





A vitesse dans la fiction, vitesse de la narration (“Je dis tout ce que je fais a la méme
vitesse que je le fais.”), ¢’est le rapport que donne a voir Le colonel des Zouaves. Ce
rapport semble s’inverser dans le Retour définitif et durable de [’étre aimé : a vitesse
narrative, vitesse fictionnelle [...] la vitesse prise par la lecture dans sa descente du texte
et des blancs qui la scandent et la relance sans cesse (Olivier Cadiot, le facteur vitesse
36).

Figure 9.
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Where Un mage en été multiplies the use of fragments, sentences and paragraphs follow a more
traditional alignment rather than the poetic use of white space privileged in Retour définitif et
durable de [’étre aimé. Yet, following from the earlier work’s use of the page’s space to provide
a rhythm for reading, Un mage en été distributes images within blocks of text like freeze frames.
The mage as mental narrator distributes images to interrupt reading, serving to pause the eye’s
progression across the page. Alternating the size and frequency of photographs and drawings
within different sections of the work introduces variable speeds of this suspension of the gaze.
For example, a rapid progression of small pictures of demons occurs during the discussion of the
occult on the facing double pages ninety and ninety-one (see figure 9), testifying to the mage’s
dark powers, while the conclusion of the work features a succession of full page images (see
figure 10), accompanying Robinson’s movement towards contemplative deceleration.'®® Moving
outside the novel form of Le colonel des Zouaves, the space of the page plays an active role is
designating the pace of reading as in Retour défintif et durable de [’étre aimé, as Cadiot

distributes images throughout Un mage en été in active relation with the text.

Accompanying this progression of images, a complex process of remembrance leads the
mage towards serenity and reinvigoration, ultimately bringing forth a release in the form of a
chant. Significantly, an essential photograph is absent within the odd family album that he
presents, that of his own recently deceased father. In a likely homage to the omitted winter
garden photograph of Barthes’ mother in La chambre claire, Cadiot choice to include photos of
miscellanea in place of his father’s image reflects a similar emotional restraint and desire for
privacy. Thus, Cadiot takes the reader through a process of mourning and recovery that touches

on autobiographic memory, while consistently demonstrating reserve. As discussed in relation to

163 Un mage en été 137, 147, 151.
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Figure 10.

Est-ce qu’on peut dire ¢a? |

Etga?

Ligaments modernes dans une ballade ancienne ?

Trop compliqué.

Oublions.

Réfléchissons.

On se souvient pour I'éternité de certaines personnes
a cause d’un infime conseil. A chaque fois que je me fais
un café, s’il est soluble, je pense a mon frére qui disait
chaque matin d'un ton grave de ne verser qu'une seule
cuillere, méme si la tasse était grande. S'il est filtre, je
pense immanquablement a celle qui insistait sur le truc de
ne remplir la casserole d’eau a bouillir qu'en plusieurs fois,

‘ a petits coups, pendant que le café passe, pour gagner du

temps. On pense toujours a son grand-pére en disposant
les btiches en forme de petite maison pour réussir un feu
de cheminée. Ca peut étre un usage de table déguisant une
superstition et devenu mondain, comme celui de retourner
la coquille vide de I'ceuf 4 la coque avant de la briser d’'un
coup sec et désinvolte, Parole du Pére. Eviter un danger :
ne jamais toucher un interrupteur électrique les mains
mouillées. On pourrait classer ces conseils en catégories
en opposant par exemple ceux qui sont la pour éviter une
mort certaine a ceux qui vous facilitent la vie, etc. Mais
I'essentiel, c’est qu'ils vous font penser automatiquement
a quelqu’un, chaque tasse de café soluble m’oblige a
saluer un frére, comme ces croix sur le talus des routes a
la mémoire de X Renversé Ici, que I'on salue chaque jour
dans le méme tournant prés de chez soi.

>

i
!

165 ] et

142 ‘

o e |
Une expérience qui campe prés d’'une autre.
Je me tourne.
Téte dans miroir noir.
Je tiens trés longtemps sous 'eau.
Sous l'eau.
Lianes de bulles vers la surface.
Et 13, les muscles craquent légérement.
Cartilages nageurs.
Muscles verts dans la coque de I'eau.
Je nage.
Des personnages ! des personnages! criai
fiction, le sang recoule, je revis, je remonte un a un tous
les canaux envasés de mon cerveau-cceur a toute pompe
en bateau a moteur. J'ai I'impression d’avoir été congelé h
trés longtemps.
Je nage.
Brasse coulée, et raatch, s’arrachant a la terreur de
la masse liquide, Faaaather, Sister, Brother, je hurle en
cadence, comme un galérien a chaque coup de rame, !
téte renversée vers la volite de ciel bordée d’arbres
qui ressemble a une cathédrale naturelle, Mooooother,
comme dans la chanson qui débute par un énorme coup
de cloche, je nage en criant a la riviere.
Ca fait du bien.
Je retrouve les sensations comme le picotis dans les
doigts de nouveau en vie. Hmm, je réoccupe le trajet
électrique des neurones.
Comme ¢a.
Reprenons de l'air.
150
L i
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Revue de littérature générale, Cadiot has consistently problematized the status of lyricism,
advocating careful calibration of these effects within a work. Whereas the Robinson of Le
colonel des Zouaves actualizes the present moment through his interior monologue, the mage,
also in a performative posture, comes to acceptance through an awakening of memory

culminating in song:

Guérissons-nous. On redessine, on conforme, on épure ses souvenirs [...] je crie, oh je
chante, je suis en contre-chant, je suis guéri, je suis la deuxieme voix, au-dessus, en
dessous, basse continue, ah, je descends, grave, trés grave, lie, ca ondule, doucement,
comme ¢a, un enroulement de comparaisons douces, les chants les plus connus mélangés
aux sentiments uniques. / Sous le pont Mirabeau coule la Seine. / Quand on entend
I’auteur le réciter d’une voix si plaintive, tout le monde se moque, mais c’est un tube, il a
raison. / Un vrai tube, dont on peut se moquer en 1’aimant (Un mage en été 120-1)

