thoug

21 bid., 413.
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nstance wor ks, they di ff eirndtraomc & hweo rnkos el i

and drama in thativvéhegrtare 80t wepemdenr snaal

visuall ypmedioamad) veomal | ographic art for

I n attempting & odefliamiitfiyorcomfd mawmt ogr aphi

writeas wbak of art (and tbgrapvé&€ormhet moel

exact duplication of the work or its genui

rrespective of the part®@cul matmeasnsgoéapl

print o&ThMuMKazs smade usingbltbeko(agi hhe wanpt

means of production) and not made on a pho

t doesenal | ' y matRielwtals f mandge coyp yr@mffer egcnag W

manuscript or if it *»wAasl|l madeawi ith daaphotohec

eatures necessary to properly appreciate

nstances of |iterary works with some conn
However, this is meretlayr yhiwalowrda cand omotp oSSBE
or artistic value. Someone who coll ects f
ertain-itnsganncefs mf | iterary works. Howev

iteratuf emshatneiesneéadsndcne no way di stingui she
nstances of these works.
I f we, Dbriefly, overlook that printed ||

anguage use, we are left with a multiple

BJerrol diAetvo qirsoaphi ¢ Redi dPhHieldg a@mh BEa9A PBS/tOudi e s
%What is interesting in some works with&artisticall

manuscript might not actually count as&an authent
ma naursi Mousfe oif sLeavweéwri tten, it sometimes only has
should be formatted in its printing. Thus, it | at
wor k. See McCaHbeny edAhioGeegorew, with Makk Z. Dan

175



musamrcd or al l i terature. lt-instahsesal uandn &
mul t Hipnlse agmce wor ks | i ke printmaking and ca
|l iterature seems to be closer to works of
Looki ngd aCGagNrabildcussi on of nditfamerefhémdlotrims
Ont ol ogy mfs MaeslspfArlt and it does seem that
common with film tha®B oéwe woulddti bthaskdeor Ca

considered mass art are that authentic cop

people at the same time and that i1t is, in
Avamarde art works, no matter a&sownassadarlty. e
That d&olpzejections are available to a I|arg
them mass art i f they are not easily under

claim that mass art be easd |lyi tdergaetsurieb,| et.hi
a matter Thée OHdegeeewmoduilndg pStoobraypl v f it better
House o6AL¥Fiavies from t hwhaGooln wsagnutad o f ocus
claim that wor ks dfnsmaaskss eaorivto ma rcee rntualitni pklien d

Where ®&adigklussion is the most relevant
di fferenti ates between instances of a film

t heaters, one Tlee f Maan ég8 Br3del, tddaa yo,t her s how

fi Wemferwaeobag) . It would seem, on first gl
of multiple instance wor k. However, if we
the case. First, t hhei Ifei Itnih el st hbeaasterdi coanl ap etr
on interpretation. Second, the film type
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p |

ma

pe

ay type wil/|l produce #8rmhkeartgpesi (per 6
de between orae. anfOheriimdtealnded ecfattulre f «
rformance types while instances of the |
thentic instances of the former are al so
stances of thepllatteer ®&mneé¢ heamsed omsad amem
e token instances that, I|i ke film, are g
mpl ate as t he 2 We tceorusl da nedx tpeunndc ttuhaet iporno.p er
sually amedraeted Iintkude the font, format

at have met some sufficient condition of

, we are | eft with a definition of print
cersisl y visually medi-anhsetdanakl agt apbr m, bme
mpl ate comprised, to some degree, of | an

oking Forward

I f this is our definition of printed |
ve simiadacomies sucraphibookesvelnd @i eics$"
terature? I f printed-pleirtfeorranmtautriev ei,s nau lvtii
stance art form with a focus on | anguage
|l Te?2ratom most of the current discussion
e treated as a different artist-gencatego
|l iterature. Due to this, phiellss copghiecnal

