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- Voices from the Darkness: A Heuseof Leaves Experience

l’lous,eé oflféavé&_=is both.a love letter to the written word and a'demonstration of its

£
i

inadequacies, a cautionary tale, a horror story, a romance, a -bildungsroman_; an eloquent‘mockery R

~of lite‘rary ‘critiCism, and much else besldes. 'It incorporates pOStmodém poly__é\)ocal framing,

techmques whlch are sort ofa llterary version of Russnan nestmg dolls if the dolls all talked to

i

: eacll other and one was a pathologlcal llar and one was claustrophoblc and one denled the

ex1stence of" any other dolls (but even if there were other dolls thls one would tell you they re
~all cra'z_y _anyway);: Gra’nted, it_’shot a perfect analogy-, but it?js about ass’:lose asfanyon‘e’s going~to

¢
. 4

~ get, because House of 'Léaves'is' anovel that defies easy description, categorization or genre, ‘

stereotypes.

R ., LN

" In order to provnde clarlty -a brlef synopsns of the plot(s) isin order 3 louse of Lemes '

\ ,revolves around the nonex1stent ﬁlm documentary, The Navndson Record an account of a famrly

.

who dlscovers that ‘thelr house’s mnerdrmensrons are .1mpoSsrbly larger than lts outward

'

S dlmensmns \The man of the house, Pulltzer—Prlze-wmmng photographer Wlll Navrdson decndes

i

',to explore the dark hallways that have appearei beyond a door in. the llvmg room wrth a team of
expert spelunkers, the narratlve contmues on from there to document their ﬁndlngs and the

tragedles that befall them The man wrltmg thlS nonexrstent account of ¢ a ﬁctlonal documentary

-

+

1 As, much asis possnb]e for atext of this naturc
? And commenting on it with faux-cntlcal analysis in thorough footnotes

¢ A : ) E e
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| _' ‘is a blind genius named Zarnpanoé, who is dead throughout the novel and only represented by .

secondary or tertiary accounts, or through his graphornaniac scribbling. Represented as both a:

! complementary and ‘competing narrative is the tale, in ‘footnotes, of the twenty-something tattoo, '
' artist and former poet, Johnny Truant, who discovers the story and pieces it together. He edits it

- and comments upon Zafnpano’s footnotes' in his spare time until the proje_ct consnmes both him
and his sanlty Fmally, the manuscrlpt falls mto the hands of The Edltors a mysterlous bunch.

- who pop up now and again to doc1pher Johnny S dlgressmns in yet another typeface and complle :

I

together varlous appendlces and an 1ndex, mcludmg letters from Johnny S mstltutlonallzed

_ mother, fragments- of Zampanofs other writings, Pelican Poems, and evndence' supportmg or

- .

denying the existence of'the House.

‘The uniting feature of all three narratives® is an obsession with the House on Ash Tree Lane?,
‘manifésted in various ways as the characters in question’ become hypnotized by its dark-depths.
. ,You'__see,)there is nothing® there. And in-that absence is an especially potent, almost violent kind |

of presence. ‘And the things that Dahielewski’s characters_do to _ﬁll that essential void atthe

~ center of the text and the House, their shottting, overlapping one another.in their eagerness to be

heard, is the suhjectof my pa_rticu1ar interest in this text. Or, at Ieast, a pa_fticnlar interest. As
.fohnny’ .'I'“ruant‘Sa_ys, “so many =(voiées_. Not that I-"m_unfamiiia”r with voices. A rattle ofopinion,' o

need and compulsion but masking what?” (Danielewski 365), a question that is answered later in

- the text in sinister' fashion, like so: masking, as it tums out,_horr_or. ErriptineSS. A void so

v

*Which lmmedlately poses the problem- if he cannot see, how could he have wrltten such a readmg of thls ﬁlm in
hls head whlch relies so heavnly on visual cues?

EA

“All of which interact with and comment upon all three narratives C o

% other than, as you may have noticed, from this paper, ‘the word ‘heuse’ always bemg wrltten in blue font p-OSSIbly '
as a kind of hyperlink, a promise of escape from the labyrinthine corridors that remams, as it must, unfulfilled
® That is, the Navidson house and the Housc within lt
? And the reader him/herself ’
* Or perhaps I should say, Nothing
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stag;gering 1t becomes a nihilistic presence, unBeing devouring everythi_ng with Hv’vhich. it comes
into.contact,_'attempting to wipe itself out of and, disnroye its own existence.

- '_ " Naturally, if one Wishes to discriss ahsen'cef nothingness,' the ut’ter lack of meaning ‘that
somehow makes meanmg, one must dlscuss mhlllsm and to dlscuss mhlllsm one must dlscuss
.Nietzsche. Arguably the founder of the mhllist phllosophy, Nletzsche s mhllism is actlve in the :

, sense that by rejectlng : rejectlon he cancels out the negatmty 1nherent ina Judeo—Christlan

£

: so_crety and man_'lsrleﬁ_.free. The metaphyswal rellgious tradltlon forces man to renounce. and
_represis "‘his instincts_,-. hi‘s.imp"ulses,_ his emotions (Daigle 198) and it therefore renounces part of “
what it'meansftoibe hilman; the_eXper_ience of the senses. Nletzche_ ‘s mhlllsm mandates the
kil:ling of God as a first sten, biit to‘take on His -m_ur)der is a heavy r'esponsihility; without him, the
.entire m;etaphysicalmre'ligio'us system col.lapse.s and man miist build‘vnew foundations of

) sign:iﬁcance from vi/hich to construct meaniné; “In t.he m.etaphysical-_religiousitradition, God 1s
the guarantor of the w_hole system and if,_one rejects God’,‘t_he_ -S};stem is left-iév'ithouta foundation”
(Daigle '198). Man has‘been ahandoned in the absence of ‘or death of God and th’ere isno on'e to
answer the most pressmg questlon what is the meanlng of life? Therefore Nletzsche s atheist-

- nihilism “ ‘may result in man not ﬁndlng meanmg anywhere” 10 (Daigle 199) w1th the most
"izobv1o_us answer out of commlssmn. “Onei mterp_retatlon has collapsed; but bec,ause it was

‘ co‘—nsidered the interpretation’ it 'new seems as if there. was no meaning at all in'existence as if

everythlng were in vain’ (Dalgle 200): It is at this Juncture of 1mp0551ble reallty with the comfort .

of e:»spectatlons that we meet the Navndsons strugglmg to t:irst disprove and then come to terms _

