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A writer

A writer writes. What he
 writes varies. There are different types of writers: scientific writers, report writers, speech writers, script writers for the television news, sports writers in newspapers, obituarists, news reporters, writers who write scripts for radio plays which are broadcast in the afternoon, abstract writers who turn long academic texts into digestible one paragraph summaries.

An author

Is a writer who thinks he’s an artist. ‘I’m inclined to prefer the kind of art that not many people can do’ writes John Barth

Abstract Writer

You read a piece of text and then you shrink it, picking out the necessary information in order to make the abstract (or summary) understandable. It is a discipline, and one that affords no little pleasure. It’s not a discipline that is attributable, though. The abstract writer remains unknown – his pleasure being exclusively in the composition of the text.

Roland Barthes: ‘Death of the Author’, abbreviated

We must consider the Author dead. Now the Reader is free to create meaning.

The Reader

Stands alone on top of a hill, waiting for the Author to return. Tired of waiting, he fashions a statue of the Author from the rock. The image of the Author resembles closely the Reader.

Gustave Flaubert

“[Madame Bovary] is a totally invented story; into it I put none of my own feelings and nothing from my own life. The illusion (if there is one) comes, on the contrary, from the impersonality of the work. It is a principle of mine that a writer must be like God in his creation – invisible and all-powerful: he must be everywhere felt, but never seen.”

Creative Writing 101

Fictional example from hypothetical creative writing workbook:

‘Take an interesting event that happened to you in the past. It could be a teacher who got her skirt caught in a door at school, or the time you and your friends brought a frog home and left it in the bathroom! Write 200 words.’

Or, for a different slant on the story:

‘Write 200 words from the frog’s perspective.’

Roland Barthes

‘A text is made up of multiple writings, drawn from many cultures and entering into mutual relations of dialogue, parody, contestation’

‘It is a multi-dimensional space in which a variety of writings, none of them original, blend and clash. The text is a tissue of quotations drawn from the innumerable centres of culture.’

In other words

In other words, a ‘novel’ can be made up of anything: scientific treatise, tap-dancing reviews from local newspapers, fictions related to speculations about the Kennedy assassination and the death of Marilyn Monroe, a collection of lists, descriptions of what its like to be captured by a group of children and interred in a bathroom written from the point of view of a frog.

The Classic Novel Structure

The Classic Novel Structure doesn’t exist. We have imagined it to the point that its borders have shrunk through lack of experimentation and engagement. It is an image of perfection that limits us.

Friedrich Nietzsche

“One has deprived reality of its value, its meaning, its truthfulness, to precisely the extent to which one has mendaciously invented an ideal world”

Yet

But writers speak of the (their?) ‘perfect book’ which is yet to be written. It is necessarily so. It is what drives them on.

So

There is a difference between the ideal novel and the idealised novel. The first has no material form, is a composite of the books they wanted to write; it is possibility. The other is formed from texts which already exist; it is a limitation.


And

“Every literary work begins with an inspiration (at least that’s what its author suggests) which must accommodate itself as well as possible to a series of constraints and procedures that fit inside each other like Chinese Boxes. Constraints of vocabulary and grammar, constraints of the novel (divisions into chapters, etc.) or of classical tragedy (rule of the three unities), constraints of general versification, constraints of fixed forms (as in the case of the rondeau or the sonnet), etc.” 

Francois Le Lionnais, First Oulipo Manifesto.


Therefore
New constraints can be set up instead of those which were inherited like ill fitting old clothes. 


In the place
In the place of the old constraints, Oulipo suggests (and uses) new, and not so new restrictions: the acrostic, the lipogramme, the palindrome. Georges Perec wrote La Dispiration (translated as A Void) without using the letter ‘e’. At the time he was suffering from writer’s block, and the constraint seemingly helped him out of his predicament.


With this knowledge

Perec’s use of constraints seems to focus his writing; ironically granting him a greater creative freedom than he previously had. Raymond Queneau called Oulipians ‘rats who build the labyrinth from which they are trying to escape’.

Perec on his texts
“Hardly any of them has been composed either without my having recourse to one or other OuLiPian constraint or structure, albeit only symbolically, without the said structure or constraint having constrained me in any way at all”

Potential Literature

Roland Barthes, in his book Roland Barthes, lists some of his projected books that remain unwritten. Many are typologies: ‘A Compilation of Visual Stereotypes,’ for example, or ‘Ethnology of the Intellectuals.’ The most interesting is ‘The Book/Life’ which he describes as the effort to ‘take some classic book and relate everything in life to it for a year.’


