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Abstract

When | was first introduced to Abel GandetsRoue | was rather interested in the fact
that it was released in 1922. | knew that this alas the year that James Joytéigsssesand T.
S. Eliot'sThe Waste Landere published. | began to wonder why this yeadpced such
significant works of modernism. | repeatedly askqatofessor of mine, Bruce Kawin, a number
of questions about 1922. My core questions wereny¥ien?" and "What happened before?" At
some point, Professor Kawin suggested that | varitéonors thesis on 1922. After some
discussion about what the thesis should contalacided that | was interested in the history of
modernist aesthetics. | wanted to determine whedsioned the emergence of modernism and

why it arrived at an apex in 1922.

With this goal in mind, | began reading and watgha number of significant modernist
works that were released before 1922. In additathis project, | tried to isolate a number of
historical factors (outside of artistic tendenci#at may have occasioned the creation and
evolution of modernist aesthetics. | discovered the events of 1922 were the culmination of an
evolution of aesthetic tendencies. Also, modermsthetics were the response to a particular
consciousness that was occasioned by a numbegrofisant historical events that occurred
around that time. In discussing this, my thesissaionprovide a some coherence to the vast and

complex artistic movement known as modernism.
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A Year United in Fragmentation:

An Examination into the History of Modernist Aedtilie and their Culmination in 1922

SECTION 1.0 — INTRODUCTION AND STATEMENT OF PURPOSE

Virginia Woolf may have been correct, but she alsy have been somewhat
misleading. In her 1923 essay entitled "Mr. Benaatt Mrs. Brown," Woolf wrote: "On or
about December 1910, human character changedlje.thange was not sudden and
definite[...], but a change there was, neverthelasd, since one must be arbitrary, let us date it
about the year 1910" (Woolf 2). Woolf is attemptingsolate the moment at which modernism
took hold of the collective artistic consciousnelise rightly acknowledges that the date is
arbitrary, but it's a fine year to choose. Howewer, statement has led many people (particularly
within academia) to look at 1910 as the so-calleebinning of modernism"” (Stevic). However,
the beginning of modernism should not be the fomanent of modernism. The moment of

focus should be one of culmination. And that monaenied much later.

Within the realm of cinema, people often look toav&ergei Eisenstein's famous
Battleship Potemki(il925) aghelandmark work of modernist cinema. However, thisration
is also misdirected. However, in the case of {ilmlike literature), the attention is directed to a

time that is too late, rather than too early. Themant of culmination, deserving of the utmost
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critical attention, happened earlier. Not coinciddly, the most important works of modernist

literature and film were released within a singieadar year. That year was 1922.

The 20th century artistic movement known as midar reached its apex in 1922. This
apex is the historical moment wherein the movemeathed a mature culmination. Within this
apex moment, creative innovation has not been estédubut ceases to be as pronounced.
Creative innovation persists before the apex. Kotig the apex, innovation gives way to
expansion. That is to say, there is a period (aiyethis instance) for a movement wherein
aesthetic developments are crystallized. In the oasnodernism, the aesthetic achievements of

1922 embody, with clarity, the aesthetic tendenofemodernism.

The aforementioned "formula” is clearly reductilet it is a useful tool in understanding
the manner in which modernism developed. This papes to understand how the aesthetics of
modernism came to exist and why they reached aveleulmination in 1922. Pursuant to this
goal, I will trace the historical developments thate rise to a modernist consciousness and
account for evolution of the aesthetics that resuftom that consciousness. There are many
aesthetic tendencies within modernism. For the gaef this paper, I've chosen to discuss the
three that are the most widespread and signifi¢eagmentation, making the "old" into the
"new," and the inclination toward writing about gdiivity and consciousness. These
technigues are all components of the central projemodernism: the totalization (complete
understanding) of the human condition. With theed@yment of the aforementioned tendencies,
modernism reached its apex in 1922 with the putitinaand release of the movement's most

significant works of film and literature: James de'gUlyssesT. S. Eliot's “The Waste Land,”
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and Abel Gance'sa Roue These works represent the apex of modernishegstevelopment

and are worthy of extended examination.

SECTION 2.0 - HISTORICAL DEVELOPMENTS

There has always been a relationship betweeatiitex and the culture that produces it.
Literature can respond to the concerns of a culiute recent developments in science.
Conversely, literature can have a profound inflgeois the societal zeitgeist of a particular
historical period. During the historical periodftv® and during the emergence of modernism,

both of these relationships were functioning.

In order to understand how modernist aesthetiosecto exist, one must understand the
historical events that gave rise to a particularsciousness. Outlined below is a series of
historical events that had a tremendous impacheridrmation of a consciousness that resulted

in the emergence of modernist aesthetics.

Determining the first "influential” developmenttime formation of modernist aesthetics
will certainly involve some degree of arbitrarinelss difficult to establish a moment wherein
"direct influence" begins. However, as Virginia Wiodecided that she must begin somewhere
(December 1910), | must do the same. I've begum thé earliest event in a series (of events)

which deeply disrupted the worldview of the Westemworld.
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SECTION 2.1 — ON THE ORIGIN OF SPECIES

The middle of the 19th century saw the publicabbwhat would become one of the
most significant scientific texts ever publishedta@les Darwin'©n the Origin of SpeciesThis
landmark piece, published in 1859, establishedmab@n of scientific truths. The most significant
of these truths was related to evolution. Darwircalated the details of the engine by which
biological evolution occurs: natural selection. tiNal selection essentially posits that there is
significant diversity within the population of aespes. Individuals of a population that are "less
suited to survive" and thus, less likely to reproglbhave traits that will eventually be eliminated
from the population. Conversely, individuals theg more likely to reproduce (due to variation)

possess traits that will be perpetuated (selected).

On the Origin of Specids a massive scientific document. Using extensiidence
from the natural world, ranging from insects tadbito turtles, Darwin made inferences about
the formation (or "origin™) of the species thatstgd on the planet. Darwin posited that species
evolved through the process called natural selectitherein certain traits were selected and
some eliminated. Pursuant to these claims, humashamy other living species are the products
of millions of years of evolution that involved sjpes convergence, divergence, extinction,

emergence, etc.

Darwin's publication was met with much public agge. Darwin's claims meant that
humans were not in a privileged position. Theymtlinhabit some realm external to the rest of
animals. Rather, they were an evolved species. hdyanimal ancestors just as any other
species did. Humans ceased to be entirely "otherlation to other "animals.” This had a

profound effect on humanity's perception of itself.
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The consciousness that emerged in the post-Dawimorld gave rise to texts that
explored this preoccupation. One such example 5.HVellsThe Island of Doctor Moreaun
Doctor Moreay Edward Prendick (the protagonist), after witnegghe horrifying experiments
of Dr. Moreau, cannot endure the presence of dtheran beings. After seeing the sentient,
human-like creatures of Moreau's island, the liegvieen human and animal has been blurred.

He cannot see the face of a human without seeagbk-men of Moreau's island.

On the Origin of Specidsad a profound impact on the scientific commurbty, also the
general culture. The identity of humanity was qoestd and the physical nature of what it

meant to be human was destabilized.

SECTION 2.2 - THE GOLDEN BOUGH

Even before the disastrous events of World Warhi¢h shook faith in religion), the
foundation of religion was disrupted by James Gedngazer's monumental teXthe Golden
Bough: A Study in Magic and Religioin this text, Frazer seeks to identify the dinues and
patterns that are present within religious systdfrazer, an anthropologist, contends that
religions were derived from human psychology rathan from a divine being. Religions could

be understood as "cultural phenomena."”

The Golden Bougis a massive text. It was first published in 189Qasolumes. The
second and third editions included three and tweblemes, respectively. Because of the size of
The Golden Bought is impossible to exhaust the breadth of Frazagork in this paper.

According to critic John Vickery, Frazer sought'teveal the full significance of mythology,
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which otherwise might have remained an airy fanti wo social or psychological relevance to
modern humanity " (qtd. in Muntean 1). To be exegmeductive, Frazer contends that
religions (both "primitive" and contemporary) angthologies have shared characteristics:

virgin birth, scapegoats, sacrifice, death-rebidistic vengeance and so forth.

The effect ofThe Golden Bougtvas tremendous. John Vickery describes Golden
Boughs effect with clarity: "The Golden Boudrenlarged our understanding of the behavior of
societies by laying bare the primitive concepts &aditional folk customs which, as a
subliminal element of culture, underlie so manyuof institutions " (qtd. in Muntean 5). Not
only did it disrupt the validity of religion as athe truth, it provided a platform by which
individuals could directly confront religion and thglogy. These fields were of great interest to

authors like W.B. Yeats and T. S. Eliot.

The Golden Boughad a huge influence on academia (particularktudies of
anthropology, sociology and religion), as well las karger culture. At the time, its effects on the
general population were staggering. Frequentlyndunfronted with a world that is
intimidating, confusing or frightening, people tumreligion. Frazer attempted to demonstrate
that the inclination toward religion was part gframitive mentality, rather than a divine

salvation.

SECTION 2.3 — ALBERT EINSTEIN

Some of the most famous developments in all objisywere realized at the onset of the

20th century. The most salient of these discoveviere made by Albert Einstein. In 1905, the
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Annalen der Physikpublished a series of papers, by Einstein, tteahaw known as th&nnus
Mirabilis (Latin: extraordinary year) papers. These papexedeas the foundation for much of
modern physics. These papers established amongtbihgs, the theory of light quanta, matter
and energy equivalence, the structure of the uséyghe gyromagnetic ratio of the electronic,

and special relativity (Tixaire).

Einstein's impact within the realm of physics wamning. Einstein provided a new
conceptual model of physics in order to accountiierdata which was problematic for Isaac
Newton's equations (which had been considered imbheifor over 200 years). The complexity
of these ideas extends significantly beyond the@ead this paper. However, it is important to
understand the immense impact that Einstein hati@society. After general relativity was
empirically proved in 1919 (in an experiment invialy a solar eclipse), Einstein was launched
into international super-stardom. According to moM. Alex Johnson, "when he talked about
the larger world, people listened" (Johnson). Adoay to popular conception, Einstein had
successfully rewritten the laws of physics. Whilestis a bit of an exaggeration, his

contributions were tremendous (Johnson).