N

%'Seeattached notecard p

19 “This is not for you,’ Iohtmy Truant says.in the dedlcatlon to the text, and I reiteratc- no, lt s not. For me, either,
Then what/who am I doing this for? )
If [ knew the answer to that one, do you thmk I'd be talking to myself in footnotes? Call it whim. _ _ !
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with the fact that their house is-a stuctural 1mposs1b1hty lt llterally deﬁes the laws of the

A

umverse Because this mterpretatlon, “houses Wl“ be larger outs1de than ms1de , was the only

one to Wthh they had been exposed now nothmg makes sense and Karen must struggle w1th her

pomtless Feng Shul in order to cope
Sartre as the he1r to Nletzsche S theorles, also proposes athelstlc nihilism as the answer |
L to the “allenatmg nature of the metaphysncal-rehglous tradltlon” (Dalgle 199) but unllke hlS
:predecessor ﬁnds the system already in rums and can adopt a more pass1ve attltude” (199)
In hrs idea of the world a person must realize that she creates both the world and her own reahty
and accept responsrblllty for it: ¢ conscno.usness‘creates the world and 1tself° glves mean'mg to. '

B Bemg and accomphshes its duty, 1ts mlssmn of replacmg the dead God as mean1ng-prov1der ln :
creatmg the world through actlon conscrousness g1ves meanmg to bemg and saves 1t from

¥

absurdlty and bemg nonsensrcal” (Dalgle 20”)
_ oo _
In short Nletzsche t‘ rst suggested klllmg God but reallzed that there would be a penod

. of tansmon in whlch humans would ﬂounder for anew way of makmg meamng, once deprlved

~

of the presence of a delty to make it for them Sartre expanded on thlS theory and placed the
respon51b1hty of turmng the chaos and absurdlty of the world into somethmg w1th purpose ”
squarely on the md1v1dual’s shoulders Unfortunately for the Nav1dsons the1r home prov1des no

easy answers, nor any concrete answers at all only inore’ questlons

lleldegger Foucault and Dreyfus ‘then take up the mantle of nlhlhsm and transform it mto o
somethlng havmg to do Wlth technology, postmodermsm and the lntemet For Heldegger o
"technologys essence is nothmg technolog1cal" (Heldegger l977 p 4) It goes back in fact to

- Ancrent Greek culture While modem physrcal sc1ence began in the I'7'h century and machlmc

technology (as an apphcatlon of pure scrence’) began in the 18% century, the 1dea of “techne

:.Pag'e|4,'
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L relates not only to the actlvrtles and skllls of the artlsan but also to the arts of the mmd and fine. -

PN ¢

o arts Techne 1s a word lmked to eplsteme It isa form of lnowmg in the w1dest sense” (Peters 4) o
However technology in lts current form 1s a mode of revealmg,” (Heldegger 1977 p- 13)

Y

. c termed enfmmmg whlch forces mankmd to v1ew the world through only one ‘llmltmg, _

; “ ordermg 'lens. It endsnoers man’ in his relatlonslnp to hlmself and to everythmg that exrsts lts'
destlny\ls to’ bamsh humankmd mto a kmd of revealmg whlch is an ordermg and where thrs _
; 'ordermg holds sway,’ it drlves out every other poss1blllty of revealmg (p 27) Damelewslu 1s

E -gwary of tl‘llS encroachmg paradlgm to the extent that he wrote out the entlre novel on paper w1th

o a pen and that he ms1sts that he w1ll never sell movie rlghts to the book He w1shes it to remain

#

CF

. ln one,statlc (but not t_ruly;:-a__s _he proves) medlum.

Mearlwhlle Foucault focuses on dlscussmg how technology has always been a part of
,human culture and crmcal to self—formatlon and exploratlon. There are four major types of

" technology

L

' “*technologles of procluctlon technologles of 51gns systems technologles of power and
o technologles of the self whlch permlt 1nd1v1duals to effect ope'ratlonson thelr own e

: bodles and souls, thoughts, conduct and way of bemg, so a’s to transform themselves m

i

,._order to attam a certain state of happmess purlty, wrsdom perfectron or lmmortallty

' :(Foucault, 1988, p. 1_8), ‘

Next Dreyfu’s takes"a.post-Nietzschean stance on the internet, the'body and where -

technology lS at crossroads wrth the two.

o

~ ' And cross purposes

| ':Pa'g%j 5



MAS long as V\;C continue to affirm our bodies, the Net can be- usﬁeful.to us in spite of its ‘
; tendency to offer the worst of aiseries of asymmetric trade-oﬁ's: economy over eﬁiciency
in educatlon, the v1rtual over the real in our relation to thlngs and people and anonymlty
. xover commitment in our hves But in usrng 1t we have to- remember that our culture has
already fallen twnce for the Platomc/Chrlstlan temptatlon to try to get rid of out” |
‘Vulnerable bodies, and has ended 1n-mh1hsm.- This time around we must.resrst this
- temptatlon and afﬁrm our bodles not in splte of thelr ﬁmtude and vulnerablllty, but
because w1thout our- bodies as Nletzsche saw, we would be llterally nothmg“ (Dreyfus,

'-2001, pp. ;106-7).
i

‘The body, in short is quite literally everythmg Wlthout it, we lose “the source of our sense of
'. our grip on reahty” (Dreyfus 2001 p- 107) Therefore hls the
technological enframin gof be'irng_= stands at the door. it contains both the danger andthe _sa\"'ing‘
power. .lf we allow it/'to transcend the limits of'the body, we will alSo alloul it to remove for’get,' '

- i

or separate us from our moods our cultural locatlon and belongmgness our f nitude and -

o

. vulnerablhty, our ammallty that helps comprlse our lmgulstlc and cultural 1dent1t|es and also the

. meanmg we give our llves By leavmg the body behlnd we W]ll succumb to the samé nlhlllSth

impulses in our culture that began w1th Platomsm and was repeated by Christlanlty” (Peters 7)

The uncanny, that feeling of bodilessness of being= in dan s:erous li'mbo pla-ys a large role in the -
'suspense/horror-mowe aspect of the novel -and so, not to dlSCUSS two major theorists on the |
'uncanny and the way ‘their conkadlctory 1deas come to parallel frultlon in the main and auxnhary
stories-'would be neglectful. Jentsch says, r_egardmg the uncann_y, ~that it is-an ef_fecz cau’sed by

something new or unknown, wherea_s Fr_eud'argues that it is just the opposite, the repressed

i

, oL . ‘ :Page|6}



| skeletons inour metaphorlcal closet that “everythmg that should have remamed secretand

33

concealed and nonetheless [have] come to llght” suddenly and wtthout warmng ln Housc of -

Leaves, the “mtellectual uncertamty of not bemg able to eXplam the blzarre phenomena taklng,

fplace in the house whlle never completely abandoned (the exploratlons the me‘n head are' aﬁer : '

all an effort to “know” the housc) itisa famlllar horror that ultlmately usurps the Jentschlan S

f

. uncanny. Often thrs mtellectual uncertamty is recreated by an author who hldes the laws by

- which_ hrs/her stox%y operates ﬁom the reader, whereas__ i n_Damelewskl?s text, the house merely

. defies reality as w'e- know it in order to become real to the reader‘/character. The 'COmbined effect ‘

lS one of. Wthh Poe oplnes, “thls place feels S0 unfamtlla' and yet I know' |t well/ I thlnk I used

~

R
to belong here but the only way Tcan tell/ is that I miss you Stlll and I cannot ﬁnd you here” (Poe;

_ Spamsh Doll)12 It is a house in whlch one can never be ﬁllly at hOme deﬁned by its absences.
e dedlmg 1s an offshoot of readmg callmg to mind the parttcrpatory nature of that act- to.

