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Introduction: Working with Word and Image

Jarkko Toikkanen

The University of Tampere is carrying out a research assessment exercise in 2014, and
the self-assessment reports of the units for language and literary studies at LTL — School
of Language, Translation and Literary Studies — were drafted this past spring. Whereas
the report for literary studies rightly highlights our many successes in narrative and spatial
studies, as well as in literary history, it is also understood that not only has there been
strong research output in word and image studies in our School up to this day, but that the
study of word and image is a field that is heating up. The volume at hand — if such an
idiom indeed applies to an online publication — is a prominent indicator of that fact. It
collects eleven articles that work with word and image, and it does it in the best LTL
fashion of moving fluently between disciplines (literature, linguistics, translation, and
cultural studies) and making use of diverse theoretical and methodological approaches
that add to, converse with, and contest each other. Much the same thing has been the
defining characteristic of several publications in this School series in the past decade, and
| am sure you will agree that here too the end result is highly satisfying.

For this introduction, one option would be to provide a detailed survey of the current
field of word and image studies or, more broadly speaking in disciplinary terms, of visual
culture on the international level. Another alternative would be to produce a retrospective
of word and image pioneers from Roland Barthes and John Berger to W. J. T. Mitchell
and Glnther Kress & Theo van Leeuwen. However, a lot of this work has been done
many times over in readers and handbooks such as Nicholas Mirzoeff’s The Visual
Culture Reader (2012, third ed.), Richard Howells and Joaquim Negreiros’s Visual
Culture (2012, second ed.), Gillian Rose’s Visual Methodologies (2012, third ed.), and
lan Heywood and Barry Sandywell’s The Handbook of Visual Culture (2011). Each of
these works will be an invaluable asset to getting acquainted with the field in general. A
further avenue for learning would be to visit, for instance, the website of ISIS, or
International ~ Society for Intermedial Studies, at <http://Inu.se/research-
groups/isis?l=en>. Chaired by Lars Ellestrém, ISIS has a long history in promoting the
study of the medialities and modalities involved in this field, and Media Borders,
Multimodality and Intermediality (2010) collects a number of their recent contributions.
Moreover, one look at their Network page shows links to more than twenty affiliated
research centres and associations worldwide. Working with word and image thus has
global clout. My own effort, The Intermedial Experience of Horror (2013), applies the
rhetorical devices of ekphrasis and hypotyposis to explore the two media from the
perspective of a specific affect.

In their introduction to the edited collection Visuality/Materiality: Images, Objects
and Practices (2012), Gillian Rose and Divya P. Tolia-Kelly suggest that while quite a
bit of theoretical work on visual culture and the visual has been sensitive to different
“grammars” and ideological inflections of visual media, the issue of how they can actually
be applied in practice may have been slighted. For that reason, a major aim of their book
is to include *“a focus on how researchers engage with theory in practice” (Rose & Tolia-
Kelly 2012: 1) or, in other words, to show the methodologies in action. In my opinion,
this is also what this volume seeks to do, to go that extra mile. For even if Lars Ellestrom
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was right to state the following about the cognitive process of seeing as such, the materials
involved will be case-contingent, brought into definition by the method(s) applied:

To take a look at X means both actually to process the information perceived by our photosensitive
receptors and to form cognitive, spatial structures when considering the many aspects of what X can
be understood to be and how this being can be understood. To “see” is to form mental structures in
cognitive space. (Ellestrom 2010: 2)

The material of these “mental structures”, to put it differently, is not something that pre-
exists the process of seeing — as if the stuff simply awaited us out there, ready to release
its grammatical and ideological secrets. It is something that is given form to by that
process, shaped in action by the tools made use of. In this sense, as one works with word
and image through the host of theoretical and methodological approaches contained in
this volume too, one does well to recall that all of these efforts are, in fact, doubly
practical. For as they accent the complexity of these very media, they invite the reader to
understand the relations of the materials involved and the tools used to bring them about
in a novel way.

So the book consists of eleven articles across a range of topics from literature to
linguistics, translation and cultural studies, with six articles in English and five in Finnish.
The use of two languages was a decision made by the editorial board in order to promote
accessibility for different demographics. Both the board and the contributors are doctoral
students, post-doctoral researchers or members of staff at LTL. Even though the articles
might at first sight represent a less than orderly cluster of varying interests, as noted, the
opposite is actually the truth, for there is a lot that they share and much to learn from the
dialogue. For instance, reading the articles of Maria Laakso, Riitta Oittinen & Anne
Ketola, and Leena Romu in conjunction with each other will offer plenty of insight into
how word-image relations pan out in comics, picture books, or books with pictures.
Whereas Oittinen & Ketola focus on how words and images support each other in picture
books designed for children, Laakso and Romu zoom in on the multimodal incongruities
in order to evaluate child and adult audience functions. The theme of multimodality is
also taken up by Laura Pihkala-Posti who looks into the prospects of interactive digital
media in action-based language learning — a very different topic that nonetheless
resonates in this context.

Elsewhere, images are understood as cultural representations that have social and
political consequences. Kate Moore’s article on immigration policies at Ellis Island, New
York, reflects this approach, as does Karita Katto’s analysis on how words and images
have been used in representations of ageing people in two major Finnish newspapers.
What’s more, Riitta Santala-Koykké finds stereotypical images of Finnish people and
Finnishness as represented in British popular fiction, specifically spy novels. A more
philosophical approach is assumed by Chris Angelis in his article where he studies how
“reality” is rendered in Dracula, and how an idea of vision derived from 19th-century
idealism helps one grasp its sociocultural significance. A similar point could be made of
Merja Kaipiainen’s comparative media analysis of Virginia Woolf and Henri Cartier-
Bresson, and her application of the photographer’s famous notion of the “decisive
moment” in a reading of the literary author’s works. In this volume, another author
understood as transforming images into their own words is Lassi Nummi, the late Finnish
poet (-2012), into whose many poems about paintings, or ekphrases, Mikko Turunen
delves in his article. To add to the contemporary angle, Hanna-Riikka Roine finally
assumes the challenge of the hotly debated concept of “world” in recent narratology to
argue that, with Game of Thrones as her example, stepping into fantasy worlds visualised
out of words on a page can happen without any individual ontological leap of faith such



as previous theory seems to have furtively insisted on. Of the articles collected in this
volume, and the complex world-image relations that they grapple with, that is all I wish
to say in order to send the reader on their way — a way well worth taking.
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Johdanto: Ty6ssa kuvan ja sanan kanssa

Jarkko Toikkanen

Tampereen yliopiston tutkimustoimintaa arvioidaan vuonna 2014, ja kieli-, k&&nnos- ja
kirjallisuustieteiden  yksikon Kkielen ja Kkirjallisuuden arviointiyksikot saivat
itsearviointiraporttinsa valmiiksi menneend kevaand. Kirjallisuuden raportti korostaa
asianmukaisesti menestystamme kertomuksen ja tilan tutkimuksessa kirjallisuushistoriaa
unohtamatta, ja siind muistetaan mainita, ettd myos kuvan ja sanan tutkimuksella on
yksikdssdmme seké vahvaa tutkimusperustaa etté valoisa tulevaisuus. Késilla oleva teos
— jos moista ilmaisua voi kéyttéa verkkojulkaisusta — on téstd selked todiste. Kokoelma
sisaltaa yksitoista artikkelia, joissa ollaan tydssé kuvan ja sanan kanssa. Teos on koostettu
yksikdn parhaiden perinteiden mukaisesti siirtyillen sulavasti tieteenalasta toiseen
(kirjallisuus, Kielitiede, k&&ntaminen ja kulttuurintutkimus) ja hyddyntden monenlaisia
teoreettisia ja metodologisia lahestymistapoja, jotka keskustelevat ja kinastelevat
keskendén. Sama toimintaperiaate on leimannut yksikko- ja laitossarjamme julkaisuja
kymmenen viime vuoden ajan, ja tassakin tapauksessa lopputulos on varmasti lukijan
mieleen.

Téllainen johdanto voisi sisaltdd yksityiskohtaisen katsauksen kuvan ja sanan
tutkimuksen tai laajemmin ajateltuna visuaalisen kulttuurin  nykytilanteeseen
kansainvalisell tasolla. Se voisi myds koostua historiikista, joka kattaisi alan pioneerit
Roland Barthes’sta ja John Bergeristd W. J. T. Mitchelliin ja Gunther Kressiin & Theo
van Leeuweniin. Vastaavaa tietoa on kuitenkin saatavilla useissa kasikirjoissa ja
kokoomateoksissa kuten Nicholas Mirzoeffin The Visual Culture Reader (2012, kolmas
painos), Richard Howellsin ja Joaquim Negreirosin Visual Culture (2012, toinen painos),
Gillian Rosen Visual Methodologies (2012, kolmas painos) seké lan Heywoodin ja Barry
Sandywellin The Handbook of Visual Culture (2011). Suomenkielisista perusteoksista
mainittakoon Leena-Maija Rossin ja Anita Sepan Tarkemmin katsoen (2007), Janne
Seppésen Visuaalinen kulttuuri (2005) ja Kai Mikkosen Kuva ja sana (2005). Mika
tahansa ndista Kirjoista toimii mainiona johdatuksena alan tutkimuksen saloihin. Toinen
vaihtoehto on vierailla esimerkiksi 1S1S:n (International Society for Intermedial Studies,
pj. Lars Ellestrom) kotisivuilla osoitteessa <http://Inu.se/research-groups/isis?l=en>.
Seura on pitk&d&n kannustanut kuvan ja sanan tutkijoita kentan eri medialiteettien ja
modaliteettien tutkimukseen ja Media Borders, Multimodality and Intermediality (2010)
kokoaa osan heiddn viimeisemmistéd teksteistddn. Tamén lisdksi Network-alasivulta
16ytyvét yli kahdenkymmenen tutkimuskeskuksen ja -yhdistyksen yhteystiedot. Kuvan ja
sanan kanssa tyoskentely on toisin sanoen maailmanlaajuisesti vaikuttava ilmié. Omassa
kirjassani The Intermedial Experience of Horror (2013) tutkin, miten ekfraasiksen ja
hypotypoosin retoriset valineet ovat sovellettavissa ndiden medioiden tutkimiseen tietyn
affektin nakokulmasta.

Artikkelikokoelmansa Visuality/Materiality: Images, Objects and Practices (2012)
johdannossa Gillian Rose ja Divya P. Tolia-Kelly vihjaavat, ettd vaikka visuaalisen
kulttuurin ja visuaalisuuden kasitteen parissa on tehty paljon teoreettista tyotd, joka
herkésti tunnistaa erilaisia “’kielioppeja” ja visuaalisen median ideologisia virikkeitd,
teorioiden kaytantoon soveltaminen on jaanyt sivuhuomiolle. Tastd syystd yksi heidan
paéatavoitteistaan on osoittaa, kuinka tutkijat keskittyvat kaytantéon ja nayttdd, miten
metodologiat todella toimivat (Rose & Tolia-Kelly 2012: 1). Téalla teoksella on
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késittddkseni sama tavoite. Lars Ellestromin kuvaillessa nékemisen kognitiivista
prosessia seuraavaan tapaan hén voi olla oikeassa, mutta talléin ei pida unohtaa, ett
prosessiin  kuuluvat materiaalit ovat tapauskohtaisia ja tyostamiseensd kaytettyjen
metodien maarittamia:

X:dén katsominen tarkoittaa seké valoherkkien reseptoreidemme vastaanottaman tiedon kasittelya
ettd niiden kognitiivisten ja tilallisten rakenteiden muodostamista, joita tarvitsemme ymmaéartdméaén
sen, mitd kaikkea X:n eri osatekijat voivat olla ja sen, miten téllaisen olemisen voi ymmaértaa.
”Nékeminen” on mentaalisten rakenteiden muodostamista kognitiivisessa tilassa. (Ellestrom 2010:
2, oma k&annos)

Néiden “mentaalisten rakenteiden” ainesta ei toisin sanoen ole sellaisenaan olemassa
ennen ndkemisen prosessia — se ei odottele meitd tuolla jossain, valmiina vapauttamaan
kieliopilliset ja ideologiset salaisuutensa. Sen sijaan aines saa muotonsa nékemisen
prosessin ja siind sovellettujen tydkalujen ansiosta. Onkin hyva muistaa, ettd ollessamme
tyossa kuvan ja sanan kanssa monenlaisin teoreettisin ja metodologiin l&hestymistavoin
tdman teoksen tapaan, toimintaa voi kehua kaksinkertaisen kaytannolliseksi.
Korostaessaan kuvan ja sanan kompleksisuutta Kirjan artikkelit nimittéin kutsuvat
lukijansa ymmartamaan uudella tapaa niin prosessiin kuuluvien materiaalien véliset
suhteet kuin niiden tydstamiseen kdytetyt metoditkin.

Kirja siis tarjoilee yksitoista artikkelia, joiden aiheet vaihtelevat Kirjallisuudesta
kielitieteeseen, k&&ntamiseen ja kulttuurintutkimukseen. Kuusi tekstid on Kirjoitettu
englanniksi, viisi suomeksi, silla toimituskunta paéatti kayttaa kahta kieltd varmistaakseen
teoksen  saatavuuden erilaisille  lukijakunnille.  Sek& toimituskunta  etta
artikkelinkirjoittajat ovat yksikkdmme tohtoriopiskelijoita, post-doc -tutkijoita tai
henkil6kunnan jasenid. Vaikka artikkelit saattavat ensi silméaykselta vaikuttaa sekalaiselta
kokoelmalta mielenkiinnon aiheita, tdmé ei itse asiassa ole totta, sill4 kuten todettua,
niiden kesken on runsaasti yhteista ja tekstien keskindisesta dialogista on opittavaa.
Lukemalla esimerkiksi Maria Laakson, Riitta Oittisen & Anne Ketolan ja Leena Romun
artikkelit kytkoksissa toisiinsa voi ymmartad paljon kuvan ja sanan vélisistd suhteista
sarjakuvissa, kuvakirjoissa ja kuvitetuissa Kirjoissa. Oittinen & Ketola keskittyvét siihen,
miten kuvat ja sanat tukevat toisiaan lapsille suunnatuissa kuvakirjoissa, ja Laakso ja
Romu tarkentavat kohdeteosten multimodaalisiin epésuhtiin selventéddkseen lapsi- ja
aikuisyleisdjen funktioita. Multimodaalisuuden teema kiehtoo my6s Laura Pihkala-Postia
hédnen  tutkiessaan interaktiivisen  digimedian  sovelluksia  toiminnallisessa
kielenoppimisessa — erilaisesta aiheestaan huolimatta teksti osuu kontekstiin.