This is what we do…

This is what we do.

When…

When we relate an author’s life to his work too closely. What if, after writing the book, an author lives out the scenarios contained within the text. Does that make his text autobiographical or his life fictional?


Roland Barthes: Death of the Author

“The reader is the space on which all the quotations that make up a writing are inscribed without any of them being lost; a text’s unity lies not in its origin but in its destination”

Reader ~ Space

How can a reader be a (the?) space? A void to be filled by quotations? Surely some of these quotations will be lost, communication being an imperfect means of communication. The triggers in the text which set off ‘what the book is about’ differ from person to person. Hence, subjective readings of texts.


Madame Bovary

Madame Bovary is about:

a) clear-cut morality: the adulterous woman dies because she has attempted to transcend the morals of her milieu (Emma Bovary 0, Society 1)

b) Emma transcending the laws of society, and living possibility to its fullest extent before she dies because she has transcended the morals of her milieu (Emma Bovary 1, Society 1)

c) Emma is Gustave Flaubert. (He once said: “Madame Bovary, c’est moi!”). The book is about the sufferings of the bohemian artist in a provincial town. (Biographical reading 1, Roland Barthes 0)

Flaubert also said

Didn’t Flaubert also call Madame Bovary “an invented story” and furthermore that he “put none of my own feelings and nothing from [his] own life” into it? Authors can’t be trusted; no wonder we killed them.


Words
When placed on a page, words are undeniably there. They occupy space, space which otherwise would be





empty. But is what we read really the printed word we see on the page?


Eye Spy

A magic eye. Why? Because in order to see a magic eye picture, you must stare past the surface of the paper.


Not looking hard enough ~ Looking too hard
The text: words, arranged in a syntactically coherent order, telling us information 

a) directly – eg, as if it was a definition in a dictionary;

b) indirectly – setting a scene, creating a (seemingly) intangible atmosphere.

What we see

We see the word ‘bus’ and connect it to a bus we just saw as we looked out the window of our kitchen where we sit at the table reading while waiting for the kettle to boil
, or we see the bus we rode to school when we were children. Or we just see the word ‘bus’.

We see the word ‘father’ and connect it to our father: a tall/short bald man with a pipe who didn’t smoke and often combed his plentiful brown/blond/red hair in the small/medium/large-sized bathroom while he looked in the mirror/newspaper. The room was illuminated by sunlight/a long thin fluorescent bulb/a solitary 40 watt screw in bulb/the flicker of candlelight during a blackout in the East End of London in 1944.


The Author’s father…

Looks, more or less, like what is described above, differing in combinations of features.


The Author’s father…

The Author’s father looks like words on a page.


The Author’s father…

The Author’s father is really the reader


Utopia

Utopia: a book by Thomas More (Sir, Saint); a place that doesn’t exist; a place we would like to exist; in order to try and reach it we create ideology, and in the process get further away; ideology has, so far, never led to utopia.


The Utopia of writing
Many writers talk about the perfect book: the one which they have yet to write; its inaccessibility keeps them going; the attempt to reach it is constant.


Perec’s perfect book

“From the succession of my books I get the sense, sometimes reassuring, sometimes uncomfortable (because forever dependent on the unfinished, on the ‘book to come’ that points to the unsayable towards which the desire to write despairingly tends), that they are following a path, are marking out a space, are tracing a tentative itinerary, are describing point by point the stages of a search the ‘why’ of which I cannot tell, only the ‘how’”


A Cameo Appearance

“Postmodernist fiction differs from modernist fiction just as a poetics dominated by ontological issues differs from one dominated by epistemological issues”


The Utopia of reading

If there was a combination of the best bits of the best books we have read – the paragraphs and sentences that have transferred us momentarily into another world, it would probably only disappoint us. However, the possibility of it keeps us going.


Possible Literature

“Sometimes I try to concentrate on the story I would like to write and I realize that what interests me is something else entirely or, rather, not anything precise but everything that does not fit in with what I ought to write – the relationship between a given argument and all its possible variants and alternatives, everything that can happen in time and space … This is a devouring and destructive obsession, which is enough to render writing impossible. In order to combat it, I try to limit the field of what I have to say, divide it into still more limited fields, then subdivide these again, and so on and on.” Italo Calvino


To divide

So that something does not overwhelm us (usually some work related tasks), we divide it into smaller pieces. Each is worked on in its entirety, exhausted, then the next piece is taken up and toyed with. Thus, the architecture of the text begins with the shaping and smoothing of each stone.