t into protracted debates regarding bord

SNa@d Caiifrhel IOnt ol ogdJ ooufr Nvaals so fArAe st he §li &cPps¥ 9aPO.B Art Cr |
%l bi d-194193
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graphic novels or | iterature. Balthman h#aggpIE:n
The Cl own (a200Wi)d.ni ghoty T. Cookrdegc rfirmams t h
traditional comic books duada ntani s#h6E6Bn mba tut e d
a prose short story rather than a traditio
|l east one il lustration, moet reflf atheseée yat e i
mi ght be oneapthdt TGhet deotkleosre a few of his |
However, none of these illustrations seem
traditionalTlke mgwe Dtoioksodf t Whet wer kowoul d ¢
member -gbnfeemaibss an interesting one. I f wo
virtue of their visual |l yalmew i saitgmsiufailad dretet u
| see no reason ltdo nooan cclowdhe talsatl iittervaawr e .
affirmative regarding its status as a ¢co0mi
considered |iterature as welll . I n fact, t

the stylisticsfeatWirle®i @am Blhak evor k

However, this work does seem different
Woul d it then be correct to claim that tr a:
find nothing in the way hceommifcrso na rbee idnegf ilnietde
best, comics might point to another suffic
features along with those discussed in Cha

arguments employed to diesti mHpwiesvherc o mihess ef

convincing once one admits that the visual

2’Roy T.iDOGo &€k mi cs Requi rBatPmanl s 6s63 o@rir a\Méhl e toifc sAest h
and Art 60r i(t2i0cdilgm 289.
®%See ApBendi x

178



ar

di

t h

Ho

So

Me

Go

st

Go

tistically significant visual features.

fferent from |iter @dter@obetsusdeil vi coamic
atures are essentiibBdsdad ompptree i dits cwgs siheer
is is not a disqualifying feature of it
use oFi Letdnd&/scsmtt fer GCaor 8gusanti al to ea

me can be sai dEdsotrerpovtnigtsewawok & sl okeconc

me c¢claim that comics differ from |iterat
sual f eat uaelsl ywiafhfoeudt iarg itshe wor k. Thi s
any instance of artistically significan
scussed. Finally, it is c¢claimed that <co
eponederfancmages so that the visual featur
terary or |l anguage features of the work.
yone familiar Dwi todhteo rrialas 0Sssdcethh ats t hi s i ¢

[ cases of comicsPer $ ep2a0l0Ogos)a pthhiics niosv enlo t
t her .

Though he admits none of these argument
skin does want to claim that comscs®gare
od&@ami stinction between the autographic
aims that, although comics and graphic n
e autographic and c apiabmecs fl emteshtantg hdocseeg e
andardlyr @ radtucgrdaphi c, and they woul d he

odman. The production of an authentic i

P®Aaron Mesmkiinsg as OBiitteirah ure®rh®RIOPA®R.7Aest hetics
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reproduction from a template oirn wvierhaesof
that traditionally made comics are intuiti
somet hing may be falsely presented as i1 f i
wa@.Her e, tobtwgeaeni hhaVviogs , Mes Ki rtoimd csl aindi n ¢
graphic novels, unlike-ihistanatsrasdamcye skaa
wi || be authentic if they are not produced
wosk hi story of making asfbemnghpricotreeéctns
|l s this reall ynsheancaese atrleataudtrleyntp ¢ i n
novel s? Woul d a photocopy of a graphic no:
Cur@fceperoxmactdx ne not count mestuobheunsi w@ul
this is the case. Most of wus, | believe,

same way a Fphwtdholcd pbye odn aut hentic copy.

re8dper manc afilexsdy | h aevper irnetado fa trhat wor k.
matter historically or monetarily if 1 had
of that work. Al so, Meskin acknowl edges t

from an authenti dei muttehremd iwaul di,hiist 9 el fd,i f
only auvitmemance . This claim suggests Mesl
aut heintgtcareces (li ke |iterature) and is cor
forms with nasutameretsi.c e

Meskin goes on to claim that the visual
their works in ways that make them fundame

role the visual pl ays thRitr ana,klesta rt ihtsehma alti tf & i

01 bid.,
1 bi d-235
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the case in all comeoneral Thiasion floensama

the visual plays a more central role in co
that the visual doesgrneoatt fmiarntyh ecro nii hces naanrdr ag
Even so, | see no reason that this feature
l'iteraturEi lusontkheilri e sual features to pe

or underminingrthwerrkasr.ratli weeofnot reeiason th
could not perform the reciprocal function
that | iterature can have artistically sign

that comapbhiandogel s ar e -gaennyrtehiinngc loutdheedr itnh

category of printed |literafimudeomi dhertehate
would not count as |iterature in that they
casesanwetill say that they ar-engstsaunakby m
works even 1 f they cannot be considered |
focus on | anguage.