Osassa artikkeleita kuvat ymmarretd&n kulttuurisina representaatioina, joilla on
sosiaalisia ja poliittisia seuraamuksia. Kate Mooren artikkeli maahanmuuttok&ytannoista
Ellis Islandilla, New Yorkissa, heijastaa tata lahestymistapaa, kuten myos Karita Katon
analyysi kahden suuren suomalaisen sanomalehden tavoista esittdd ikaantyvia ihmisia
kuvin ja sanoin. Riitta Santala-Koykké puolestaan paikantaa stereotyyppisia suomalaisten
ja  suomalaisuuden kuvauksia brittildisessa  populaarifiktiossa, etenkin
vakoojaromaaneissa. Chris Angelis lahestyy aihettaan filosofisemmin tutkiessaan
Draculan tuottamaa “todellisuuden” kasitettd ja sitd, miten teoksen sosiokulttuurinen
merkitys perustuu 1800-lukulaisen idealismin ndkemisen kasityksiin. Osin vastaava
tavoite on Merja Kaipiaisen vertailevassa media-analyysissa Virginia Woolfin ja Henri
Cartier-Bressonin kesken, silld h&nen ideansa on soveltaa valokuvaajan kuuluisaa
“ratkaisevan hetken” késitettd kirjailijan teosten luentaan. Teksteissa tutkaillaan toistakin
kuvia omiin sanoihinsa kaantanytta sanataiteilijaa, edesmennytta runoilija Lassi Nummia
(k. 2012), jonka moniin tauluihin perustuviin runoihin eli ekfraasiksiin Mikko Turunen
paneutuu tutkimuksessaan. Ajankohtainen nakemys korostuu myds Hanna-Riikka



Roineella. Narratologiassa on viime aikoina keskusteltu kiivaasti “maailman” kasitteestd,
ja Game of Thronesiin vedoten Roine véitta4, ettd kun lukija visualisoi fantasiamaailmoja
kirjan sivujen sanoista, nahtyihin maailmoihin voi astua ilman henkilokohtaista tarvetta
uskoa niiden ontologiseen aitouteen. Teoria ei vain t4té asiantilaa tunnu vield tajunneen.
Taman enempad en kirjan artikkeleista halua sanoa enka niiden tavoista ottaa yhteen
kuvien ja sanojen kanssa ladhettadkseni lukijan matkalleen. Suosittelen sille kdymista.
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Philosophical Idealism and Vision in Bram Stoker’s Dracula
Photographs, Sight, and Remote Viewing as Tools of Reality
Rendering

Christos Angelis

Bram Stoker’s Dracula is a Gothic novel that has drawn considerable
scholarly attention, arguably due to its multifaceted nature. Indeed, the
fragmented structure of the text—which also lacks authorial objectivity—
assists in creating a typical fin de siecle Gothic expression: the fall of
individual boundaries, and the ambiguity of space-time.

In such a context, it is perhaps not surprising that reality itself appears
subjective and negotiable, with layer upon layer of narration and spatio-
temporal distortions which strip the text of an independent, “out there”,
reality. Instead, the focus is implicitly on subjective experiences and
perception, recollection, and dream-like states.

In my paper | explore aspects of vision in Dracula, arguing that these are
not mere reflections of some implied objective reality, but instead tools that
participate in the reality rendering process of the novel. In doing so, they
appear to allude to certain kinds of philosophical idealism, such as George
Berkeley’s view that something has to be perceived in order to exist. Hence,
these aspects of vision in fact cooperate with word-formation and narrative
mechanisms within the textual level (another typical Gothic device, and a
metaphor for creation in general), in order to create worlds, settings, and
multiple “realities” in the text.

My theoretical and methodological framework will be based on
philosophical idealism, particularly within the context of the Victorian era,
cultural materialism and the historical context of Dracula, with its notion of
uncertain realities, the presence of “other worlds” (particularly of the mental
realm), and the invention of photography.

Bram Stokerin Dracula on goottilainen romaani, joka on heréttanyt
merkittavaa tieteellistd huomiota, kenties moniulotteisuutensa takia. Tekstin
sirpaleinen rakenne — josta puuttuu myo6s kertojan objektiivisuus — auttaa
luomaan tyypillisen fin de siecle goottilaisen tyylin: yksilén rajojen
murtumisen ja aika-avaruuden epaselvyyden.

Téllaisessa kontekstissa ei ehka ole yllattavaa, ettd todellisuus itsessaan
vaikuttaa subjektiiviselta ja epamaaraiseltd; kerronnan kerroksellisuus ja ajan
vaaristymat riisuvat tekstistd objektiivisen todellisuuden. Sen sijaan
keskitytddn epasuorasti subjektiivisiin - kokemuksiin ja havaintoihin,
muistikuviin ja unenomaisiin tiloihin.

Tutkin ndkemisen kokemuksia Draculassa, ja vaitan, ettd ndmaé eivét ole
pelkkid heijastumia objektiivisesta todellisuudesta, vaan vélineitg, jotka
osallistuvat todellisuuden rakentamiseen romaanissa. Nain tehdessdan ne
viittaavat tietynlaiseen filosofiseen idealismiin, kuten George Berkeleyn
nékemykseen, ettd jotain on havaittava, jotta se on olemassa. N&in ollen ndma
nékemisen kokemukset toimivat sananmuodostuksen ja kerronnan
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mekanismien kanssa tekstitasolla luodakseen maailmoja, asetelmia ja eri
todellisuuksia tekstissé.

Oma teoreettinen ja metodologinen kehykseni perustuu seké filosofiseen
idealismiin  (varsinkin viktoriaanisen aikakauden kontektissa), etta
kulttuurimaterialismiin ja Draculan historialliseen kontekstiin — sen
késitteeseen epavarmoista todellisuuksista, ”muiden maailmojen” lasndolosta
(erityisesti  henkisestd ulottuvuudesta), kuin my6s valokuvauksen
keksimisesté.

Keywords: Gothic, time, reality
Asiasanat: Goottilainen, aika, todellisuus

From the countless films based—occasionally very loosely—on Bram Stoker’s Dracula,
the one that remains relatively faithful to Stoker’s novel is Francis Ford Coppola’s 1992
adaptation, which is also known as Bram Stoker’s Dracula. The inclusion of the original
author’s name possibly serves as a reminder that Bram Stoker is almost synonymous with
his novel. Coppola’s film is also rather unique in that it offers some intriguing
interpretations that, although not explicitly found in the original text, are nevertheless
implied in it. After all, the Gothic as a mode is particularly abstract and ambiguous.
According to Maurice Hindle, who wrote the introduction to the 2003 edition of the work,
although Dracula infused into its contemporary readers and critics a feeling of
transgression, this was an abstract one. Characteristically, not only were the critics unsure
about the source of this feeling of uneasiness, “they weren’t sure whether the author was
sure either” (Hindle 2003: viii).

One of the liberties Coppola took with the interpretation of Stoker’s novel was the
idea that Dracula’s shadow displays a time lag. Essentially, Dracula stands outside vision,
as his shadow stays behind, lingering on for a while, even after he has left the room. But
although this detail does not exist as such in the novel, the latter is replete with references
to the importance of both space-time and vision. After all, Dracula “cannot possibly have
his portrait painted or his studio photograph taken” (ibid.), because he simply lacks visual
representation. As Jonathan Harker—the young British solicitor—discovers with
trepidation, he cannot see the Count’s reflection in the mirror, although he sees him over
his shoulder (Stoker 2003: 32). Consequently, it appears that in his depriving Jonathan of
external visual knowledge, Dracula simultaneously reveals an internal meaning, namely
his supernatural essence. This is something that also occurs in a reverse manner: when
talking to Dracula about Carfax, the property on English soil the Count is interested in,
Jonathan claims he is not familiar with the interior of the estate, but goes on to explain he
has taken photographs of the exterior (30). In other words, Jonathan reveals he has visual
knowledge on a superficial level—interestingly, acquired through contemporary modern
technology—accompanied by ignorance of the actual content and, thus, meaning.

In this essay, | explore aspects of vision in Dracula, arguing that these are not
merely reflections of some implied objective reality, but instead tools that participate in
the reality rendering process of the novel. Hence, these aspects of vision in fact cooperate
with word-formation and narrative mechanisms within the textual level (another typical
Gothic device and a metaphor for creation in general), in order to create worlds, settings,
and multiple realities in the text. Indeed, as | argue, an important factor in creating fear
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in the Gothic originates from the inability to properly establish an objective reality—as
Quéma (2004: 81) argues:

[T]he definitions of the fantastic and the Gothic ... overlap to a considerable degree ... While both
genres interrogate epistemological and ontological norms governing mimetic representation, the
Gothic stands out by drawing upon a rhetoric of the uncanny which perverts mimesis and creates
terror and disorientation in the reader. This rhetoric of affect is what distinguishes the Gothic from
the fantastic.

What this essentially means is that the Gothic, by its very nature, engages in a discourse
of fear, transgression, and confusion.

My theoretical and methodological framework will be based on philosophical
idealism, particularly within the context of the Victorian era. Secondary influences derive
from cultural materialism and the historical context of Dracula—with its notion of
uncertain realities, the presence of other worlds (particularly of the mental realm), as well
as the invention of photography. In addition, I will explore Masahiro Mori’s so-called
“Uncanny Valley” hypothesis.

Bram Stoker’s Dracula is a Gothic novel that has drawn considerable scholarly
attention, arguably due to its multifaceted nature. Indeed, the fragmented structure of the
text—also lacking authorial objectivity—assists in creating a typical fin de siecle Gothic
expression: the fall of individual boundaries and the ambiguity of space-time. In such a
context, it is perhaps not surprising that reality itself appears subjective and negotiable,
with layers upon layers of narration and spatio-temporal distortions which strip the text
of an independent “out there” reality. Instead, the focus is implicitly on subjective
experiences and perception, recollection, and dream-like states.

The Historical Context of Dracula: Modernity, Idealism, and Omnijective Worlds

To better understand the sociocultural dynamics Dracula alludes to, it is important to be
aware of the arguably complex historical context of the novel. The Victorian era
witnessed a long series of conceptual conflicts (theoretically as much as practically-based
ones), which exploded uncontained during the fin de siécle, spawning increasingly more
abstract and multifaceted notions.

It is worth mentioning the temporal opposition as a key element: the contrast
between an agrarian, natural, paganistic way of measuring time, which gave way to a
mechanical, accurate, Christian way of understanding its passage. At the time Dracula
was written and published, texts still placed a great deal of significance on the antithesis
between a linear Christian and an eternalised pagan concept of time (Murphy 2001: 17—
18). That was despite the fact that Charles Lyell’s Principles of Geology, written in the
early 1830s, or Charles Darwin’s 1859 On the Origin of Species facilitated a re-evaluation
of history.! The idea of devolution and decadence became not merely a notion of
individual physical extinction but “a morbid condition of the social psyche, a disease
sapping the vitality of civilization” (Buckley 1967: 70). This was increasingly more
obvious in the social structures of the Victorian society of the fin de siécle years.
Widespread poverty, unrest both in the centre and the periphery of the empire, and social
turmoil hinted at the increasing probability that the empire might be in a phase of decline
(Murphy 2001: 22-23).

! These works implied that the past had to be reconsidered. In addition to the mid-century discovery of the
second law of thermodynamics, Victorians suddenly realized that both past and future had to enter this
process of re-evaluation. Naturally, this caused significant anxiety in relation to history and the future, as
the progress of human civilization was no longer a certainty.
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Furthermore, and perhaps in connection both with existential agonies and the
importance of time, the Victorians were keenly interested in the exploration of the mind,
as much as the recording of history. Memory was considered one of the key aspects of
the mental sciences during the Victorian era, partly explaining the fascination with
parapsychology and the occult, which were seen as a way to explore memory, dreams,
and other non-conscious mental states (Taylor 1999: 60). Mesmerism or hypnotism was
very popular, featuring in abundance in the literature of the time. But by the end of the
century, mesmerism, although still popular, also carried a variety of connotations that
were either negative or at the very least ambiguous. There was a direct association
between susceptibility to hypnotism and lack of moral stability, with hypnosis seen as a
tool for doctors as well as sorcerers of sorts, who could take advantage of helpless victims
for their sinister purposes (Moss 1997: 128). The ambiguity connected with hypnotism
becomes crucial in the analysis of the relevant scenes in Dracula, as | will demonstrate.

Other, more mainstream branches of science and psychology took a more
materialistic approach, with several researchers suggesting the use of a photograph,
“impressed on the brain”, that upon developing would presumably reveal the mechanisms
of memory (Taylor 1999: 61). The association between memory and vision is natural, but
the use of photography is perhaps telling of the often unfounded faith placed in newly
discovered technology. Furthermore, it is also crucial to take into consideration the
connotations carried by photography. As a visual medium, a printed photograph was
considered to be “an automatic recording device that required no interpretation” (Marien
2006: 74), and as a result it was believed to represent an absolute reality, also in terms of
cultural and social representation—which was, of course, far from the truth.

The dialectics of realism, particularly heightened during the fin de siécle, also reflect
on the philosophy of the time. Neo-Hegelianism, a very characteristic—and very Gothic-
like, as | will soon demonstrate—form of ldealism, flourished in England during the
second half of the nineteenth century. As the name implies, this school of thought draws
from the works of the German philosopher Georg Wilhelm Friedrich Hegel. Many of the
Neo-Hegelians put forward—Ilike Hegel himself—a form of Absolute Idealism,
essentially a holistic description of reality, arguing that being can only be understood as
an all-inclusive total. Particularly intriguing in the context of the present essay is the
Hegelians’ approach to the nature of contradiction and conflict: Hegel believed that the
spirit/mind (Geist) expresses itself through a series of oppositions and conflicts through
which it reaches a unified result, without eliminating them during the process (Redding
2012).

Contrasts of this nature are very visible in the Gothic, and it must be made clear that
the process is self-perpetuating; a tangled hierarchy, where conflicts create realities, and
realities create conflicts. Much like Escherian hands, the plays and interplays of Gothic
destinies continually create worlds that not only lack an objective reality, but by
emphasizing the conflict-born meaning in them, they actually become ontologically equal
to reality.? This characteristically Neo-Hegelian approach becomes so embedded in the
psyche of the fin de siécle Gothic, that F.H. Bradley’s (2004: 472) words seem an apt
description of both ethical and metaphysical issues in Dracula:

2 Although Gothic texts function in the realm of the implied, the unconscious, and the non-objective, they
still allude to a kind of transcendental or hyperreality through focusing on affect, that is the “here and now”
experiencer and experience. In other words, by continuously drawing attention to conceptual conflicts and
contrasts (very often between normative and non-normative elements), the Gothic undermines the validity
of a single position—what would be considered as objective/normative—and instead introduces a discourse
of doubt. The synthesized new form, the Hegelian new thesis, begins to reflect yet new conflicts and splits.
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| have urged that what matters and what is ultimately good is the Whole, and that there is no aspect
of life which, abstracted and set utterly by itself, can retain goodness. ... [I]n the end there can be no
mere ideas. Every idea, no matter how imaginary, qualifies by its content the Universe, and thus is
real; and ideas float never absolutely but always in relation to some limited ground. ... My so-called
“real world” of solid fact, like the airy realms of dream and imagination, is but a single subordinate
appearance of the Universe.

Bradley’s words, in their essence, are remarkably similar to Mina’s emotional speech in
Stoker’s novel (328) regarding the undead Count’s ethical—as much as ontological—
bearings:

That poor soul who has wrought all this misery is the saddest case of all. Just think what will be his
joy when he too is destroyed in his worser part that his better part may have spiritual immortality.
You must be pitiful to him too, though it may not hold your hands from his destruction.

What Mina implies here, against the Victorian tendency of convenient categorization, is
that the distinction between good and evil is fallacious, and there is no way to separate
them into neatly definable entities. Hegel, much like F.H. Bradley after him, was quite
explicit on this matter, and argued that “every actual thing involves a coexistence of
opposed elements. Consequently to know, or, in other words, to comprehend an object is
equivalent to being conscious of it as a concrete unity of opposed determinations” (Hegel
1830: 1, 1V, § 48). The focal point, the tangent where the spheres of reality and unreality
meet, is a conceptual no-man’s-land, a subliminal space-time that, although void of
definition, is replete with meaning. The ontological model Dracula suggests—albeit,
possibly only unconsciously—is perhaps best described by the notion of omnijective
realities.