Einstein's ideas were not irrelevant to the reaflart. His theories had a large effect on
the theory of knowledge. According to Professoreitb Tixaire, "Einstein rejected an empirical
explanation for the origin of physical conceptsjshhhe considered a free creation of the human
mind. But mere logical thinking does not providewith knowledge of the external world,

which only experience gives us" (Tixaire).
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SECTION 2.4 — SIGMUND FREUD

The beginning of the 20th century saw the earbfipations of Sigmund Freud. The
works of Sigmund Freud, such &e Interpretation of Dream@899) andlotem and Taboo
(1913), had a deep effect on the psychology comiypuss well as the wider population. Freud's
topics of discussion are plentiful, but for modstraesthetics, the introduction of the

unconscious (in a prominent role) is the most $icpmt.

Before Freud, much of the psychological commueasgigoused views in the realm of
behaviorism. Behaviorism focused centrally on obeigle and measurable behaviors. These
behaviors were analyzed and then corrected. Frenigicded that the mind was comprised of
the id (unconscious), the ego (conscious), andtiperego (internalized ideals, values, and sense
of right and wrong) ("The Id, Ego and Superegdrjeud claimed, i’ Difficulty in the Path of
Psycho-analysi§1917), that the "ego is not master in its own ledigtd. in "Sigmund Freud
Quotes"). In other words, much of human behaviaiétated by impulses and desires that are
unknown to the conscious mind. Freud also clairhatithese impulses, drives, and desires were
predominantly formed during the early stages olfdtitod (Felluga). For Freud, events in
childhood had a profound impact on the adult mpatticularly as it relates to psychosexual

desires.

In Freud's time (up until the present), his idease subject to considerable controversy.
Regardless of contemporary ideas regarding thditsabf Freud's claims, he had an enormous
impact on way people perceive their minds. He daléo question the (long assumed) idea that

humans were in control of their consciousness heu actions and that they were the locus of
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their decisions and desires. This shattered aftssigtem that had been held for thousands of

years. Thus, people began thinking about their smarl about consciousness in a new way.

SECTION 2.5 - WORLD WAR |

World War | had a profound effect on the developtred modernism. It is rather difficult
to appreciate the magnitude of the effect which /@var | had on Europe in the early 20th

century.

In Europe, the war served as a major inhibitianlifterary publication and film
production. Consequently, the evolution of moddraesthetics, within publications (books or
films) came to a temporary halt. Prior to this tHahodernist aesthetics were beginning to reach
maturity. The halt in publication did not resultarhalt in development. During the war, people
continued to talk, paint, and write. The aesthetmstinued to develop amid the events of the

war.

Many modernist authors (in film and literaturegiced in countries that sustained
considerable damage in the conflicts of World W&k great deal of literature was produced in
response to the events that transpired in World WEine poems of Wilfred Owen and Siegfried
Sassoon (among others) recount the horrific anthbatrocities the First World War. Wilfred
Owen, in the famous poeBulce et Decorum Estescribes the experiencing of witnessing a

soldier's death at the hands of lethal gas:

Behind the wagon that we flung him in,

And watch the white eyes writhing in his face,



Bullard 10

His hanging face, like a devil's sick of sin;

If you could hear, at every jolt, the blood

Come gargling from the froth-corrupted lungs,

Obscene as cancer, bitter as the cud (Ramazahi 528

The first world war was not a national rallying ppor a source of glory. Instead, it was the

source of unspeakable horror and misery.

However, the horrors of World War | were not lied to those in military
combat. The Irish poet W.B. Yeats was deeply adig¢tty the events of the war. In 1919, Yeats
wrote "An Irish Airman Foresees His Death." In thigef poem, Yeats explores the thoughts of a
Robert Gregory, a member of the British Royal Fyorps (Ramazani 110). The war was a

presence that could not be ignored. It was a horneglity.

Following the war, people returned to writing dadnaking films, but the effect of the
war was monumental. Europe was left in ruin, bdtispcally and psychologically. The
confusion and incoherence that seemed to be prestig air before, then became unbearable.
After the several years of "restarting” (in ternigudistic production and publication) after the
war, modernism exploded in 1922. Gertrude Steirtevtoat the war made people more
conscious and more willing to be contemporary \aitiother. It would be an injustice to Stein to

condense or paraphrase her work. She wrote trenioly (in "Composition as Explanation™):

And so there was the natural phenomena that wasnwhech had been, before war came,

several generations behind the contemporary coitigggsbecause it became war and so
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completely needed to be contemporary became coehplontemporary and so created
the completed recognition of the contemporary aositfpn. Every one but one may say
every one became consciously became aware okisierce of the authenticity of the
modern composition. This then the contemporarggeition, because of the academic
thing known as war having been forced to beconméeroporary made every one not
only contemporary in act not only contemporaryhiought but contemporary in self-
consciousness made every one contemporary witinéliern composition. And so war
may be said to have advanced a general recoguititiie expression of the

contemporary composition by almost thirty yeat€ofnposition as Explanation”)

Stein is stating (in a Steinian way) that the warederated the artistic movement toward the
"modern composition." The war made the modern caitipo contemporary and made artists

more willing to be "of their time" and contemporarith one another.

SECTION 2.6 - RECAPITULATION

The aforementioned developments are discussedroslymmary, but their effects
should be clear. The environment of the early 2@titury was one typified by confusion,
fragmentation, and disillusionment. Systems wellengaapart. Modernism was an artistic
response to this cultural condition. The aesthetidhis response are detailed in the following

sections.
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SECTION 3.0 - MODERNIST AESTHETICS

The relationship between aesthetics and histoegsential to the understanding of
growth and evolution of modernist aesthetics. TdilWing sections will outline the nature of
the aesthetic tendencies that will be discussenligirout this essay. Although these are not the
only techniques of modernism, they are among thst significant. This significance is

measured by their relevance to a historical constiess and the principal project of modernism.

SECTION 3.1 - FRAGMENTATION

Perhaps the most famous aesthetic component oénmigch is fragmentation.
Modernism's inclination toward fragmentation laggebntributes to modernism's being
commonly associated with "difficulty.” However, gq@entation is not employed for the purpose
of intimidating or confusing a reader. Rather, tise of fragments is a measured and deliberate

stylistic choice.

It is important to establish what is meant bytdrens "fragment,” "fragmentary,” or
"disjointed." Most works of literature, prior to @0century modernism, were organized around a
principle of cohesion. For instance, Aristotle®eticsdetails the "unities” of "action,” "place,"
and "time." According to Aristotelian aesthetickrity and coherence are critical to an
audience's appreciation of a play. The most fammaurks of Western literary history are
governed by these same principles of cohesion ahdrence. One can think BEowulf
Shakespeareldamlet Virgil's Aeneid Dante'dnferno, Homer'sOdysseyMilton's Paradise
Lost,Chaucer'§he Canterbury Tale®\eschylusOresteia CervantedDon Quixote de la

Mancha,and Hugo'd.es MisérablesThese works and thousands more demonstrate the
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persistent desire, within history, to maintain asseof developed coherence. As is perhaps
suggested by this brief list, the epic has remaorezlof the most dominant literary forms
throughout history. The traditional epic poem oasummate example of narrative cohesion.
The epic follows the "heroic deeds and events"lwiag an individual as he undertakes a
journey of tremendous significance to a partictridoe or culture (Meyer 2128). This journey is
recounted with a definite progressive arc. Theeeadnstacles, but no narrative disruptions.
Modernist authors seek to disrupt this cohesioh Wwagmentation. This is accomplished in a
number of ways. An author may vary the style oftiwg at various points throughout a text. He
or she may refuse to adhere to principles of caityirand cohesion; events may be presented
non-chronologically or without regard for causalifytext that is fragmented is one that appears
to be made of pieces that don't necessarily coligheone another. However, they do have an

important relationship with one another that isdssed in following sub-section.

Film is an exceedingly younger medium, but hasyradrthe same inclinations that can
be observed in literary history. Cinema's youth esatkacing its development an easier task.
Following the initial explorations of the film medn that occurred from about 1895 to 1902,
filmmakers began to develop techniques for nareadbory-telling. Georges Mélie&'Trip to the
Moon (1902) and Edwin S. Portet'sfe of an American Firemaf1903) are some of the early
attempts at continuity through editing. Improvenseort so-called "continuity editing" continued
to be made throughout cinematic history. Moderoiis¢ma attempts to disturb this cohesion.
This is frequently achieved through editing. Ingteéshowingthe viewer a scene or a concept, a
modernist filmmaker maguggessomething to the viewer. This may involve rapldsthmic
editing that places "fragmented” shots alongsiaé esher. These shots may be fragmentary in

the sense that they represent disparate entiges/id he disruption of temporality or space could
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also make shots fragmentary. For instance, a shgta fragmentary if it depicts a moment in

time or space that is distinct from the shots suatound it.

The fragmentation that is present in modernistk&was a reflection of the fragmentary
consciousness that was experienced by artistewfmiyy the historical developments of the later
19th and early 20th centuries. The world seemdxttim disarray. It was fragmented. The
literature then reflects that sense of fragmentatidodernist artists, in their work, tried to make

the fragments cohere. This is addressed in theviollg subsection.

SECTION 3.1A - FRAGMENTARY MONTAGE

The relationship between fragments is crucialnte'®understanding of how fragments
function within the context of modernist literatuaed film. Fragmentation does not result in a
sort of hodgepodge with no organization. To thetreoy, the fragmentary works of modernism
are often organized around a thematic whole. Ntaportantly, they often function in a
"montage" relationship. The word "montage,"” in ttagsitext, comes from the French word for
"editing" and is usually utilized in regard to fillHowever, it is equally applicable to the realm
of literature. Montage involves presenting fragnsgof words or images) alongside one another
and inviting the audience to synthesize a mearhiagis not inherent in the words/images when
viewed independently. Essentially, fragment A, whessented in dynamic collision with

fragment B, creates meaning C (that arises frogmthesis of A and B).