The novel

Should be done away with: “We will write novels for a reader who has finally understood that he no longer has to read novels” Italo Calvino


Oulipo

The artist/priest is no longer the model for the writer. What he does is not art but craft: he constructs. Sometimes, as a result of this craft, something like art can result.


Cave poetry

In his essay, ‘Cybernetics and Ghosts’, Italo Calvino talks about the storyteller of oral narrative tradition and how, in the creation of stories, he combined and re-combined elements in order to create a different story.


Computer poetry
Is it not possible, he wonders, to have a machine to do this? A computer will tend towards classicism in its writing, he believes, but will “produce avant-garde work to free its circuits when they are choked by too long a production of classicism.”


Once 

Once something is exhausted, the writer moves on:

“I’ve never written two books the same, have never wanted to repeat in one book a formula, system or a manner developed in an earlier book. …

It has earned me the reputation of being a sort of computer, a machine for producing texts.”


Georges Perec, ‘Notes on What I’m Looking For’


If…
If language can be seen as a machine (a result of a structuralist view of writing) then it can be constructed to do whatever you want, not just narrow novelistic tasks.


And so…

“And so the author vanishes – that spoiled child of ignorance – to give place to a more thoughtful person, a person who will know that the author is a machine, and will know how this machine works” 

Italo Calvino, ‘Cybernetics and Ghosts’


… Experiment
The play of a writer, the experiment of combination and recombination results in something new. Calvino uses an analogy with the construction of jokes and puns, which are recombinations of ‘ordinary’ language which take on another, special, significance. Through the pleasure of a combinatorial game, puns accumulate “suggested, not by any intention on our part, but by an objective process.”


Copying
To copy a writer’s text word for word, Walter Benjamin once said, is the only way to get to know a piece of writing. Roland Barthes suggests the scriptor as a replacement for the Author; a scriptor who compiles and draws on dictionaries, as de Quincey did.
 Through this attempt at knowledge of another writer’s texts, the writer himself gains a reference work from which to carve his own space.


Space we occupy…

…is between somewhere and somewhere else. My current position can accurately be placed on a map of the world through the use of latitude and longitude (N52:37:56, E1:17:32, Mary Chapman Court, Duke Street, Norwich, England). Everything, including myself, occupies space. Writing blackens paper, occupying an area which would otherwise be blank (but not empty – an A4 sheet occupies an area of 210mm x 297mm).

The space that I myself inhabit at this moment – my single college room – is 4 metres x 2 metres in size. In order to cover the floor of my room it would take only 16 pages of this essay. If I wanted to cover the ceiling it would be necessary, at the very least, to write another essay.


Place

Just as a place can be located with reference to other places (In London, Leicester Square is located between Charing Cross Road, Shaftsbury Avenue, Piccadilly Circus and Trafalgar Square), writers can be located with reference to other writers.


Borges
Jorge Luis Borges wrote: “Every writer creates his own precursors. His work modifies our conception of the past, as it will modify the future.”


(   )

In other words writers can locate themselves, even between specific texts, to fill the void.


Perec’s first novel ‘Things’
“Things, Perec said in a lecture at the University of Warwick, was written to fill the blank space created, so to speak, by the juxtaposition of four works, important to him: Roland Barthes’ Mythologies; Flaubert’s Sentimental Education; Paul Nizan’s La Conspiration; and a striking account of life in the concentration camps, Robert Antelme’s L’Espèce humaine.”


The gaps…

The gaps between quotations have to be filled.


Juxtaposed with…

“A writer’s work is important to the extent that the ideal bookshelf on which he would like to be placed is still and improbable shelf, containing books that we do not usually put side by side, the juxtaposition of which can produce electric shocks, short circuits.” Italo Calvino


We write
We don’t just write for ourselves, we need to feel an urge compelling us to write; identify texts and fill the gaps between them.