“Omnijective” is a term coined by the researcher and science fiction author Michael
Talbot to refer to phenomena that are neither purely objective yet not entirely subjective,
as “[t]hey are indeed a product of the collective human psyche, but they are also quite
real” (1996: 279). Talbot is not the first to argue that the borders between objective reality
and subjective perception are not immediately evident—a philosophical debate that has
been ongoing since Plato and his allegory of the cave.® It is also interesting to note the
link with Bakhtin and his notions on reality and fantasy, as much as his concept of “the
collective ancestral body of all the people” (Bakhtin 1984: 19), which does remind one
of Carl Jung’s notion of the collective unconscious.* What the theses above allude to is
the limitations that perception places on the construction of reality, but also the role of
collective experience and affect in this process. Talbot’s contribution arguably lies in the
fact that he emphasizes the non-hierarchical relation between the objective and the
subjective. He himself employs the term to ontologically describe apparitions, miracles,
and other uncanny and phantasmic experiences that can be considered ultimately Gothic,
as they are subjective projections or interpretations of an objective, albeit unconscious,
collective social fear (Talbot 1996: 281).

3 Plato describes a group of people who have spent their whole lives chained to the wall of a cave, facing a
blank wall opposite. A fire behind them projects shadows on this blank wall, causing them to construct
reality in terms of the shadows. Until an individual is freed from the cave and is able to see the objects
projecting the shadows, the only existing reality is the shadows.

4 Admittedly, Bakhtin explicitly refers to “grotesque realism ... [being] the lowering of all that is high,
spiritual, ideal, abstract; it is a transfer to the material level” (Bakhtin 1984: 19). | would argue, however,
that Bakhtin’s mention of “ideal” and “abstract” does not specifically exclude the notion of a collective
unconscious or some other noetic aspect of the human essence. One possibility is that it is expressed as
such so as to abolish the preconceptions involving a hierarchy between a “spiritual” authority and a
“material” subject.
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To a great extent, such experiences almost invariably involve a distortion that is
both spatial and temporal—and here is a point where the Gothic deviates from more
realistic modes. Elizabeth Deeds Ermarth claims that “[w]hat the faculty of sight is to
space, the faculty of consciousness is to time” (1998: 40), drawing a parallel between
three-dimensional spaces and the three facets of linear time: past, present, future. But, as
she herself adds, narrative time can be far more complex as “every moment is both
‘present’ and at the same time already past, already part of a recollection taking place
some time in the future of the event” (1998: 41). Furthermore, still according to Ermarth,
the cornerstone of realistic narrative is the assumption of a more or less clear and
meaningful distinction between past, present, and future, which are placed in an objective
temporal framework (ibid.). The Gothic triptych formed by space, time, and human
experience, alludes to a reality-rendering process that is (sub)liminal and unconventional
in nature.

Three Visually Charged Scenes in Dracula

If Bram Stoker’s novel was a film or a play, the first act would very clearly be the events
at the castle of Count Dracula. The importance of the castle in the novel becomes evident
for a variety of reasons. In general temporal terms, the castle of Dracula serves as a genre
reminder and connects with the Gothic tradition. Examining the text itself, the novel
essentially begins and ends with the castle.® In fact, the novel ends in the castle twice: the
first time in Mina’s last journal entry, describing the apparent destruction of Count
Dracula in his home ground (401), and the second in Jonathan Harker’s note, revealing
their pilgrimage of sorts to the very same place seven years later (402). This continual
repetition is in accordance with the fact that despite the seeming ordered chronology of
the novel, there is no real beginning and no real conclusion, only a cycle of events, a
tangled hierarchy that perpetuates a causal chain.

As Jonathan and Dracula begin their nighttime discussions—for they always have
to take place in the dark—the enigmatic Transylvanian Count talks about the special
connection he shares with his castle, perhaps alluding to the importance of roots,
introducing ethnic elements in the discourse. He says that “to live in a new house would
kill me. A house cannot be made habitable in a day” (30), essentially revealing that he
needs to travel in dirt, literally carrying his roots with him.

The castle of Dracula, much like the time that surrounds it and the Count, achieves
character status in this part of the novel. The entire spatio-temporal continuum is thus
distorted, underlining the uncanny feeling that the stability offered by modernity, or,
indeed, by the Anglo-Saxon version of it, is a mere illusion (Thomas 2000: 288-9):

[Jonathan] is as lost in time as he is in space, stranded uncomfortably in some uncharted territory
between what he calls the “powers” of “the old centuries” and those of “modernity”. The young
solicitor’s act of writing an “up-to-date with a vengeance” account of the bewildering events that
transpire in this temporal and spatial limbo impresses upon him the consciousness of a profound
historical dislocation, placing him squarely on the threshold of what might justifiably be called the
post-Victorian.

It is, therefore, reasonable to underline the connection between Dracula and his castle,
since the two seem to exist in a synecdochical relation, not only as a spatio-temporal no-

® The few pages prior to the actual sighting of Dracula’s castle should be considered part of the arrival and,
indeed, elements that introduce the peculiar temporality and general essence of the place.
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man’s-land, but also as an actual metaphor of the fin de siécle itself. It is also interesting
to note that the appearance of both Dracula and castle seem to be serving as a concealment
for something. Dracula’s old and frail appearance covers his supernatural powers, much
like the dust in every corner of the castle that “disguised in some measure the ravages of
time and the moth” (43), noting that the castle also keeps hidden other supernatural
entities lurking behind its locked doors, namely the three female vampires.

The insistence of placing importance on visual depiction is, naturally, connected
with the Gothic tradition. At the same time, it alludes to older ideas about morality and
representation. In the Renaissance, knowledge was based on resemblance, and as a result,
people found correspondences between the physical reality and moral or spiritual
concepts, with the act of seeing considered not only a physical act, but also a moral one
(Diehl 1983: 191). Philosophy has always been immensely interested in perception, and
epistemological approaches to vision abound. As | mentioned above, Dracula “cannot
possibly have his portrait painted or his studio photograph taken” (Hindle 2003: viii), as
he lacks visual representation. And Jonathan’s seeing the Count over his shoulder
although he cannot do so in the mirror (32) could perhaps allude to moral responsibility,
with the implication that Jonathan literally causes the Count to appear, hence exist,
through his act of observation.

In this notion, the text entertains certain ideas about the nature of reality, and it
appears to allude to certain kinds of philosophical idealism, which, in its most extreme
form, would align with George Berkeley’s view that something has to be perceived in
order to exist.® This approach is also in accordance with the notion that Count Dracula,
or evil in general, has to be invited into the house or over any threshold, thus placing the
moral responsibility in the hands of the individual. Similar examples abound in Gothic
literature. One typical instance is Samuel Coleridge’s Christabel, published in 1816.
Apart from the eponymous character, it also features another woman, Geraldine,
considered to be a vampire—or, at the very least, having nefarious purposes. In typical
Gothic fashion, Christabel carries Geraldine across the threshold and “invites” her in.

If the castle scene can be rightfully considered as the first act, introducing the
ambiguity of vision and reality pervading the novel, then the second group of scenes that
propels the plot forward consists of the events surrounding Dracula’s attack on Mina
Harker. In Coppola’s film, the attack on Mina—which is portrayed as anything but an act
of violence and intrusion—is the core moment, the peak of the narrative arc. Dracula,
described in the film as her long lost lover, enters Mina’s room and with her
encouragement he tenderly transfers some of his blood to her, turning her into a vampire.
It is the turning point of the film, as it signals the moment that Mina shifts her allegiance.
Unlike in the novel, there is eventually no ambiguity; Mina remains faithful to Dracula,
her love from a forgotten past. But although the novel does not explicitly suggest a love
connection between Mina and Dracula, such a possibility cannot be excluded. Dracula
does talk about Mina being his “companion” (307), and, disturbingly enough for the
pristinely Victorian woman Mina should have been, she admits that during his advances,
she “did not want to hinder him” (306).

Furthermore, the lack of an objective reality in favour of an omnijective one is made
almost explicit in these scenes, which are replete with references to dream-like states and
reveries. The borders of the attack scene itself are somewhat blurry, as Dracula tells Mina

® It is also important to remember that Dracula, as a Gothic text, is connected to Romanticism, which can
be seen as “[a] reaction against the rationalism and the empiricism of the period of the Enlightenment”, and
as a movement based on “Kant’s theories in respect of the relation of self to the phenomenal world and of
the unknowability of the noumenal world” (Flew 1984: 307). For a summary of Berkeley’s philosophy see
Downing 2008.
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“it is not the first time, or the second, that your veins have appeased my thirst!” (306)
Examining the events from the night between September 30th and October 1st, Mina
mentions how she cannot remember how she fell asleep but that she does recall an eerie
stillness covering everything (274). What she construes as dreams or her imagination is
in actual fact Count Dracula in the form of mist, invading the room, as a “pillar of cloud”
with red eyes (275). This image brings scriptural memories to Mina’s mind, as she
connects it with Exodus 13: 21-2: “And the Lord went before them by day in a pillar of
a cloud, to lead them the way; and by night in a pillar of fire, to give them light; to go by
day and night: / He took not away the pillar of the cloud by day, nor the pillar of fire by
night, [from] before the people.” The temporal element is obvious, but it is Mina’s
observation that “the pillar was composed of both the day and the night-guiding” (276)
that essentially renders the vampire atemporal, since the day-night dichotomy disappears.
Initially Mina is fascinated by the pair of red eyes that shine in the dark, but horror
overcomes her when she recalls the three female vampires Jonathan encountered in
Transylvania.

The peak of the scene comes on the third night, when the Crew of Light, Mina, and
Dracula all come face to face. But before they do, a seemingly insignificant detail is
mentioned. Dracula, having infiltrated the premises and having been in the room “only
for a few seconds”—another subtle hint at Dracula being outside time—manages to make
“rare hay of the place”, burning the manuscripts and Dr. Seward’s phonograph cylinders
(304). Richards claims that Dracula is defeated by modernity, as the Crew of Light realize
in relief that there is a copy of Mina’s transcript that survives in the safe (450). However,
one ought to consider carefully what is implied by “modernity”—after all, the cylinders
of Dr. Seward’s phonograph are also destroyed, although the work of a woman, perhaps
even a New Woman,’ survives. Dracula’s motives can also be problematic to analyse, as
in a way the burning of the manuscripts would ultimately mean the erasure of his story as
well, albeit one that does not contain his viewpoint. Taken to the extreme, the destruction
of the text would imply that Dracula ceases to exist in all possible worlds, philosophically
speaking, as his annihilation in the *actual” world would be accompanied by his
annihilation in the textual one. Perhaps the scene can be better read as a part of the
metatextual, self-referring mechanism that pervades the novel. Dracula’s act is ultimately
an attempt to destroy temporality, to erase the past and, consequently, the future as well.
After all, without a written record of the events, the future is devoid of them; they have
never happened, as far as the future is concerned, and the only temporal world that
contains them is the one of the present, the “here and now”. In a way, Dracula is not
defeated by modernity, as Richards suggests; rather, he attempts to redefine modernity.
Returning to the climax of the scene, the first image the men notice when they enter the
room is “the white-clad figure of [Mina] ... [and] a tall, thin man, clad in black” (300),
an unmistakable image of a bride and a groom. Furthermore, Mina’s white clothes are
“smeared with blood”, an image implying consummation of the unholy union.®

The denouement of the novel materializes as a chase back to Transylvania. As the
Crew of Light is at a loss regarding Count Dracula’s next move, Mina has an idea—at
least according to Jonathan’s journal: “l suppose it must have come in the night, and

" The “New Woman” was a feminist ideal that emerged as the Victorian era neared its end. The “New
Woman” claimed more active roles for herself in society, higher education, and more diverse employment,
among other things.

8 The image of a bloody wedding dress or sheets is often portrayed in literature and arts in general, with a
variety of connotations. In Othello, lago asks the Moor—in his effort to convince him of Desdemona’s
affair with Cassio—"“Have you not sometimes seen a handkerchief / Spotted with strawberries, in your
wife’s hand?” (l11. iii. 437-8)
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matured without my knowing it. [Van Helsing] must hypnotize me before the dawn, and
then | shall be able to speak” (331). Jonathan surely felt very wary hearing these words,
considering that “[i]t has always been at night-time that [he has] been molested or
threatened, or in some way in danger or in fear” (54). The scene and what follows is the
apotheosis of the uncertainty permeating the novel. First and foremost, Mina, after her
vampiric baptism, is no longer trustworthy and her confession that the idea matured
without her realizing it, questions her authorship and suggests, obviously enough, that
this is perhaps a trick of Dracula. She suggests hypnotism, a practice that carried negative
connotations due to the “immoral or criminal behaviour” that were counted among its
possible consequences (Moss 1997: 128). In addition, the idea comes to her during the
night, although she is unaware of its maturing. Lastly, the additional temporal element,
the hypnotism must be performed before the dawn.

The symbolic value of the dawn is polymorphous. Not only does it mark the
boundary before which the night and, of course, Dracula have dominance over the world,
but it also holds another, more intricate temporal connotation. It signifies the regression
to older ways of time-measurement, pre-technological and pre-industrial, where the
dawn, not the clock, is the norm, offering the rural man a signal that indicates the
appropriate time for various farming activities. The motif of regression is very well
pronounced in this scene and the climax of the novel in general, and the text makes a
sustained metatextual effort to draw attention to the thematic elements of time and
regression in particular, by constantly referring to the notion of time being not absolute
but relative, with frequent references such as Dr. Seward’s “[t]he time seemed terribly
long” (321), or “[w]e waited in a suspense that made the seconds pass with nightmare
slowness” (325). Thus, time is effectively rendered decoherent as temporal coherence
collapses and the text paves the way for the introduction of the idea of regression to older
forms of problem-solving.

The “Uncanny Valley”: The Lack of Objective Reality as Existential Fear

The term “Uncanny Valley”, coined by the robotics researcher Masahiro Mori, refers to
the hypothesis that there is a sharp drop (a “valley”, when imagined as a graph) in feelings
of empathy and familiarity inspired by non-human entities as these become more human-
like in appearance, manners, and movement (Liu 2010: 225). So, a figure that is almost
but not totally human-like, will be seen as more upsetting than one which is more clearly
artificial. The concept is highly relevant in the field of robotics and digital technology,
but, as the name implies, there is a direct connection with Freud’s research and, as | argue,
it is also highly pertinent to Gothic studies. Interestingly enough, the Uncanny Valley as
a notion was noticed already by Charles Darwin—who, describing a snake, expressed his
horror at its appearance, adding that “this repulsive aspect originates from the features
being placed in positions, which respect to each other, [are] somewhat proportional to
those of the human face; and thus we obtain a scale of hideousness” (Darwin 2009: 161).
It is important to underline the fact that the Uncanny Valley is not a fear based on a
threatening other. Rather, the feeling of uneasiness (ranging from mere alarm to phobia
and panic) originates from the realization that the other liminally approaches the threshold
of inseparability with one’s self. Even aggressive non-human entities do not inspire this
uncanny kind of eeriness if they are distinctly non-human. On the other hand, however,
even when visibly friendly, such creatures can cause intensely negative reactions.
Among the large pool of possible explanations for the phenomenon, the ones that
are more related to the Gothic revolve around existential fears, particularly those related
with the inevitability of death. As MacDorman and Ishiguro argue, beings that appear
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human but have artificial innards elicit the subconscious human fear of us all being mere
machines without a soul. Furthermore, the mechanical movement of such a creature
underlines the subconscious fear of losing bodily control (2006: 313). In addition,
MacDorman and Ishiguro refer to Rozin’s theory of disgust, to explain that creatures that
are distinctively non-human will not appear threatening in terms of contagious disease,
as their genetic makeup is subconsciously understood as excessively different. On the
other hand, significantly human-like beings will not only appear as such possible threats,
but their differences can also be subconsciously construed as symptoms of infection and
iliness (MacDorman and Ishiguro 2006: 312).