- interpret- whtch is all the adult'® world has leﬁ when faced with the unsolvable” (Damelewskt _

3

Interpretatlon then is crltlcal to makmg meanmg out of hfe and art. Thus the more,

medla one can 1ncorporate mto one S meamng*makmg, the better That is, at’ least the F lux

| artlst’s stance As a main and s1gmﬁcant movement |n what would become/was becommg/had
- become performance art fluxus ls/was/w1ll be notable fori lts remarkable mclusron of

N mult;medla or lntermedla whtch by thls pomt in hlstory pop culture has readlly embraced but .

the formal art world has yet to fully accept Its relatlonshlp with objects has shaped punk muszc

2 The song goes on to mention a Spamsh Doll presumably the one given to Darsy in the text; yet another way in |

. 'whrch a source outsrde the novel parallels it, or, dare I say, echoes it?

' ’3 Why isaraven llke awriting desk”

4 What do chitdren have as recourse'that adults donot? Acceptahce?
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culture, with the; smashing of 'guitars on stage15 an‘d the dest'royi'ng of valuable works ofartor
yare books asa performance While Fluxus by 1ts very nat‘ure and name has no set explanatlon 4

. - ordefi nmon it was and remams a group of experimental artlsts who got together from around

© the world 1n the 60s and 70s and mucked about w1th the 1dea of multlmedla perfonnance and

that anythmg_banbe art, an experlence can be art’. _As a‘brle_t‘synopSIs of the hlstory of F ]uxus, '
| ‘h’ave a non-,'answer:" o | ; L | | {
:“iViost‘Flu'xus artists.' all. over the ‘worldwere doin'g- Fluxus’-'lil"(‘e workgbefore there was |
somethmg called Fluxus So if you‘ were in Denmark you ]earned this through Erlc
Andersen and h1s experlence of Bewogen Bewegmg, or- "Movmg Movement whl_ch was |

an historlc kmetlc art show from the 19603. If you were m Germany, you f0und it arriong :
the students of Karlhelnz Stockhausen and the Darmstadt c1rcle-who were talklng about -
serlallsm and experimental musrcal stmcture ina way that a student of Cage never would.
If you're talkmg to one’ of the Japanese Flu;(us artlsts theres a good chance they met at .
the Umversrty of Tokyo and had some relatlonship to. Group bngaku which was another =
experlmental musrcal group Most of these scenes had some connectron to musrc some
R of the artlsts were trammg to be mvolved in musrc professronally, a]though most of them ,
were actually dlscovermg music, as an other --a stmcture or practice dlstlnct from forms .'
; more tradrtlonal to the art world such as pamtmg (from an interview with the daughter
& of chk_nggl:ns, pr,edomina‘nt Fluxus artist and ,theorist).‘ : |

T
*

f‘."

And we cannot escape ﬁ‘om Herdegger who has noted that in handlmg ObJCCtS those
bbjects reveal themselves to us. Additlonally, and relevant for my proyect one’s experrence w1th

©,an obJect 1s not always necessarily a happy one The Ay O boxes were a F]uxus mstallment in

~

15 Now a tiope in itself .

. Page|$



" boring into me. -

which the audience stuck their ﬂngers into a box with a hole in it,: and th'e box was full of pins, or

Fl

rusty razor blades or somethmg equally dlsh‘essmg Ontolog;cal truth unfashlonable as it now

- ‘may be was explored in detalled in the Fluxus movement in addmon to the sense that “there s

4 some lev’el ju’st above that&_real_ity..; where you t__0uch' something and it touches you bacl;,_‘or you
break something and it’s hroken in terrnsof your oyyn body,‘an‘_d.your own selt‘.’7 And for me, at |
~ least, the.m‘ost interesting plece ol‘ this proeess is that of the‘relationship of‘the performer to the

performanee, the bod’y m p'eril, as it‘were',' as spOken_ of i.n this excerpt below, about a Dick

nggms plece entltled }amm Musm no. 177 |

“The score for that piece reads: “Scream! Scream! Scream! Scream! Scream! Scream!" And'the -
way it's conventlonally performed is: you scream as foud as you can until you pretty much lose
your voice. I actually did it last week in Amsterdam--twice in one night--and my throat hurt for
10 days. But I'remember coming down the stairs when I was about 4, and there was a group of
~ people in our living room. | came around the corner Jjustas my father sta' Srted the piece, and 1t
- was existential. Tt - was like watchmg a

parent being _sawed in half. Children
of actors.and - actresses must '

. experience this profoundly-~you kzow,

- ata child's : mtellectual level that
this is a. performance, yet it's
your parent in this’ situation. It's areally -
strange - combmatlon of the real-

~ andthe not-real. 1
. 'was in a tunnel
" ofit,and all I.

“remember feeling like I
with alight at the end -
~ could see was his face
- Similarly, when I was
~ was with my mother in
- that time she was
burning plastic, using
vertical sheets maybe
concept relates to her
big book, which -was this 8-foot-tall
book of ' environments she made
in 1968-- pop- up you could walk from page to page Well, she had thlS freestandmg page "she

about I or 12,1
Canada, and at
working with

- these very large
20 feet high. The .

. 16 Although I run the risk of pedaniries: here this particular formattmg constramt is used in the novel itself to disrupt,’
distort and otherwise play with the notions of book—as-nouse, text»as-object and the colors black and blue are used
throughout the chapter in question. .