Accompanying a renewal alleviating bereavement, the pop song facilitates healing by providing
a “stéréotype” of emotional gravity, allowing heaviness to move towards fluidity.'%*
Apollinaire’s “tube” functions similarly: one may make light of his plaintive tone even as it is
this mocking that provides the levity necessary for the verse to resonate. Like the appropriated
language of L ’Art poétic’, this music can often be without real particularity and circulates like a
shared possession of all. Popular songs, precisely because they are so commonplace, allow
themselves to be charged with personal feeling (“mélangés aux sentiments uniques”). Empty of
content, these songs transform rather into vehicles for affect and memory; they achieve a “fusion
d’ironie et d’abandon” enabling them to carry emotion (Un mage en été 138). Evokingina
parallel moment in the work, “une psalmodie sans regret,” Cadiot locates musicality as emerging
spontaneously alongside memory (Un mage en été 135). These abrupt openings onto song form

the base of literature as non-codified, individual chants, paradoxically functioning in a similar

manner to Apollinaire’s poem as pop song. Opposing overt effects of musicality throughout his

164 Cadiot, Gauthier, March, “Sur I’ceuvre d’Olivier Cadiot,”
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oeuvre, Cadiot remarks in an interview: “Reste peut-étre une envie de psalmodie secrete. L’idée
que les beaux livres rejoignent la part de littérature qui est en chacun de nous, ce qui fonde la
littérature, le petit chant, la douce déploration, la consolation enveloppante, 6 saisons, 6
chateaux” (“Cap au mieux”). If literature communicates by means of simple refrains or naive
rhythms, to paraphrase Rimbaud, Cadiot advocates discretion and carefully balancing of these
effects within a work. This psalmody remains decidedly private and distant from the more
transparent musicality of certain (neo) lyric poetry. Avoiding formulaic melodiousness, lyricism
is delicately coordinated within a work by carefully manipulating literary codes and

conventions.1%

The final scene of Un mage en été couples lyricism and memory, combining multiple
layers of intertextual memory through a reference to Deleuze that echoes throughout Cadiot’s
oeuvre. The mage joins Sharon of Goldin’s photograph to swim, where concluding the process
of mourning leads Robinson toward an adaptable relationship with the multiplicity of circulating
words, images, and memories. Liberated from the dark side of mage ancestry, identity moves
towards porosity as Robinson dives into the water in a scene reminiscent of the harmonious
swimming sequence at the conclusion of Retour définitif ez durable de I’étre aimé. The final
words of Un mage en été repeat a famous citation from Spinoza, often commented on by
Deleuze: “Vous n’imaginez pas ce que peut un corps” (Un mage en été 156). Entering the water
engages the body in its capacity to compose beneficial relations with other substances well suited

to it. The mage’s dive follows the metaphor of composing and decomposing connections with a

165 On emotion, Cadiot writes: “Je crois qu’il faut faire énormément de détours pour étre particulier. Barthes

racontait qu’il devait écrire une lettre a un ami qui venait de perdre sa mére. Si je lui dis exactement ce que je pense,
dit-il, il ne me croira pas. Si je mens et que je trouve une forme, je parviendrai a lui dire la vérité. Voila, I’émotion
ne se proclame pas, elle se fabrique et se refabrique dans 1’espace virtuel qu’est I’écriture.” (“Faire entendre la
mécanique de I’ame” 64).

Lynch 176



wave for Spinoza’s second kind of knowledge, moving towards fluidity in his relations with flux

of language and images:

Comme dans les jeux, ou I’on exige de plus en plus de fluidité, et, quand le sujet
s’avance, arm¢ du maximum de points de vie, le décor se construit au fur et a mesure. /
En avancant, I’histoire se serre. / Je nage trés profondément. / Et je reviens a la surface. /
Brasse profondément coulée. / Comme ¢a. / On se développe, on se conforme, on se
compose, on se decompose. / Je nage. (Un mage en été 152).

The colonel’s frantic line of flight is recast as a partially unstable equilibrium, in which a
malleable self and a fluctuating landscape continually reconfigure themselves. Robinson’s
identity reconstructs itself in this indeterminate, vacillating movement, as adaptable virtual
scenery becomes analogous with engaging in the correct configuration of movement and rest
with Deleuze’s wave. The scene echoes another “sample” from Deleuze’s lecture in Un nid pour
quoi faire: “Vous sentez bien que c¢’est un étrange bonheur” (323). Indeed, this phrase is among
the samples of Deleuze’s voice used in Cadiot’s collaboration with the musician Rodolphe
Burger on the song, “Je nage,” as Cadiot participates in the contemporary movement blurring
boundaries between artistic practices.'®® In their echoes throughout Cadiot’s works, Deleuze’s
“tube” evokes not only this philosophical discussion of Spinoza but also a certain affective
quality emerging through memories of the lectures and voice of the philosopher. These reprises
within multiple currents of Cadiot’s oeuvre “stéréotype” high philosophy even as they integrate
its concepts into the work, providing lyricism not unlike in the earlier mention of Apollinaire’s
plaintive reading. In Cadiot’s psalmody of memory, sampling may serve to evoke the intimate
portion of an individual chant.

In addition to his musical collaboration with Burger, Cadiot has pursued a longstanding

engagement with the theatre and was invited as artiste associé of the Festival d’Avignon in 2010.

166 On the album Hétel Robinson (Bonsai Music, 2002). On the interaction between literature and the other
arts, see Rosenthal, Olivia and Ruffel, Lionel, “La littérature exposée. Les écritures contemporaines hors du
livre,” Littérature, 160.
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Directed by Ludovic Lagarde, the actor Laurent Poitrenaux played Robinson in the initial
collaboration between these three artists in Le colonel des Zouaves. Un mage en été was
conceived of as companion piece to Le colonel des Zouaves, with Poitrenaux similarly
performing an extended monologue without the use of additional actors as in the adaptations of
Cadiot’s other works. As the hysteria of Le colonel des Zouaves is matched by Un mage en été’s
progression to calm, multimedia productions utilizing screens and voice-altering microphones
reinforce Robinson productivist nature. If Robinson is transplanted into numerous genres and
arts by Cadiot — from the novel by poems of Futur, ancien, fugitif, to Le colonel des Zouaves’s
more classically novelistic form, and the autobiography by images, Un mage en été — his status is
always that of the narrative presence that realizes the fiction itself. In Robinson, mania for
collection and digression push towards hallucination, enabling Cadiot to house the circulating

text and image of the contemporary world within an empty character.