The bookshelf

“A book is written so that it can be put beside other books and take its place on a hypothetical bookshelf” Italo Calvino


For the reader who
“We will write novels for a reader who has finally understood that he no longer has to read novels”


Judges a novel by its cover
The novel is a mode, 

a concept, 

a way of thinking, 

a user’s manual that can be 

a

void

dead

{full stop}

It is an unnecessary constraint: when one sets out to write a ‘novel’, it comes with all sorts of received ideas about what a ‘novel’ should be.


Possibility

“Succeeding the Author, the scriptor no longer bears within him passions, humours, feelings, impressions, but rather this immense dictionary from which he draws a writing that can know no halt: life never does more than imitate the book, and the book itself is only a tissue of signs, an imitation that is lost, infinitely deferred.” Roland Barthes


Walter Benjamin
In ‘One Way Street’, Walter Benjamin suggests that books ultimately transfer from the card index of one scholar to another.
 Nabokov wrote his novels on index cards, why not publish them that way?


Flaubert

“What seems beautiful to me … is a book about nothing, a book dependent on nothing external, which would be held together by the internal strength of its style. […] Form, in becoming more skilful, becomes more attenuated: there is no longer any orthodoxy, and form is as free as the will of its creator”


The uses of uncertainty

The Oulipo writers encapsulate ‘The Death of the Author’, but also predate it. Oulipo: formed 1960; ‘Death of the Author’: published 1968. Oulipo was a reaction to the writer/artist analogy: one which the Surrealists had preserved in spite of their supposed irreverence. Founded by Raymond Queneau, who had been involved with the Surrealist movement, Oulipo was also anti-Surrealist. Where the earlier movement had wished to preserve unfettered freedom, Queneau (who believed that all Surrealist texts resembled each other just like all romantic novels resembled each other) insisted on constraint being essential to creativity.


Investigation
The investigation of historical precedents to the Oulipo movement was one of its aims. Another was to investigate and experiment, in the process creating new constraints which were then used to stimulate new work.


One

One of the first fruits of Oulipo’s investigations was Queneau’s Cent Mille Milliards de poèmes, published in 1961.


Of

Which Calvino described in ‘Cybernetics and Ghosts’ as “the rudimentary model of a machine for making sonnets.”


The

The Fluxus group experimented with machines for making art. Yoko Ono constructed  Chewing Gum Machine Piece (1961) which had word cards in a gum machine. Presumably you had to insert money to get the words.


Machines

Freelance journalists usually get paid per word 
to 
fill 
space.


The Art of Rhetoric
Rhetoric can be summarily dismissed. It is fundamentally mendacious, forcing ideas to march in line rather than letting them swim freely about. It seeks permanence where there is only transition.


Roland Barthes
‘From Work to Text’ provides a way of thinking about the Oulipo writers that seems to conform to their vision. Perec’s writings exhibit a concentration on the composition and completion of the text, an exhaustion of the possibilities of each text, which is then left as a complete and free standing structure.

The text becomes, consciously on the writer’s part, a ‘methodological field’
. Classifications are broken down as far as the writer is concerned
: Perec’s work embraces sociology, mathematics, science, jigsaw puzzling, crosswords; Calvino’s is metaphysical and involves much use of myth. However, the Oulipo writers do not claim to be experts in any of these areas. This can be seen as being close to Barthes’s conception of ‘the amateur’ (defined by Barthes as “someone who engages in painting, music, sport, science, without the spirit of mastery or competition”
). The amateur is free from the Author’s reductive curse: that of ‘doing one thing only’.


Exit

There is a generosity of spirit in the Oulipians – a passing on of the knowledge attained through research. Reading and writing becomes like a dialogue: more accessible. An opening up of the previously impenetrable boundaries around the Author; a shedding of mystique.


Doors

“I expect readers to read in my books something I didn’t know, but I can expect it only from those who expect to read something they didn’t know”


The constraints continued

Calvino’s Invisible Cities is structured with great complexity, even though the text itself is a model of clarity.

“Invisible Cities consists of nine chapters each of which is framed by two brief italicised dialogues between Marco Polo and Kublai Khan. […]

The first and ninth chapters each contain descriptions of ten different cities, the intervening seven chapters describe five cities each; the fifty-five cities and nine chapters amount to sixty-four, the number of squares on a chessboard, a favourite symbol in structuralist theories of time and one which is actually discussed in the text. The number 55 is also chosen because there are fifty-five cities in the archetypal utopian text, Thomas More’s Utopia (Milanini, 1990, 144), but, where More limits himself to describing the capital, Calvino rewrites More, or fills the void in More’s text by describing all fifty-five cities.”