.”Page |9



© was cuttmg with a blowtorch and then she would very rapidly separate the two preces of bummg
plastic with her'hand. And her hand ignited. I remember sitting in the audience thinking, "Oh
shit! My mother's on fire!" But then she put it out on her ¢lothes, and continued with the -
- performance. 1 sat there in a panic, while the rest of the audience went on to watch the piece,”
* figuring she probably hadn't seriously hurt herself. Well, she had third-degree burns—the plastic
had adhered to her skin, and she still has a white line'’down her arm. So there are those extremely
strange moments, which any child of areally invested creative professronal gets: Maybe that's
the difference between being the child of someone who desrgns books, and being the child of -
someone who's in performance--the performer's'whole body is in it, and at that point, as a child,
~ you're no. longer connected to that body. Mostkids probably never experrence that'level of
alrenation from the parental body. It's so strange. For the last 20 years of his life, my father made
paintings. And while he was very absorbed when he was painting; it was more about a '
_ connection to the object he was workmg on, which is a different gestalt. You.can oome in and
interrupt that relationship. You can't interrupt the relatronshrp between a person and a bedy that's
- on fire, or a body that's screaming at the top of its lungs. And all the F luxus kids have that kind
-of story, to drfferent degrees ? ‘ :

In speaking of horrifying s‘tories= we are drawn‘ back to the ominous sentient nature of ‘
. the text itself the beast resrdmg wrthm rts pages: =lts resolute blackness was capable of anything,
maybe even of slashmg out tearmg up the ﬂoor murdermg Zampano murdermg us maybe |
veven murdering you” (D 1x) The urgency is such that before it is too late, Johnny is compelled to
| ﬁnlsh the dead man ’s pr0ject bind the book together and bury it, take away its power klll the |
monster msrde it. And SO, the frrst mtlmatlon of a beast makes its appearance known not only in
the pages on the ﬂoor but when Johnny Truant notes the claw marks in the floor of Zampano s!
'apartment as if somethmg had dragged him away But such a possrbillty is beyond Johniny’s
1magm1ng at that pomt and it doesn’t bear thmkmg about, and SO he tucks itaway in the back of
his mind where the rdea festers and grows, until... but I’'m getting ahead of myself. The'_ﬁrst soft
‘ scratching of pararioia at the door o.ﬁicially appear in the Holloway Tape ion. -page ﬁve> where |
| Holloway opines in a ma.ntra of 'clesperate selffidentiﬁcatjon, f‘Holloway Roberts. ‘Menomonie,

f
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: laws unto themselves of the hallways 3 S ,

18»

Wlsconsm I’m not alone here. I ’m not alone ’ (DanieleWSki 5). The faux-critics that have '

-

- analyzed the Nav1dson Record are ﬁrm in the1r conv1ct10n that “of course there sa beast' And 1

assure you our behef or dlsbehef makes very llttle dlfference to that thmg'” (D 335) The fact of

14 g

the matter is that whether or not you belleve whether or not the growl ex1sts isa ﬁgment of a

' collectlve 1magmat10n is attached to a creature oris’ somethmg far more msrdlous and snmster— -

“a creature—darkness few can accept as pure [] absence” (D 335)-—1t makes no dlfference Your
- . :

oplmon does not matter here. Documentatlon alone holds sway, and even that is subject to the

>, '

« lt is no. great comc1dence then that eventually someone w1th a camera and a zest for the _

s

dangcn ous would show up at thls Mead Hall and confront the terror at the doo (D 2 1) And that,

k

e 5

man, of course, is Nav1dson, who desplte all wammgs to the contrary, bhthely resolves w1th

_ Pandora-hke stubborn cur10s1ty, an Allce w‘\ho w1ll;not be den'led hlS bleak ?W_onderland where

El

--the wonde'r is ﬁ;om the lack of substance to eXp'lore that terrible’darls:ness- camera in han{d. Now, -

the faux-scholarly crmque embedded in the narratlve argues that the l louse ‘permanently

forelgn” (167), mev1tably bores us, becauSe “boredom is really a psychlc defense protectmg us
oy _
from ourselves from complete paralySIS by repressmg, among other thmgs the meamng of that

place whlch in thlS case is and always has been horror” (D 167)
ThlS horror reasserts 1tself at varlous pomts in the text, the main vehlcle for it bemg the 1n31de of

Johnny Truant s head and he is so sucked in by the beast of the shadows that when his mind @

- S .
 But he is alone completely and utter] y,in the heart of hlS own mner darlmess from whrch he Wl” not escape alive.

. One might speculate that the ruse of a monster to pursue is;just his- mventlon to }.eep hlmself from oomg mad, an
attempt that both falls and ends tragically. - EEE : : . :

W Or, as Poe s0 aptly puts it in her sono FHey Pretty “I see a stairway so I follow lt doww into the belly of a whale

where my secrets echo all around/ I can’t forget I am a sole architect, I built the shadows here, T built the growlm
-yoice I fear®. ‘Whale" in this lync probably denotes the W‘halestone Instltute where Pelefina was held captive. -

o
S - . Y
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| aps like a twig under the weight of his task, under the weight ot‘ the manuscript that has: '
c.ons_Umed him; he r'epe_ats‘,‘in an eerie echo of the s’cholar"s asseSSment, thoseerrds: ‘_tn_o 'place
.\' can lceep me from this.'(‘?ar.i.’t even keep you. I leti it stretchrinside me lilte an endless hallway. B
\' -And then I open the door of course l’m not aﬁald Why should I be‘7 What disturbs the sleep of

everyone m thls hotell zs arzd always has been me (Danlelewskl 493 95 emphasrs mme)

~ The best argument for the House for the beast for any of lt (all of 1t‘7 None of lt‘7) bemg true, is

-

the low-budget fi lmmakmg of the Nav1dson Record the a‘bsolute unaffordability of fiction. - “

'Thus 1t would appear that the ghost hauntmg the Navndson Record contmually bangmg agamst
the door, is none other than the recurrmg'threat of its own teallty (Damelewskl 149); a reallty
that is untenable for human samty, or mdeed for life ltself The true horror of the beast-not- .

; beast2 is ot what it could be but what we make of it,. and that whlch it brmgs out in ourselves

!