Both the aforementioned factors are at play in Dracula, where the discourse of
contagion goes hand-in-hand with that of soulless creatures, “a new and ever-widening
circle of semi-demons” (60), that will be brought upon London by Dracula. But that is
only the surface of the matter. What is the true cause of the characters’ alarm is their
inability to establish a grip on objective reality. The conflict or even outright contradiction
between the apogee of Victorian technology and reason, on the one hand, and the
superstition surrounding Dracula (and, interestingly enough, Van Helsing’s methods as
well) on the other, further underline the fact that the world of Dracula is a world that is
neither objective nor subjective, but omnijective. That places it firmly at the bottom of
the Uncanny Valley, as the chief element of fear is the inability to differentiate between
what is real and what is not. What the world of Dracula ultimately portrays is the failure
of logic and reason to form a representation—a result with strongly subliminal attributes,
supported by the conflicting emotions Count Dracula inspires: awe and admiration, desire
and revulsion.

In Francis Ford Coppola’s film, perhaps even more evidently than in the novel,
much of the consternation surrounding the events of the first act (both in Transylvania
and in England, with Lucy falling mysteriously ill), is emphatically portrayed as an
epistemological failure. The characters are not alarmed as much by what is happening to
them, but rather by their inability to establish a firm grip on their surrounding reality. The
greatest fear in the novel, as it is deduced, is ultimately the lack of differentiation between
reality and dreams. David Punter (1980: 118-9) makes the connection explicit, arguing
that

both [Dracula and dream states] are night phenomena which fade away in the light of day, both are
considered in mythological systems to be physically weakening, both promise—and perhaps
deliver—an unthinkable pleasure which cannot sustain the touch of reality. Also the vampire, like
the dream, can provide a representation of sexual liberation in extremis, indulgence to the point of
death.

Punter refers to “the light of day” and “the touch of reality”, but it would be misleading
to assume an objective reality in Dracula, not the least so because of its narrative
structure, which essentially precludes an objective reality in any case. That is of course
emphasized greatly by the fact that the novel is replete with dreams, trance states,
memories (or failures thereof), and even substances that influence such states—Van
Helsing prepares a narcotic for Lucy, although “time seemed endless until sleep began to
flicker in her eyelids” (132).

Conclusions
In this essay | have explored only some of the multifaceted and arguably highly complex

aspects of Gothic ontology. Time and space, together with individual experience, form
the canvas upon which narratives evolve. Again, the two should be seen as two sides of
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the same coin. That is, the field where the subject/object split occurs and is experienced.
The crucial reminder is that more often than not—at the very least in Gothic worlds—this
field is not objective. In Bram Stoker’s Dracula this is a canvas that becomes fuzzy and
difficult to discern. Furthermore, the inability to differentiate between reality (or, indeed,
realities) and fantasy becomes the core ingredient of fear and confusion.

However, at the same time this deep-rooted existential agony hides answers to age-
old questions. The characters of Dracula (with the possible exception, ironically enough,
of Count Dracula himself) appear rather oblivious to this Pandora’s Box that keeps
metaphysical answers for those who pose the correct questions. Ultimately, Dracula—as
a true Gothic embodiment—implies significantly deeper implications than what the
author consciously assigned to it.° Part of the undying fascination with the undead can be
discovered in this very fact: just like vampires (or monstrosities in general), one can never
be sure of the form by which they will appear out of nowhere, carrying a multiplying
number of both timeless and newly-spawned meanings well-hidden underneath their
cape.
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Decisive Moments in Henri Cartier-Bresson’s Photographs
and Virginia Woolf’s Mrs Dalloway and To the Lighthouse

Merja Kaipiainen

Virginia Woolf and Henri Cartier-Bresson shared an interest in the
moment, which photographer Cartier-Bresson called the decisive moment. In
Woolf’s Modernist novels Mrs Dalloway (1925) and To the
Lighthouse (1927) the decisive moments are epiphanies experienced by the
protagonists. The aim of the present article is to discuss similarities and
differences in Cartier-Bresson’s and Woolf’s decisive moments. The analysis
is inspired by Cartier-Bresson’s writings on photography, in particular, The
Mind’s Eye. Through a reading of Cartier-Bresson’s photographs of the 1930s
and Woolf’s Modernist novels several parallels are discovered. An essential
finding is the fact that both Cartier-Bresson and Woolf could be called
Surrealists on a deeper philosophical level. Their work with the elements of
surprise and magic in everyday life marks a break in the conventional way of
seeing things. In the present article Cartier-Bresson’s decisive moment and
Woolf’s epiphany are essentially interpreted as aesthetic issues.

Virginia  Woolf ja  Henri  Cartier-Bresson  olivat  molemmat
kiinnostuneita “hetkistd”, joita valokuvaaja Cartier-Bresson on kutsunut
ratkaiseviksi hetkiksi. Woolfin modernistisissa romaaneissa Mrs Dalloway
(1925) ja To the Lighthouse (1927) ratkaisevat hetket ovat paahenkildiden
kokemia oivalluksia (epiphanies). Artikkelin tavoitteena on pohtia Cartier-
Bressonin ja Woolfin ratkaisevien hetkien eroja ja samankaltaisuuksia.
Analyysin lahtokohtina ovat Cartier-Bressonin Kirjoitukset valokuvauksesta
teoksessa The Mind’s Eye. Cartier-Bressonin valokuvien ja Woolfin
modernististen romaanien Il&hiluvussa 16ytyy monia yhtélaisyyksia.
Keskeisend havaintona artikkelissa on Cartier-Bressonin ja Woolfin
surrealistisuus, joka ilmenee heidan teoksissaan syvéllisemmalld filosofisella
tasolla. Niissa arkipéivan eldaman yllatyksellisyys ja taianomaisuus rikkovat
perinteisida tapoja ymmartda todellisuutta. Artikkelissa Cartier-Bressonin
ratkaiseva hetki ja Woolfin oivalluksen hetki ymmarretd&n korostetusti
esteettising ilmidina.

Keywords: decisive moment, epiphany, Modernism, Surrealism, visual memory
Asiasanat: ratkaiseva hetki, epifania, modernismi, surrealismi, visuaalinen muisti
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To take photographs means to recognize—simultaneously and within a fraction of a second—both
the fact itself and the rigorous organization of visually perceived forms that give it meaning. It is
putting one’s head, one’s eye, and one’s heart on the same axis.

Henri Cartier-Bresson, The Mind’s Eye: Writings on Photography and
Photographers (1999: 16).

She looked at the steps; they were empty; she looked at her canvas; it was blurred. With a sudden
intensity, as if she saw it clear for a second, she drew a line there, in the centre. It was done; it was
finished. Yes, she thought, laying down her brush in extreme fatigue, | have had my vision.

Virginia Woolf, To the Lighthouse (1976: 237).

Virginia Woolf and Henri Cartier-Bresson shared an interest in the moment, that thin slice
of time which makes a great difference in life and artistic work. Cartier-Bresson called it
the decisive moment. For him, it is the instant when a photographer captures his vision,
the crucial moment when everything clicks into place: people, situations, light,
composition, and meaning. Cartier-Bresson explains his working methods in The Mind’s
Eye: Writings on Photography and Photographers (1999: 16), and writes about the
fugitiveness of right visions as follows: “To take photographs is to hold one’s breath when
all faculties converge in the face of fleeting reality.”

The decisive moment is an important theme in Woolf’s fiction as well, and it is
possible to see a clear resemblance between Cartier-Bresson’s decisive moment and
Woolf’s depiction of important moments. For example, during a pregnant moment at the
end of To the Lighthouse the flow of time is almost felt to cease when Lily Briscoe, the
painter of the story, finds a solution to an artistic dilemma with which she has been
struggling for years. This epiphanic moment experienced by Lily Briscoe resembles
Cartier-Bresson’s decisive moment when, looking through the lens of his camera, he saw
all the pieces click into place the way he desired.

In this essay | will compare Woolf’s novels Mrs Dalloway and To the Lighthouse
to Cartier-Bresson’s photographs and his thoughts about the decisive moment. | will
argue that in both Woolf’s and Cartier-Bresson’s work the decisive moment has a central
place, and that, despite different art forms and styles, their moments have common
denominators. My aim, however, is not to compare Cartier-Bresson and Woolf so as to
find only similarities between them, but also to show that the works of these artists are
basically different from each other, not only through their medium, literature and
photography, but also in their subjects: Woolf describes mostly the private life of an elite
and Cartier-Bresson the street life of ordinary people. In the pages that follow | try to
demonstrate that in the work of these two artists there are yet undiscovered similarities at
a more general philosophical level.

John Szarkowski argues that photographers stand in a special relation to time,
because they describe only the present moment. Photographers have found a limitless
subject in the isolation of a single segment:

They have photographed the horse in midstride, the fugitive expressions of the human face, the
gestures of hand and body, the bat meeting the ball, the milk drop splashing in the saucer of milk.
More subtle, however, has been Cartier-Bresson’s segment of time, the decisive moment.
(Szarkowski 2009: 100)

Cartier-Bresson’s decisive moment has been misunderstood, for, as Szarkowski (2009:
5) remarks, “the thing that happens at that decisive moment is not a dramatic climax but
a visual one. The result is not a story but a picture.” The moment is not decisive because



25

of the exterior event (the bat meeting the ball), “but because in that moment the flux of
changing patterns was sensed to have achieved balance and clarity and order—because
the images became, for an instant, a picture” (Szarkowski 2009: 100).

In Modernist art and literature aesthetic expression is foremost. Modernists found
new meanings and ways of expression in urbanization, industrialization, photography,
cinema and other phenomena of the modern age. Like other Modernists, Woolf wrote
experimental novels where plot was subordinated to the aesthetic form and psychological
narration. Modernists radically discarded all traditional forms of the novel (realistic,
naturalistic, historical) and depicted mostly momentary impressions experienced through
the consciousness of the characters. It often resulted, as in Woolf’s fiction, in literature
which is nearer to poetry than story-telling. Time, timelessness, artistic creation, and
vision are important themes in Woolf’s fiction.

Woolf is one of the first writers to look at the world in a modern way, the way of a
photographer. “The modern way of seeing”, as Susan Sontag (2007: 124) puts it, “is to
see in fragments.” Woolf pictures the world and the human mind by means of fragments
and impressions. Like a photographer, the protagonists in To the Lighthouse are trying to
capture the right moment in the ceaseless flux of time. Mrs Ramsay does so in her
thoughts, as does the post-impressionist painter Lily Briscoe, when needing the right
moment to see everything falling into place to produce a perfect picture. The
photographer must understand geometric relations, be able to pick up the suitable vantage
point and frame, and find the right composition in a tiny segment of time. When Lily
Briscoe is painting her post-impressionist portrait of Mrs Ramsay she is viewing the sight
in front of her to find the right geometric relations the same way as a photographer does
through the camera’s viewfinder. Lily looks for the right composition until she finds the
one that pleases her, and only then is she ready to capture the composition with her brush.
She can, however, modify the picture later if she feels that something is missing (whether
she actually does it, we do not know), but a photographer, if he is like Cartier-Bresson,
makes his decisions at one particular moment and leaves the snapshot untouched, because
he does not want to manipulate reality later in the darkroom.

There are certain differences between a photograph and a drawing, as Roland
Barthes (1990: 43) has explained by pointing out that the drawing does not reproduce
everything, whereas the photograph cannot intervene with its subject. Barthes thinks that
the denotation of the drawing is less pure than that of the photograph, for there is no
drawing without style. Barthes is only half right, for it may be true that drawings do not
reproduce everything, but artist photographers often have a recognizable style as well,
e.g. Man Ray, Cartier-Bresson, and Cindy Sherman. The only difference is that the
photographer’s style comes from a different repertoire of methods than the
draughtsman’s. Cartier-Bresson, who made drawings himself, compared photography
and drawing with the following acute observations:

Photography is, for me, a spontaneous impulse coming from an ever-attentive eye, which captures
the moment and the eternity.

Drawing, with its graphology, elaborates what our consciousness grasps in an instant.
Movies tell a story visually.

Photography is an immediate reaction, drawing a meditation. (Cartier-Bresson 1999: 45)

In much of the literature on photography, the question of objectivity overshadows and
separates it from other art forms, since, as Pierre Bourdieu (1990: 74) points out:
“Photography is considered to be a perfectly realistic and objective recording of the
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visible world because (from its origin) it has been assigned social uses that are held to be
‘realistic’ and ‘objective’.”

The use of photographs in journalism and family alboums has certainly reinforced
the view of photography as an incarnation of objectivity. But, as Susan Sontag (1978: 6)
notes, “photographs are just as much an interpretation of the world as paintings and
drawings are”. There is still, however, some truth in the objectivity of the photographic
image, because in snapshots people and objects have been recorded on film by a kind of
photocopying technique. Photography has a special relationship to reality, which no other
visual medium can compete with, but photography is not necessarily more realistic than
any other art form.

Artists’ Creative Moments

Cartier-Bresson’s philosophy about the decisive moment in his photographic work
became the core of his working method:

Of all the means of expression, photography is the only one that fixes forever the precise and
transitory instant. We photographers deal in things that are continually vanishing, and when they
have vanished, there is no contrivance on earth that can make them come back again. (Cartier-
Bresson 1999: 28)

The essence of photography is to Cartier-Bresson an encounter with reality. In his opinion
the foremost task of the photographer is to perceive reality such as it is. Cartier-Bresson
(2999: 27) thinks that compared with the photographer, the writer is faced with an easier
task, having plenty of time to reflect, to accept, and to reject. The task of the painter (cf.
Woolf’s Lily Briscoe) is also closer to that of the writer in this respect, but in many other
ways closer to that of the photographer, for both the painter and the photographer are
dealing with a visual-aesthetic form of expression. However, to perceive reality such as
it is is not really what writers, nor photographers and painters, do, because they all have
an attitude, a point of view, towards reality.

Woolf’s novels frequently display her preoccupation with artists’ creative
problems—problems resembling those about which Cartier-Bresson wrote. Besides the
painter Lily Briscoe in To the Lighthouse, Woolf’s characters include the androgynous
poet Orlando in Orlando, the writer Bernard in The Waves, and the director Miss La Trobe
in Between the Acts. All these Woolfian characters struggle with problems of timing. Like
Cartier-Bresson, they are in search of the decisive moment in order to catch the right
vision or insight which life may bring, when, as Derrick Price (2004: 73) puts it, “all the
right elements were in place before the scene fell back into its quotidian disorder”.

In the following, | will look at how the decisive moment brings together different
visual aspects to create an artistic, meaningful and impressive outcome in two
photographs of Cartier-Bresson’s. Ina photograph which Cartier-Bresson took in Salerno,
Italy, in 1933 (cf. Brenson 1989, cover photo), he caught a pattern of lines and an interplay
of light and shadows within the carefully selected frame which he saw in his viewfinder
at a particular moment. Two-thirds of the picture is in shadow and one-third is in bright
sunshine. In the black-and-white photograph vertical and horizontal lines of the walls
create a background, which distantly evokes Piet Mondrian’s abstract compositions or
Russian Constructivists’ paintings. Cartier-Bresson’s photo, however, is not an
abstraction, because the chief interest in the snapshot is the shadowy figure of a boy and
an object behind him. Our attention is directed towards the bright part of the photograph,
where the objects of interest, the boy and a cart, are situated.
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The photographer presumably waited in a carefully chosen place for the right
moment to capture the composition he desired. It seems that it is often one missing piece
of the composition, such as a human being moving in the right place, that Cartier-Bresson
needs to accomplish his desired vision. This idea is supported by his own comments about
photography:

Sometimes it happens that you stall, delay, wait for something to happen. Sometimes you have the
feeling that here are all the makings of a picture—except for just one thing that seems to be missing.
But what one thing? Perhaps someone suddenly walks into your range of view. You follow his
progress through the viewfinder. You wait and wait, and then finally you press the button—and
depart with the feeling (though you don’t know why) that you’ve really got something. (Cartier-
Bresson 1999: 33)

Similar visual elements are needed in the composition of a painting which Lily Briscoe
is finishing in To the Lighthouse. Like Cartier-Bresson, in a moment of insight, she finds
the answer to solve the visual puzzle that has been preoccupying her mind for a good
while: “With sudden intensity, as if she saw it clear for a second, she drew a line there, in
the centre” (Woolf 1976: 237). Finishing her painting, Lily Briscoe uses her eyes, but it
is not only the external shapes of human beings or objects in her “viewfinder” that she
chooses for her work. She paints abstracted works of art in which nonrepresentational
forms represent human beings and their minds. Lily is striving to express the innermost
being of the deceased Mrs Ramsay with a nonrepresentational form.