Given the visually medi ated,atmulet,i pglte iis

tempting to claim téhabopksnmedhwob&scongied
wel | . Whil e woskBesBrchdaesSDucppe¢p Bare of
(The Greea3Bpxydgo have siHwoiulsaee aoife el etyo awer k-
|l iterature because of the®rwemplccodnsi snus t o1
edition collotype of 320 copiesxplTlheatdomt
not eBhd oBri de Stripped B(aTlee olf arfigded 1@ aashe)l or
1923) . Even though this work is comprised

printed |literature. This is because only
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i nstanceisnst alincleys pamroes ta watrht @ réthie b Giokesn GB &k e n
that the originals are privil-egstdapruecesna of

these works are authentic and capable of b

|l f the visual 1in printed flart earattiusrtei d sor
aesthetic value, thééotokshmpolesgindali ndacvaerrsde
visually mediated | i terature meant to be r
possibilities of this digltaéermedra, hene w
moves across the page. Or where text disa
these works, the static visual features of

Why fBGagrhi s hapbpoeonkesd? v eRamémiee ne Hayl es poi
when new technological advances appear in
an initial period of experimentation. We
press, offset piingtingbhyawbhadserngi mMbbebo?Pnth
It could be a marketing deciasieors a@amdt hdep P
of-beoks. I n order to get mor e preeoapdieer ,t o t |
deci si ons htao ea tbhteemp imatad@ e p-lse kst .e® si mi | ar

traditional “hbxker iame mtoastsiidri ewi t h t he Vvi sue

of the digital medium might undermine thes
features|l emotoapri htadd | i terature.

However, there are some digital works t
possibilities obodkhedopyneasiThiea nHid&lheywskeiar S
does employ small i nstances oérasi mateonhe

2Even to the fipbdtphse vphaegrbep cobnffeaad & omnh tthlee sicmage and
sound mimic the flipping of the page of an actual

182



possibilities of the medi um Perxipvlaotree dVelgya sJ a
(2015). -bbbkréadm,ntdis work comes with a
fiopeodaendd counts down 24 hour s.booNh echelteteed ii

from-rtehaésl edn ar d fisderdidws e o Wititlse one coul d di smi s

a clever marketing strategy, there are two
be artistically si gnoffiicnanmetd ibaeccya uocsre u rtg eandcdy
The experience of reading this work is fun
thriller while relaxing on the beach. |t

artistic signif itchaenntees boyf rtehien fcorricmen gd rtahnea .
has an urgency that f#ts mdow mk raboawetd time tdper
epi st-bbakyweitten in diary form that only
comprising o.ne Flelnsta,y tpheirs dfaggat ur e does have
William Gibson asmdnd®gainpgpaAcAbBddKR 9@ tilke |
printed using photosensitive chemicals so
t he sun, utaHd yt ébxetgigirsad o fade and the pages
Recently, a small Argentinian publTiheher, Et
Book tdaWaXl®In5) printed in the same way so
roughlgnt we. m
The 20®d&8k erecreati@nsofyThe® vBE\iiBrec ySare p s

(1915) is both visually dynamic and intera
wholly successful as |iterature. ornfféhecan su
select different things to examine and mak

new and different portions of text. The p
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opens up interesting poscenibg Iliitti ersatrwerae. z e’
di f f erboforkesmnmost notably because they are n
computer r artehaedre rt haannd atnhues many more possik
creating electronic |itiesatbtueefouMdsti not he
nature of such works.