The montage relationship can achieve somethingueniAn expression, utilizing
montage, can "state" what language is otherwisgpiiole of expressing. Ezra Pound explicates

this in one of the early mentions of montage. Herred to it as "superposition." Pound writes in
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Gaudier-Brzeska: A Memoabout his poem "In a Station of the Metro™: "Theeomage poem’

is a form of super-position, that is to say, ibre idea set on top of another. | found it useful i
getting out of the impasse in which | had beenbgftny metro emotion. | wrote a thirty-line
poem, and destroyed it because it was what wevceKk 'of second intensity.™ Pound condensed

his thirty-line poem to the following:

The apparition of these faces in the crowd,;

Petals on a wet, black bough. (Ramazani 351)

Within these two lines, there is a collision of gea. From this collision, there arises a visual
and emotional experience that cannot be conveyglicely. Language is impotent. Montage
theory was further expounded upon by Poun@ha ABC of Readin@934) and Sergei
Eiseinstein in "The Cinematographic Principle amgl ideogram” (1929). Pound used Chinese
ideograms to explain montage, whereas Eisensteith dspanese. Eisenstein connected the
notion of montage with that of the Hegelian dialedt. W. F. Hegel's dialectical approach
posits that in the development of ideas (or higtdhere first exists a thesis (Hegel called this
the "abstract"). In response to the thesis, thererges an antithesis that negates the original
thesis (Hegel called this the "negative"). Whentttesis and the antithesis collide with one
another in conflict, there emerges a synthesis ¢Hegjled this the "concrete™) (Fox 43).
Eisenstein's idea of montage is closely connect¢ke Hegelian conceptualization of the
dialectic. Two entities collide with one anotheddrom their collision, there emerges a
synthesis (in the case of montage, a meaning thst'winherent in the colliding

phrases/images). The synthesis takes place whkimind of the viewer/reader. That is to say,
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the viewer/reader derives the meaning from thastoii of ideas (rather than being told or

shown the meaning).

It is important to note that in both literatureddim, an inclination toward fragmentation
does not mark a departure from narrative itselthBa it is a disruption of narrativehesion
The unity and wholeness of a work become agitdtetnot nonexistent. Modernist artists did
not experience a feeling of cohesion in their livEsus, there was an urge, among the

modernists, to bring some coherence to the fragamientin their art.

SECTION 3.2 — MAKING IT NEW

The second major aesthetic of modernism invollkegéndency to draw upon elements
from the past and make them "new." This involvésigan element of the past (be it literature,
history, film, etc.) and re-energizing it. In thet of re-energizing or renewing a historical
artifact, an artist can effectively "make it newhis phrase was coined by Ezra Pound in his

bookMake it New(1934) ("The Pound Error").

"Making it new," like fragmentation, may maniféstelf in multifarious ways.
Consequently, it is rather difficult to describen Author may take a historical literary form (such
as an epic or a love ballad) and transform it imaprecedented fashion. A writer may, for
instance, write an epic about going to work. Thihaumay preserve the structural essence of
the epic (a "tale of the tribe" about a hero leghiome and undergoing trials), while
invigorating the form by focusing on a topic witbntemporary relevance. Within the realm

film, a flmmaker may re-imagine and alter the mataf a historical occurrence. Essentially, the
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aesthetic of "making it new" revolves around aergton that is directed toward the past.
Practitioners of modernism are interested in embgatransforming, and renewing elements of

the past, rather than rejecting or ignoring them.

In The Cantogspecifically "Canto LXXXI"), Ezra Pound writes:

That a Blunt should open

To have gathered from the air a live tradition

or from a fine old eye the unconquered flame. (félo85)

The act of gathering "from the air a live traditiaccan be imagined as an expression of the
modernist aesthetic of "'making it new." For modstrartists, history was very much alive. At

the beginning of the 20th century, the systemsaatsal with art and culture were falling apart.
Nothing seemed to amount to any coherence. Aaegiyithe modernists looked to a history
which had remained "unconquered.” That which thegvk of the past (be it literature, religion,

or historical events) had remained intact. Thush@presence of systems that were falling apart,

the modernists focused their attention upon thieaehad not crumbled.

This is not the first time in literary history treuthors have demonstrated a desire to
integrate aspects of older works. Movements likectessicism possess similar characteristics.
However, the manner in which these integrationsteantsformation (of the old) take place is
unique. Thus, although altering and integrating ponents of past works is not altogether a new
idea, its implementation in modernism is uniqués linique in that it does not focus on one
particular subject (be it the classics or a spetifstorical event) as focal material. Furthermore,

practitioners of modernism were not interestingatorizing or apotheosizing past works, only
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in re-energizing them. The "making it new" of madsem further differentiates itself through its

formal association with the other aesthetics ofrtiteement.

SECTION 3.3 - SUBJECTIVITY

The third aesthetic component of modernism is comignknown as "subjectivity.”
Within the period of modernism, there is a markedige (within literature and cinema) to
portray the inner consciousness of subjects. g involve transcribing the thoughts of a
character or following a particular character'sypoif view throughout a work. For literature of
the modern period, this tendency often manifedtadfiin a technique known as stream-of-
consciousness writing. Stream of consciousnessvies@ recording of a character's thoughts
without an intermediary (aside from the authorhislrecording may or may not approximate the
actual experience of consciousness. In shortewrivould willingly let the thoughts of

characters appear on the page without a narratieemediary.

Subjectivity/stream of consciousness is convegeimuch different manner within the
realm of cinema. In the case of film, subjectivign be expressed through shots which are a
clear expression of a character's visual point@ifvv This point of view can be made clear
through cinematography. For instance, the viewey se@ a man looking toward a bouquet of
flowers. In a subsequent shot, the bouquet of fiewmeay be shown from the perspective
appropriate for the man’s spatial position. Basedhe knowledge the viewer has of the man's
position, they may conclude that this is a point4efv shot. A film may also project the mind of
a character onto the screen. Film critic Bruce Kagiiscusses this iklindscreen: Bergman,

Godard, and First-Person Filmn the case of a "mindscreen," a memory, delusioeam, or
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fantasy is projected on the screen. The mind dfaaacter becomes the diegetic reality of the
film. This occurs in films likeRashomor{1950, Kurosawayvith its various story-tellers anthe
Wizard of 041939, Flemingwith Dorothy's dream/fantasy (Kawin). Consciousnesy also

be shown expressively. That is to say, the missegme (everything in front of the camera) may
be designed around expressing the consciousnessuacters. This is the case in German
Expressionism. In films such ae Cabinet of Dr. CaligarfWiene, 1920) antllosferatu: A
Symphony of HorrofMurnau, 1922), the sets are external, symbolid,expressive

representations of the emotions, thoughts, andrepes of the characters in the films.

It is important to note that subjectivity (and$beother aesthetics) did not materialize
with the emergence of modernism. There are histbpiecedents for fragmentation,
subjectivity, and "making it new." However, modemirepresents a moment in literary and
filmic history wherein these aesthetic traits séiaesalient and widespread role. Furthermore,
they amount to a central modernist project. Thajgat is one of totalization. In a reality that no
longer seemed sensible or coherent, modernistsavere interested in understanding the
entirety of the human condition. The following quess were thoroughly investigated: How and
why should one live his or her life? What does &m to be human? Why do we live and exist?
How does one tell a story? What is form and howithe transformed? How doeserything
cohere in some grand unity? This project of to&ian is perhapthecentral concern of

modernism.
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SECTION 3.4 - RECAPITULATION

Historical events at the turn of the century otwasd a change in consciousness for a
significant population in the western world. Peopkre inhabiting a world that no longer
seemed to make any sense. It did not cohere. Daliginpted the distinction of animal and
human, as well as divine creation. Einstein disihedrthe foundation of physics and altered the
perception of time, space, and matter. James Géweger unsettled religious beliefs . The
atrocities witnessed in World War | further dismedtthe supports of an already crumbling
world view. Meaning and purpose was not clear aetdrehined. Existence itself seemed to

become incoherent. Modernism arose as a respotisis &tate of human consciousness.

Each of the aesthetic techniques can be understoadormal and stylistic response to
the consciousness that emerged at the beginnitige &0th century. Art (particularly film and
literature) served as a means to make sense ofappatred to be an otherwise senseless world.
Writers and filmmakers began depicting a world thas fragmented because, for them, the
world was fragmented. Their art was a means ofgmghsome coherence to the fragmentation.
They began "making it new," because the contempaystems of thought no longer seemed to
be relevant. Subjectivity emerged because reaitpiricism, and objectivity seemed to be
unstable. The human understanding of how the weoiked was shown to be faulty. The 20th
century was a time of major paradigm shifts and meas. Assumptions were called into
guestion. These aesthetic tendencies are thus ec@nfsoof a historical moment. They are a

response to a world that no longer seemed to cohere
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SECTION 4.0 - THE EVOLUTION OF MODERNIST AESTHETICS PRIOR TO 1922

As was previously discussed, modernist aesthetce largely a reaction to the historical
developments of the later 19th and early 20th cezguHowever, the aesthetic tendencies
underwent an evolution before their culminatiori@22. Joyce, Gance, Vertov, and Eliot do not
exist within a vacuum, but rather are the prodfidt0s15 years of aesthetic evolution. This
evolutionary process will be illustrated throughesamination of some of modernism's most

important works.

As was the case with discussing historical inflee=) the selection of the "earliest" works
in a history of aesthetics is invariably arbitrafye chosen to begin my history of modernist
aesthetics in roughly 1909. By selecting this date,omitted some writings of authors such as
Joaquim Machado de Assis, Joseph Conrad, Henrys)ame E.M. Forster. These writings are
absent from my discussion for multiple reasons. 8dmty work of authors like James, Forster,
and Conrad could possibly be dubbed "pre-moderadkB likeThe Wings of the Do\ @903)
andHeart of Darknes$1902) were extremely influential on later worksmodernism, but were
not elements in a larger, identifiable movementttiermore, the aesthetic innovations of these
works, though considerable, serve more as influencemodernist stylistics, rather than
components thereof. The case for Machado de Asss@mmewhat similaDom Casmurro
(1899) by Machado de Assis brilliantly implemertis techniques of modernism, but remains
detached from a historical trend. Machado de Assis largely unread by the English-speaking
world until the 1950s (Krause 153). Thus, he remaimemarkable precursor, but not a

participant in a larger evolution.
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The sections below do not aim to be exhaustivé/ses of the respective works. Rather,
I intend to explain the significance of a certaiorkvwithin the greater evolution of modernist
aesthetics. Consequently, | will focus almost esiglely on issues of form and technique within

the works.