Epiphanic Moments

A sudden perception at a decisive moment gives both Cartier-Bresson’s photos and Lily’s
paintings meaning and the touch of art. This decisive moment experienced by an artist is
a kind of revelation, an epiphanic moment. There is another type of epiphany, which is
related to the reception of works of art: the meaningfulness of a moment experienced by
the viewer of photographs. Suddenly encountering photographs showing the oppressed,
the exploited, the starving, and the massacred may shock the spectator insofar as it is
novel to him or her. The ultimate horror created by the first encounter is a kind of
revelation, the prototypically modern revelation. According to Susan Sontag (1978: 19)
it is a “negative epiphany”.

James Joyce’s epiphanic moment has been discussed by several literary critics (cf.
Orr 1991: 622; Freedman 1980: 135-6). Joyce used the term epiphany in a non-
theological way. As Orr (1991: 622) explains, Joyce’s epiphanies are “secular versions
of the sudden revelations of religious experience, illuminating the smallest or most
immediate object of its vision”. Woolf’s characters, for instance, Mrs Ramsay and
Clarissa Dalloway, also experience Joycean epiphanic moments. The epiphanies of
Woolf’s characters are related to positive moments of beauty, illumination, stability and
happiness. Ralph Freedman (1980: 135—6) explains Woolf’s moment of epiphany as an
act of knowledge, an encounter between minds or between minds and things. Besides
Joyce, Freedman (ibid.) mentions Wordsworth, Coleridge, Proust, and Bergson as
inspiration for Woolf’s epiphanic moment. However, there is no certainty of the origin of
her epiphanies; this motif may just as well have come from her life. Pamela J. Transue
(1986: 138) discovered a connection between recurring images in The Waves and Woolf’s
childhood experiences described in her autobiographical piece A Sketch of the Past, when
the “non-being” or “cotton wool” of her daily existence were occasionally interrupted by
moments of lasting perception.
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In Woolf’s Mrs Dalloway the protagonist Clarissa Dalloway experiences intensive
epiphanies when she falls in love with a female friend called Sally Seton. When Sally
kisses Clarissa, the latter remembers this moment as “the most exquisite moment of her
whole life” (Woolf 1975: 40). The moment is described in the book as a revelation akin
to a religious experience. The epiphany resembles feelings of fulfilment which an artist
and a photographer, such as Lily Briscoe or Cartier-Bresson, experience when finding
their artistic vision randomly and unexpectedly. In To the Lighthouse, Mrs Ramsay
experiences epiphanic moments when watching the lighthouse and listening to the sound
of the sea, which soothes and comforts her in the ceaseless flux of time. Mrs Ramsay’s
epiphanic moments are idealised and mystified in the novel: they are something bigger
than life, almost religious in nature. Mrs Ramsay is like Mother Nature or a Goddess in
the eyes of her family and Lily Briscoe.

But is there something visual about the epiphanic moments described in the interior
monologues'® of Woolf’s novels? At least Maggie Humm (2005: 48), in her article on
Woolf’s photo albums, seems to think so, when she points out that all of Woolf’s work is
obsessed with visual memories. According to Humm (2005: 42), Woolf used
photographic terms descriptively in her fiction. In her essay “The Moment: Summer’s
Night”, Woolf (1966: 293) is convinced that the present moment is “largely composed of
visual and sense impressions”. Her narration also includes visual elements, but the visual
descriptions usually mix with thoughts and feelings in such a complicated way that the
picture becomes blurred in the reader’s mind. But, after all, we rarely see clear pictures
in our minds. The visual in narration is expressed by means of descriptions of the
environment (cf. the descriptions in the interlude “Time Passes” of To the Lighthouse).

“Children Playing in Ruins”

The children in Cartier-Bresson’s photo “Children Playing in Ruins” (Seville, Spain,
1933; cf. Brenson 1989) appear to be standing in the right places so that they make up a
balanced composition. Cartier-Bresson has chosen the right location and found for his
photo a perfect frame formed by the edges of the round hole in the wall of a ruined house.
He presumably waited for the decisive moment; the instant when all the components
(children) had moved to the right places and looked in the right direction. Cartier-
Bresson’s composition, as Michael Brenson (1989: 3) points out, is never posed but
always photographed as it is perceived. Although he does not seek to manipulate reality,
there is usually some deeper meaning or visual point that he wants to communicate with
his photographs.

There is often also a detail which “pricks the spectator”, for example, in “Children
Playing in Ruins”, the detail stealing the attention is the crutches of the boy in the
foreground of the picture. Roland Barthes (1990: 40) calls this kind of detail punctum: it
IS something that pricks you, something that attracts or distresses you. Barthes stresses
the subjectivity of the spectator in the choice of punctum. For Barthes the punctum is not
a point which the photographer has intended to make with the photo. Barthes’s punctum
has nothing to do with the artist’s decisive moment. But how can you know what a
photographer intends to express with the details of his or her photograph? In fact, we do

10 Interior monologue is, in literature, a narrative technique that portrays the thoughts passing through the
minds of the protagonists. These ideas may be either loosely related impressions approaching free
association or more rationally structured concepts. (Encyclopaedia Britannica, Vol. V 1982: 380)
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not have to know. Instead, we may make our own interpretations of the visual, narrative,
artistic or communicative meanings of a photograph. At a decisive moment, only the
photographer knows what he or she wants to express. Our job is to interpret it with the
help of our cultural knowledge and the visual language of the photographer. The results
may differ, but art is supposed to be ambiguous, and as Barthes has stressed, it is the
reader who accounts for the interpretation of a work of art, not the author.

In “Children Playing in Ruins”, the spectator is also likely to encounter a negative
epiphany: a sudden encounter of photographs showing the oppressed, the exploited. This
encounter resembles the shock effect which the Surrealists liked to bring out with their
images, although with this photo the shock effect met by the viewer is quite mild. Perhaps
Cartier-Bresson was not a proclaimed Surrealist, precisely because it seems that his work
is usually not meant to violently shock in the sense of the Surrealists.

Visual Memories

If we accept Maggie Humm’s observation that Woolf’s entire body of work is haunted
by visual memories, it is easier to read her novels visually. In her study of Woolf’s photo
albums Modernist Women and Visual Cultures: Virginia Woolf, Vanessa Bell,
Photography and Cinema (2002), and in her article “Memory and Photography: The
Photoalbums of Virginia Woolf” (2005), Humm reads Woolf’s photo albums from an
aesthetic angle of Modernism, but in her opinion Woolf’s photographs are too repetitious
and obsessive to be called simply Modernist (Humm 2005: 47). After all, they are family
photographs taken by an amateur photographer.

Humm (2005: 77) writes of Woolf’s lifelong enthusiasm about family photographs,
and her fixation with her mother, which shows clearly in her novels, particularly in To
the Lighthouse: “Woolf’s To the Lighthouse visually recreates her mother and father at St
Ives in the figures of Mrs and Mr Ramsay.” Woolf’s mother died when Woolf was a
teenager. In her novels she draws verbal images of her from her memories. Vanessa Bell’s
letter to her sister Virginia supports this reading (May 11, 1927):

Anyhow it seemed to me that in the first part of the book you have given a portrait of mother which
is more like her to me than anything | could ever have conceived as possible. It is almost painful to
have her so raised from the dead. You have made one feel the extraordinary beauty of her character,
which must be the most difficult thing to do. It was like meeting with her again with oneself grown
up and on equal terms and it seems to me the most astonishing fear of creation to have been able to
see her in such a way. You have given father too | think as clearly but perhaps, | may be wrong, that
isn’t quite so difficult. There is more to catch hold of. Still it seems to me to be the only thing about
him which ever gave a true idea. So you see as far as portrait painting goes you seem to me to be a
supreme artist and it is so shattering to find oneself face to face with those two again that | can hardly
consider anything else. (Woolf 1977: 572)

It is interesting that Vanessa uses visual terminology to describe Virginia’s
characterizations of their parents as “portrait paintings”, when, in fact that is what the
whole novel is all about: a portrait of their parents painted by the fictional character Lily
Briscoe. In fact, Lily Briscoe could also be a “portrait” of Virginia’s sister VVanessa, for
Vanessa was a painter as well.

To the Lighthouse can be read autobiographically as a story of the novelist’s family,
and its fragmented narration! may be seen as a collection of visual memories like family

11 Erich Auerbach (1968: 536) characterizes Woolf’s style as a multi-personal representation of
consciousness: “The essential characteristic of the technique represented by Virginia Woolf is that we are
not given merely one person whose consciousness (that is, the impressions it receives) is rendered but many
persons, with frequent shifts from one to another.”
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photographs in the albums which Woolf collected. Perhaps Woolf wanted to store her
important moments and memories in the pages of her books like photographs in a family
album. If this were true, she might have carefully selected the moments she wanted to
remember, the ones which were important. These moments as well are decisive, not only
to the work of art which she was writing, but also to herself personally.

The moments to remember were moments that Woolf had felt to be happy moments
in her mother’s life. These moments Woolf captured as “visual” memories of her mother
in the figure of Mrs Ramsay. These were often moments when Mrs Ramsay/Julia Stephen
(Woolf’s mother) wanted to escape to her private thoughts, although she loved her family.
Sometimes motherhood and caring for others can be stressful, especially if you have as
many children as Mrs Ramsay/Julia Stephen had. After her death, Mrs Ramsay is, to Lily
Briscoe, an image in her mind which may stop time and make life meaningful. In the
novel she struggles to finish her painting, because her inspiration, Mrs Ramsay, is gone.
Woolf, who, as the author, is writing images of her mother in To the Lighthouse, needs to
see her beauty and remember her love time and time again.

A collection of Woolf’s autobiographical writings, Moments of Being, gives
evidence of the autobiographical nature of her fiction: “These memoirs also reveal the
unusual degree to which Woolf wove the facts of her life—the people, the incidents, the
emotions—into the fabric of her fiction” (Schulkind 1989: 15). Since the publication of
Woolf’s diaries and the biography written by Quentin Bell, it has been well-known that
the author’s personal relationships were the starting point for her novels: Woolf’s
relationship with her mother and father, the memory of her brother Thoby as the
inspiration for Jacob in Jacob’s Room, and Percival’s character in The Waves. In the pages
of Moments of Being we can trace the origin of numerous minor characters. It is perhaps
less well-known that also many details of her books were based on real events, but often
in a slightly different form. The recurring images in the novels are the same as those
which Woolf had from her early years stored in her mind.

Woolf associates supernatural, mystical feelings with these “moments of being”,
with the images of people from her past life. The episodes of Mrs Ramsay becoming lost
in her thoughts and absorbed into a deep state of soul-searching is one of the moments of
being that Woolf herself had experienced in real life, because Mrs Ramsay is the portrait
of her mother. One cannot help thinking that there is the same Woolfian magic interwoven
in Cartier-Bresson’s decisive moments, when life itself offers a solution to the
compositional dilemmas and deeper meanings that open up through the viewfinder at a
certain unforeseen moment.

Duplicate Worlds: Realist and Surrealist Visions

Woolf depicts everyday reality filtered through the characters’ thoughts as a counterpoint
to inventing “stories” in the traditional way, which she criticized in her essay “Modern
Fiction”. She also used her own family history as material for her fiction. Thus, in a sense,
we could call her a realist. Cartier-Bresson could also be termed a realist, for he was the
father of modern photojournalism and a master of candid photography, a style of taking
photographs without creating a posed appearance. He aimed at catching life in the act, for
as | mentioned earlier, Cartier-Bresson never took posed pictures, nor even cropped his
photos afterwards. Both Cartier-Bresson and Woolf were, however, artists employing
new, modern ways of expression, so that in their work we can see the combination of the
realist objective to depict life as it is and the use of new provocative means of expression.
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Contrary to popular belief, photography is no closer to reality than a fictive
depiction or a painting is. The so-called objectivity of photography is a common
misconception, because our eyes do not lie, as the saying goes. A naive observer assumes
that he or she sees the world through photographs, which implies that the world of
photographs is congruent with the world “out there” (Flusser 1984: 29). A revealing
example of the fallacy of photographic objectivity are black-and-white photographs, for
as Vilém Flusser (ibid.) points out, “Black/white situations cannot be found in the world
‘out there’ because black-and-white are limits, are “ideal situations’. Black is the absence
of light, white is the total presence of light. Black and white are ‘concepts’, for instance
of optical theories.” Even a naive observer sees that reality is colourful, and so black-and-
white photographs cannot be reality, but, in most cases, re-present reality.

Although it is true that photographs are usually closer to reality in what they
represent than any other art form, literature can be also objective or realistic, because
reality is not only visual—something observed through our eyes—but also composed of
speech and words spoken by authentic characters. And what could be as objective as
convincingly depicted stream of consciousness? Even though Woolf’s novels have certain
characteristics of realism, she may rather be termed, however, a Modernist. Woolf’s
Modernism resembles modern poetry or self-reflective autobiographical writing, and she
also cherished the fragmentary, and to some extent also the arbitrary, aspects of modernity
(cf. Fisher 2005: 167). In Woolf’s work the protagonists are in search of meaning and
order in their chaotic experience of existence. Modernism may also be defined by the
literary style and devices used by an author, and Woolf was definitely a Modernist when
judged on her style of writing and avant-gardist experimentation.

When making a comparative analysis, this leads us to a pertinent question: is
Cartier-Bresson a Modernist or a classical photographer? In Michael Brenson’s opinion,
the gap between Cartier-Bresson and Modernism in general could hardly be more
absolute: “Since his interest really has been people and the integrity of the world outside
him, he has never found the Modernist and Postmodernist play pen of art, language and
the self particularly seductive” (1989: 5). This may be true, but his photographic work
has nevertheless an imprint of the modern era with its hectic cities like Woolf’s fiction in
Mrs Dalloway.

Cartier-Bresson is in many senses more of a realist than a Modernist, even though
in his large collection of photographs there are works that could be classified as Surrealist
(the photos of the 1930s) rather than realist. Cartier-Bresson has said that Surrealism
influenced him, although in his work there are few signs of him being interested in the
subjective interior world of the subconscious, nor its prototypical means of expression in
Surrealist photography (cf. Man Ray). It appears that he was not as concerned with the
subconscious mind as were the Surrealists and the stream-of-consciousness or interior
monologue writers. His debt to the Surrealists is great, however, as can be seen in his
interest in the density and magic of everyday life (Brenson 1989: 5). Peter Galassi (1987:
33) writes:

The Surrealists approached photography in the same way that Aragon and Breton, in their guidebook
novels, approached the street: with a voracious appetite for the usual and unusual, the bizarre in the
banal. It was an aggressively inclusive aesthetic, from which only the conventionally artistic was
barred. The Surrealists recognized in plain photographic fact an essential quality that had been
excluded from prior theories of photographic realism. They saw that ordinary photographs,
especially when uprooted from their practical functions, contain a wealth of unintended,
unpredictable meanings.
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Galassi has isolated and analysed Cartier-Bresson’s 1932-1934 work, which he
categorizes as surrealistic rather than photojournalistic in his introduction to a catalogue
of Cartier-Bresson’s exhibition in the New York Museum of Modern Art in 1987.