The four works studied in this chapter present Olivier Cadiot’s significant engagement
with several of twentieth century French literature’s central problematics. L ’Art poétic’ achieves
a sophisticated neutralization of the lyrical subject and locates poetry’s emotive quality in an
activation of preexisting phrases. Working against the “vulgate du manque” that reifies the
notions of impossibility, limits, and lack, Cadiot’s tone of joyful naivety reorients poetry towards
the building blocks of the language. The essentially material quality of the language of grammar
books allows Cadiot to defy the potentially mystifying concepts of lack or impossibility by
emphasizing the construction of the text. This focus on constructivism and the introduction of
the conceptual persona Robinson allows for a new type of narrator to enter into the literary work.
Avoiding a strong lyrical subject (often allied with a return to the Enlightenment cogito) as well

as the hesitant, debilitated narrator typical of much minor literature, Robinson manipulates an
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excess of language that he never claims as entirely his own. Instead, as the narrative presence
that coordinates the creation of the work, Robinson engages with the proliferation of text and
image characteristic of the contemporary era. These works function as Bildungsromane as each
iteration of Robinson moves towards adapting harmonious relations with flux of information.
Lyricism is ultimately achieved in the text from within this equilibrium achieved with the
language of the contemporary world. Beyond a return to the lyrical subject, Robinson realizes

the poétic’ through dynamic porosity with ever expanding networks of word and image.
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CHAPTER IV

Nathalie Quintane: Poetry as Political Speculation

Nathalie Quintane has emerged as one of the strongest voices of a generation of poets
who began publishing in the 1990s and have reassessed the notions of the avant-garde and the
political engagement of literature. Her dynamic and digressive writing foregrounds poetic
performativity in sequences of anecdotal prose. In this chapter, I will focus on Quintane’s recent
works, which produce an improvisational, ad hoc reaction to contemporary French political
events. Grand ensemble, concernant une ancienne colonie, a commentary on 2003’s cultural
event L année de I’Algérie, and Tomates, written in response to 2008’s Tarnac Affair, both
attempt to respond in vivo to political circumstances as they arise. Quintane levels an implicit
critique of the historical avant-garde and their teleological model of thought by restricting her
writing to provisional responses to questions of contemporary import. Grand ensemble,
concernant une ancienne colonie, mounts an attack on L ‘année de I’Algérie, a 2003 French
national celebration of the former colony. Through verbal provocation, Quintane seeks to
provoke a frank discussion of the troubled past in place of the sanitized view of Franco-Algerian
history proposed by this commemoration. In Tomates, Quintane reacts to the 2008 arrest of
activist and theoretician Julien Coupat under new French anti-terrorism laws. As discussed in
chapter two, the Tarnac Affair was widely interpreted as targeting Coupat for his radical leftist
politics and his presumed collaboration on the book L'insurrection qui vient and the review
Tiquun. These anonymous works, written in response to the 2005 suburban riots that spread from

Clichy-sous-Bois to large areas of the country, propose a new revolutionary politics.
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Throughout her writing, Nathalie Quintane upends the discursive grammar that serves to
order and format conventional political thought. Yet, Quintane’s writing is not working in an
avant-gardist framework against the fascism of the language, to paraphrase Roland Barthes.
Instead, writing after the end of the post-war avant-gardes of the 1960-80s, her position must
necessarily be less ideological, less idealistic, but rather articulated across a series of
entanglements. While certain of her earlier works have clear political resonance, none take up
politics explicitly and to the same extent as her recent books. Jeanne Darc retells the story of
Joan of Arc in literal, demythologizing prose, seeking to reclaim a figure that has been celebrated
by Jean-Marie Le Pen and his far-right Front National party. Similarly, her work Formage
features numerous, playful political meditations centering on a version of Poland situated
somewhere between the country’s communist period and Alfred Jarry’s ubu kingdom. However,
a general shift may be observed from writing that acts politically through linguistic
experimentation, for example in Chaussure, to literature that addresses the theme of politics

directly, as Quintane herself remarks:

Donc, je pensais qu’écrire Chaussure suffit. Mais j’ai compris, a la sortie de Tomates (qui
revenait sur ’affaire de Tarnac et la période Sarkozy) que la thématisation était
(redevenue) indispensable : le livre, pour étre politique, devait parler de politique. Si,
pour étre politique, on doit parler de politique, alors c’est qu’on ne comprend pas grand-
chose au politique (ni méme a la politique) (Les années 10 200).

Incorporating the theme of politics responds both to a change in social context and in the climate
of literary reception, and most importantly, to the alarming realization that politics are poorly
understood at present. By explicitly incorporating politics within her recent works, Quintane
seeks to remedy these interpretative through the creation of “expériences de pensée alternatives,
des propositions de bifurcations” (Les années 10 195). This evolution leads Quintane from an

exclusively literary production, published by the edition POL, toward a new volume of texts that
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combine literary and theoretical writing around the theme of politics. Published by La Fabrique,
an editor of political and philosophical essays, Les années 10 marks a turning point for Quintane,
because she belongs to a generation of French writers who have sought to minimize the
theoretical dimension of their writing. Along with poet Christophe Tarkos and the poet and
visual artist Stéphane Bérard, Quintane has reacted against the over-theorization on the part of
avant-garde writers. Moreover, for these writers beginning their careers in the 1990s, the era is
characterized by a fundamental incertitude that renders grand proclamations out of place and

inappropriate.

Instead of a future-oriented posture characteristic of the avant-garde, Quintane seeks to
ground political commentary in the unigue circumstances of particular events. While she works
to dismantle conventional representations, and especially those that serve as a vehicle for
reactionary or militaristic ideologies, she constantly shows the ambiguities of this project with
humor and irony. In place of a posture of gravity, Quintane elaborates an incongruent,
anecdotal, and playful prose, often approaching complex political issues from the posture of
idiotie.*®” Derived in part from the philosophy of Clement Rosset and discussed with regards to
Emmanuel Hocquard in chapter one, Quintane employs a comical version of the idiot. Proving
herself supremely open to the unforeseen, the idiot comically stumbles through reflections that
are unanchored in any systemic philosophy. The perspective of the idiot resists master narratives
and a coherent Weltanschauung in favor of the “coq a 1’ane” remarks that Quintane playfully
employs throughout her work. Defining the political potential of poetry elliptically as, “Poeme:

speculation politique,” Quintane insistes on the conjectural character of literature

167 See Jean-Yves Jouannais’s L ’idiotie for a discussion of the idiot in Quintane, Cadiot, and Emmanuelle
Pireyre’s work, 8§9-93.
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(“Astronomiques assertions” 196). Thus, her politics is derived from a sinuous, digressive
elaboration of thought, rather than any preexisting conceptual model. In this chapter, I will
examine the political aspects of her work by discussing the content of her critiques, her use of
performativity, and Quintane’s innovative critical forms. Far from an anachronistic return to the
avant-gardist posture, her critiques freely combine literary and essayistic writing without

recourse to established forms such as the manifesto.