I n Rob& WL®9®9gwor k of Tele cRalolniof |tihteerrXaitt
we are presented with a visual representat

sites popul9%lrs.i n Wihtet ilgatdee sitOni bke basl wodaéay

we b, Marsha cheerfully | aunches a home pag
them to come and pl ay. They Fad,| afdtthlere Bi.
Mar sthaoowsst htee of her site, captured in Sp

progressively darker as the angel s&haunt t
infidelity (from clues found on the site),
madness a@nrdi# Meortshha i s aided in her web site
husband Mi ke, who acts asfiwenematelre nalrsghAs sy
begin to take over her page and become inc
of medredspgianint s and jokes about her dead f

begins to break downs(lwenkég.thénrefatrtégceM

someone is hacking her site. However, as
afifra with her friend, Bits, it is |l eft ambi
it is truly something fiFadidmpolrineasl .t h alth eMa rassh
some sort of ment al breakdownou cThho oss ewotrok c
B¥Collection.eliterature.org/1/works/witting_the_fal

184



on and which parts of the web site you dec
and the portions of the narration that are
Jason &GNeWwsmme, Game, Game(,2&@N0d) ,Agmayy IGa i

|l ess tradreierareamedemampl e of electronic

interactivity is very similar to old Atari
However, the visual presentation of it 1is

JedMncheblui Basgr &y whbwokmbyl yDa(yl 9a7t8 )I.1 i aAm p| ay e |
unlimited |ives and as your character expl
make passages of text appear and new inter
will apeeiadecaWnewmfthis is clicked, short c
in a small frame somewhere on the screen.

plays and explores each | evel deter mines h
plary. Some might c¢claim that the presence ¢
work would not qualify as Iliterature. Thi
the technol ogi cal medi um than an actual di
I[tieratur e. I't is no more disqualifying in
i mages are in printed |iterature. I n both

vi sual |l y nppeedifaotrenda,ncrneon muh $ i @h @ enssu wsti e knégi ©oof e

| anguage and the inscribed text.

One might claim that the very interacti
from being considered I|iterature. Since p
seem that it doesf niontt earla cotw vfiotry-.a n yA gtayipne o
generalization of printed works. Certainl
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interactive. However, there are works tha
i nteractive. Tphlee smdasrt @ -ptbledav-a d § e alx aankes
where you turn to different pages based on
text. Simi |l aLasti hoMiel omac€oRasvtvianti nopl e:
Di vi n(alt99%8n) c hapateerds wairteh dsepsecginf i ¢ tarot ca
number ed. I n the preface, Pavic encourage
read the chapters as tthen€C€o@@o gdist (azplpleMo . 1
provides al mostt mohawtthltoe inogyved wbokl|l domesr
unbound in its own box without any page nu
hersel f. Saporta also only uses one side
separ ate and i nTtheer cphraensgeenachel eof i nteracti ve
should not count against a work bebtng I|ite
performativeinsdbanaesheanhdcuges | anguage a
electronsbaretehaser eéeatures, they shoul d
l'iterature as well regardless of any inter
On final question remains if we take th
artistically importart men hloidt erf atmerde .at i lofn,
artistically important in a performance of
medi ation, can be artistically i mportant i
medi ate | iteratur e abned,aritfi sstoi,c aclalny ainnyp oorft a
Obviously, Iliterature cannot be mediated b
notational system related to these modal it
t hat can medi at e aliiltleer.at uBrreaiilnl ewowrkist ionfg Bcro
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represented as a combi ndiig@lknetotfe rtswoa rceo |iunmini
the combination of different raised pips a

pattern of rBraetlpips.neteasshatly mediate

modal ity of mediation also carries artist:i
one could format a Braill e wboruks ei noifvwalLyesa vseis
t he Brtaeirlsl ewelreet pl aced artistically around
i FiJ]thor instance, were raised off the pag

printed c@pwootk.Wel sh
I nterestingly, Braillg madgiaditfefdepenintfed
First, di fferent Braille fonts wild.l have r

the most common shape for the pip as found

Regul ar . Even inrcthesedifthersite dfftheeao
fonts | i ke DejaVu Sans uses sguares 1instea:
at all could be used (triangles, stars, et

of three upidpssttihhely rweopr esent their specific

possible pip positions are raised and a di

actually emphasized to create a | etter. A
circles for the emphasized pips and small e
Braille Outline, as the name indicates, us
filled circles for the emphasi zietdh onkeass e A«

styles as well
The specific tactile qualities of these

ways similar to the function visual featur
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t h
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ndpaper. Di fferen

t

textures cou

derstanding of a word.