It is tempting to think that Cartier-Bresson’s photos, especially his 1932-1934
work, are close to the surrealist Spirit, for, as David Cunningham (2005: 68) points out,
“the suggestion that photography, somehow in its very being, harbours an inherently
‘surreal’ element is not a new one”. According to Cunningham (ibid.), in 1945 André
Bazin already saw Surrealism as an artistic generalization of the ontology of the
photographic image as a “reality of nature”, in which the distinction between what is
imaginary and what is real disappears. Bazin (1970: 16) notes how “photography ranks
high in the order of surrealist creativity because it produces an image that is a reality of
nature, namely, an hallucination that is also a fact”. Similarly, Susan Sontag understands
photography as something inherently Surrealist, because photographs create a duplicate
world, a reality of a second degree, which is narrower but more dramatic than the one
perceived by natural vision (cf. Sontag 1978: 52). One critic has suggested that even
Roland Barthes’s Camera Lucida might be read as an implicitly Surrealist theory of
photography in terms related to the uncanny. In fact, since the 1980s it has been argued,
particularly by Rosalind Krauss, that the key to a general aesthetic of Surrealist thought
and practice is to be found in what Krauss calls Surrealism’s “photographic conditions”
(Cunningham 2005: 67-68).

André Breton, for his part, sees photography as an avant-garde and poetic art form
which explosively interrupts reality-as-it-is. According to Cunningham (2005: 70),
Krauss’s re-reading of Surrealist philosophy springs from André Breton’s articulation of
the Surrealist image, and the forms of experience he understood it to produce. These
forms of experience, which are central in Surrealist philosophy from the early 1920s, have
been conceptualized in Surrealism’s manifestos by such terms as the spark, the surprising,
the explosive, the compulsive; experiences of the marvellous, the extraordinary, the
unexpected, the surreal. In her discourse of Surrealism and photography Krauss claims
that such experiences are essentially photographic (ibid.).

Paradoxically Cartier-Bresson, whose photographs are true to reality, if we are to
believe his own words,*? would be, according to the descriptions given of Surrealist and
photographic images by André Bazin, André Breton, Susan Sontag, and Rosalind Krauss,
a Surrealist simply because he is a photographer, since “photography is surreal”. | argue,
however, that all photographs are not surreal in the Surrealist sense, for many photos fail
to produce the particular forms of experience essential in Surrealist philosophy, e.g.
experiences of the marvellous, the explosive, the unexpected, the surreal. Instead, Cartier-
Bresson’s decisive moments make his photographs adhere to the surrealist philosophy,
because they bring out the surreal quality of nature: the surprising, the explosive, and the
unexpected. What happens at a decisive moment is that the magic of life takes place with
the assistance of an attentive eye, the eye of photographer Cartier-Bresson.

Similarly, using the same arguments, we could claim that Woolf’s novels have
surreal elements, for her epiphanic moments contain experiences of the marvellous, the
surprising, and the unexpected. Thus on a deeper, philosophical level both Cartier-
Bresson and Woolf could be called Surrealists who were dealing with the mystical, the
unexpected, and the marvellous that ordinary life at some unforeseen moments brings out,
often aided by an artistic, or at least intuitive, mind or eye. André Breton might have
accepted Woolf as a Surrealist’® because her prose imitated the actual functioning of

12 Cf. The Mind’s Eye 1999: 15: “*Manufactured’ or staged photography does not concern me.”
13 If she had been French, and male, she would have had a chance to become a member, for the Surrealists
did not accept women as members. The movement was also mostly French.
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thought in her stream-of-consciousness writing, since according to the definition of
Surrealism by Breton (1988: 36), attempts to express psychic automatism “verbally, either
by means of writing or in any other manner”, is what Surrealism is all about. The
Surrealists, who were inspired by psychoanalysis, used Freudian methods of free
association to produce surprising and unexpected imagery. The stream-of-consciousness
writers, e.g. Woolf and James Joyce, were exploring the same sphere as the Surrealists
when drawing on the private world of the mind, trying to release the unbridled
imagination of the subconscious and renouncing chronology in favour of free association.

Conclusions

Woolf and Cartier-Bresson have many parallels in their work. They were both Surrealists
in the sense that their art rises above the depiction of everyday life due to their interest in
the magic of daily life. Both artists also represented people in city streets, although with
different interests. Cartier-Bresson as a photojournalist recorded the everyday reality of
ordinary people with their joys, fears and sorrows, often during war time. Woolf, on the
other hand, depicted upper-middle-class people in their city dwellings and in the streets
of London (Mrs Dalloway), or artists and intellectuals in their summer residence (To the
Lighthouse). War also touches some of Woolf’s characters (e.g. Septimus Warren Smith
in Mrs Dalloway), but with the difference that in her novels the protagonists always
belong to an elite, whereas in Cartier-Bresson’s photographs there are people from all
classes of society, including working class people. One of Modernism’s themes was the
street life of ordinary people, which both Cartier-Bresson and Woolf employed in their
work.

Both Cartier-Bresson and Woolf wrote about art and were interested in reflecting
on artists’ creative issues; Cartier-Bresson in The Mind’s Eye: Writings on Photography
and Photographers, and Woolf in her essays and diaries. Woolf’s interest in the creative
work process is also noticeable in her novels. Furthermore, both Woolf and Cartier-
Bresson were concerned with aesthetic matters and focused strongly on the aesthetic
form. In the work of both Cartier-Bresson and Woolf the decisive moment and epiphany
are specifically aesthetic issues dealing with artistic creation, although in Woolf’s novels
there are other types of epiphanies as well, such as those of love, beauty, and intuition in
personal life.

As regards Cartier-Bresson, the decisive moment relates to his work as a
professional photographer, whereas Woolf’s epiphanies concern both her protagonists
and her as a writer. Woolf’s characters experience only positive epiphanies, whereas
Cartier-Bresson’s spectator, and Cartier-Bresson himself, presumably experience both
positive and negative epiphanies. Decisive moments of the photographer, on the other
hand, are probably almost always positive, for after an insightful moment the feeling is
triumphant, similar to that following a catharsis. From the train of thought presented in
the article it is possible to draw the conclusion that the decisive moment relates to artistic
creation, while epiphany concerns both artistic creation and other human experiences,
such as love, beauty and intuition, as well as the reception of a work of art (negative or
positive epiphany). Thus they are not exactly the same phenomenon, but are nevertheless
closely related.

The 1930s, when Cartier-Bresson was in touch with the Surrealists, were his
“Surrealist period”. The two photographs discussed in this essay are from the 1930s and
they are somewhat provocative in the surrealist sense, with their elements of surprise and
the magic of everyday life. Cartier-Bresson’s photographs of this period mark a break in
the traditional way of seeing things in photography, the same way as Woolf’s novels are
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a break in the conventional way of writing. The 1930s in Cartier-Bresson’s photographic
work may be called Modernist, whereas his work in general is not usually so provocative,
and also has many features of classical art in its aesthetic language.
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From a World Written by One to the Worlds Visualised by
Many
The Fantastic Fictional Imagery in A Game of Thrones

Hanna-Riikka Roine

With a focus on George R.R. Martin’s A Game of Thrones, the essay explores
the means and resources contemporary fantasy fiction enables its readers to
use in order to engage with the imagery of fictional worlds. The starting point
lies in the idea that although fantasy fiction can engage its readers with such
visualisations, it simultaneously enables them to make use of the worlds’
made-up nature. The article thus contributes to the view of world-building as
a constant work-in-progress where the fictionality of the world is
acknowledged and used as a resource. It presents material produced by
readers alongside the novel and shows that the readers’ active participation in
fantastic worldmaking involves constant awareness of the so-called real
world and literary conventions. This not only shows us that readers are not
merely “actualisators” of the ready-made world designed by an author, but
also that the privately used resources in visualising are often used to promote
communality.

Artikkeli tarkastelee keinoja ja resursseja, joilla nykyfantasiafiktion lukija
kykenee tarttumaan fiktiivisen maailman kuvastoon George R.R. Martinin A
Game of Thrones -romaanissa. L&htokohtana on ajatus siitd, ettd vaikka
fantasiafiktio mahdollistaa lukijansa uppoutumisen tallaisiin
visualisointeihin, se samaan aikaan tekee néakyvaksi maailmansa
keinotekoisuuden. Nain ollen artikkeli edistdd nékemystd maailmojen
rakentamisesta jatkuvana prosessina, jonka aikana maailman fiktiivisyys
tunnistetaan ja sitd kaytetddn resurssina. Lukijoiden tuottama materiaali
asetetaan rinnakkain romaanitekstin kanssa ja se toimii todistusaineistona
siité, ettd osallistuessaan fantastisen maailman luomiseen lukijat ovat kaiken
alkaa tietoisia niin sanotusta todellisesta maailmasta ja kaunokirjallisista
konventioista. Tdmé& osoittaa paitsi sen, ettd lukijat eivat ole ainoastaan
tekijan valmiiksi luoman maailman “aktualisoijia”, my6s sen, ettd
yksityisessd lukemisessa kéytettyja visualisointikeinoja voidaan hyodyntéé
yhteis6llisyyden luomisessa.

Keywords: fantasy fiction, worldmaking, visualisation, George R.R. Martin
Asiasanat: fantasiafiktio, maailmojen rakentaminen, visualisaatio, George R.R.
Martin

In the past two decades literary studies—and narrative theory in particular—have seen a
fundamental terminological shift towards an approach based on the idea of world. Among
the most intriguing topics in the study of fictional worlds is the attempt to explain the
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readerly experience of being inside these worlds and seeing them with our mind’s eye. It
IS not surprising that this has been quite prominently brought up in fantasy and science
fiction research, as the desire to experience imaginary worlds has often been named as
one of the most important reasons why we read these genres in the first place. In his
seminal essay “On Fairy-Stories”, J.R.R. Tolkien famously stated that for him as a reader,
“fantasy, the making or glimpsing of Other-worlds, was the heart of the desire of Faérie”
(Tolkien 1964: 14). In this essay, | set out to explore the means and resources
contemporary fantasy fiction enables its readers to use in order to engage with the
fantastic imagery of a fictional world.

The basis of my approach is in the idea that such engagement is crucial for making
sense of the verbal text. Furthermore, comprehension of this kind goes together with the
creation of the world. I would restate Tolkien’s description of the heart of fantasy as
“making and glimpsing of Other-worlds”. Although fantasy fiction is able to engage its
readers with vivid visualisations of imaginary worlds, it simultaneously enables them to
make use of their made-up nature. I call this a double perspective, as it is possible to
examine a vehicle representing a world and to speak and think of it as existing. This
interestingly contradicts the widely accepted paradigm in current fictional worlds
theories: the assumption that an awareness of fictionality would necessarily produce
reader detachment instead of involvement with the world.

Fictionality often manifests itself in features and elements that remind us that the
world is made up, that it results from authorial design. In fantasy fiction, these typically
include detailed descriptions of landscapes and locations, complex mythologies and
enormous character galleries, but also figurative passages and accounts that invite literal
reading. This holds true in the case of A Game of Thrones (1996), book one of A Song of
Ice and Fire series by American author George R.R. Martin. The novel has gained
immense popularity, especially after Game of Thrones, an HBO television series based
on Martin’s novels, premiéred in 2011. Being the first publication in the (supposedly)
seven-volume series,** A Game of Thrones introduces three main plot lines set in the
fictional continents of Westeros and Essos. The first of these follows the members of
several noble houses on the brink of a civil war for the Iron Throne of the Seven
Kingdoms; the second covers a rising threat of the mythical creatures of the North; while
the third chronicles the attempts of the exiled last scion of the realm’s deposed dynasty
to reclaim the throne.

Despite the fact that “worldness” is very much foregrounded, the novel is character-
led, as each chapter concentrates on the third person limited point of view of a single
character. The way worldness is interconnected with characters’ point of view in A Game
of Thrones serves as my introductory example of the readers’ engagement with making
and glimpsing the world in relation to visualisations. In the following excerpt, the
description of Lady Catelyn Stark, the wife of Lord Eddard of Winterfell, is not only
closely intertwined with the depiction of her immediate physical surroundings, but also
with the account of the houses, geography and history of the fictional land of Westeros
ruled by Seven Kingdoms:

Catelyn had never liked this godswood.

She had been born a Tully, at Riverrun far to the south, on the Red Fork of the Trident. The
godswood there was a garden, bright and airy, where tall redwoods spread dappled shadows across
tinkling streams, birds sang from hidden nests, and the air was spicy with the scent of flowers.

The gods of Winterfell kept a different sort of wood. It was a dark, primal place, three acres of old
forest untouched for ten thousand years as the gloomy castle rose around it. It smelled of moist earth

14 Martin originally planned the series as a trilogy, but extended it gradually into seven volumes. So far,
five novels have been published (the latest volume, A Dance with Dragons, in 2011).
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and decay. No redwoods grew here. This a wood of stubborn sentinel trees armored in grey-green
needles, of mighty oaks, of ironwoods as old as the realm itself. Here thick black trunks crowded
close together while twisted wove a dense canopy overhead and misshapen roots wrestled beneath
the soil. This was a place of deep silence and brooding shadows, and the gods who lived here had
no names. (Martin 1996: 19)

Through Catelyn’s point of view, the godswood itself makes up a metaphor of the
northern House Stark with its “stubborn sentinel trees armored in grey-green needles”
and “ironwoods as old as the realm itself” echoing the House’s noble history as the
descendants of the First Men. In addition to this, the passage tells us something about
Catelyn as a character by contrasting “bright and airy” godswood in Riverrun with “a
dark, primal place” in Winterfell. Still, it must be noted that the description of the
godswood in Winterfell is also just that: a written description of fictionally existing wood
with its distinct physical and visual qualities. Metaphor is, in a sense, literalised and made
accessible through means enabling visualisation.

In this essay, | address the resources used in fantastic world-building from the
viewpoint of such visualisations as the above account of the godswood. | wish to call our
attention to the problems in making a clear-cut separation between a fictional world and
the so-called “real world”, as in Gérard Genette’s original phrasing of “two worlds: the
world where narration takes place and the world which is narrated” (Genette 1980: 245).
The prevailing view in narrative theory is still based on the model promoting written
verbal narratives as one-to-one communication, where any reminder of the world
“outside” of the narrated world would break the readers’ immersion and cause them to
leave it. Here, 1 would like to contribute to the view of world-building as a constant work-
in-progress where fictionality of the world is acknowledged and used as a resource. | offer
this approach to replace the view of world-building as an instance where the author
designs a world from beginning to end and then invites the reader to see it by means of
pretending it is real.

I connect my approach with the profound effects of the digital medium’s
participatory nature on legacy media. As Janet H. Murray observes, cultural artefacts now
“appear to us as something to be cut, pasted, reassembled, and distributed with ease”
(Murray 2011: 57-58). Alongside the novel A Game of Thrones, the research material
includes material produced by readers (or fans). This material—such as maps,
infographics and illustrations—give us an interesting insight into the generic and
contextual dimensions of fantastic imagery and make the discursive nature of world-
representations visible. This has serious implications for studying fictionality, as it shows
that the readers’ active participation in fantastic worldmaking involves constant
awareness of the so-called real world and literary conventions, for example. It proves to
us that readers are not just “actualisators” of the ready-made world designed by an author,
and that the privately used resources in comprehending and visualising fictional worlds
can also be used to promote communality.