SECTION 4.1 — A CORNER IN WHEAT

The evolution of modernist aesthetics coincidesame extent, with the development of
the film medium. Film emerged as an art form angdpeto evolve during the period of
modernity. Accordingly, some of the developmentearly cinema are closely related to film's

development of modernist tendencies.

In the period of early cinema (prior to roughlyl59, one figure looms larger than all
others: D.W. Giriffith. Griffith is most famous ftris major epicsBirth of a Nation(1915) and
Intolerance(1916). However, his work beyond these films isnafjor significance within the
context of modernism, as well as film history. f@h began directing films in 1908. In 1909,
Griffith directed nearly 150 films. Of these film&,Corner in Wheais the most aesthetically

significant.

A Corner in Wheaf1909) is loosely based on Frank Norris' 1903 tsétory "A Deal in
Wheat" with one scene from his novel entitldte Pit(also from 1903). The film tells the story
of a wheat mogul called the "Wheat King." He hofmesorner the global wheat market in order
to raise wheat prices and accrue a fortune. Thit 8o concludes with the Wheat King falling

into a pit of wheat and suffocating to death.
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This film stands apart from its contemporariesdwse of its use of cross-cutting. In film,
cross-cutting involves cutting back and forth betwéshots of one scene with another, at a
different location, and sometimes in a differentiqe of time" (Giannetti 83). Griffith was one
of the first directors to integrate cross-cuttintpihis films successfullyA Corner in Wheais
one of the first known films to implement crosstmg. The film cuts between shots of the
luxurious life of the wheat king, the strugglegtod poor population that can no longer afford to
buy bread, and the misery of the wheat farmers.présentation of these images "alongside"
each other invites the viewer to compare them. Wherviewer sees the suffering of the
proletarians that can't afford bread alongside esag the opulent lifestyle of the Wheat King,
they are invited to sympathize with the farmerskirag class and condemn the actions of the

Wheat King. This meaning is achieved through tles@ntation of sequential images.

For modernist aesthetics, cross-cutting is reltadtie idea of fragmentation. The cross-
cutting of A Corner in Wheaprefigures the montage sequences of later filkesAibel Gance's
La Roug(1922) and Sergei EisensteiBattleship PotemkifL925). The cross-cutting of this
film encourages a certain response from the vighagrcould not likely be achieved from a

single shot.

It's rather facile to take the early innovatiofigioema for granted. However, the
development of cross-cutting was a major one. d@iielopment potentiated the emergence of
montage and parallel editing that is seen in Gini§i1916 film entitledntolerance(which will

be discussed later in this section).
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SECTION 4.2 — IN SEARCH OF LOST TIME

Marcel Proust'sh Search of Lost Timgtands among the most significant texts of the
20th century. It is a monumental work not only witthe realm of modernism, but in all of

literary history.

Proust began writintn Search of Lost Timi@ 1909. The first volumeSwann's Waywas
published (in French) in 1913. The publicationt® subsequent volumes continued after World
War | (the second volumé) the Shadow of Young Girls in Flowaras published in 1919) until
the final volume was published in 1927 (though Btalied in 1922). The volumes were not
written chronologically; Proust began wilwann's Wagnd then wrote the last half Binding
Time Again Then, he proceeded to write the middle of theshdVhis information is significant
because it situatds Search of Lost Timi@ a temporal period that ranges before and #iter
central year of 1922. Though only four volumes waublished before or during 1922, it is

fruitful to examine the text as a whole when adsiresits aesthetic merits.

In Search of Lost Time undeniably a novel of consciousness. The newetitten from
the first-person perspective of a (mostly) unnamedator. The narrator, in retrospective style,
transcribes the events and thoughts of his lif@ iaughly chronological order. He describes the
experience of going to sleep, of waking up, oftfiedling in love, of disappointment, of artistic
development, of experiencing time, and most impalyaof existing outside time. Within the
realm of modernist aesthetics, its importancelated to its emphasis on subjectivity. Beyond

this, the novel is a profoundly beautiful and thagb exploration of the human condition.

Proust's text is focused on the aesthetic of stilsjy. The novel is one of

consciousness, but not a stream of consciousnkesgiits, specifically memories, are among
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the central subjects of Proust's novel. Howevervihting of Proust does not seem to represent
the immediate thoughts of the narrator. Ratherthibaghts of the narrator are beautifully poetic.
They have been transformed from raw consciousméssiyled prose. The subjective nature of
Proust is perfectly illustrated in what is perh#ps most famous passage of the book, the
"madeleine episode." I've greatly condensed thegugesin the following: "I carried to my lips a
spoonful of the tea in which | had let soften adbitnadeleine. But at the very instant when the
mouthful of tea mixed with cake crumbs touched ralate, | quivered, attentive to the
extraordinary thing that was happening inside mé.And suddenly the memory appeared. That
taste was the taste of the little piece of madel@ihich on Sunday mornings at Combray, [...]
my aunt Leonie would give me after dipping it irr ifusion of tea or lime blossom" (Proust
45-47). In this passage (that actually extendséweral pages), the narrator recounts an
experience of his. He talks about his thoughtsthadexperience of involuntary memory. It is

consciousness discussing consciousness.

| was once told that the day one becomes middbet&gthe day one realizes that they
will never read Marcel Proustis Search of Lost Timé&Jpon reading the text, | often felt as
though | were reading the thoughts involved in mypdife. The central project of modernism is
related to understanding the entirety of the huo@rdition and in short, how one can make
sense of their own existence. Proust engages Wghrt an epic of consciousness. And he does
so with unparalleled grace. According to the dasket ofSwann's Wayirginia Woolf once
stated: "My greatest adventure was undoubtedlydRrdvhat is there left to write after that?"

(Proust).
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SECTION 4.3 — TENDER BUTTONS

One year after Prous@wvann's WayGertrude SteinSender Buttonsvas published.
Tender Buttonss, for the unfamiliar reader, a seemingly impeaige, discursive prose poem.
The poem is comprised of three sections: objeots],fand rooms. These sections detail what
their names indicate, respectively. Gertrude Steis a major figure in modernism and her
influence extends well beyond this brief discussibender ButtonsGertrude Stein was one of
the first American expatriate authors at the beigimof the 20th century. Many other Americans
emigrated to Europe during this period and herrsé&ttracted"” the likes of Ernest Hemingway

(to whom she served as a mentor), Ezra Pound, lamchvBod Anderson, among others.

In Tender ButtonsGertrude Stein uses words in a rather unusual $@yn is interested
in accessing the reabsenc®f what things truly are, be it a carafe or a nteat. The
connotations associated with words can interfeth thie expression of the object agutly is.
Furthermore, the denotative meaning of a word ntsxy d@o so. With this in mind, Stein uses
rhythm, tonality, repetition, and an abstract apptoto language in order to create a portrait of

objects, food, and rooms.

In Tender Buttongthe reader has the rare opportunity to see conseess "at work."
The consciousness that the reader witnesses nragyonot be Stein's; that is ultimately of little
import. What is important is that the reader isegisomething close to an unmediated (or
perhaps "uncontaminated") flow of consciousnesssponse to entities in the external world.
There is no "logical" narrative progression. Ingtgliere is conspicuous fragmentation as Stein
moves from one object (or food) to another. Steiites about "a plate™: "An occasion for a

plate, an occasional resource is in buying and $mon does washing enable a selection of the
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same thing neater. If the party is small a cleesigss in order. [...] A splendid address a really
splendid address is not shown by giving a floweely, it is not shown by a mark or by wetting"
(Tender Buttons Regarding her word choice, Stein wrote thatwas "very much taken with
the beauty of the sounds as they came from [feer]extraordinary melody of words and a
melody of excitement in knowing that [she] had ddme thing" (qtd. in Dydo 178). This poem
represents a consciousness that has been, to gteng &eed from some of language's

limitations. It is lively, natural, and uninhibited

ReadingTender Buttonsgs no facile task. This is because Stein dispos&seamost
familiar of literary conventions. This is a modatrinclination. Stein rejects the traditional

conventions of literature and instead, creates sunwgnew.

SECTION 4.4 — “The Love Song of J. Alfred Prufrock”

T. S. Eliot's "The Love Song of J. Alfred Prufréakas published in 1915. Along with
"The Waste Land(1922) and~our Quartets (1943), "Prufrock” is one of Eliot's best known
works. "Prufrock,” the first poem that Eliot pultiesd,appeared in the renowned Chicago-based
publicationPoetryin 1915. Among others, Ezra Pound was immediatepressed. In a letter to
the editor ofPoetry, Harriet Monroe, Pound wrote: "He has actuallynied himselfand
modernized himself ohis owrl ("Practical Cat" 78). This quotation by Poundridicative of a
number of important concepts. First, Pound sugghatsmodernism is an aesthetic process, that
it is something alive and functioning. Second, pgbem is exceptionally impressive (especially
when considering the fact that it was Eliot's fablication). It is among the earliest major

examples (along with the work of Stein and Pouridhodernist fragmentation in literature.
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Furthermore, the poem quite clearly implementgicaniques of "making it new" and of

subjectivity.

As the title may suggest, the poem follows theingssof a fictional character named J.
Alfred Prufrock. The poem contains the musing cangness of a nervous, oversensitive, and
sexually dysfunctional man. Eliot's poem is undedbt fragmented. This fragmentation
represents the consciousness of Prufrock and Rkuftbe character) may, in turn, represent a
modernist consciousness. The poem traces Prufribddghts from an etherized being
compared to the evening (line 3) to the refrain:tHe room women come and go / Talking of
Michelangelo” (lines 13-14). Explanations of thotgyare mostly absent; the poem relies on the
participation of the reader. Eliot writes: "To wand'Do | dare?' and, 'Do | dare?' / Time to turn
back and descend the stair (lines 38-39). The readst guess the external events happening
around Prufrock. The consciousness doesn't spaak t@ader with clarity, as it does in Proust.

Instead, the reader is injected into a fragmentedcanfusing conscious mind.