One cTohud

Il d wor k

d concei

verendwhgr &itmortyhe part salt hweotr |tda kfee epl| anceet ai

e parts which take

felt. Just as di

pl ace in Fanastica ar

fferent vocal

featur es

terature and vi seunapll ofyeeadt uirne sv iasruea lalryt insetdii

ctile features can be artistically emplo
touch. Not only are the |l etters and wo
gnificant, thei shmppesamtdathiooon tihreyt i € el c
gni ficant as well

nall Remar ks

Just as the oral tradition in |iteratur
ant to be read to oneself is necebsarily
sual features specific to printed I|litera
ssibility of being artistically signific

rely parts of copies.

terature. They ar

e |literary work.

nstrandard properties

terTheseeartistical

e

not

They

y si

ndamentally a different
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their visual featumesf shpowntuedt hatetheunet

performance art for m. Al so, in that ©print
cannot be the same art form as or al l' i tera
modal i ties of mediati on.

Printed |iteraturepesfarmasuakl ymméedi pt
form. However, i f differs from other such
constitutes an authentic instance of artwo

copies that have the correct connection to
copies of a work. Thus, printmaking only
Printmaking-instanmel,tivplsepaiIf wr madi atted,ys tnd
Printed |literature, in contrast, does not ¢
hi story ofi meatkdamoges il Ipiterature have gr ec
only historical or possibly moantethhasy,t hmend

requi site features of an authentic experie

i nstance. Il n works with artistically sign
include such visual f eanttuircesex pePrriienntteidall iitr
we do not find in printmaking.

Printed |liter-anhstance, avimspeirlplpe madi atee
form comprised, to some degree, of |l anguag
such, ornyhegenriderauch-boao kgr, ammidc et ecealroni e
be considered |iterature regardless of the
met hod of mediati on. However ,-i hbhtandes$ijnd
not stretch the term so far as to include w
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artébbes v k s

art

i st

nt ed

tanc

Il n t

Si bi

ual

c

-

e

f

u

eatur

hat t hese-iwmesrtkancleasve drhley pasts
significant vi suwal ufnaetrwnrt eas dii
ature as apartesmatriVvVeg, vinslu@il |
form.

|l printed |iterature i s media
of its méeabbd o©b medhatson &
tically significant visual fe
iterature. These works do no
categor yf rtdimto twhoeurl dwari K S eafe nlti
significanandiasdalpropatruaies a
e in certain works in no way
Such owokrsk st haarte sailts oo untosti dfer ionfg
too common. | have shown in

es going back to the Bucolic

S patHerBEmpoteen yWisndgdvas contempor

Dyl an

Thomas, e. e. cummings, and

stically significant Tvistogtalmf Satand

epiost aluatmhyrmsowealch as Richardson an
iteratur e, | have presented detaile
features are artistically significa

endi spBakls0 the ubiquity of such works

nge.
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They are also not fringe as being uni mp
shown, |l iterary theory and criticism regul
f acses on the artistic role their visual fe
see this focus iIinExevemwby oL owdr gHodusslen torfa d |
Leaved&meé Raw Sharlkn Tenxttesr vi ews, agahpranduc

Pl acentia each discuss the artistic role o

There i s no reason to believe that these w
canon in a way that woul demakettbaddmffomngk
it woul d be because of a | ack of woultd cal

have nothing to do with the use of artisti

generally.
I n that all eoaieseomupr meéeeedssatily ha
formatting, how do we know when these visu

Richard Shusterman claims that such visual
are conspi cuochuast itnhetyhedewayast e from traditio
and formatti@®gcl aiShmutshh &tr mamnmch conspicuous (
sufficient condition of artistic significa
where a vimsght bDbDeatonepicuous but would no
significant. The performance of some uniq
of the artistic significance of visual fea
when pterfeyorm a function such as reiAforcing
Visit from tHoe s6Go ohm &EmpdaaBRasw SharTk elye xctasn

perform other functions as well sBlchhodas hi
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Meri drann hindering our apprehension and a

FilthWhen a visual feature I s conspicuous
the work, we can say with confidence that
the work itself rather than merely the anc