Politique de ['embarras

In her early work, Quintane’s reflections on literature's political implications center on
the use of fragmentation and incongruity to challenge the expectations of the reader. Indeed,
Quintane’s first volume, Remarques (1997), is composed of a series of individual sentences that
produce an idiosyncratic and literalist vision of the world. These remarks undermine literary and
philosophic schema of depth by affirming a poetics of surface. Working in a style evocative of
Wittgenstein interrogation of everyday language, she unravels the language used in the
quotidian. Several of these remarques read as follows:

Quand je longe des voitures garées, les reflets du soleil avancent avec moi (12).

Le son du frigo vient du frigo. S’il partait d’un mur voisin, ce serait autrement

déstabilisant (24).

Selon I’endroit du corps que je gratte, je produis un bruit différent (42).

Quand je pense fortement a quelque chose, je ne vois pas ce que je regarde (53).

These elliptic sentences don’t employ metaphor to poeticize the surrounding world but rather
focus on nuances of perception, ambiguities in language, and singularities of the body to create
an effect that is “autrement déstabilisant” (24). Thus, her early works rarely directly address

politics, but rather approach the political through unorthodox arrangement of language. Indeed,

as Jacques Ranciére argues, art acts most powerfully on politics not by endorsing certain political
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positions or engaging directly in favor of certain policies, but by using its powers of language,
image, or sound to work subtly on perception.'®® By proposing alternative distributions of the
sensible, literature and other arts act politically to call into question the systems of knowledge
and perception that organize a given society. Presenting experimental uses of language, for
example, may do more to render subaltern voices audible within a conservative spectrum of
political dialogue, than explicitly incorporating activist themes. Yet, significantly, Quintane's
writing, especially in her early works, employs simple, accessible language in inventive ways,
eschewing avant-gardist experiments with neologisms, wordplay, or complex syntax. As her
Remarques demonstrate, linguistic experimentation may be accomplished in everyday language
just as readily as in highly complex avant-garde writing. This model of political art informs
most of Quintane's early literary production, although deliberations on politics become
increasingly frequent, as we shall see in greater detail in what follows.

Following Remarques, the use of fragments also reappears periodically throughout her
work in the form of humorous syllogisms or near tautologies. A later text, Formage (2003)
makes use of fragments in a didactic manner, by employing them to discuss the political content
of an unorthodox phrase. Quintane gives a grammatical lesson on the fragment that may be read
as an irreverent take on a subject that often appears in the work of contemporary poets (for
example, Emmanuel Hocquard’s Grammaire de Tanger series). She introduces a non sequitur,
“un lapin traverse une rue,” which she identifies as politically charged because it references an
uncommon event. The phrase is then subjected to a series of recontextualizations that inflect its
political content either by situating it within conventional expectations or by drawing out its

associations with radical politics. Commenting on the latter possibility, Quintane proposes that

168 See Ranciére's Le partage du sensible: Esthétique et politique.
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the unhabitual proposition provides utopian political meaning by belying expectations:
Peut-on dire que, non continuée, et au present, un lapin traverse une rue est 1’équivalent
de : le travail doit devenir une libre activité, riche en jouissances (par exemple). N’est-ce
pas, d’ailleurs, en quelque sorte, métaphoriquement, ce que signifie cette phrase — si le
travail doit devenir une libre activité, etc., ¢’est qu’il ne I’est pas encore, ce type de
travail est, pour ainsi dire, aussi rare qu’un lapin traversant une rue, ce lapin ne peut
qu’évoquer, d’autre part, les jouissances que procure le travail libre, etc. ? Ainsi, toute
proposition rapportant un fait inhabituel serait susceptible d’étre un programme
politique, utopique comme un lapin traverse la rue d’une grande ville. (Formage 97)
The fragment (“non continuée, et au présent”’) becomes more generally defined by the capacity
to present unhabitual subject matter in a digressive mode. Quintane’s utterance becomes
political by evoking joyful, utopic possibilities for work. She playfully inverts the logic into a
general principle destined to govern her new grammar. Provided in bold, the statement “toute
proposition rapportant un fait inhabituel serait susceptible d’étre un programme politique”
affirms the political charge of the unhabitual fact. Forcing the reader to confront unusual,
discontinuous content disrupts adhesion to ingrained modes of thought, thus enabling one to
imagine new possibilities for work and politics. In a short essay entitled, “La Sénéchale,”
Quintane continues her discussion of the political force of suspending easy readability.**® She
goes so far as proposing digression as a definition of literature: “Je ne vois pas le rapport. / Je ne
vois pas le rapport étant, des définitions de la littérature, celle qu’on hésite a dire, par
ménagement” (“La Sénéchale”). If this definition of literature is not generally favored, it is due
to the radicality of resisting conventional logic. Frustrating a reader’s expectations by presenting
unrelated elements acts to undermine established systems of thought and the coherency of
discursive logic. Disrupting or suspending ready interpretability ultimately challenges the

knowledge and mastery claimed by the political order. Not unlike Ranciere's call for new

distributions of the sensible, Quintane emphasizes the radically experimental implications of this

169 This article is available online on the politics and culture site, Vacarme.org:
http://www.vacarme.org/article1926.html
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approach. If literature works by subtly challenging systems of representation, Quintane stresses
its disorienting quality to thoroughly confound reader expectations.

Yet, significantly, Quintane resists an exaggerated view of literature’s powers; instead,
she nuances her claims for political radicality through art. “La Sénéchale,” proposes that
revolutionary literature may result more ambiguously in a resolution of these energies in a sort of
catharsis. While affirming literature’s power to stimulate political action in certain
circumstances, she also discusses its capacity to restrain activism by providing an emotional
release for political anger. These qualities appear as copresent to Quintane, as the writer who
refuses conventional representations out of rage may nevertheless fail to communicate a truly
revolutionary pessimism to her readers. Instead of spurring on rebellion, the radical writer
becomes enlisted in the cultural apparatus of the state as seneschal, a medieval royal officer in
charge of both justice and administrative duties:

Les réleurs ne sont pas forcément les plus critiques, en littérature (amour, politique) : on

peut rechigner, et plus on rechigne, réler, et plus on rale, chipoter, et plus on chipote, plus

on passe les plats. La plupart du temps, la littérature ne fait rien d’autre qu’un boulot de
sénéchal. Elle ne suicide pas la société. Elle n’en a pas méme 1’idée. Elle suppose qu’un
mot bien placé calmera les gens (les “lecteurs”) — ce qu’on appelle “prise de
conscience”, “prendre conscience”, etc. — et voila j’ai fait mon boulot (“La Sénéchale”)
The writer’s radical opposition to accepted regimes of representation do not provoke an
Artaudian overthrow of the society (“Elle ne suicide pas la société”), but rather pacifies the
people by providing an outlet for their rage. In the end, the realization produced in the reader
does not serve to send her to the barricades, but rather to allow her to more comfortably accept
the ruling order. Quintane writes from this complex understanding of the political stakes of
literature, art, and a variety of other cultural domains, such as sport. With no political master

narrative guiding thought, Quintane is the product of a much more ambiguous era, characterized

by multiple, entangled positions. Contemporary thought faces an embarras de la pensée, as
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Quintane entitles her volume of criticism on the artist Alain Riviére, where no clear intellectual
or political project is able to provide a model for action. Quintane’s writing works from within
this state of embarras, pushing forward its own contradictions and emphasizing the simultaneous
presence of opposing positions alongside a series of unintended consequences. In an article on
the soccer star Joey Barton, Quintane evokes a similar complexity. A contentious, controversial
figure like Barton demonstrates the opposing political forces that are at play in sport: “C’est dans
cet embarras de pensée furtif mais visible que loge 1’image exacte de ce qu’est le football depuis
longtemps : un obstacle au bon ordre ET un agent de contréle social, un substitut & une action
radicale en politique ET un détonateur possible” (“Crane chaud : variations sur Joey Barton,
nouvelle recrue star de I’OM”). The working class sport star Barton amalgamates multiple roles,
causing him simultaneously to oppose the established order, to support it by standing in for more
radical political rebellion, and, finally, to provide a potential trigger for radical action. The figure
of the footballer and that of the politically radical writer are not so distant from one another as
both occupy multiple, seemingly mutually exclusive positions. At the heart of rebellious,
iconoclastic action, there is also a mechanism of catharsis that serves to reinforce the established
political order. Art that would seem to encourage progressive political action cannot be sure of
achieving these results. Quintane casts formidable doubt not only on the viability of politically-
engaged writing in the Sartrean sense, but also the politically-charged experimentation of the
avant-garde. She situates the utopian charge of the non sequitur within an entangled, muddled
field of contemporary thought, where the consequences of political action are unclear at best.
Within this malaise, the concept of incongruity takes on a special significance for
Quintane, not by providing a path towards action, but rather by provoking unhabitual modes of

thought. Mortinsteinck questions effective modes of art making; the work is a narrative
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documenting the shooting of a film by the same name by Quintane and her partner, the artist
Stéphane Bérard. In the work, Quintane provides an elucidating passage on tactical positioning
within an environment of intellectual stagnation. Confronting the problematic of situating
oneself within a field of competing positions, she introduces the notion of falsity or incongruity:

On pense, on craint, quand on prépare un beeuf bourguignon, de ne pas vraiment cuisiner
un beeuf bourguignon, quand on écrit de la poésie (vers, champs, blocs, ou lignes, ou
phrases, ou propositions) de ne pas étre en train d’en écrire, quand on fait un film, de ne
pas étre suffisamment dans le cinéma — ou trop, ce qui revient au méme, la posture
consistant a vouloir a tout prix se situer dans la Nouvelle Cuisine, 1’ Anti-Poésie, ou le
Non-Cinéma, produit des effets identiques, puisqu’elle présente I’assignation a un lieu, et
I’obligation conséquente qu’aurait ce qu’on fait d’y étre, comme un impératif [...] — ceux
qui sortent, a reculons ou excités, du cinéma/de la poésie, les refondent, mais ceux qui s’y
sentent et le revendiquent ne font pas mieux, en les maintenant biens inaliénables, privés
(Mortinsteinck 46).

In a passage reminiscent of Pierre Bourdieu’s sociological partition of the literary field between

conservative and bohemian writers in Les régles de [’art, Quintane draws a series of oppositions
between faithful practitioners of institutionalized literature and cinema and those who oppose
these traditions. Commenting on the distribution of these artistic fields, Quintane comes to the
conclusion that these positions, rather than constituting a profound difference, produce identical
effects. Therefore, producing an anti-cinema or an anti-literature also results in a confining
position that governs artistic creation. This writer or filmmaker is just as stuck in her
oppositional stance as she is if she continues with conventional artistic practices, because either
position serves as an imperative structuring her art. Yet, there is no ambiguity in Quintane’s
radical and oppositional stance in art, as she explains in an interview with critic Alain Farah:
La frontiére, elle est pas entre les « lisibles» et les « illisibles» ou entre « récit » et «
poésie », je crois. Elle est entre les « traitables » et les « intraitables », ou du moins ceux
qui essayent d'aller vers un peu moins de « traitabilité ». Et donc, si I'on est « intraitable
», c'est peut-étre parce que I'énorme machinerie idéologique n'a pas de visage, cette fois-
ci, elle s'appelle « printemps des poétes », par exemple, et le « printemps des poétes »,
c'est comme le slime. Vous vous souvenez, la pate slime, gluante et verte, un peu

dégueulasse, qui vous colle aux mains (L'illisibilité en questions 182).
Quintane affirms an anti-institutional, critical position towards both conservative and avant-
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gardist literary schools. Instead of adopting certain stylish considerations, such as readibility or
unreadibility, she describes the more salient political issue as the relationship to literary and
cultural institutions. By maintaining a rebellious, “intraitable” stance, she seeks to maintain her
independence.
Quintane continues by proposing an alternative both to claiming allegiance to a tradition
and to opposing convention through the use of incongruity:
Or, le film (le livre) peut se construire avec ce qui a priori n’aurait pas méme di y
figurer, avec ce qui le dénature, le fausse, le contrefait. Ces éléments « hétérogenes » ne
disparaissent pas, ne sont pas assimilés, ils se proposent et demeurent lisibles, tels quels.
IIs font du livre, du film, une chose déplacée, trop maladroite pour entrer dans le cadre
général des fictions, pas assez incorrecte thématiquement pour intégrer celui des
productions expérimentales. Le film n’est pas insolent, il est incongru. L’un de ces
éléments est la séquence type vidéo-gag (fuite en VTT en chute*), ce que le gag devient
quand il est involontaire (amateur), pauvre parce que réduit a sa derniére extrémité (la
chute) [...] (Mortinsteinck 45-46).
If no truly exterior position can be found and oppositional stances have come to produce their
own series of conventions and clichés, the only remaining option relies on incongruity. Instead
of favoring one side or the other of the artistic spectrum, introducing heterogeneous components
creates an irregular work that is too idiosyncratic to fit into either category.1”® Quintane puts
forth a parti pris for what she calls here the “gag,” humorous incongruity or farcical digression.
Humor created by ironic naivety and deliberate amateurism allow her to exit preordained literary
postures. The anecdote of the rabbit crossing the road succeeds in taking on a political charge

not only because it represents utopian possibility, but also because it sidesteps easily

recognizable political positions in favor of incongruity. In his book Le Gala des incomparables,