The poem draws heavily from literary history. Témgraph (in Italian) describes a
meeting between Dante and Guido de Montefeltr@énte Alighieri'sinferng). The epigraph,
when translated, amounts to Guido de Montefeltveakng that if he had known Dante would
leave Hell, he would not have told his story. Tishaps speaks to Prufrock’s inability to
express himself to others. This poem, though é@regfces a "you and I" (line 1), may contain the
thoughts of Prufrock, but it doesn't seem to bétemiby him. The poem is a stream of his
thoughts, but he is not their scrivener. He camcgty begin to speak to people and doesn't seem
to be the kind of speaker to draw Italian epigrafpbs) thelnferna. According to Louis

Menand's analysis of the poem, it is a "dramatioohomgue, a standard nineteenth-century poetic
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genre" ("Practical Cat" 80). It is supposedly ael®@ong in monologue form, but the name "J.
Alfred Prufrock” doesn't exactly conjure imagesahance. Furthermore, the monologue is not
one of passion or expression, but of impotencegessmon, and confusion. This is precisely
"making it new." | refer to Menand again: "What waportant for Pound and Eliot was that the
bones of the old are legible (or visual or audilbledler the contemporary skin" ("Practical Cat"

80).

"The Love Song of J. Alfred Prufrockérves a prelude to this essay's later discussion o
"The Waste Land" (1922). "Prufrock” contains mahyhe stylistic elements of "The Waste

Land,"” but the latter remains a much more robudt@nfound illustration of those elements.

SECTION 4.5 -THE CANTOS

Within the literary realm of modernism, Ezra Pousith a position of paramount
importance. Pound has already been mentioned $¢ivees in this paper. Pound was
instrumental in developing modernist aestheticsthnctareers of his close friends. His friends
included people like T. S. Eliot, E.M. Forster, §imia Woolf, Lytton Strachey, and Bertrand

Russell.

Pound is best known for his lifelong project knoasThe CantosThe Cantoss an
extremely lengthy poem that Pound wrote mostly betw1915 and 1962. The poem remains
incomplete and some cantos (sections), of whictetaee 120, exist only as fragments. The

earliest publication of part dthe Cantosvas in 1925 and Pound worked on it throughout his
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life. However, because of Pound's presence witlidemism, and his writing some the

Cantosbefore 1922, it can be considered part of thewtiasl that led up to 1922.

The Cantoslike "Prufrock,” is an unabashed exercise in moiden. And Pound, like
several other figures in modernism (most promingdtmes Joyce), was interested in creating a
modernist epic. Pound's poetic epic attempts tommpeass the entirety of literature and the
entirety of the world (historical and contemporarifius, the project ofFhe Cantoss aligned
with the central project of modernism: totaliziigg thuman experience. Fragmentation exists in
The Cantodbetween each canto (as their styles/subjects ehdmagtically) and within cantos as
well. Pound uses multiple languages, historicanexices, literary allusions, and political

messages.

Pound begins the first canto with a 68-line quotafrom Book 11 of Homer'®©dyssey
This corresponds to Pound's undertaking of angmeen and the journey involved therein.
According to the corresponding footnote in therton Anthology of Modern and Contemporary
Poetry, "Odysseus is the type of enterprising, imagireathan, and this voyage represents in
some sense a symbol or analogy of the poet's owageointo the darker aspects of his
civilization or the buried places of the mind" (Raxani 368). In the 45th canto, Pound
vociferously condemns usury (loaning money witleiast): "with usura / hath no man a painted
paradise on his church walh&rpes et luz on where virgin receiveth message / and halo
projects from incision" (Ramazani 379). In the 1démto (one of the aptly named "Hell Cantos),
the reader is introduced to Pound's vision of Hetle slough of unamiable liars, / bog of
stupidities, / malevolent stupidities, and stupedit/ the soil living pus, full of vermin, / dead

maggots begetting live maggots, / slum ownersurars squeezing crab-lice, pandars to
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authority”" (Pound 25). Although these passagessgnt only an infinitesimal amount of the
text, they do provide insight into the kinds ofnigp$ that Pound is doing. He is drawing from
literary history, language, and economic/politickdals. There exists no unifying theme beyond

"the world" or "everything."

Pound'sThe Cantoss extraordinarily long and extraordinarily chaldgmg, but it is
worthwhile. In the realm of modern poetry, it if@mendous achievement. Because of its
breadth and complexity, it's difficult to discussaawhole. For modernist aesthetics, its
importance rises from its intent (totalization) atsdexceedingly bold implementation of
modernist techniques. It is with "Prufrockhd The Cantosthat literature moves into the

unequivocally modern.

SECTION 4.6 — THE MADNESS OF DOCTOR TUBE

Abel Gance was born in Paris, France in 1889 &aadyaung age, became interested in
literature (particularly that of Shakespeare, Racorneille) Abel Gance, Hier Et Demain
Gance's love for literature led to his desire t@ahdatize his thoughts" and write plays. Gance
felt that he must first become an actor in ordeurtderstand the ability of other actors. After
some work as an actor on the stage, he acted anadims. When working at the Film D'Art,
Gance requested that he be able to make his oma.file was permitted to do so and made a
number of short films, includinga Folie du Docteur Tubgélhe Madness of Dr. Tub£915)

(Abel Gance, Hier Et Demain
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Gance wanted to create a film with an "originaltpthat would "amaze" his audience
(Abel Gance, Hier Et DemainThe film tells the story of a mad scientist tdatcovers a white
powder that, when inhaled, causes its user to ¢ialite. Dr. Tube tries out the powder on his
dog and his servant. He later tries it on two woraed their suitors. After several minutes of
chaos, order returns to Dr. Tube's laboratory. Mka and women have drinks while Dr. Tube

begins working on his next invention.

The Madness of Dr. Tubg an early example of audacious subjectivityilmrhaking.
The film makes enthusiastic use of mirror trick®rder to simulate (or represent) the experience
of being under the influence of Dr. Tube's magp@kder. Figures are shown as being
exceedingly short or round or distorted in somepthanner. This is achieved through the use
of various mirrors. The movie is undoubtedly anleration of perception and subjectivity.
However, the case can also be made that the fitlraiwing from a type of modernist
consciousness. That is to say, it may be signifitzat the perspective of Gance's characters is

not one of stability or regularly. Rather, it iadtured, morphed, and distorted.

The Madness of Dr. Tulig among the first avant-garde films ever made.dg8an
ecstatically indulges in experimental types of ppton. The film is comedic, but the narrative
remains largely subordinate to its formal experitagans. These experimentations related to
fragmentation and perception (subjectivity) arevaht to the further development of modernist

aesthetics.
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SECTION 4.7 -INTOLERANCE

With Intolerance(1916), this paper returns to the work of D.W.ffah. The evolution of
formal technigue between 1908 Corner in Whegtand 1916 Ifitolerancg is staggering.
Intolerance as intended to be a response to the controveasyattiffith's The Birth of a Nation
(1915) generatedntoleranceis an exploration of the theme of "intolerance'btighout history.

This film stands as one of the masterpieces obnbt modernist cinema, but all of film history.

The film follows four unrelated (in regards to raive) stories: a "modern" story (20th
century United States), a "Judaean” story (1stucghta "French" story (16th century), and a
"Babylonian" story (6th century BC). These stsnievolve around the intolerance of mankind
toward itself and man's relative inhumanity. Eatcnysis tinted a different color. They remain
connected by an image of "Eternal Motherhood." iISl#hown rocking the cradle "of humanity
and "serves as a symbol of continuity for the ertistory of the human race, and a
representation of the cycle of life and death"t@larance, 1916"). The entire film spans over
three hours and follows the details of each stboysummarize each story would be an

unnecessary and lengthy process.

The fragmentation dhtoleranceshould be fairly evident. The film is comprisedfadir
entirely distinct stories that are organized aroarmntral themedntolerancemay be one of the
earliest examples of deliberate and salient monfBge@ughout the film, there are frequent cuts
from one segment to another. Griffith freely mofresn one story to the next, crossing diegetic
space and time, but maintaining a central themat iBhn't to say that each story contains the
same structure and the editing simply draws pdsallRather, the film aims to demonstrate how

the actions of characters (motivated by "intoleedihtead to tragedy (be it the fall of Babylon or
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the crucifixion of Christ). These stories and imsgehen presented alongside each other,

amount to an overarching message and theme.

Clearly,Intolerance draws strongly from history. The film is focusaebund the notion
of timeless characteristics of humanity and hunyanrelationship with itself. However,
Intoleranceis more than just a film about history. It is nad@umentary, nor is it historical
fiction. Rather it is a new way to examine the pastl present actions of humanity. Both before
and after the release itolerance there has been nothing like it. It is an exangbla
guintessentially modern project: understandingiieire of humanity throughout history and

geographic regions.

Intoleranceis a formal step beforlea Roue The stylistic tendencies of Griffith's film can

be seen (in an often more salient way) in Ganagifribution to 192ZLa Roug.

SECTION 4.8 — RECAPITULATION

The evolution of modernist aesthetics is a vasttdfhe above accounts for a small
percentage of the works being produced in the &@ly century. They are, however, among the

most significant works in regard to the advancenaéie stylistic techniques of modernism.

SECTION 5.0 - DZIGA VERTOV AND KINO-PRAVDA

Dziga Vertov's news-reel serigmo-pravda("Film Truth") began its three-year run in

1922. Vertov was a significant modernist filmmatkeat has had the misfortune of having his
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legacy reduced to one major wolan with a Movie Camerél929). Despite Vertov's status as
being "lesser-known," his contributions to cinerbatfl Soviet and global) are of major
significance. He, along with Sergei Eisenstein ¥rdvolod Pudovkin, was one of the earliest
practitioners of the "soviet montage" film styleowkever, althougtino-pravdabegan its run in
1922 (the focal year of modernism) and was crelyeal modernist filmmaker, it is not of the
same aesthetic merit of works likkdysses, La Roy@and "The Waste Land." Pursuant to this
assessment, Vertov will be examined as a figurkimthe evolution of modernist aesthetics,
rather than a figure involved in the 1922 apex oflarnism. In accordance with Vertov's largest
contributions to modernist aesthetics (prior orniy1922), this section will focus on Vertov's

writing andKino-pravda

Knowledge of Vertov's historical context is helpfuunderstanding his philosophy and
the motivation behind makingino-pravda.ln 1917, the Bolsheviks seized power in Russia. At
this time, Soviet ideals began to take hold thraugliRussia. The Soviet project was concerned
with creating the ideal, perfect person. The Sevietlieved that through socialization and
modernization they would prevail in a global rexaun that would bring about the eventual
emergence of the "perfect human." They believatierHegelian dialectic of history: that
because of history's "iron laws," it was constaniyving toward greater perfection. This

ideology is important to modernism within Russia &mparticular, Dziga Vertov.