¥ Even Truant has trouble dlstlngulshmg, in Zampano s manuscrlpt whether or not the beast is an

-

| out51de‘ presence at all as in his edltmg of the text, he changes thls language “What comes for
tllose who are never seen again has come from (accordlng to Zampano or ‘for accordmg to
Johnny Truant’s edrt) [Jed]” (Danlelewslu I51). Thls is problematlc on many levels not only
because he s tamperlng w1th the text, but also bocause “ﬁ om” Vversus “for makes a huge

.dlfference in one, Jed is the perpetrator of hls own end in the other a hapless v1ct1m of the.

boogeyman If the roar is the “growl in [hls] belly [he s} scared to let through” (Poe Control)

-

that is infinitely more terrlfylng than if it came from an out51de.source, and_‘not just because of its

T

19 Asylum" :

** There have been many portrayals and persomf cations of death in hterature throughout hrstory, not all of them _
appearing as a skeletal fi igure with a scythe, Somie versions even' erotrcrzc/romant;crze the concept, couching fear of -
the unknown in terms of desire. In House of Leaves, howgver, the questionable beast serves as antithesis to all these -
attempts to-grapple with, access or otherwnse understand this force so hostile to human survwal The growl only
hushes when o , <y : : _ ;
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,im_pl_.icatiozns about .led’s enonnou's appe’tite2 ' The llouse truly forces its inhabltants to
' acknOWl\edée the -full horror',of the 'self the heart’s -“con/stant hunger for whatever it is it wants/
' the way it stops and- starts” (Poe T errzf ed Heart) The growl then is both a srgmﬁer for thc
o terror of the Flouse and- self ‘and oddly comfortlng because itis somethmg, however 1rrat1onal to
,_be afraid of. ’l“here is still sound, which prornises; shape. The growl is that Which hu’manity ‘
| cannot.!v'oice,\ the'pr'imal__vfear under the s_urface'that has no words. To cornpens_ate for th'.eir |
_ inability to speak"‘of this thlng that matters -rnost the'character's' clamor to babble about .
everythmg, anythmg else, smothermg the page, overwhelmmg the reader all sound and fury
| 51gmfymg nothmg e
Anythmg but enrpty, all these blts of paper all these voices, and yet is it possrble fora

text of thls size to ultlmately have nothmg to say‘7 Or rather it says so much® about nothmg, it 1S

5 a _treat1se”onnothmg_and nothmgness and the thmgshumans do to keep it at bay. It; also
' addresses how they react or"copefw_h‘en their defensésj ttail. Perhaps only Pelaﬁna_ and/or ’3o_hnny
"(the same entity,JtVyO"faces; mother and son of la_ngu_a_ge and msadn.ess)'ever fullyernbrace/s
darlitess, Aclose". as g loyer, asyour own skjn', as god. This dark, the H;use’s dark; 1s wornb-like |
p‘urltsy, ptlrglng humans of all the1r defenses the. i ouse -keeper sweepmg humamty under the rug, .

older than t1me or God- or lrke Navrdson says perhaps the House is God? lf so itis a deeply-

: unforgiving’deity._

! Ms. Waltman seems lncapable of makmg jOkCS in good taste. Let alone funny ones.
-The Editors o . :

A

Z But never dellvers .
» Much Ado About Nothmg"
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In thlS unforgrvmg darkness, the absolute darlmess of the House. there is no room for
denial or ratronalrzatron “that faceless black 1{] many myths mcamate” (Danrelewski 337) The
' -blank space both on the page and in those nameless, labyrmthme hallways is always lurkmg at

" the back of the narrative Johnny Truant’s paranora aboat it expresses ltself early on in the textas

“something I am,unable to see. Waiting. l’m,afraid. lt iS-.hungry. It is immOrtal. Worse it knows_
nothmg of whim” (Danrelewskr 79), and when his pamc attacks begm to rrse up and strangle hrm a
with therr monstrous shadow24 he knows that “here then ‘'was the darker srde of whim” (D 150)

| Wh_tm 1tself seems to play a large role in the text, 'ordermg (or not) the pages as endless |
- snarls of words sometrmes twisting into meanlng, sometimes 1nto nothmg at all ﬁequently
_ breakmg apart always branchmg off'i mto other plCCCS l d come across later- on old napkms the
tattered edges of an envelope once éven on the back of a postage stamp, _everythmg and anythmg
but empty (D xvu) The text talks to 1tself for lack ofa better word all the time. Somethmg
" Johnny Truant says will later be repeated’ by the Navrdsou Record25 ora bit of a Poe song will -
,jap‘pear inthe novel as an epigraph.
| On page 5 18, Johnny apologizes for his abandonment of his.project: “Just as you have _
swept-through- me. Just as l_now sweep through you. l’m sorry, .l.have nothi_ng leﬂ. Except this '
.‘stor‘y.’_’ Then, in the ﬁnal words of the last paragraph of the narrative,f“‘darkn‘ess sweeps inlikea
hand” (D 528). to have the last say: In this way, ‘:hauntings ”‘literary :and otherwise and echoes,
fill the pages with clamorlng voices, all shoutmg over each other to be heard, babblmg in many

tongues to l' Il the vord at.the center of the text “ln an effort to llmlt confusion,” the Editors say,

- somewhat 1romcal&ly, “we have_ never ac_tually met Mr._Truant’? (D _4). But the mere fact that they

2 { ]t did have claws, they were made of shadow and .f it did have tefjth, they were made of darkness’ (D 8).
# Which Zampano could not have done on purpose, since Johnny’s edits were wntten aﬁer he finished the
manuscrrpt unless Zampano is Johnny is Damelewskl
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exist to correct hisvcon'ections, whether they have interacted with him or not, creates still more

' con‘fu‘sion. ¥ urthermore the editors engage in-a very active reading of the text, so much'so that

-

'they begln to meddle w1th it themselves as exemphﬁed when Johnny works his’ personal llfe mto '

_'Zampano s narratlve “ls it JllSt commdence that this cold water predlcament of mme also

;

o appears inthis’chapter‘? Not at all. Zax_npano only wrote ‘hea;er’. The WOrd ‘water’ back there- I )

k3

. added tha't‘. Now .there’ s an admission, eh? Hey, not -fair, you cry. "Hey, _fltck you, lx_say’f’- '(D 71‘6):; .

3

,‘

Later, Johnny 1ntrudes agam to reformat the very umverse now (how he has progressed ﬁom

water heatersl), when Zampano’ s “infi mte destmy becomes, thanks to Johnny, ¢ ‘infinite den51ty”_

| But someone has clearly been tampermg w1th the text and not JllSt .Iohnny w1th his water:
'. heaters-msomeone who set Pelaﬁna s letters 1n eXpresswmstlctypeface someone who coded her
: words to converse w1th a man she s never met of whose ex1stence she cannot poS51bly be aware,
save by authorlal intrusion of the most Jarrmg sort Even the novel’s compamon album cannot

: escape these hauntmgs of meamng layered atop each other, and Poe cannot resnst connectmg

' more dots that lmk 1mp0531ble connectlons in her song Dear Johnny “Johnny dear don’t be L

;N afrald / I will keep your secret safe / brmg me to the blmd man who / 'lost you in hlS house of -

/-

: -blue” (Poe) ThlS smppet prov1des a clue or, lf you w1ll another way mto the text by hmtmg at . |

the relatlonshlp between Pelaf ina and Zampano that 1s also alluded to in one of Pelaﬁna s

coded Amessages which asks, when dec1phered ‘my dear Zampano who did you lose?” (615).