Recognizing the artistic significance o
for several reasons. Most i mportantly, we
form printed |iteratumperiforanata-vwissd wmalcley pmh
form composed, to some degree, of |l anguage
from or al l'iterature. | t al s ocasocsp emorikps ouwrc
as graphic novels and electronic |literatur
include other works of viswual art such as
Taking visual features akeaepsti phi tabbphyi g
current with discussions of these works an
|l iterary theory and criticism. Under st and
as necessarily megdhtateld odows tphhei Iscesnospeh yo fo fsil
works with artistically significant visual
how these features affect our apprehension

medi ated | iterature.
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0000000000000000000000000000000 Jurbed by the
Q0O0000AR000000000000000000G00
000000000000000000C0O00000G000
0000000000000000000000006000
Q0I00AR0000000000000000I00000
00F am00000000000G000 | am a 000
00000000 | am alive000GR0G0GO000
000000000000000C0N am alive0000000
000G00 | am soft and | am weak 000000
00000000000000000! must grow 00000
0000 I must eat COC0000000CO00000000
000000000000 | must grow strong 000
0000eat 000000000000000000atdOOO
QUOCeat COO00O0CO00 eat DGO0 eatl00
000000 eat 000000 eat000000000eat eat
eat eat eat eat eat000000000000000000
0000000eat0000000000000000000000
000000000 big and strongl000000000
00000000000000000000000C0000000
000000000000000000000000000000000
00000006060000000000000000000000
000000000000000000000000000000
00000000000000000000000000000
Q00000000000000000000000000

- .. ostill fuclyy 0000060006000000600006000
with my guts rumbling away. It’s darkness and I'm in bed. [ don't

“loal and his

1; he thinks

shite that yc
ilk . . . no ¢
that he can do

No chanad

hungry as fuck

remcmber going to bed, This is unusual for me. | sense the space
beside me and [ grab at her dressing gown and hold it tightly. It
still has her smcll. Td let it go in the night and I had the bad
dreams as a result. I've also been inadvertently clawing at my
balls because they arc nipping something terrible.

My head fecls broken and weak, like it’s been smashed open
and its contents spilt all over the pillow. Despite this, the ten-
dons of my neck feel yanked to their tensile limit, seemingly
unable to support its dead weight. The first sunlight is filtering

24

Fi gurki I11t3h

It’s a bugger to get parked in the town and I shouldn’t have taken
the motor. Still, I'm going to stay quite sober, I just want to fire
into somc game tart and take her hame and fuck her until [ feel
tired enough to get some zeds in.

That Mark Wilson boy is on the door, and the smart cunt’s
nervously checking me out.Yes, I'm almost positive that cunt used
to run with the CCS back in his day. If that’s the case, he’s bound
to back upff 0000000eating eating always eating00 Naen that whole
issue of pel, 0000000000000growing00000000000 they basically
fucked mdy 0000feed me my Hostd000000000000 J There’s some
tidy fanny i{ 0000000000000000 I travel through ttle doon wi a
the inside of this vessel, growing, ce looking and

auld trick ay
she asks.
’s just that I

you for the home my Host. Thank you.
Thank you for the life.00000000000

Hearfl 000000 eat 00000000000 eat 00000000
00000000000 eat COO00000000000 eat
0000000000000000000 eat 000000000
0000000000 eat 000000000000 eat 00O
000 eat 000000000000 eat 0000000000
00 eat O000000000000000 eat 000000000
0 eat 00000GO00000000 eat 0000000000
000 eat 00000000000000000000 eat 0000
0D0DODODO0GOC0OOY eat GOOOOOO00O000O
00000060000000000000 eat 000000000
00000 eat 000G0 eat 0000000 eat 00000

raising my
We geta
is harsh and [
anything to e,
—You caj

harsh]y togff 00 eat 0000000000000000 eat CO000C0000 to get
rid off. I st} 0000600 eat 000000000000000 eat 0000000 FOMES
HEN! I scff 00000000000 eat 000000000 eat 000000 sions and

0000000600060000000000000 eat 0000 g for sleep

to take mdy 0000000000000000000000 eat 000000 fshe’s dozing
off as well aty 00000 eat 000000000000060000000 Jr dirty bitch
and it was af{ 0000000000000000000000000000 Aohnny as she’s
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4. Computer virus mosquito in amber