In Kino-pravda,Vertov was interested in capturing reality (trugimd using the film
medium to present it (in a unique manner) to hience. Vertov believed that by showing
different fragments of Soviet life and history, deuld provide a greater understanding of the

human condition. In 1922, he released his firstomajanifesto entitled "We: Variant of a
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Manifesto." In this essay, Vertov writes: "A comims is made of phrases, just as a phrase is
made of intervals of movementKifo-eye: The Writings of Dziga Vertéy. Vertov conceived

of the film form as an assemblage of phrases (Wiviete made up of movements). This is one
of the earliest examples of writing that explicillggldresses montage theory within cinema. Many
Soviets were concerned with how they could achtbeadeal of the perfect human and what
factors were inhibiting the progression towards tteal. In th&Kinoks Revolutiomanifesto,

first published in 1919, Dziga Vertov wrote: "l wdyust like to establish that all we have been
doing in cinematography up till now was 100 pertcanddle and diametrically opposed to what
we should have been doing" ("The Writings of DAgatov" 353). Vertov contended that
cinema could be used as an instrument in bettezrstahding humanity. He believed that the
eye of the camera was superior to the eye of theahu"The Writings of Dziga Vertov" 356).
This idea (of improving mankind through cinemajekted to modernism. The Soviet project of
perfection and the central project of modernismbarth related to the thorough and complete

understanding of the human condition.

Vertov was undoubtedly a modernist. If one folldwis career untiThree Songs About
Lenin(1934), this becomes increasingly evident. Vertoletl to mention Stalin ifthree Songs
About Lenin(a violation of Stalin's system of socialist read)sand his flmmaking career was
effectively destroyed. While Vertov's most sigrdiint work came after 1922, he remains a
substantial contributor to the development of mogaesthetics, particularly within the Soviet

Union.
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SECTION 6.0 -ULYSSES

T. S. Eliot almost did not complete his landmaokem, "The Waste Land." This is just
one instance of someone utterly discouraged bpulbécation of James Joyce's monumental
work: UlyssesEliot remarked to his friend, Ezra Pound, thatcéohad already accomplished
everything he had hoped to with "The Waste Landvirfd insisted that Eliot finish the poem so

that he could accomplish in verse what Joyce hae doprose ("Practical Cat" 81-82 ).

Almost immediately after finishinghe Portrait of the Artist as a Young Malames
Joyce began writingllysses Portions of the text were serialized in an Amemigournal called
The Little ReviewJoyce finished writing the novel in 1921 and ggled to find a publisher.
Sylvia Beach, the founder 8hakespeare and Cqublished the novel in 1922. The novel
achieved rapid fame for a number of reasons. Wibjpular culture, the novel was famous for
being "pornographic.” The book was banned in Iréldhe United States, and a number of other
countries. The aesthetic tendencies of modernisneda some of their most audacious and

robust manifestations in Joyce's 1922 novel.

It's an astonishingly daunting task to even bagimttempt of summarizing the entirety
of UlyssesThe novel is, in essence, the story of LeopolubBi and Stephen Dedalus (the
protagonist oPortrait of the Artisj. The novel follows Leopold (and Stephen, to ade®xtent)
throughout one day in Dublin. The novel follows theughts, events, actions, and emotions that
can happen in one day. In understanding everythiatgcan happen to two people in Dublin on
one day, one can gain an understanding of everythiat can happen to everyone, anywhere, on

any day. As Joyce once stated, "in the particslaontained the universal" (Power 64-65).
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SECTION 6.1 - FRAGMENTATION IN ULYSSES

The fragmentation dillysseds of paramount importance to the experience ehibvel.
As was mentioned before, the novel is separatedeighteen distinct "episodes.” These
episodes, while being components of the same nagratc and mostly chronological, are
stylistically variant and discrete. Associatednwitost episodes is a particular scene, hour,
organ, technique, art, color, symbol, and "evemndng Homer's epicThe Odyssgy These
elements make up a schema (often referred to d&ilieert schema") that can guide a reader
through the book. This schema was devised by Jaeiyesgelf and given to his friend, Stuart
Gilbert, in order to help Gilbert understand thekdGilbert later published the schema in his
1930 bookJames Joyce's "Ulysses": A Studgyce was aware of this publication and advocated

its release.

The nature of the episodesUilyssesmakes for an extraordinarily fragmented and
challenging reading experience. As stated abow section has a different "technique™ (or
"writing style"). For instance, the "Aeolus"” epigodonsists of rapid, frantic conversation
interspersed with newspaper headlines as Bloomtisiget an ad published in the newspaper.
The chapter is laden with references to wind (asléseis the keeper of the winds in Homer's
Odysseyand with political commentary (a frequent subjgichewspapers). This section is
followed immediately by the "Lestrygonians” episaslhich describes Bloom's lunchtime
experience. The writing "technique” in this secti®mevolting consumption (in th@dysseythe
Lestrygonians are a tribe of giant cannibals). Upaitching people eat at Combridge's corner,
Bloom thinks: "Couldn't eat a morsel here. Felldhwarpening knife and fork, to eat all before

him, old chap picking his tootles. Slight spasnii, fthewing the cud. [...] Lick it off the plate,
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man! Get out of this. That fellow ramming a knifieéd cabbage down as if his life depended on

it. Good stroke. [...] Tear it limb from limb. Sewbnature to him" (Joyce 169-170).

The episodic structure of the book is not the ayrce of fragmentation. Within each
respective episode, the fragmentation is clearthM/each episode, narrative direction may
rapidly change. A conversation or a thought ma @iy to an unknown voice going off on a
tangent about cosmology or politics. Essentialig, fragments of an episode amount to (through
montage) the meaning of that episode. When the@eégssare combined, they amount to

gargantuan montage.

It is significant thatUlyssesconcludes with a resolution to the fragmentationviblly's
final monologue (discussed in the "subjectivityttsan), she concludes with an emphatic "I put
my arms around him yes and drew him down to meescolild feel my breasts all perfume yes
and his heart was going like mad and yes | said yek Yes" (Joyce 783). This moment serves
as an affirmation of the marriage between Bloomdiotly and a resolution to the disorder of

the novel.

SECTION 6.2 — “MAKING IT NEW” IN  ULYSSES

The artistic tendency of "making it new" is pantarly salient in Joyce's novel. The most
obvious example of this lies within the title ame structure of book that revolves around that
title. "Ulysses" is the Latin translation of "Odgsss," the hero of Homer's ep@dyssey. Ulysses

is the modernist "version" of the Greek epic. |tilse Odysseyan epic about family and life.
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Structurally, Joyce implements components of Hesn@dysseyThe first three episodes
of Ulyssesapproximate the first four books @idysseycommonly referred to as the
"Telemachy"). Similarly, the last three episoded)bfssesapproximate the last (roughly four to
six) books of theddysseyalso referred to as "The NostasThe middle episodes make up the
"adventure" books of th@dysseyEach section corresponds, in a symbolic way,fartécular
event/encounter in th@dysseyFor instance, in the "Hades" episode, Bloom aadrtends visit
a graveyard for the funeral of Paddy Dignam. Thisamparable to Odysseus' journey to the
underworld. In the "Scylla and Charybdis" episdtie,reader and Bloom witness an argument
between Stephen Dedalus and John Eglinton regaadimgterpretation of Shakespeare's
Hamlet The argument between Dedalus and Eglinton reptediee classic arguments of
Aristotle and Plato, respectively. Additionallyese opposing views represent the rock/Scylla
(Aristotle) and the whirlpool/Charybdis (Plato). d&dus and Aristotle rely on biographical

information and facts. Eglinton and Plato rely gsence and mysticism.

Within Joyce's text, there is an immense and olyefrafted symbolic structure that is
maintained throughout the course of the novel. &laee thousands of references, both obscure
and recognizable, to numerology, literature, s@ehgstory, economics, geography, linguistics,
mythology, and foreign languages. “These refereacesvoven into a dynamic symbolic
structure. Bloom is tied, through allusions an@rehces, to Odysseus, Rip van Winkle, King
Hamlet, Socrates, and Shakespeare (to name oaly)a fSimilarly, Stephen is connected to
Telemachus, Prince Hamlet, Hamnet (Shakespeare'sasul Plato. Bloom's connection to
Odysseus is particularly important. Odysseus igtassical hero. He is -- along with Aeneas
(The Aeneiland Achilles (Thdliad) -- one of the most iconic epic heroes. Leopolddah

becomes the modernist epic hero in Joyce's gredéemist epic. The epic has been described as
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"the tale of the tribe" (by Ezra Pound) ddlyssess the story of the modernist "tribe." Bloom
leaves his home (as Odysseus leaves Ithaca) gomésfor a day (as Odysseus is gone for 20
years). He unites with his symbolic son: Stepheddhes (as Odysseus reunites with
Telemachus). At the conclusion of the novel, Bldwes conquered the "suitors” (in the case of

the novel, a man named Blazes Boylan) and affirmgdnarriage.