RS

The answer, of course, provided elsewhere by _Zampano in one of his notes; a son. Johnny takes_j

i

- onthat role, as Zampano’s inheritor and son, -by cataloguing, burying his book, making it only a

book. ,
| - i

_2‘ She. knows ‘of his existence, even thougt unless she and he or she and Johnny are thc same mdrvndual th|s would
present a loglcal 1mpossnblllty




4 "But it’is never orily a book, in content ’or in style. =The words on the page almost always
mirror, in format of lack thereof ‘what i is happenmg either for the reader or the characters
. (reader-as character‘72 ) The text takes on propertles of ascent and descent the layout mirrormg' |
a ladder when.Nav1dson climbs, then echomg th/e |
skit'tering offth'e page, altogether and l'eaving 'thge blank white space togits own devices. When, ‘m

5

- the narrative,‘ Navidson’s =rope breaks, it isechoed by two pages 'upo_nl,which, amidst whlte
silence,r appear.the letters_"‘_@ -’ (l)_.2_94.) “—a:” (D 2I95) :
liven the footnotes the pa:rat"ext getin on the aCtion; beginning on pages l l4 and 115,

' _ they start to loop around each other in labyrinthlne form referencmg both each other and
footnotes that 31mply don tiex1st They‘don’t Just go forward in numerical order but also

| backward afeer tummg ups1de down and s1deways on the page (begmmng on 146) They bury
- themselves msnde other footnotes 3ust for spite and transform the text mto a living paradox- -
when, 1n Appendix Il E Peleﬁna Lievre tells her son Johnny to mark the bottom right hand
~corner of his next letter with a check mark to indicate that he received her coded meSSage the .
. check mark actually appears, but back on page 97 w1th1n the Nav1dson Record sandw1ched next- ‘_

H

to a footnote

-

A subject tackled at some length in both Reader-Response theory and presentation of performance w1th the
Brechtian-Artaudian acsthetic. Whereas the former focuses more on the cathartic response of the audience to. the
- performance and/or text and what they bring to it.in terms of experience, memory and prior judgment, the latter
engages the audience on a more visceral (less intellectual, although it would be unfair to say that these theories of
performance have no academic component since they are routinely studied in classrooms and universities all over
the western hemlsphere- although, of course, the methodology of such: engagement with thelr theories is.rarely
practical,. particularly in a lecture-format setting, and as such negates the audience engagement for which the
.- theorists in"question had hoped). level, forcmg the receptor out of histher comfort.zone and into a space wherein he
\ or she may.not feel entirely safe or engaged (because alienation is another technique utilized in such performances,
“and this. text, wherein Danielewski forces the reader to view the text as an object and calls into question the
nspoken laws of engagement with a novel asa physrcal three-dimensional force exerting itself upon its consumers)
“'w it h .t h e . .p e r f o.r m -a n ¢ e

&
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.lohnny’s digressions28 also frustrate the reader and complicate the process of making

'sense. out of the novel— he rambles on about Thumper, hig strlpper for- paragraphs at a ttme on

.-page 53 and then tells the reader that he or she can’ ignore that last paragraph if it doesn t apply,

..f‘

o but ha_vmg already read past 1t the dlgressmn becomes 1mpossrble to 1gnore or Sklp The Edttors, k

helpful as always note hlS decllne to comment on that partlcular sectlon Furthermore hlS

footnotes most of whtch are drug-addled fi lled w1th half truths and lles are oﬁen used to drown

: ‘out’ his own’inner madness’and/or darkness. As lﬁ’oe,sa‘ys_, “T built:the growling voice l fear” ; and
ifthe novel is indeed‘ built’ and'*consn-ucted like a,ho’u se, then the only t‘loor not haunted- _b'y fear
- of the dark the emptmess the lmusc represents, is. the'attlc where The Edttors llve secure in thelr o

\lmowledge that Johnny is crazyQ they Wlll never have to actually mteract wrth him, and that the

-

: 'entire novel is an academlc case study- as evrdenced by the appendices- of a dlsturbed mind

Elul hom o qnwlsgeb qoemon 52 1esb918 Jor |r1 mle osae, qe1rlsqe not

H

" 20 qnwlsgsb(. we >lnow mst Lorlnnv I8 beaoenbtng. not |m‘o msbneea, dut mto

,trls 8sme bsvl odaeaalon wdrl me Houa@ trlst‘ g‘nqqeb Ssmqsno snb

i

‘ ‘l/lswbaon Ae IT now’ gnqe ua. Me osﬂslnl\(. oonabenng J‘rle 8udteot ot trlla :

'ﬂrlonme 1eaesmrl qwoleot J‘rtougrl I b lislo to trhrvl m\( mteweel |e sosbemlo '

« maiesb ot odeeaalve Elut trlst 2 1ssll\( trle pueetlon |er1 1 |1<‘ erets osn you

o0

busw ire lino detween sosbemls snb qe‘leonsl |m‘sweel detween qsteonsl
lm‘eteet snb odeeealon detween odaeeelon snb Lot‘lnnv 2 ednsl mto _'
bsulneee‘? Yoste, wmewe, smete‘ J‘rle\( Sll ehsbble trlst Ilne eome ot oy,
l|.>49 Bsmuel Oole‘nbge tsll hom trlen qeworl snb 899>l orlsmlosl =1elesae h

om trls wowbe duﬂbmg melbe J‘rlem 1rist eomerlow J‘rle\( osnnot qut to

qsqew. bwowmng in bwesma )muorl i|>le Lorlnn\r. s towtmeb qoet wrio neven

-

, Bisit the pequé Jfroma dress that makes me so digress?
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Wjijee 8 lins, ~unlsea Lorlnrw i2 Ssmqsno ie Msvibéon in wrliorl osas trle
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i

neaj‘ing _boEl/e 'Sie--_iuesb iﬁogemsﬁ.snb onl\(_eemsnfioe osn be’rinilively esy '
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There is supreme skept1c15m about the p0551b1l1ty of multlple versions of the text and ina.