This image was discovered as an acetate label on a 3% floppy disk in S
Interchange (see maps/photos) and has been greatly enlarged here. The str:
probably a mosquito. The disk carrying this image is transparent orange plastic ===
than the usual matt black), giving the impression of an insect trapped in ambe-
text appears to be programming source code and there are some similarities =
Melissa Virus code circa 2000/2001. Could this be connected to Fidorous? The ==

itself is unsalvageable.
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APPENDI X B

VI SUALLY SI GNI FI CANT CONTEMPORARY WOR

Bec
0

Ci x
Lon

kett MuSamyeindon: Picador, 1938.
Font sizes and capital and I|-ower cas
emphasize certain passages.

kett WaSamoedlooohn Cal der , 1953.

Some passages are obscured to repres
hearing. Al so, footnotes from more
clarify the narrative in some areas.

ter ThA|l Deend| . Newedo@brubl eday, 1953.
Creative use of typography to visual
tel epat hs.

ter ThRl Stads My NReavs tYiom&ti #enguin, 19
Creative use of Thep®egmaphy heidmiMaar t

ke, T™Wid I|Naonr.i dg@&ven @mmdalHeGabl es: Uni
mi Press, 196 3.

Il 1l lustrations around prose writing t
Similar inBapmaar 8668 ¢t o

ke, SMind iaafm.l nnocenchkt anYe rEnpgeer | Ratcer
ss, 1939.

Small chapter heade+«xd apriint ead i malgles
chil dren or cherubs.

Rloes e, Chhri st d mdeo. n : Hami sh Hamilton,

Extensive fuesactivoréd svdsm@l vari ations of
out c esrstaagiens ,paand the wuse of diagr ams

phy,l nBrTirgaibde.n t on : Macdonal d, 1969.
Use of smal l sketches as well as ach
offhe People of Paper

ous, HelGrnueb earn,dRbloatl @rei heée s :i fMe mlrriyt iamdd
don: Routl edge. 1997.

Coaut hored work where different font
i talicized passages in rectangl e box
not ebooks.
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CocteatuegsI®MMani es de Plaa i Bawrbdeibfefkel,

o Under Art Director Robert Massi n, t h
and formattingusof welel cad oar eodt ibwd h
the page itself.

Coupl andMiBDowgldNiesws Yor k: Harper Collins,
o Writtewmrimmofha fiary or bl og. Creat
usiBesmot Dc@ommon in internet communicat

Dani el ewsHhe Mamkl Zar Vol ume Ond&ewOne R.

Yor k: Pant heon Books, 2015.

o Vi stuad tfuarrest oo e xhteeanes.i veOft onoltiestar e t ¥
changes to font and formatting as we

pages to denote the central <characte
Dani el ewsHhe Mamkl Zzar Vol uméNeWwwororlkn t h
Pant heon Books, 2015.

0 See Above.

Dani el ewsHhe MafkyZYWeaw YDwdakr.d Random Hou
o Creative use of for mantameas arned giod e
the dialogue. I nstead, different <co
di fferent characters.

Daniwske, Mauke Zo.f Neva vYeosr k : Random House
o Creative use of both col or and for ma
of the di mensions of the house at t h

Dani el ewsbn| yMRekoKRewi omrsk : s eRa n2d0oOn6 .Ho u

o Creative use of formatting to tell t
perspectives based on how the book i
Al so some use of color in some speci

Drucker, JohannaOtahnedr sFpraeceema nva iNpromyd .ap hy
Yor k: Nexus Press, 1992.

o Visually resembles a travel book fro
nar atmirnd break down during the cour
visual structure of the work itself.

Egan, JAe nvfisfoar .t he .GoNenw SYgour akd: Random Hol
o One chapter appears as a series of P

EggersYobaSfkal | Kn.owNewrYovred .ocMd §weeney'
o Artisofi cbaske font size and formatti n¢
s maslill houcecughosutt ht he novel
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Ell mannmManL wdy.MaNegno Yor k: Farrar, Straus,
o Smal | bl ack and white representation
uses various charts and diagr ams.

Ende, Miheh aNeelv.e rreyn dNierwg YB t & Doubl eday, 1
o Creative use of color dictating what
world of Fantastica fmcdowaliatd.i s happ

Foer, Jon&txhamm®&afyrdmud andNewn¥orekli bFiyr

Mar i nes, BbOXS5.