170 Quintane’s remarks are in line with those of Pierre Alferi and Olivier Cadiot in Revue de literature

générale, where traditional genre distinctions are abandoned in favor of an Objet verbal non identifié (Ovni). This
literary engine is marked by its construction from heterogeneous sources and its combination of unequal registers of
language. Quintane, who contributed to the second issue of Revue de littérature générale, extends this expanded
poetic mandate to film as others, such as Pierre Alferi in his cinépoemes, have also done.
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Invention et résistence chez Olivier Cadiot et Nathalie Quintane, Alain Farah provides a lucid
reading of Quintane’s technique of incorporating idiosyncratic elements into her writing:
En termes littéraires, la posture faussement ingénue de Quintane reproduit cette tension
entre la vérité et le jeu, la fausseté et I’imprévisible, en acceptant de garder ce qui
apparait de facon imprévue précisément parce que ces moments produisent de
I’événementialité, de la surprise (178).
By pushing the reader off balance through her use of unpredictable, digressive phrases, Quintane
is able to provoke a reaction through surprise. If conventional positions and literary themes are
often unable to shock or move readers, Quintane seeks a nuanced idiotie in their place. Playing
false allows Quintane to level a critique of contemporary society in a way that produces
receptivity in the audience because of the surprise it generates. Quintane’s idiot naivety leads us
to follow her as she improvises thoughts, perceptions, and affects in an incongruous, seemingly
uncoordinated arrangement. In this way, a nuance may be added to Quintane’s earlier remarks
on establishing a political program based on the unhabitual fact. Not only does she mark the
political potential of contesting the legitimacy of reality as it appears, but she situates this radical
critique within the intellectual climate of post-avant-garde thought. Poetic writing that tests the
bounds of what can be communicated (“Je ne vois pas le rapport”) is already situated within an
embarrass de pensee, where ideology and political critique seem to fall flat. Yet, significantly,
Quintane traces a path to renew criticism through the mode of the idiot gag. Quintane’s work
engages with events as they unfold by leveraging tactical thought lodged within irreverent and
digressive prose. In Grand ensemble, to which I shall now turn, Quintane situates political

critique in the specific lived circumstances of contemporary events. In so doing, she conceives

of literature as “une tentative de réfléchir en direct.” (“Arrét sur images” interview).

Grand ensemble: “Faux Barrage” and Performativity
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In her works from the late 2000s onward, Nathalie Quintane’s incongruous prose has
targeted the aspects of performativity at play in both contemporary politics as well as cultural
events. Grand ensemble, concernant une ancienne colonie is written in reaction to unfolding
political events and reflects on the imbrication between culture and politics. The work centers on
L’année de [’Algérie, a French cultural event of 2003, which celebrates the culture of France’s
former colony. Quintane writes in reaction to the apparent nonchalance with which French
society is able to theatricalize its extremely troublesome history with Algeria. She assesses the
true effects of these events, “qui le célébre pour mieux 1’effacer encore” (Grand ensemble, rear
cover). Opposing a simplification of the colonial past, Quintane employs a complex dispositif
moving from Faux barrages, sections of poetic prose; L ‘année d’Algérie, a description of a
series of cultural events; a fifteen page “novel,” Une rencontre heureuse complete with a cover
page; a series entitled Grands Récits, before concluding in a series of cemetery inscriptions in
Epitaphes. This multilinear narrative suspends any unified historical narration and instead
confronts the reader with a series of gaps and textual cuts. In the structure of her work, Quintane
problematizes any simple identification with the commemorative events as well as an easily
palatable version of the past. Instead, bare, factual descriptions of the cultural events of L ‘année
d’Algérie lead us to adopt a distanced, critical posture towards them. By working through the
complexities of the work, the reader engages in the construction of a non-totalizing vision of

France’s colonial past and its political present.

Throughout Grand ensemble, Quintane employs digressions and anecdotes in order to
oppose a model of performative speech that mobilized the political organization capable of
conducting the Algerian war. She seeks to counter the performativity that facilitates social

control by employing her own incongruous prose: “Au pragmatisme policier (du grec politeia,
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organisation politique), Grand ensemble oppose une pratique de la langue, cruelle et drdle, pour
qu’un peu les gorges se desserrent... ” (Grand ensemble, back cover). Opposing this
authoritarian linguistic performativity that orders the social body, Quintane seeks to provoke
discussion and reflection. She counters this commanding speech by deconstructing or dissecting
the political language used to justify the war by working with particular slogans from the war,
such as “On utilisera tous les moyens” and “On ne mettra pas les gants.”*’* It is partly these
phrases functioning performatively that led soldiers to enact the brutalities of the war in
accordance with this “pragamatisme policier.” By analyzing these slogans, Quintane seeks not
only to provoke deeper reflections on the Algerian War beyond the superficial celebrations of
L’année d’Algérie, but also to push beyond the closed “on” that defines and divides the French
and Algerian communities. The title Grand ensemble also references the social exclusion of the
French suburbs (such as the grands ensembles of HLM housing projects) that is masked behind
the veneer of cultural festivities. Quintane advocates a genuine grand ensemble for French
society as a whole that is founded on the recognition of the Algerian War as an unresolved
tragedy. By undoing facile representations of Franco-Algerian history, she reveals our
stupefaction before its horrors and their legacy in the post-colonial present. By taking this
bewilderment as a starting point, she elaborates an unrehearsed working through of France’s
colonialist heritage. In place of surface celebrations of diversity, Quintane’s project consists in

idiosyncratic and grimly humorous provocation that highlights France’s social rift.

m Quintane also analyzes the circumlocutory rhetoric used to characterize the war itself: “7.2 Il y a dix jours,
mon péere me montre deux documents sensiblement égaux : sur le premier, le plus récent, on fait état de sa qualité de
combattant lors des opérations en Algérie ; sur le second, le plus ancien, on fait état de sa qualité de combattant lors
des opérations de sécurité et de maintien d'ordre, en Algérie. [...] 6.11 Relever les contextes, vérifier les formules. /
7.2.1. Opérations n'est pas opérations de sécurité et de maintien d'ordre (Toi aussi, tu as des armes 184-5).
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To analyze performative speech, Quintane begins by interrogating the rhetoric of the
democratic state at war. In so doing, she seeks to analyze the moment where a democracy's

euphemistic expressions turns to more violent speech:

Un type de phrases correspondait a un type d’Etat. On imagine 1’Etat démocratique
amateur de modeles souples, souplement assertifs. De modéles grammaticalement
corrects sans dureté. / Puis, les circonstances (disent-ils, pense-t-on) accablent le poeme :
/ par tous les moyens / ou / on a retiré les gants” (Grand ensemble 102-3).