_critical analysis in‘ 2005, one commentator questions the existence of such “editions”’:

2 A Pellcan is both a bird and a publlshmg company subsrdlaty The word Pellcan has three syllables, broken up
like'so: “pel-i-can™ emphasns on the first syllable When viewed from the Latinate root, prefix and suffix in this- -

_ manner, one cén see that'the phrase “I can’ appears in pehcan K glvmg the word connotatlons of both hope and

' determmatlon : : , .
*"- Lyonesse, G.A. The thtle Bzrd that Could Pellcan Publrshmg, NY 2004 ' '

3Oﬁ_ut from our privileged position as readers (or in this case, perhaps not so privileged), we know that,Johnny is

~ descending, not into madness, but into the same dark obsession with the tsu: that gripped Zempang gnd Navidson, As

it new grips us. Me, certainly, considering the subjﬂct of this honors research'project‘ though 1’ d like to think my"

interest is aéhdemrc'lnstead of obsessive. But that’ s really the questien, isn” t it? Where can you draw the line

between dcademia and personal-interest, between personal -interest and obsession, . between obsession ‘and Johnny’ s™

~ spirsl into darkness? Poets, writets, artlst,, they all straddle that line-- some of them, like Samuel Coleridge.
‘fall from ‘their perch and seek chemical release from the words wuilding inside them that somehow they cannot put to

paper, drowning’ in dreams {much like Johnny, a tortured poet who never writes a line, unless Johnny, is lampano is

Navidson, in which case the Pelican® poems are full of words, full of meaning, but maklng that ‘assumption is perhaps

. unwise. Better to .say that all narrators are.connected, the Russian nesting dolls are fused together and only

" .semantics can definitively say whether they. are one or many, or.e pluribys unzaﬂ. while others tell stories—lies—te

“help [theml loak R¥BY: But I puess that s nothing new. We all %reate stories to protect ourselves” (hgnlelewskr
203 R P : . - . R
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“There is, if one can trust even the copyright page of a text such as this, an Z'lncompletel'

edition (which may_be the ori‘ginal, and no longer availabl_e, internet__edition) in which .

_ there is'no color in the text :and the appendices are mis‘sing; a "black & white" edition (the

. versmn publlshed in Europe and used. throughout thls essay) two "2 color" edltlons a

version m Wthh "hausc appears in blue andza version 1n whlch mmotaur" and etm

RS appear 1n red and ﬁnally, a speculatlve "ﬁxll color edition in which "house"
v N ." . N . o -
appears in blue andr'f m'motau r" an‘d str&re&—paseages are

struck lme in chapter 21 appearmg in purple and brallle and color plates (thls exists only'
Am Damelewskl S collect10n lf at. all)” (Slocombe 106 D. | |

‘ "Of cou_rse, in perfect blac_k 1rony the very ﬁ1ll-color edltlon of wh1ch the critic speaks :

| 'disbeli‘.e.vinglyn- is-the edition With which I have‘WOrked and used as"a basis forthisanalysisl

Thus the speculatlon by prev1ous theorlsts that the ﬂxll-color edltron of the book I now have in

my hands d1d not ex1st at all WaS_]USt another red herrmg (or should I say min {%t T ) by the -

‘;-author. So no_thl_ng can be confirmed as concrete or'real, not the book I(hold or, then, me. -I _too

e

“become part of the story. Agd.d another floor to_ the house Zampanb(?)/Danlelewski built. Even

 less certain is that I have a complete work in my hands- in the-online release,,.lohnny néver

:encountered the band members who handed him & copy of the.b_ook he edited-ﬁ is it a paradox? If

i

-

* {fyou wish fora “clean” undamaged copy of the work in your hands or are allerglc to thls pamcular brand of
creativity, you may mdlcate your request by postmg aletter to : -

. Melanie Waltman -

. 313 A, Harriett Hall, Tllinois Wesleyan Campus
201 East Emerson St,. o

Bloomington, 1L 61701 D e

or, alternatively, check the box.

Eyf your has already been filled in with biack and therefore cannot be checked complamts can be sent to the
manufacturer a

Is shetrying tobe * punny “here?
-MSCSJ {see abave)

'box



- the bookis treated as a fini'shed and complete whole, then yes, but if it is ,(continually changing its

own history, rewriting itself, then there are no_paradoxes. There isno coin'cidence. There is no -
whim, only hundreds if not thousands of Johnny Truants annotating away, creating unique -

N e
R

e‘ditionsvof the text— and the book' not only encourages’ such marginfwritihg,' it demands it at times.

L ln the Whalestone letters you must translate Pelef ina’s code for yourself or be resrgned toa lack
of knowledge— SO many paths one can follow to read- ﬂrppmg between appendlx and .lohnny,
readmg the central story of the House all the ‘way through readmg front to bacL (a challenge

. with all those footnotes), and what do you prrorrtrze" No two experrences will ever be alrke no

[
y .

two _people gloss the same way_. Your associations are not mrne. EVen if we 'have the same

‘edltlon in our hands we are not and wrll never be holdmg the same book
', What thls;paradoxrcal realltv proves, other than'that DameleWskr w1sh-e.s to breal'i th_e '
‘brainszof all who wish to look ‘crit‘i.cally‘ at his work, has yet to be seen, but 1t isan -
lncdntrovertible fact that break us he does; at everay turn, eve'n in our:mundanie but pervasive,
\ as'sum'ptioh that the pagesé()'t' books are opaque. Or that there is a difference between .bre'al<ing\_the- :
fourth wall :a_nd creating impossibl,lltieszxvithin the fr'améis'wi‘th which he(h“as:s"let himself, as When_
' Navidson, 9lured ba:ck.to the deadly _Houéc for the last time, trafjped in: those “curmur"rlng'walls‘
- ; __[that} Stl“ smg the song of our end” (1’73), tum to the novel i in hlS possessron yes you guessed 1t
House of Leaves He reads the novel in which he dwells even as he bums the pages for light to:

read bv, the narrative consuming itself and him with it. Navidson returns to th_e siren SOng of the

" voice to drown in the wordless™® miusic of his stanza, and there is silence. Although not for long..