O Mul titaude sdfi cally si.gniWadrchsntprviistuad
certain handwritings or in certain c¢
formatting.

Frey, Thaemdd.nal Test amenmMtewo fYyorlke IBalgy sBia
2011.

o Viaguly resembles an il luminated text
l onescopDeEugenePadeusx: Gal l i mar d, 1966.

o The Gallimard 1966 edition of Il onesc
there were numerous printing errors
|l ettering as well as smears and spl a

|l onescolaECgena@atrice chauviRar(iThe Gal ldi @
1964.

o This specific edition was published
their Art DirectoreRoberprbdMasslionesm
using creative typography and for mat
formatting and the stretching and be

| shi gur Nev&nzuet NMe Gor k: Random House.
o Creativeluséd@Gofdreaamalng as section bre
This has i mportance in the focus on

JohnsoA|l bBr t.SAlnognedoon: Constabl e, 1987.
o Mul ti pl e armtsitsatniceal loff si.gni The afnitr st

seegniis composed visually to resembl ¢
di fferent narration to different sid
perspectives on the same situation
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Jordan, Robert anidhe aWheeals onf;1 5BirNaawd oBia o k

Yo Te2013.990

o Uses various symbols as chapter head
actions in a ways tdxapge atfdteicarss trheeg a rec
of that <chapter.

Kal fuss,guKkdm.tNeervalYor k : Bl oomsbury, 2013.
0o Makeenextve use of mathemati cal di agr
man's attempt to use trigonometry to

Korine, AHaQOrnmaocnkyu.p at. tChhe cRagwme HMiratgs City,
o Although onl y «conss edsetr esde nas en oovfe It hen t
utilizes rhaemyoudiafsieremitnt ed t ext . S«
handwritten while others have been r
photographs al so accompany the secti
TristramdS3mamhye on page 29.
McCarthy Bl Codmale .rNiedm a&¥mmr k: Vi ntage, 1992
o Creative use of font and chapter hea
mid 1800s Ameri ca.
Pal ahni ukKy g.neyiNieonk .Yor k: Doubl eday, 2009.
o0 Words and pasds aguets careeathilnagc kae si mi | ar
redacted passages in confidential go
Pl ascenci®Bhe SRd vmldeo Oc fl amamer Harcourt , 2
o Achronol ogi cal presentation similar
use of fsomarhdt iaxmdhography.
Queneau, EReeyrmcancde.s Pae i StylGal | i mar d, 196:
o The original work consists of 99 ret
writing styles. Under their Art Dir
edition usespdirfifnmerngmatl anydographi cal
retelling.

Qui n,PaAsninageélsi cago: Dal key Archive Press
o Notes found in blocks ofutt emotr ei s utbh d
than, thepRoausmatotfi hgaves

Qui n, TrAmmLookKesn: Calder and Boyars, 197c:
o Here the novel is interspersed with
to those found in instruction manual

Rawl e, Womera'ms Woerwl dror k: Atl antic Books,
o The text apopuetarsse cttoi dbnes couft newspaper s
way that the novel resembles a ranso
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Saport&&omdarsct LonddbNao: VYisual Editions P
o0 Knowrit mes booloCompasibbikadasn Mo .bilndi ng o
number s. uUblpesa st bomre shuffle the pag

Al so, the back of each page has visu
more abstract works of concrete poet

Sukeni c k98 .Ro:naA dNeow eMor k: Fiction Coll ec
0 Extemsitvet ind afscerdmaotnt it he position of
t he page.

narrative here i sliikd ebrlsgpcecek seerdd w

neguBr e & lwfrast .ofNew aYfropriko:nsDel acorte P
o The

Il lustrations rel at¥adnneguth'es pwontk .an
Wel sh, FirvNew. Yor k:

o Creative use of b
of somebaowel s. T

point of view of

Norton, 1998.

oth typography and

hfioowal s s ek ar ft het

semerswotr mof stomac

Wel sh, Marabaoe. St orNke WiYphtkmarNeos t on, 1997
o Creative use of typography to simul a
del usi ons.
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