Maps and Land: Visualising the Fictional

The prominent theoretical models addressing literary worldmaking are more or less
indebted to the study of the situation of storytelling. The basic assumption is quite simply
that the fictional world is created or produced by a story, which is communicated by
someone. This has resulted in a theoretical emphasis on “communicative challenges”.
Challenges in worldmaking are often pinpointed to literary devices more common in
postmodernism, for example, than in novels such as A Game of Thrones, which is a
representative of mainstream modern (fantasy) fiction. Karin Kukkonen has called these
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devices “frills and whistles, such as metanarration, mise en abyme or metalepsis” and
suggests that unless these are present, “readers will not leave this fictional world as long
as the story unfolds” (Kukkonen 2011: 5).

Kukkonen’s standpoint is quite typical of narrative theory and highlights two
recurring ideas well. Firstly, the idea that the reader is required to “enter” the world or
transport into it completely. Secondly, the idea that devices used in the creation of the
world must not attract attention, or the reader’s imaginative experience, including the
ability to see the world with her mind’s eye, is shattered. Similar ideas have been
formulated in narratology influenced by possible-worlds theory, as Marie-Laure Ryan
defines her concept of fictional recentering in these terms: “[CJonsciousness locates itself
to another world and ... reorganises the entire universe of being around this virtual
reality” (Ryan 2001: 104). The fictional world—or alternative possible world, as Ryan
calls it—therefore takes the central place in the “conceptual universe”. David Herman’s
concept of storyworld is even more explicit with the transportation metaphor, as he aims
to prove with it how the world-creating power of narrative can “transport interpreters
from ... the space-time coordinates of an encounter with a printed text or a cinematic
narrative, to the here and now that constitute the deictic centre of the world being told
about” (Herman 2002: 14). In general, the dominant feature in (epic) fantasy fiction is the
way imagined places are created by means of detailed descriptions. How is the reader
transported to distant places via such descriptions?

The narrative communication model (as presented e.g. by Jahn 2005) postulates the
narrator as a fictional reporter, who is assumed responsible for conveying information
about the fictional world. However, as a fictional reporter, the narrator cannot address the
“real reader” but the narratee instead, and this creates the theoretical need for
transportation or relocation. The reader is assumed to imaginatively transport or relocate
into the position of the narratee during the process of comprehending and accepting the
fictional events and places as narratable, as possibly existing for the narrator reporting
them to the narratee. In the case of the following excerpt, then, the details of Tyrion
Lannister, one of the major characters in the novel, his journey and the landscape he is
travelling through, are fictionally reported:

The north went on forever.

Tyrion Lannister knew the maps as well as anyone, but a fortnight on the wild track that
passed for the kingsroad up here had brought home the lesson that the map was one thing and the
land quite another. ...

West of the road were flint hills, grey and rugged, with tall watchtowers on their stony
summits. To the east the land was lower, the ground flattening to a rolling plain that stretched away
as far as the eye could see. Stone bridges spanned swift, narrow rivers, while small farms spread in
rings around holdfasts walled in wood and stone. The road was well trafficked, and at night for their
comfort there were rude inns to be found.

Three days ride from Winterfell, however, the farmland gave way to dense wood, and the
kingsroad grew lonely. The flint hills rose higher and wilder with each passing mile, until by the
fifth day they had turned into mountains, cold blue-grey giants with jagged promontories and snow
on their shoulders. When the wind blew from the north, long plumes of ice crystals flew from the
high peaks like banners. (113-4)

In the above excerpt, the readers are encouraged to engage in excessive mental
visualisation. As both Ryan’s and Herman’s above-mentioned concepts are, indeed, very
conceptual, they are not particularly helpful in analysing such visual aspects of fictional
worlds. Herman (2002: 14) originally uses storyworld as a concept to replace that of story,
since the readers of literary fiction, for example, do not just construct linear or causal
sequences of events while reading but create more complex structures about who did what
to whom, where, why and in what fashion. The structure such as storyworld can therefore
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effectively map questions with intent on information—in other words, questions
associated with communicative challenges—but it is not suited to answering questions
such as “What does the north look like?” while reading passages such as the one
describing Tyrion’s journey. The approach also suggests the question: how do we know
the ways in which readers really respond? After all, the readers are dealing with a real
situation of reading instead of a solely fictional instance of communication.

The cognitive approach in narrative theory has attempted to redress the
abovementioned methodological shortcoming by drawing its theoretical authority from
empirical research in cognitive science. Marco Caracciolo, for example, has attempted to
restate the metaphorical manner of being transported to a fictional world. In his treatment
on “reader’s virtual body”, he asserts that the mental imagery readers produce while
reading novels is a means to an end: “Such imagery is one of the resources that interpreters
use to make sense of the text they are reading, constructing meanings that can be exported
to the real world” (Caracciolo 2011: 136). Caracciolo bases his approach on the
assumption that “[clJomprehenders are always virtually present in the mental simulations,
since imagination and perception seem subject to the same physical constraints: they are
both centred on the perceiver’s (imaginer’s) body” (2011: 134). In his view, then, one of
the fundamental reader responses is “producing mental simulations”. However,
Caracciolo’s analysis runs into the same snags as cognitive narratology in general: it is at
risk of collapsing individual reader responses into universal shared mental patterns, as
Paul Dawson (2012: 101) notes in his recent article.

In my point of view, there are at least two considerable problems in the approaches
I have summarised above. Firstly, fictionality is turned into an abstract ontological
category, and secondly—as a result of the first problem—we are both as readers and
researchers required to move away from the actual here and now of being engaged with
fiction. Together, these can obscure the means and resources used in visualisation in the
case of a novel like A Game of Thrones as they more or less deny the possibility of readers
actually using their awareness of fictionality as a resource while imagining what Westeros
or Essos or characters living in them might look like. Instead of approaching fictionality
as an ontological category and viewing readers as trying to subordinate a fictional world
to the same constraints and affordances that define making sense of real-life experience,
we could look at fictional worlds from a discursive point of view.

Richard Walsh, for example, characterises fictionality as conforming to the idea
that “its representations [are] generated discursively, out of prior representations, rather
than referentially, in response to experiential data” (Walsh 2007: 129). In other words, as
a mental image is usually conceptualised as the representation in a person’s mind of the
physical world outside of the person, fictional world representations are built from such
prior (world) representations. This also calls for the recognition of one of the fundamental
points of fictionality, which philosophers Peter Lamarque and Stein Haugom Olsen have
stated as follows: “[T]o say that a story (or an incident, event, character) is made or ‘made
up’ is to say something about its origin not something about its relation with the world”
(Lamarque & Olsen 1994: 41). This is why | am more interested in the idea that fictional
(world) representations are always works-in-progress, something that can be consciously
explored and negotiated. | illustrate this briefly with the building of detailed
representations.

In his more recent article, Herman (2010: 80) has linked the concept of deictic shift,
the idea of reader relocating to the deictic centre of the world being described, to
multimodality and the building of representation:
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At issue is how producers and interpreters of narratives ... make principled use of semiotic cues to
build up a more or less richly detailed representation of the world to which they relocate (or
deictically shift) while engaged in the production and parsing of narratively organised discourse.

Herman refers to the work of Gunter Kress and Theo van Leeuwen, who define modes as
semiotic channels or environments that can be viewed as a resource for the design of a
representation, while media “are the material resources used in the production of semiotic
products and events, including both the tools and the materials used” (Kress & van
Leeuwen 2001: 22). The way Kress and van Leeuwen dissociate the design of the
representation and the actual production is interesting, but I would also like to stress the
fact that when it comes to fiction, the design of world representation can hardly be
separated from the tools and the materials. As Walsh (2007: 104) has noted on narrative
ideation, fictional worlds are not medium-independent. In other words, they are always
dependent on representation in some medium, although they are capable of harnessing
several.

The world representations of A Game of Thrones are not multimodal in a sense that
only one semiotic channel, that of novelistic discourse, is used—with the exception of a
few map images in the first pages of the novel and appendix of the houses of Westeros in
the last pages. As such, they can offer some assistance to the reader visualising Tyrion’s
movement via the kingsroad, for example, and help her to sympathise with his sentiment
that “the map was one thing and the land quite another”. In this, both words and images
are easily harnessed. In addition to this, the continents of Westeros and Essos can be
comprehended more effortlessly if other artefacts built in the same manner can be called
to mind. This is where certain generic and cultural elements and communal imaginings
become important.

All in all, the resources used in the design go together with the creation and
comprehension of the world. Compared with a deictic shift, which requires readers to first
build a more or less richly detailed representation of the world and then attempt to
immerse themselves in it, the premise is an opposite one. Representation is the product
of the interpretative process which makes use of various elements and strategies. In the
above excerpt of Tyrion’s journey, then, visualisations of Tyrion and the land surrounding
him should not be treated as the effects of mimetic illusion but as resulting from
participation in creating them. Next, | will look into such participation from the viewpoint
of “readerly logistics” and other resources mostly facilitated by digital media. Murray
notes how the strategies for organisation in legacy genres are “part of the rich palette of
media conventions that the designer can draw upon to create [encyclopedic] digital
artefacts” (Murray 2011: 68). Digital media can, however, open this palette up for the
readers immersed in world representations as well.

Double Perspective: Palette of the Artificial and Imagined

In this section, I look at actual activities of readers and fans of A Game of Thrones and
some of the material they produce. My emphasis is on studying the double perspective,
looking at the way readers recognise the vehicle representing a world and then use various
resources and elements in order to engage with the world and characters living in it
imaginatively, not by way of belief. An example of engagement of this kind is the
challenge posed by the sheer vastness and particularity of A Game of Thrones, which can
prove demanding especially for readers who are not accustomed to the genre of epic
fantasy. This comes up, for example, in a thread headed “Is the book easy to read?” which
was opened on February 16, 2012 in the discussion forum of Goodreads.com under “A
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Game of Thrones Book Discussion”.?® In the thread, Dan (March 30, 2012) comments: “I
had to look at the appendix and maps frequently to understand the characters and the
houses that were mentioned,” while Kariann (April 11, 2012) similarly notes: “I
downloaded the maps and did research to understand the seven houses.” In another thread
on Goodreads.com, headed “Is this too long for me?”%® L.S. (March 1, 2013) comments
on loving the talk “about the “logistics’ of reading larger works” as other posters share
their strategies for keeping track of the progress of characters, geography of places and
timelines of both historical and current events in Westeros and Essos. One of the most
detailed attempts to help readers in this task is the “Speculative World Map”: some
versions of it include even the routes of the major characters in addition to regions and
landmarks.’

It thus seems that in order to understand the actions, goals and varying situations of
characters, readers need to be able to mentally picture the spatial relations and distances
between the characters in the fictional world. However, engaging with the world
imaginatively is not disrupted by the fact that various maps and charts “outside” the
fictional world are consulted—rather, they are an important source to draw world-
building material from and are definitely a source of enjoyment for many readers. It also
appears that spatial or abstract modes of organisation tend to be more challenging to grasp
compared with causal or sequential structures, as the above quotes from the discussion
forum bring out. Luckily, the digital medium and the Internet have brought about new
resources for managing structures of this kind and for archiving and exploring various
materials or content.

Among the most popular resources for readers are content management systems
such as wiki software. The essence of the wiki concept lies not only in the fact that the
content is created, modified and deleted in collaboration, without any defined owner or
leader, but also in that it promotes meaningful topic associations between different pages
and allows structure to emerge according to the needs of the users. Therefore, wikis can
be effectively used to illustrate complex relations between various characters or to list
certain kinds of locations, for example. Concerning Martin’s novels, there is “A Wiki of
Ice and Fire”*® which has almost 5600 pages (and ten sister wikis in other languages).
Next, | study the wiki page on Lord Eddard Stark, one of the major characters of A Game
of Thrones, more closely. | concentrate on the usage of double perspective and
visualisation, since, in addition to collecting information in written format, “A Wiki of
Ice and Fire” serves as a database for illustrations, photos, various infographics and
charts.

The page on Lord Eddard lists information on his appearance, history, family and
recent events in a manner that is similar to Wikipedia pages presenting a real person. The
biggest difference is, of course, that all carefully recorded notes refer to works of fiction,
Martin’s novels. The subsection “Appearance and Character” establishes the known
“facts” of Eddard’s appearance, such as the look of his face: “Eddard is in his mid-thirties.
He has a long face, dark hair and grey eyes. His closely-trimmed beard is beginning to
grey, making him look older than his years.” Side by side with this canonical information
are presented the more negotiable interpretations of Eddard, as the section also has a link
to a collection of images under heading “Images of Eddard Stark”, which currently (30

15 The thread is available at http://www.goodreads.com/topic/show/804997-is-the-book-easy-to-read.

16 The thread is available at http://www.goodreads.com/topic/show/1218453-is-this-too-long-for-me-to-
read.

7 The map is available at http://www.sermountaingoat.co.uk/map/index.php.

18 \Wiki can be found at http://awoiaf.westeros.org/index.php/Main_Page.
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April, 2014) lists 45 files.!® 15 of these images can be listed as fan art. As a term, fan art
refers to artworks created by the fans of a work of fiction, derived from a character or
another aspect of that work. 22 of the images appear in the cards of A Game of Thrones:
The Card Game, which is a “Living Card Game”?° produced by Fantasy Flight Games.
There are also four screenshots from the HBO television series and four artworks by
professional artists including a cover image for the comic adaptation of A Game of
Thrones.

It should be noted that it is perhaps due to its ambition to be “the best Song of Ice
and Fire information source on the internet”?! that the wiki hardly does justice to the
gamut of fan art facilitated by the digital medium and the Internet. Images and illustrations
inspired by franchises such as A Song of Ice and Fire are published and collected on
countless sites such as fanpop.net, an online community for sharing all kinds of fan-
related content, and pinterest.com, a site where anyone can collect and organise images
they like on their virtual “pin boards”.?? Obviously, there are various bloggers who
publish the material they value, such as “Gallery of Thrones” on tumblr.com.? In addition
to “traditional” paintings and drawings, fan artists may also create web banners, avatars
and web-based animations as well as photo collages, posters and artistic representations
of memorable quotes from a work.

All in all, the wiki page can be viewed as an interesting display of the functioning
of the double perspective, as artificial and imaginatively existing attributes of Eddard
Stark intertwine. As a further example of this, the page concludes with two wiki tables,
one on “POV characters” and the other on “Hands of the King”: the first concerns literary
conventions used in making the world up, while the second covers facts fictionally
existing in the world. The way readers consciously use such double perspective has been
noted especially in the study of fan fiction.?* Bronwen Thomas (2011: 9), for instance,
describes fan fiction as double-layered, as the writers and readers need to keep “one toe
in the realm of the ‘real world’” while they are at the same time “being immersed in the
fictional world”. According to Thomas’s view, then, fan fiction would not be capable of
providing as deep an experience of immersion in the fictional world as the “original”
works of fiction. Similarly, Tisha Turk suggests that fan fiction demands engaging in a
doubled act of pretense, as “immersion in the fan text requires not only engaging in the
pretense that the fictional world of the source text is real ... but also engaging in the
pretense that the fictional world of the fan work is part of the fictional world of the source
text” (Turk 2011: 99-100).

A slightly different view on what exactly is “pretended” has been taken in rhetorical
narrative theory, as James Phelan and Peter J. Rabinowitz propose that to read a text as
fiction, “an actual reader needs to recognise that it is an invented artefact ... and, at the
same time, to pretend to be a member of the narrative audience who takes what he or she

19 The collection of images is available at

http://awoiaf.westeros.org/index.php/Category:Images of Eddard Stark.

20 Living Card Game, a variant of collectible card games, is a registered trademark from Fantasy Flight
Games. In short, the core definition requires the game to resemble trading cards in shape and function, be
mass-produced for trading or collectability, and it must have rules for strategic game play (see Williams
2006).