SECTION 6.3 — SUBJECTIVITY IN ULYSSES

James Joyce often disposes of "narrator assistanuat is to say, a helpful narrative
voice is frequently absent from the novel. Joyeelfy introduces the consciousness of characters
without the luxury of explanation. For instancethe third episode of the novel (dubbed
"Proteus"), the novel relays the thoughts of Stefgbedalus as he wanders along the shore. The
reader is not furnished a statement like "he th8ugh'he pondered.” Furthermore, Joyce
provides no explanation for the thoughts of Steplerd unlike the case of the narrator in
Proust'dn Search of Lost Timé&tephen's thoughts are not delicately composesten
understandable. The reader is presented with fragnhod Stephen's memories and emotions. On
page 49, Stephen thinks: "Talk that to someone Skewie: a pickmeup. Bet she wears those
curse of God stays suspenders and yellow stockitagaed with lumpy wool. Talk about apple
dumplings piuttosto.Where are your wits?" (Joyce 49). This sequensarunded by similar
cryptic, discursive ruminations. Joyce offers nokgaound information or explanation. Instead,

he supplies the immediate consciousness.

The final episode of the book disposes with evengtexceptstream of consciousness.

This section, referred to as "Penelope,” contdiesuninterrupted consciousness of Bloom's
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wife, Molly. This soliloquy, though lasting over 4@ges, is comprised of only eight
"sentences." Traditional punctuation, capitalizatiand syntax are entirely absent. This section
is pure consciousness. The following is a shortrgta of what is contained within this episode:
"[...] I suppose he thinks | dont know deceitfulmadl their 20 pockets arent enough for their
lies then why should we tell them even if its theh they dont believe you then tucked up in bed
like those babies in the Aristocrats Masterpiecéroeight me another time as if we hadnt
enough of that in real life without some old Aristat or whatever his name is disgusting you
more with those rotten pictures children with tweatls and no legs [...]" (Joyce 772). This is a
pure approximation of human thought. Joyce is &btEapture how thoughts appear in
consciousness and how they dart around and dissipaloyce's articulation of human thought,

he is without equal.

Within one of the novels' most famous sequentesCirce episode (which takes the
form of the play), the minds of Stephen and Bloertirough hallucination -- dictate the actual
narrative events of the episode. For instancenvBieom begins to feel emasculated, Bella
Cohen (the madam of the brothel) transforms imtaa (named Bello) and transforms Bloom

into a subservient woman. One exchange is as fellow

BLOOM: (Enthralled, bleat9.l promise never to disobey

BELLO: (Laughs loudly). Holy smoke! You little know what's in store fooy. I'm the

tartar to settle your little lot and break you [nl]

(Bloom creeps under the sofa and peers out throgliringe) (Joyce 531)
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This section also features the consciousnessetephé& and Bloom interacting with one

another. (It is worth noting that this occurs ategal other points in the novel as well.) This is
almost like the "mindscreen” that sometimes exrstsnema. The consciousness of the character
begins the diegetic reality of the narrative. Hoermt is complicated by the fact that multiple
"mindscreens” are taking place simultaneously. Thasks a major innovation in the area of

modernist subjectivity.

SECTION 6.4 — RECAPITULATION OF ULYSSES

Ulysseshas been the subject of innumerable books angessaany given moment in
the text, multiple rhetorical and aesthetic systanesfunctioning simultaneously. This short
section has not even begun to enter into the causrdepths that are the critical works
surrounding the novel. However, this section ofélgay provided some insight into, as Joyce

called it, this "all-inclusive most farraginous ohicle" (Joyce 423).

SECTION 7.0 — “THE WASTE LAND”

T. S. Eliot published "The Waste Land" in 1922 andoing so, created the
guintessential "modernist” poem. As was mentiomettiéUlyssessection, Eliot attempted to do
in verse what Joyce had done in prose (with théigation of Ulysse$. It was only under the
encouragement of Ezra Pound that Eliot finishedpothem. "The Waste Lands an
extraordinarily dense text comprised of fragmeNtsarly every sentence or word seems to be

charged with multiple valences of meaning. It #dage of mythological and literary references



Bullard 44

assembled together in a disjointed, chronicle.1RX&2 and for modernist literary aesthetics,

"The Waste Land{along withUlysse$ is a consummation of the movement.

SECTION 7.1 - FRAGMENTATION IN “THE WASTE LAND”

"The Waste Landis organized into sections, which differ drastigdtbm one another.
Each section is also wrought with seemingly stothaariance and fragmentation. Within the
poem, the reader is guided from the pain of rel§i¥pril is the cruellest month, breeding /
Lilacs out of the dead land, mixing / Memory andid® stirring / Dull roots with spring rain™)
to a quote fronTristan and Isoldéo an unknown couple arguing to the Grail quesStrantih,

shantih, shantih" (Ramazani 474, 475, 477, 487).

At the time of writing "The Waste Land," Eliotiéel was in chaos. Eliot was struggling
with a marriage that was in disarray. Critic LoMienand writes in an article about Eliot: "The
trouble with the marriage was not infidelity. [l&®] asphyxiating mutual dependency. They
were both anxious brittle people” ("Practical C&%). Eliot wrote in his unpublished memoir:
"To [my wife Vivienne], the marriage brought no Ipagess...To me, it brought the state of mind
out of which came 'The Waste Land™ ("Practical'G&). Eliot's poem is a way of responding to
the turmoil in his relationship, as well as the fusion associated with a modernist
consciousness. As such, "The Waste Lasdi'vision of Eliot's world after the events o th

early 20th century, World War |, and his chaotianaae.
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Like Molly's final "Yes" inUlysses Eliot's poem attempts a resolution. For Eliot #nel
rest of the modernists, there was hope for thaijept (that is the project of understanding the

human experience). Accordingly, Eliot's poem doatsemd in utter disarray.

SECTION 7.2 — “MAKING IT NEW” IN “THE WASTE LAND”

As was the case witlllyssesto state that "The Waste Land" "makes new" iteedture
of the past is an extreme understatement. Neadgyeghrase seems charged with some
significance. For instance, the famous first liA@fil is the cruellest month, breeding" is an
allusion to the opening of Geoffrey Chaucdite Canterbury TalegRamazani 474). For the
sake of being succinct, this section will focusmarily on two of the most significant extended
examples (of "making it new"): the Fisher King/H@yail motif and the "What the Thunder

Said" story from th&rihadaranyaka Upanishad

The "Holy Grail" motif draws from medieval mythgp (in particular, the Arthurian
legend). The legend is told by a number of autkatis significant variation between them.
Besides this fact, the legend itself is rather ticy@ he "Holy Grail" is the goblet used by Jesus
Christ at the Last Supper. The Fisher King reswi#isin the Grail Castle (the location of the
Grail). In most iterations of the story, he is atitd by some ailment or grave injury. The injury
of the Fisher King has a detrimental effect onférélity of the world. The king's ailment results
in his kingdom being transformed into a wastelamatl{ing is able to grow). The Grail Knight
(most frequently Percival/Parsifal) must travette Grail Castle (which can only be found by
those worthy) and upon seeing the Grail and otbBrikems, he must ask the Fisher King: "For

whom does the grail serve?" After he first finds rail Castle, Percival fails to ask the
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guestion and the castle disappears. Years lates,dlde to return to the castle and successfully
asks the question, thus healing the Fisher Kingrastbring fertility to the land and alleviating
desolation. Percival then learns that he is thadgan of the Fisher King and the rightful heir to

become the new Grail/Fisher King.

References to the legend described are foundiaugapoints throughout Eliot's poem.
And in fact, it should be evident that the taslPefcival is rather similar to that of Eliot
(rejuvenating the wasteland). The Fisher King, a®#f, is referenced several times throughout
the poem. The most direct allusion is found on #862: 'Et O ces voix d'enfants, chantant dans
la coupole” According to the footnote in tHdorton Anthology of Modern and Contemporary
Poetry this is a quotation from Paul Verlain@arsifal. This French poem "evokes Wagner's
opera about the Grail quest" (Ramazani 480). Taaed) the line reads: "And O those children's
voices singing in the dome!" (Ramazani 480). Thiens to an incident wherein Percival has
withstood the temptation of a female enchantredsaalh be granted entrance to the Grail Castle.
The children's voices are being carried from a dofitbe castle. Potential salvation is near.
Throughout the poem, there are numerous instandeshing. These references point to Eliot's

interest in maintaining this symbolic motif throumh the poem.

The "What the Thunder Said" section serves asethaution to the chaos of the poem.
"The Waste Landis Eliot's struggle to bring some coherence tdifésHe places various
stories and references alongside each other. iHaikdection is Eliot's means to bringing a peace
to the poem and to the larger "wasteland" of histerce. Eliot's own footnotes for the poem
indicate that "DA" on line 41 refers to: "'Dattayédhvam, damyata' (Give, sympathize, control.

The fable of the meaning of the Thunder is fountheBrihadaranyaka Upanishad\ccording
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to the footnote iMhe Norton Anthology of Modern and ContemporarytBoéehe fable (from
theBrihadaranyaka Upanishads as follows: "The Creator God utters the engiosyllable

DA to three groups. Lesser gods, naturally unnmgrpret it as 'Control yourselve®dmyat3;
humans, naturally greedy, as 'Givgafta); demons, naturally cruel, as 'Be compassionate'
(Dayadvhant' (Ramazani 486). The footnote goes on to explaah the "DA" "DA" "DA" is
repeated today in the form of the sound (or voadghunder. Thus, each person should live their

lives according to the principles of control, gigjrand compassion.

This section ("What the Thunder Said") is theatosion of the poem. It is the resolution.
This section is Eliot's means of healing the wasiel He accomplishes this cleaning through
religion. As Eliot works through the fragmentarysdkation that is the post-World War |
"wasteland,” he has an urge to arrive at some satva-or Eliot, the salvation is in the "shantih,
shantih, shantih" (Ramazani 487). Eliot translabedSanskrit word "shantih” as "the Peace
which passeth understanding” (Ramazani 487). Etiotbines elements of Western and Eastern
religions (Christianity and Hinduism) to reach sommelerstanding diowto be human ankdow

to attain the "shantih, shantih, shantih."”

SECTION 7.3 SUBJECTIVITY IN “THE WASTE LAND”

Addressing the technique of subjective writinghwit"The Waste Landis a difficult
task. Unlike "Prufrock,” the narrator in "The Waktnd" is not constant. The narrative voice
seems to belong to various characters that dovét &iay logical, coherent relationship. To
compound the confusion, these voices represenauditpideas. In short, because of the heavy

fragmentation of Eliot's poem, narrative voicesdificult to distinguish. They change and



Bullard 48

transform rapidly and without warning. For instanite speakers of "April is the cruellest
month" (line 1) and "My nerves are bad to-nightsylead. Stay with me" (line 111) seem

disparate and disconnected.