Complexity constructed

The most notable example of Georges Perec’s use of constraint was the lipogramme La Dispiration (A Void), although there were countless other constraints worked into his other texts.

In Species of Spaces, Perec tells of the restrictions he used in the planning of his novel Life: A User’s Manual. The façade of an apartment building has been removed. All the rooms in front are visible. The novel limits itself to describing the rooms unveiled and the activities within them.

In addition, Perec uses formal procedures “the mere stating of which seems rather alluring: a polygraph of the moves made by a chess knight (adapted, what’s more, to a board of 10 square by 10), a pseudo-quenine of order 10, an orthogonal Latin bi-square of order 10.”


Is it necessary
Do we have to know how these works were constructed?


James Joyce
Ulysses was written according to a plan, what Joyce called ‘a sort of summary – key – skeleton – schema’ of the entire book.
 This explained parallels between each episode of Ulysses and corresponding episodes of Homer’s Odyssey. It also set out the assorted narrative techniques to be used within the text, and the analogous body organs to each section. Within these guidelines, Joyce wrote Ulysses. As with the Oulipo writers, the guidelines alone cannot do justice to the finished work. In the writing of his book, Joyce set himself problems which had to be solved: for example, how to find a parallel for the Argonautic pigeon which flies between the Clashing Rocks in The Odyssey. His solutions were invariably the result of much musing: in this case he manufactured the throwaway which Bloom flicks into the Liffey and whose course is followed through subsequent episodes until it floats into Dublin Bay between the North and South walls.


Le gout de la division ~ Propensity for division

‘Le gout de la division ~ Propensity for division

Propensity for division: fragments, miniatures, partitions, glittering details (according to Baudelaire, the effect of hashish), a bird’s-eye view of fields, windows, haiku, line drawing, script, photography, in plays the “scene” à l’italienne, in short, depending on your point of view, all the articulation of the semanticist or all the raw material of the fetishist. This propensity is labelled progressive: art of the rising classes proceeds by just such framing (Brecht, Diderot, Eisenstein).’ Roland Barthes


Vladimir

Nabokov dismissed Stuart Gilbert’s publication of Joyce’s schema for Ulysses as the work of a ‘bore’, and saw it as ‘a pedant’s stale allegory’
.


Eh? Strange! Gone?
Joyce on Ulysses: ‘It is also a kind of encyclopaedia.’


opiluOulipo

The Oulipo writers were never going to reject pedantry: it was a good-humoured game to them, the embracing of which marked them out from those who tried to avoid it. The true pedant is him who analyses another’s research in an attempt to prove pedantry.


Unveiling the scaffolding

The question of whether to explain the Oulipian constraints to the public arose during a meeting of the Oulipo in spring 1978. Some members saw revelation as pointless – Harry Matthews was one of these: he believed ‘the scaffolding’ not part of the finished work. Using a building analogy, he said it would only be of interest to rival contractors. Calvino, on the other hand, argued that it was necessary to reveal the structures behind their work. Citing Gide’s The Counterfeiters as a precedent of the disclosure of the writer’s craft, he claimed the further education of the public and the understanding of the constraints utilised in the writing of the text were essential to the reading of the Oulipo books.


What the constraint is

The constraint begins to act outside the text as something one should really be more engrossed in than one actually is. The text is enough. Yet the knowledge that the constraint once existed (at the time of writing) is enough to ensure its survival, albeit as extra-textual trivia to the reading-minded reader. To the reader interested in the building of texts, it is fascinating.


Potential Literature
In December 1976, Georges Perec formulated a plan:

‘An attempt at a description of a schedule

of work for the years to come’

Amongst the potential texts he enumerated were: Life: A User’s Manual; a trilingual collective novel (in English, French and Italian) to be written with Harry Matthews and Italo Calvino; ‘Le Livre des 2000 Phrases,’ which is described as a novel or play using all (and only) the 2000 commonest sentences in the French language. Most interestingly, the last proposal for an extensive text is ‘Le Roman du XIXe Siècle’ (‘Novel of the Nineteenth Century’):

‘take an anthology of nineteenth century literature […] and harmonise the extracts quoted in it so as to end up with a story made up from fragments of Adolphe, Atala, and so on, right down to Zola.’