Quintane exposes the shift in political language towards violence that is incompatible with a
democracy’s view of its own just assertiveness (“mod¢eles souples, souplement assertifs”). She
emphasizes the moment when anodyne political rhetoric cedes before militaristic performative
speech, where, “les circonstances [...] accablent le poéme.” The appearance of assertiveness
without harshness is belied by the conclusion of the passage, where the slogans “par tous les
moyens” and “on a retiré les gants” are put into effect. At the conclusion of the passage,
Quintane describes a slaughterhouse not only kills chickens but also destroys any trace of their
existence. She ironically relates that the butchered chickens are confounded by the political

rhetoric that had earlier promised them just treatment.

Beyond this deconstruction of slogans, Quintane continues to analyze linguistic
performativity as characterizing military modes of action. In “Faux barrage 10”, these military

tactics are revealed as being closely aligned with certain modes of literature:
les méthodes et modéles de gouvernement en vigueur aujourd’hui en Alger sont, d’aprés
ce que j’en sais, assez mal librement inspirés des modeles et méthodes de ’A.F. /

créatrice de la guerre contre-subversive. / inventeur du faux maquis. / poéte puisque
poiein ¢’est faire du faux barrage (Grand ensemble 34)
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“Faux barrage”, as the first section of the work is entitled, adopts the terminology of military
tactics created by the French Army and subsequently used by the Algerian government, to refer
to the prevalent use of fake checkpoints to stage ambushes. Provoking an intellectual shock is
ironically likened to engaging in counter-terrorism operations. Both activities partake in an act
of poiein to create fictional circumstances to generate an attack. Yet, the violent, subversive
thrust of Grand ensemble seeks to reveal the deeper violence marked by these cultural events.
Her use of provocation seeks to disrupt the French consensus surrounding a sanitized view of
French-Algerian history and relations. By signaling this extreme violence, Quintane acts against
a certain vision of the France as a benevolent and progressive pays des droits de [’homme. By
rejecting a view that serves to reinforce national identity, Quintane hopes to work towards a

more expansive and less self-serving grand ensemble between France and Algeria.

Continuing in her reflections of linguistic performativity, Quintane is particularly
attentive to the avant-gardiste vision of art, which also finds its conceptual model in military
tactics. From this point of departure, the performativity of literature in general is assimilated to

that of a military command:

Les militaires pensent et agissent d’un coup. C’est : littérature. Ils ne nous donnent pas
que des titres pratiques ou un lexique mais, en douce, des modéles tactiques, cependant
gue nous faisons nos découpages et nos collages avec fuck war.

Cependant que nous faisons nos découpages et nos collages avec fuck war, nous pensons
comme des militaires ou des avant-centres. D'autres part, il ne vaut pas mieux s'imaginer
le football marocain porteur de traits typiquement marocains : n'allez pas vous imaginer
des choses.

N'allez pas vous imaginer des choses, disait Cervantés, disaient Patrice Lumumba et
Jimmy Durham. Ici n'est pas le lieu de lI'imagination — ni celui du réel, d'ailleurs. Pas de
pépites de réalité dans les cookies alphabétiques. (Grand ensemble 105).

Capturing a sinuous, digressive sequence of thought, Quintane questions the assumptions of
avant-garde literature as it attempts to transform society by preparing revolutionary action
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through art. The logic of the military command (“pense|[r] et ag[ir] d’un coup”) comes closest to
capturing this form of avant-garde writing that hopes to spur on revolutionary action, yet may
fail to instill any true ability for judgment in its audience. However, Quintane also problematizes
several other dominant views of literature. She comically rejects literature functioning as
mimesis; for example, where Moroccan football would mirror typical Moroccan traits.

Literature does not act directly to change reality because language does not represent the real
(“Pas de pépites de réalité dans les cookies alphabétiques™). Yet, neither is it the privileged
domain of the imagination without any effects on the real. Literature does employ
performativity to shock (“nos découpages et nos collages avec fuck war”), but its deeper political
force is to undermine a seamless relationship between word and thing. By scrambling and
satirizing the various oppositional positions that she sketches out, she destabilizes the
grammatical structures and discursive logic that facilitate the performativity of the military
slogan. Thus, the alternative performativity of this passage resides in its sudden leaps to new
subjects (“le football marocain™), its imbrication of different registers of language, and its use of
anadiplosis (the repetition of the conclusion of the last phrase at the beginning of the next).
Rather than attempting to project ideology through art like the historical avant-garde, she

integrates critique within digressive writing that no longer lays claim to a global, totalizing view.

Continuing in her digressive reasoning, Quintane manipulates logical argumentation by
drawing out her subject matter to hyperbolic absurdity. Following from this commentary on

action, she satirically proposes a form of direct action through retrospection:

la rétrospection est un travail. / La rétrospection est notre travail car le présent ne suffit
pas. Comment agir tout court par le biais de la rétrospection ? Comment agir tout court
par le biais de la rétrospection sans étre traité de marxiste intellectuel pédophile ?
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Il s’agit, au moment d’agir, de travailler a mieux préter le flanc aux accusations de
marxiste intellectuel pédophile. Et de ne pas faire le malin en énongant les dimensions
exactes d’un terrain de football, par exemple.

Par exemple, la préférence du mot foot ou du mot football devrait faire toute la
différence. Ce n’est pas le cas. Le lexique n’est pas une solution. Un esprit sain dans un
corps saint, ¢’est un mauvais début pour tout le monde. (Grand ensemble 106-7)

Quintane ironically sketches out an alternative vision of performativity arising from
retrospection instead of authoritarian command (“agir tout court par le biais de la rétrospection”).
She begins by hyperbolically emphasizing critiques of thought as failing to translate into action.
Quintane opts for a strategy of humoristic idiotie and feigned submission: the intellectual may
act through retrospection by fully submitting herself to the critiques of her enemies. Action
through retrospection equates to confirming a position of abjection (“travailler a mieux préter le
flanc aux accusations de marxiste intellectuel pédophile”). Yet, activism based in the intellectual
position is simultaneously ironized; by ceding fully to the anti-intellectual position, Quintane’s
reasoning concludes in mock naivety. Direct action based on retrospection would allow the
writer to intervene in reality based on lexical changes. A minimal shift in terms (“foot” for
“football”) should transform the world, according to these exaggerated expectations for avant-
garde literature. Continuing with the substitution of “saint” for “sain”, Quintane humorously
concludes that, “un esprit sain dans un corps saint, ¢’est un mauvais début pour tout le monde.”
By rendering literary action ridiculous, Quintane mockingly adheres to the superior
performativity of the soldier’s speech. Through this sarcastic idiotie, she ironizes on both
authoritarianism and avant-garde intellectualism, suggesting her own incongruous prose as an

alternative mode of performative critique.