LS

** The exrstence of whrch is contmually called lnto qucstlon - : :
.3 Actually not wordless at all-his humming “Help” just goes to show that there is a Beatleg song for every occasion.
‘Take that, Mick Jagger.-Harris, X. “Counterculture CounterClockwise: A Brief Hlstory of Music in Subversive
therature ? OK Gone Musi¢ Magazine 89:1 ( 1999) 11-16. :
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! have n:othing,"’ Johnny says, and yet he does; there is always a story, even at the end3(’ ofall _

' thmgs Even there Navrdson reads— the artistic and creatrve rmpulse is also destructrve self-

1mmolatmg, except in this case, art rrses fmm the- ash37 that* spreads lrke prmter s mk over -
_ everythmg, transformm g each corner, closet and corrrdor into that awful dark” (345)

: Then_-there is the matter that, dueto*not only the multrple edrtrons ﬂoatmg- around but
alsothe variety of languages, literary _reterences to'_Shakespeare_‘, the Bible, Rushdie, Borgeé’
_ Menard{Cervante\ Qon .Quix'o_te :stunt, -false annotat'lon's that are'\‘rei led allusions to The -
Wastelanda 8,,and the 'multiple ways in which t?o" ‘“‘enter”j the text,'my_ re;ad'ing will never be the .,
| samc as yours. The book is by nature anl mtensely personal experrence which calls:up very
- mdrvrdual assocratrons and mdeed demands the reader scnbble in the margms decode the secret:_
language of madness and come to hrs--or her own'conclusrons about the realrty of Ash Tree '
" Lane, and what 1t means In this way, it is very much lrke theatre everyone goes to see’ the same
2 show and__comes away having seen a different one than the person 'sitti_ng next to_'_them. T_his |
| concept vt/asver.y much in mind t‘or the author while he was wri__ting‘,‘anyd he notes that he ended.
up making ‘_‘somet_hing akin _'t_o a vastllteral theatre, one that the r‘eader.cQu_ld use to project hls or’
* .her own.histories and anxieti.es’.’:(Danielewski 107) a three;character play that’ has something =for’
everyone tvho reads 1t Damelewskr even confesses to takrng his structural mﬂuences not f rom |

other‘experrmental novels, whrchhe_ nev,er'read, but from ¢ the theater especrally Shakespeare

3"’Now shé‘s channeling Samwise Gamgee and Frodo Baggins7 ~The Editors

.M There ig also, ev1dent1y, a Dan Fogelberg song for every occasma “Like & Phoenix” Sig
-obliquely referenced here. . R e
~ ~The Pop Culture Edltors . , e . . .

FAfi ctronal article’ called “the Third Besrde You” on page 4’? ina t‘oomote, whlch alludes to the Wasteland‘s who
is that third beslde you?” . . .

*- And the secret madness of language
i Un- :
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© who remains unrivaled in his ability to handle numerous narrative threads and cross-commenting

T

-

ohariacterg"’ :(Daxiielowsk__i' 1 1'4).". .
3 Theﬂls’uibj'ect‘of thoat'aezbops up oeveral t'.i"m_es in the .t_ext, most ooiatedly“ ia )Tomjs_‘
« bafricadéfl't};éatfé” a;1d his comediC"mo;iologuos, both whicﬁ he constructs in order to keep 'ihe -
dark ﬂallways'at bay. Tom with his shadow puppetry, his \ha@o;ods sxtor\ies- Tom is the artist. _
who ‘cr_jeate's being .ou? of don—beiag; ;J_vho:tur’ns’ t.ho::onkhown .l_oofdin'g darkness intoh Mr. Mon‘ster,'
an.d_,htl;en ’t'ur'a’s MrMonster intlo‘ a %nooker; of “o}:lildren’sﬁstorie_s, w};ic\hu };e kihs wikth:t'h'e
. :ﬂasliiight. Atthe end of the.day, iofn’s tﬁeatre;)thaa'tfics a_rle-a def enae ‘rr_le_(char.l‘ism: ho_'literally |
Ballricades.tho door. The‘atrd is a,.step.romove_d from reali_ty, WIaiCh he uses to keep the \"vor.ld,}at. :
. bay% j/ast\like"hia_alcohonam aod his qu~smoking3_ theatre is used-as:a drug, as a‘oléer_n)i’cal(lin;e of ] !
- def ense, as Lude .migﬂt sa-y aod :lo_hnr;y .mi:gh't do. I:-Iowevﬁer‘,ﬂt_he I-iiadsd _c_aﬁnOt tolefaté l;eihg
'Sectioned Off, and doatroyé both the‘bar;icade and Tom hidléolﬁ..“the devo'ur_i.\ngﬂ of ode theatre of
.the absurd leads to ahotﬁer. And as-\is troe ?n both oases; no_kam'ount of monolog_u_e, c.o‘stum.e or |
: wii can défer the insistent gfavity of that Void. As theatre ‘oritic’ ‘Tony,‘K Rioh oace’rerdafked,_ i

: “‘Thé"only ootiOn is a quick exit stage l‘e.f’t, and I'd, also advise a c_ab‘ tonthe.airpo'rt,”‘ (D 343).

¢ . . <
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The “terrlble thought” that has torn away Johnny’s samty, in addltlon to patlence

-

and w1t Wthh he must “set atrap for” (Poe Terrible Thought) lest 1t shred his mmd further, is

. *V'Somewhere beyond the barricade is there a world youlongto see? When the beatmg of your heart echocs the
beatmg of the drums, itis the future that we bnng when tomorrow comes —Les Miserables,
Rzz” is Hebrew, meanmg “to tear apart, to shawer” {D 250), and thls is what: Zampano aitempts to do to his text

I (the Jacob. and Esau portions),while the shreds are salvaged and divided on the page \&'lth an extension of the
- Hebrew root “rz: , . .

S
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that of the anagram embedded in The Mmatam O Imhe Truant U]tlmately, he succumbs to his -
' Aobsessmn resultmg m the mortlf' catlon of hlS senses and his. sense “though I can see, I walk in

]

total darkness And though I feel [ careeven less thanI see Surprlsed really" Has nothmg

| prepared you for thls‘7 Here then atlong last |s my darkness” (493 95) This is the sectlon in

i s
;'whlch he turns mto the vengefu] ﬁgure of the House murderous ravenois; knowmg nothmg of*

, whlm encountermg and embracmg the dream in Wthh he is the deformed monstrous son of

B

o Mmos and his utterly lovely mother tenderly hacks hlm to blts

drs as an epig : t alater € ua
E <5

engagm' the novel Wlth the outsrde world and more.s & zf cantly, famr y Wi fam;ly (Poe is the n

down in his graph()maniac blin_d_ scribhling; and so into'this ever present darkness, itis ) 7
. &ap'propriate that we'have a blind man as our guide. He knows itwell b'ut what he knows he
. canpot share or will not tell Orpheus was pumshed for ]ookmg back perhaps Zampano S

' blmdness is hlS curse for seeing that Wthh humans cannot and surwve” He was eventually taken .

by the Creature-darkness and the claw marks lef} i in the wood were evrdence that he Was' in tune
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with. something the rest of the _wbtld could not acknoWledge as‘_real. 'The'seers are always blind

ln mythology, Greek pamcularly- the thmgs they see must be hrdden from the rest of the world

s

through a llteral veil- bllndfold Thelr earthly 31ght is taken SO that they can be blessed or cursed.

with d’ivine_iv(gision,- and their con‘secra_ted eyes_' must be"p\rOtected/. -

e
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