This projected work has parallels with Walter Benjamin’s Arcades Project, which compiled quotations from nineteenth century contemporary history books into a huge encyclopaedia volume.


Amongst other things

It was both an anthology of, and a commentary on, nineteenth century history. Through editing, Benjamin created a narrative different from the original unedited texts. In doing this he brings something to our attention: editing creates a meaning not necessarily related to the ‘original’ texts.


Equivalent, analogue, counterpart, equal, match, twin
Perec’s potential nineteenth century text has another parallel in John Fowles’s The French Lieutenant’s Woman, which uses much quotation (both direct and sunken within the text), but differs from Perec’s plan in utilising the classic omniscient narrator technique of nineteenth century British fiction.


Flaubert
Gustave Flaubert catalogued a variety of vacuous bourgeois expressions and utilised them throughout Madame Bovary. Can Madame Bovary be seen as a collection of these quotations linked by the ‘prattle’ of plot?


Bataille
‘How do you classify a writer like Georges Bataille? Novelist, poet, essayist, economist, philosopher, mystic? The answer is so difficult that the literary manuals generally prefer to forget about Bataille who, in fact, wrote texts, perhaps continuously one single text.’


The writer
If a writer’s job is writing in its simplest, most unadorned form, without thought of ‘work’ or ‘oeuvre’, undistracted by theme or fruitless pursuance of the zeitgeist, then at all times he is writing unselectively, pursuing whatever projects interest him until they have been exhausted. All forms of writing arouse his curiosity, nothing is ruled out.


The ideal model
‘This ideal model […] is the author who produces books “as a pumpkin vine produces pumpkins.”’


The biographer
The biographer writes fiction. He puts all the smaller incidents of life under the microscope seeking cause and effect in the dustiest corners of the dullest lives. He writes long books.


The obituarist
Potentially a much more enjoyable role than biographer, the obituarist is concerned with summary. The writer picks what appear to be the most important parts of the life of a writer, film director, newspaper mogul, actor, singer, friend of singer, arctic explorer, inventor, scientist, etc., but hardly ever another obituarist.

The obituary as revenge
The concept of an obituarist continuing a fight with a departed subject is something that entertains me. Obituaries are potentially a powerful weapon for the person who dares to speak ill of the dead.


The style
To summarise a life in a few paragraphs could be merely responding to the dictates of space in a newspaper; it could also be utilised to reduce the length of a life to a cruel, dismissive synopsis.


Sentimental Education and the cruel summary
Flaubert’s Sentimental Education ends with this description of the life of the hero:

‘He travelled.

He came to know the melancholy of the steamboat, the cold awakening in the tent, the tedium of landscapes and ruins, the bitterness of interrupted friendships.

He returned.

He went into society, and he had other loves. But the ever-present memory of the first made them insipid; and besides, the violence of desire, the very flower of feeling had gone. His intellectual ambitions had also dwindled. Years went by; and he endured the idleness of his mind and the inertia of his heart.’


A writer

Can write in different styles. Nothing is closed to him. All forms of writing can be utilised and be appropriated for numerous assorted projects.


The novel

The novel should be shelved.


The why

Why does a writer write what he writes? Because something compels the writer to write. The flattering glimpse of their own reflection in the image of another, perhaps. A reader/writer sees a spark of relation between themselves and another (Joyce and Kafka identified most closely with Flaubert). A space appears between texts or writers which, it seems to the writer who identifies it, must be filled. He writes the text which fits the gap.


The how

The challenge is this: to find a form which will amply express the twists and turns of thought. 


The where
Writing heads for a destination which can never be reached. The text is a division of writing which allows a destination to be reached: with it, the writer marks point on a map, an aerial view of his oeuvre to which he has no access.


… A labyrinth …

A labyrinth, once escaped by the writer, is of interest to the literary traveller who wishes to uncover once-trodden paths.


…A book…
‘A book, I believe, is something with a beginning and an end (even if it is not a novel in the strict sense of the word); it is a space into which the reader must enter, roam around, maybe even lose direction, but at a certain point will find a way out, or even several ways out, or just the possibility of opening up a road to come out’







Italo Calvino
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Notes

� In order to make the essay more readable, I have been forced to choose a personal pronoun in order to refer to the figure of the Author/writer/reader; this personal pronoun is: ‘he’.


� Barth, 73


� Flaubert Letters, 313


� Barthes ‘The Death of the Author’, 148


� ibid, 146
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