21 See the article “How to help out” in the wiki: http://awoiaf.westeros.org/index.php/AWOIAF:Jobs.

22 A good example of such a pin board related to A Game of Thrones is the user ames friedman’s board
“Fan Art: A Song of Ice and Fire”, which is available at http://www.pinterest.com/amesfriedman/fan-art-a-
song-of-ice-fire.

23 “Gallery of Thrones” is available at http://galleryofthrones.tumblr.com.

24 In short, fan fiction can be defined as new fictive texts written by fans “on pre-existing texts or fictional
worlds” (cf. Page & Thomas 2012: 277).
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reads as history and treats the characters as real” (Phelan & Rabinowitz 2012: 140).
Phelan and Rabinowitz’s view reflects the narrative communication model mentioned
above (as the reader needs to pretend that she is a partner in fictional communication),
while Turk emphasises fictional worlds as ontological categories which should be viewed
as separate. My question, here, is simply as follows: is it really necessary to pretend? Let
me illustrate this with a further example of Eddard Stark.

Anyone who has read A Game of Thrones (or watched the first season of the HBO
television series) can probably relate to the still on-going discussion of whether the fate
of honourable Eddard adds realism to the story or not. At the beginning of the novel,
Eddard grudgingly accepts his old friend King Robert Baratheon’s offer to become the
new Hand of the King, the highest advisor in the court. As it is suggested that the previous
hand, Jon Arryn, may have been poisoned as a victim of political intrigue, Eddard sets
out to investigate his predecessor’s death. Eventually, like the murdered Arryn before
him, Eddard learns that King Robert’s legal heirs are in fact Jaime Lannister’s children
by his sister, Queen Cersei. Unfortunately, the moral integrity is to be the death of Eddard
because he is both unwilling and incapable of playing the political game of thrones. He
is betrayed, imprisoned by Cersei and, finally, beheaded by the order of newly crowned
King Joffrey, which is described through his youngest daughter Arya’s point of view:

High atop the pulpit, Ser Ilyn Payne gestured and the knight in black-and-gold gave a
command. The gold cloaks flung Lord Eddard to the marble, with his head and chest out over the
edge. ...

Ser llyn drew a two-handed greatsword from the scabbard on his back. As he lifted the blade
above his head, sunlight seemed to ripple and dance down the dark metal, glinting off an edge
sharper than any razor. Ice, she thought, he has Ice! Her tears streamed down her face, blinding her.
(703)

According to views promoting pretense, a reader of this passage is supposed to forget the
fictionality of the events in order to see them. Represented “actuality” itself therefore
becomes the object of the critical assessment and some kind of substitute for belief is seen
necessary for the reader to be involved. There is nothing so unrealistic or unbelievable
about Lord Eddard’s death inside the fictional world of Westeros, however: it is a world
full of dark schemes and opportunists. In this sense, it should be easily accepted as
believable development as it does not breach Tolkien’s famous idea of a writer inducing
a phenomenon of belief when he “proves a successful ‘sub-creator’. He makes a
Secondary world which [one’s] mind can enter. Inside it, what he relates is ‘true’:
according to the laws of that world” (Tolkien 1964: 37).

Both the idea of belief (or the “suspension of disbelief”) and the assumption of
being in the world as pretense which aims at forgetting the fictionality of the world pay
little attention to the consequences of the fact that reader needs to recognise that A Game
of Thrones is an invented artefact. In this, the possibility of visualising Lord Eddard and
his execution, for example, is closely intertwined with the awareness of them as part of
an artefact made by Martin and probably serving some purpose as such. One of the
elements especially contributing to the awareness of this kind is the fact that Lord Eddard
is executed with his own greatsword, the same which he used to behead a man in the very
beginning of the novel: “The blade was Valyrian steel, spell-forged and dark as smoke.
Nothing held edge like Valyrian steel” (12). The awareness is quite apparent in the reader
and viewer reactions to character deaths in Martin’s novels in general,®® and the

25 |t should be noted that killing characters has become something of a trademark of Martin’s, as this popular
joke clearly proves: “Q: Why doesn’t George R.R. Martin use Twitter? A: Because he killed all 140
characters.”
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disappointment in the fact that one of their favourite characters?® was “killed off” lead
many readers to very openly treat the novel as a work of fiction made by someone with
certain intentions and purposes—such as creating a shock effect.

It is also conceivable that Eddard’s death is shocking simply due to the breach in
generic or habitual conventions: fictional heroes like him are not usually killed in this
manner. All in all, Eddard’s execution is not unbelievable according to the laws “inside”
the fictional world, but the ones outside it, the ones used in making it up. Therefore, while
being emotionally and imaginatively involved with the characters, the readers do not seem
to express a similar need to separate the events and characters of the fictional world from
the literary and artistic ends they serve as researchers do. Next, | consider how
recognising the elements that make up the fictional world enables using those elements
to elaborate on possibly existing facts and speculating about them.

Shared and Networked, Visions and Visualisations

In this last section, | look at some of the aspects of engaging with fictional world-building
through literalised metaphors and conventions typical of fantasy fiction. My first example
is the fantastic vision experienced by Bran, the seven-year-old son of Lord Eddard and
Lady Catelyn. While climbing the castle walls in Winterfell, Bran unluckily spots Queen
Cersei making love to his brother Jaime. Jaime then pushes Bran from the window,
intending to Kill him to keep secret the incestuous love affair, but Bran survives the fall
and enters a coma. During his comatose state, Bran has many dreams and visions. The
most powerful of these includes a three-eyed crow who tells him that he must choose
either to fly or to die. The vision begins with Bran falling: “The ground was so far below
him that he could barely make it out through the grey mist that whirled around him, but
he could feel how fast he was falling” (154). When the crow urges him to look down a
little later, Bran gets a breathtaking, impossible vista over Westeros:

The whole world was spread out below him, a tapestry of white and brown and green. He could see
everything so clearly that for a moment he forgot to be afraid. He could see the whole realm, and
everyone in it.

He saw Winterfell as the eagles see it, the tall towers looking squat and stubby from above,
the castle walls just lines in the dirt. ... He looked east, and saw a galley racing across the waters of
the Bite. ... He looked south, and saw the great blue-green rush of the Trident. He saw his father
pleading with the king, his face etched with grief. He saw Sansa crying herself sleep at night, and
he saw Arya watching in silence and holding her secrets in her heart. ...

Finally, he looked north. He saw the wall shining like a blue crystal, and his bastard brother
Jon sleeping alone in a cold bed, his skin growing pale and hard as the memory of all warmth fled
from him. And he looked past the Wall, past endless forests cloaked in snow, past the frozen shore
and the great blue-white rivers of ice and the dead plains where nothing grew or lived. (156-7)

According to the views suggesting that as readers we need to pretend that the narrator and
characters in the fictional world exist independently of the text which in reality creates
them, this passage should be read as an actually existing dream of Bran—or, perhaps even
as actually existing events for him despite their fantastic nature, as “the supernatural often
appears ... because we take a figurative sense literally” (Todorov 1975: 76-77). The
latter, however, entails the need for understanding and appraising the conventions of
fantasy fiction, whereas in a novel that is representative of realism, the dream might be

% As a recent (and widely noted) example, in the third season of the HBO television series, three major
characters are killed in “Red Wedding” during the episode “The Rains of Castamere”. The way these
characters are murdered is even more surprising (and brutal) than Lord Eddard’s death, but the reactions
were quite similar as the social media “exploded”.
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“just a dream”. In my opinion, philosopher Gregory Currie has a good reason to criticise
the accounts of narrative derived from taking the internal perspective alone, as they ignore
the expressive features of the work, such as “features that function to indicate the ways
in which authorial interest is directed towards unity, time, specificity, and causation”
(Currie 2010: 51-52). Here, | am interested in features that signal the “authorial design”
in building fictional world representations and the way readers can use them further.

In Bran’s vision, the description reminiscent of the map of Westeros is tightly linked
to premonitions about what is to come later in the series (most obviously, Bran’s gifts as
a prophet-like greenseer) and partly symbolic descriptions of current situations. Bran,
after lying in a coma, cannot possibly have knowledge of events such as the shadows
surrounding his sisters in King’s Landing: “One shadow was dark as ash, with the terrible
face of a hound. Another was armored like the sun, golden and beautiful. Over them both
loomed a giant in armor made of stone” (156). As a result of this, the vision is easily
recognisable as literary convention used as a part of an invented artefact, but at the same
time, it participates in building a fictional world when it is read in the context of fantasy
fiction. As such, it invites a literal reading and is made accessible through means enabling
visualisation.

It is also worth noting that fantasy fiction can make certain resources and tools of
world-building visible, as prior representations are used as a material for fantastic
descriptions. Bran’s impossible vision of the fictional world is quite similar to
establishing shots used in film—or television series like Game of Thrones. As such, it is
plainly recognisable as a literary device or convention, in the same way as the repetition
of the dialogue between Bran and his father both in the second chapter and in Bran’s
dream sequence is: ““Can a man still be brave if he’s afraid?’ he heard his own voice
saying, small and far away. And his father’s voice replied to him. “That is the only time
a man can be brave’” (157). In addition to these, the dream sequence also concretises a
near-death scenario, as Bran’s ability to fly is compared with his survival: “Now, Bran,
the crow urged. Choose. Fly or die. Death reached for him, screaming. Bran spread his
arms and flew. Wings unseen drank the wind and filled and pulled him upward. The
terrible needles of ice receded below him. The sky opened up above” (157-8).

The way fantastic fiction often concretises literary devices is similarly visible in the
memorable scene at the very end of A Game of Thrones. Daenerys, the only surviving
child of King Aerys Il Targaryen who was ousted from the Iron Throne during the
rebellion, hatches three dragons by having her petrified dragon eggs placed on her
husband’s funeral pyre. She herself walks into the flames to claim them:

The flames were so beautiful, the loveliest things she had ever seen, each one a sorcerer robed in
yellow and orange and scarlet, swirling long smoky cloaks. ... She saw a horse, a great grey stallion
limned in smoke, its flowing mane a nimbus of blue flame. Yes, my love, my sun-and-stars, yes,
mount now, ride now.

Her vest had begun to smoulder, so Dany shrugged it off and let it fall to the ground. The
painted leather burst into sudden flame as she skipped closer to the fire, her breasts bare to the blaze,
streams of milk flowing from her red and swollen nipples. Now, she thought, now, and for an instant
she glimpsed Khal Drogo before her, mounted on his smoky stallion, a flaming lash in his hand. He
smiled, and the whip snaked down at the pyre, hissing. (779)

In the above excerpt, the way Daenerys leaves behind the grief she feels over the death
of her husband Khal Drogo is realised side by side with the glimpses of the smoky stallion
and Drogo mounted on it. However, Daenerys’s feeling of rebirth is not realised only
symbolically, as she survives the pyre unharmed and quite concretely rises from the ashes
of her old life as mother of dragons: “The cream-and-gold dragon was suckling at her left
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breast, the green-and-bronze at the right” (780). The mental images evoked by this
passage are vivid and detailed.

Such visualisations of written text are often linked to the reader’s producing some
kind of private mental imagery while attempting to understand the text. The way fantasy
fiction concretises literary devices and figurative descriptions can, however, encourage
readers and fans to use their visualisations not only in order to understand the text, but
also as a means to promote communality with others. This further illustrates the influence
of the participatory nature of digital medium: such visualisations can be cut, pasted,
reassembled and distributed with ease (Murray 2011: 57-58). It is noteworthy that when
they are used with this intent, the question of their validity or accuracy is not really at
stake—rather, they are treated as shared interpretations. Above | already mentioned
artistic representations of memorable quotes from a work as one of the expressions of fan
art. In the case of A Game of Thrones, they can function as emblems of enigmatic
subplots.

One of the most popular enigmas introduced by A Game of Thrones is the tragic
fate of Eddard Stark’s sister, Lyanna. The conditions of her death are recounted while
Eddard visits her grave with Robert Baratheon: “He could hear her still at times. Promise
me, she had cried, in a room that smelled of blood and roses. Promise me, Ned. The fever
had taken her strength and her voice had been faint as a whisper, but when he gave her
his word, the fear had gone out of his sister’s eyes” (40). As neither the content of the
promise nor the cause of Lyanna’s death are currently known (in other words, they have
not yet been revealed in the first five books of A Song of Ice and Fire), they are subject
to lively speculation among the readers. The most common theory is linked to the
parentage of Jon Snow, who is currently believed to be the bastard son of Eddard Stark.
Instead, many readers speculate that Jon is the son of Lyanna and Prince Rhaegar
Targaryen. Picturing the scene of Lyanna’s death with speculative elements (such as
placing Eddard beside her with a baby boy in his arms) is among the most visible means
this particularly enigmatic subplot is explored and interpretations of it are shared. There
are many other possibilities of presenting speculation through visualisations in the case
of A Game of Thrones, as Daenerys also has visions which can be linked to Jon Snow’s
parentage. The first of the visions includes an image of Rhaegar with his newborn son,
proclaiming that “there must be a third” because “the dragon has three heads”, and another
of the visions is the image of a blue winter rose growing from a chink in a wall of ice.

The visibility of conventions in all of my above examples is, first of all, the strength
of fantasy fiction, as it can show us that reality in a world, like realism in a picture, is
largely a matter of habit (cf. Goodman 1981: 20). However, it can also be a weakness
when the same generic elements, such as certain characters, locations and plotlines, are
used over and over again in the building of fantastic worlds. A Game of Thrones often
exposes such habits and weaknesses, as in addition to using familiar elements in world-
building, it breaches some generic conventions. The case of Eddard Stark’s death, which
I analysed above, is an illustrative example of such a breach.

Either way, as fantastic worlds are just as easily recognised as invented constructs
as fictional characters are, fantasy fiction is especially adept at engaging its readers in
their creation. In this, fantasy fiction distances us not so much from our everyday world
or from our actual experience of it, but from the ways in which we make sense of it, build
order into it, or remake the chaos surrounding us into a world. Map-like descriptions, such
as the one in Bran’s dream, can therefore draw upon the similarity of a reader’s actual
experience of looking at the map of Westeros (either on the first pages of Martin’s novel
or on some communally maintained source) rather than on reader’s real-life experiences
of seeing such a vision. To fully appreciate this, we cannot delimit the realm of fiction
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inside its own sphere from which “meanings are exported to the real world”, as Caracciolo
(2011: 126) has suggested. Ryan’s concept of fictional recentering similarly forecloses
anything outside a possibly existing, virtual domain for the duration of reading, and this
conceals the fact that fictional worlds are generated out of prior representations.

It is not just that readers would be “actualisators” of the fictional world designed by
an author (or a creative team)—rather, they are active participants in the creation of it.
The models concentrating on communication or on belief and pretense are especially
problematic when it comes to various communal or shared strategies that are used in
producing imagery of fictional worlds and events such as that of A Game of Thrones. This
imagery participates in creating a network, or a whole pool of prior and concurrent
representations which the readers can draw upon and therefore not only meet the
challenges of visualisation but also engage in practices which promote communality.

Conclusion

I have concentrated on criticising two tenets dominating the fictional worlds theories from
the viewpoint of visualisation and fantasy fiction. First, the approaches analysing the
works of literary fiction as cases of private, one-to-one communication, and secondly, the
views promoting the importance of readerly belief and, at the same time, asserting that
awareness of fictionality would produce detachment instead of involvement. With the
example of contemporary fantasy fiction and Martin’s novel A Game of Thrones, | have
suggested that the supremacy of the principle “from one author to one reader” should
especially be questioned, while analysing the various means and resources the novel
enables its readers to use while engaged with its fantastic imagery. As a piece of evidence,
I presented the idea of prior and concurrent repr