The grand speaker of "The Waste Land" is Eliotd@t The poem is a type of mental
essay wherein Eliot's struggles and consciousmegsoaired onto the page. In an interview,
Eliot stated that, while writing "The Waste Lan#¢] wasn't even bothering whether [he]
understood what [he] was saying " ("Practical Gat). Eliot's poem is an exploration of his
personal consciousness. In the same way that Bkuftite poetic character) seemed to represent

part of the modernist consciousness, in "The Waatel," Eliot assumes the same role.

SECTION 7.4 — RECAPITULATION OF “THE WASTE LAND”

Ezra Pound suggested that T. S. Eliot finish "Waste Land" because what Joyce had
done in poetry, he (Eliot) must do in verse. Bli@ts successful in that endeavor. "The Waste
Land" remains one of the most iconic works of tBéhZentury. It holds this status because, like
Ulyssedor prose and.a Rouefor cinema, it encapsulates modernism brilliaritihe Waste
Land" stands as a thorough and robust explorafitileomodernist condition and its related

aesthetics.

SECTION 8.0 -LA ROUE

The innovations of Abel Gance cannot be undestdités one of the great injustices of

the film history canon that Abel Gance is denieglrightful position of monumental importance.
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Some introduction to Gance has already been prdvidéheLa Folie du Docteur Tubsection

of this essay. After completing a number of shibm$ and moderate successful features, Gance
released his first majorly successful featutaccusg1919). This film was the first film
"courageous enough to oppose the waAbg] Gance: The Charm of Dynanit&his film made

use of imaginative camera techniques and swiftrmutHowever, it was in 1922, witbka Roue
(The Wheg] that Gance made his first masterpiece. It ighvooting that many sources list the
release date dfa Roueas 1923. This is inaccurate lzss Rouepremiered in Paris over several

nights in the December of 1922 (Abel 26).

La Roug(1922) has not been preserved in its entirety.nkamy years, there existed only
unofficial "mutt" prints that were gathered fronrieas film sources. In 2008, Flicker Alley
released a DVD with restored footage that reachestad.5 hours. The original release was
somewhere between 7.5 and 9 hours (Abel 26). Als, suconsiderable amount of the film is
missing. Most of the missing footage is suspeabdaktcontained in the third "fourth” of the film
(if the entire film were split into fourths). Altligh the film is incomplete, this 4.5 hour version
affords the viewer an adequate vision of the phat #he aesthetic innovations of Gance's

masterful film.

La Rougells the story of railway engineer and inventomea Sisif. At the onset of the
film, Sisif withesses a devastating train crashthmaftermath of the crash, he finds an infarit gir
(called Norma) and adopts her as his own. He rdiseto believe that his son (whose mother
died in childbirth) is her biological brother and,ther biological father. As Norma grows up,
Sisif realizes that he is falling in love with h&isif confesses this to his boss, Hersan, and

Hersan uses the information to blackmail him irtwing Sisif into giving his approval for a
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marriage between Hersan and Norma. Sisif comgtsis so dejected and distraught, that,

while driving a train that will deliver Norma to Itkan, he crashes.

Due to degrading eyesight, Sisif must move up tmtBlanc in the French alps. (This
change of setting was actually prompted by thediof Gance's wife during the filminglad
Roue A doctor ordered that she spend time in the nanst) Norma, with her husband
(Hersan), visits Sisif in the mountains. It istastmoment that the audience learns that Norma's
step-brother, Elie, is also in love with her. Hel &fersan get in a fight and both are killed. Sisif,
first enraged by the death of his son, dismissasiddrom his home. She returns when his
eyesight has faded entirely and lives in his presewithout his knowledge. Sisif eventually
discovers her presence and they embrace. At th@usison of the film, while Norma joins in a

dance on the mountain, Sisif dies.

SECTION 8.1 - FRAGMENTATION IN LA ROUE

La Roueinvented "Soviet cutting” before there was Sovigting. After the release af
Roue Russian directors Sergei Eisenstein and VsevBlatbvkin traveled to France to
personally thank Gance for opening their eyes ¢goibssibilities of cinema (Fristoe). Gance
makes use of rapid, rhythmic editing. On some dooasthe fragments function in a montage

relationship. For the aesthetic of fragmentatiothimicinemala Rouds the true beginning.

The aesthetic of fragmentation can be found irfitsesequences of the film. After the
opening credits, the camera begins following tteacks as they converge and diverge. The film

then immediately changes to an image of two trabwut to collide. There is a quick cut that is
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followed by an image of a train falling off. Howeyéhe act of falling is not shown. Instead,
there is a series of cuts that suggest a traimdgdiff its track. The audience is not shown a long
take. Rather, they are shown -- in the words af fititic André Bazin -- an "allusion” to an
action (Bazin). This affords the scene a uniquéewanf potency. There is an emotional

impression that would otherwise not exist.

At one of the climaxes of the film, the moment wenElie falls from a cliff to his death,
there is an eruption of rapid cutting. This cobéddescribed as an impression of the
consciousness of Elie in the moment before his senWithin a period of several seconds, the
viewer is bombarded with images of Elie and Noriria (nemories of he and her together).
After this frenetic moment, Elie falls. In thesevfeeconds, Gance is able to crystallize the
emotional experience of Elie and Norma. The impogssould not be conveyed directly with a
single image. Instead, the powerful impressioryiglesized (by the viewer) from the collision

of images.

SECTION 8.2 — “MAKING IT NEW” IN LA ROUE

La Rouds constantly engaging with recreating and altedligworks of art (particularly
literature). Gance's personal interest in litertmanifests itself throughout the film. The most
salient literary artifact is found in Sisif's nang#sif's name is a reference to the mythological
character of Sisyphus. In Greek mythology, Sisydlonse a king), is condemned -- in the
afterlife -- to the endless activity of pushingaulder to the top of a mountain. When Sisyphus

reaches the summit, the boulder rolls back downSisgbhus must begin the task again
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(Morford). Sisif is a particularly sisyphean chasacHe is endlessly tortured. He desperately

desires a life that he cannot and will not evexiatt

The plot of the film could easily belong to a Remh@novel of the 18th or 19th century.
Gance explicitly uses a quote from Victor Hugo (Wiappened to be one of his literary heroes).
An intertitle reads: "Creation is a Great Wheeljehldoes not move without crushing someone.
-Victor Hugo" The wheel is a metaphor for creataord for life. And of course, life is not
without misery. Gance takes this sorrowful, someviduailiar plot, and makes it into a new kind
of "symphony." Gance takes the Romantic tragedycaedtes universal drama "of trains, of

progress, [and] of film"Abel Gance: The Charm of Dynanjite

SECTION 8.3 — SUBJECTIVITY IN LA ROUE

The inclination toward subjectivity is observabteoughout_La Roue This manifests
itself in a number of ways. On several occasidms audience is permitted to look through the
eyes of Sisif. Gance makes an effort to showiewer the consciousness of Sisif. The tortured
experience of Sisif is representative of the pauoived in anyone's life. For example, early in
Norma's adolescent, the audience sees Sisif pesuinigis window at Norma on a swing. The
camera switches to a point-of-view shot that isusmd on Norma's skirt and legs. This is one of
the first clues about Sisif's feelings about Norbwer in the film, after Sisif has begun living in
Mont Blanc, the audience is permitted to look tlgtotis eyes on several occasions. At this
point in the film, the physical degradation of Bigesight is reflected in the washed-out/faded
nature of the images. In these moments, the caactnally attempts to depict the physical

limitations of Sisif's perspective. Gance uses timgsual technique to great emotional effect.
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One of the most magnificent shots of the film (amdll of cinema) -- the railroad
roundhouse shot -- has a connection to the aesthfedubjectivity. Within the roundhouse,
every pathway is closed except one. There is otferpanaining: the track to Mont Blanc. The
roundhouse thus serves as physical representdtioa consciousness. He has exhausted his
options. He can no longer work. Sisif's standinthenmiddle of the roundhouse has no practical

purpose. Rather, it is an external expressionmbment in his consciousness.

SECTION 8.4 — RECAPITULATION OF LA ROUE

La Rouds, in a word, a masterpiece. Gance was fixatethemdea of creating films in a
revolutionary manner. He was obsessed with innomand with creating a new cinema.
Outside of film studied,a Roueremains largely unwatched. This is largely duedistemporary
disinterest in silent cinema and the trouble (umtdently) involved in acquiring a copy of the

film. Nevertheless, it is one of cinema's great eragt works.

SECTION 9.0 - AFTERMATH OF 1922 AND CONCLUSION

Modernism was an enormous artistic movement tetised literature, film, sculpture,
architecture, painting, theatre, and more. Thiepéjs addressed some of the most important
aesthetic tendencies in two fields (literature fina), how they are deployed, to what end they

are deployed, and how the development of thesestengs resulted in an apex moment.

Modernism did not end after 1922, but the greatesivations took place within that

year. As 1905 was the "miracle year" for physi@22lwas the "miracle year" for literature and
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film, as they relate to modernism. It was the culation of the developments that transpired at

the onset of the 20th century.

Modernism continued well into the middle of thel2@entury. In literature, the
modernism was perpetuated by authors such as Viladmbokov, William Faulkner, Virginia
Woolf, William Carlos Williams, Dylan Thomas, Watla Stevens, Samuel Beckett (in some of
his work), and William S. Burroughs (in some of tsrk). In film, modernism continued to be
explored by filmmakers like Sergei Eisenstein, Akiturosawa (in some of his work), Ingmar
Bergman (in some of his work), Vsevolod Pudovkimj &lexander Dovzhenko. The year 1922
is significant in that it was the big payoff focteiques that had been developing for over a
decade. For modernist poetry, prose, and filmwtbiks of "The Waste LandPlyssesandLa
Roueinhabit an echelon of unparalleled influence. Tthatthree works were released within the
same year is not a coincidence. | end similarlydw | began: with Virginia Woolf. Human
character did indeed change and the change wasudden and definite,” but gradual.
However, the focus should not be on the beginning®end, but rather, on the climax. That

climax was 1922.
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