Yet, when Quintane chooses linguistic performativity in line with the logic of the “faux

barrage” ambush, she sheds all humor for direct treatment of the worst abuses of the war. In
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these sections, her writing is aligned with the first version of literary performativity as shock
tactic. It is by reversing the position of colonial domination and emphasizing the horrors of the

Algerian War that a non-restrictive version of a community may be realized:

Si I’ Algérie, c’est la France, alors la France, c’est I’ Algérie.

¢galité ayant eu lieu qu’avec.

couilles coupées portées encore chaudes a la bouche.
électrification non des campagnes.

cuts de langues.

enculades non toujours de petits gar¢ons” (Grand ensemble 12)

This passage insists on equality by exchanging Algerian experience for that of the French (“la
France, c’est I’ Algérie”) and, therefore, emphasizing the Algerian suffering during the war.
Thus, a series of torture scenes undermines the benign representation of history proposed by the
French government. In this way, political community is anchored in the suffering of the other
instead of easily palatable, orientalist scenes. Throughout the work, Quintane opposes this facile
and even erroneous portrayal of Algeria. For example, that of serving pastries from Morocco, as
though Algeria’s neighbor is more or less the same nation.!’? Instead, Quintane’s provocation
seeks to reveal a profound failure of representation and a blockage of thought: “Explication par
papa : en face ils faisaient pire, ou : ils faisaient pareil, quand tu retrouves un copain les couilles
dans la bouche qu’est-ce que tu fais. / Et qu’est-ce que tu fais quand tu entends ¢a” (Grand

ensemble 146). In this way, the performativity of Quintane’s language leads towards an aporia

172 Grand ensemble 120.
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or an effect of stupefaction before brutality. From this fissure in understanding and

expressibility, alternative modes of political community may perhaps be conceived.

In his review of the work for Libération, Eric Loiret discusses the concept of a political
community as a grand ensemble: “Quintane propose d'essayer un nouveau partage de l'espace
politique, un grand « ensemble » au sens adverbial, les uns avec les autres. Alors que, pour
I'instant, « le monde est divisé entre éradicateurs et dialoguistes », surdité qui se propage au point
que « de chaque coté de la Méditerranée meurt un pays d'occasions ».”*"3 If this new political
space may be achieved, it is by opposing both the “éradicateurs” of the extreme-right and the
“dialoguistes,” who seek to script the interactions between the nations to mask deeper wounds.
To move beyond these closed perspectives towards more open interaction, Quintane seeks to
include the perspective of the other within her work. She is now seeking to represent something
of the experience of those living within grands ensembles, within the HLM of France. Asa
corollary to her dissection of military slogans, she analyzes two phrases attributed to Algerian
servants and maids. These sentences,“j’ameéne des cornes de gazelle a la patronne” and “je suis
comme une épluchure sur 1’eau,” act performatively to perpetuate a state of servitude beyond the
period of colonization. The action of bringing the Maghrebi pastries, “cornes de gazelle,”
suggests a stereotype of generosity: “une représentation fameuse du colonisé(e)-nourrice (mama
noire des Amériques), plaisir d’offrir, joie de recevoir, ainsi qu’en I’évocation de I’aspect non
limité de I’action sur I’axe du temps” (Grand ensemble 16). According to this stereotype, the
colonized is happy to give as though her subservient role corresponds to the natural state of
affairs. The present tense of the first sentence (“j’amene”) suggests an ongoing state of affairs to

Quintane, as though the domestic worker is eternally relegated to this position. The second

173 “La jolie colonie vacante,” Libération, 27 March 2008. Print.
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sentence similarly presents a powerless subject: “épluchure, non comme ce qu’on dte et dont on
ne veut pas mais comme piéce légére sans controle allant 1a ou on la méne et dit d’aller, je
conjugue ces deux phrases épluchure et cornes de gazelle, et tout ce qui en sort, afin de
compléter et d’instruire cette page, instruisant et complétant des faits” (Grand ensemble 101).
This peel, like the Algerian worker, has no control over events, but is simply carried along by
outside forces. Quintane provides these two sentences not to allow the subaltern to speak
(Gayatri Spivak reminds us of the perils of this endeavor), but to inform our thinking on the
colonial past and its continuing effects in the present. Suggestive of the more general role of
literature, these phrases serve to instruct and complete our understanding of the facts (“compléter
et d’instruire cette page, instruisant et complétant des faits”’) over against attempts to whitewash

history.

The last section of the book, Epitaphes, similarly features a shift in perspective towards
the other. Quintane’s writing enters an elegiac mode that takes a literalist transcription of the
inscriptions on Algerian graves as its point of departure. In one instance, she attempts to
scripturally restore names that have been truncated in their passage from Algeria to France:

12. Vu d’ici, Fatima est un méchant prénom. Mais pas El Hdj Fatima Zohra Benbitat. Les

Algériens arrivent en France avec des noms coupés. Les cartes météo ne montrent du

pays que sa cOte nord. Alger est essentiellement une baie en bleu et blanc photographiée

de loin. L’annonce tombale en huit lignes publiée dans El Watan et ce tombeau numéro

13 rectifient peu ou mal, mais se mettent a la tiche pour qu’au moins Fatima meure en El
Hdj Fatima Zohra Benbitat née Arif (Grand ensemble 161)

Resisting the effects of pathos typical of lyrical elegy, Quintane seeks rather to rectify an error in

representation. While the name Fatima evokes negative stereotypes within France, this is due to
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unfaithful transcription and poor translation from one culture to another.!* With restraint and
finesse, Quintane follows the restoration of a full name and its accompanying promise for a fuller
context. In this way, a path towards a community is indicated through attempts to provide a
greater understanding of the other. Instead of reinforcing a restrictive view of community by
denying historical trauma, Quintane favors a reflection on losses suffered on both sides of the

Mediterranean.

The Virgin Nathalie: Participation and the Image

In addition to her reflections on linguistic performativity and the perspective of the other,
Quintane situates her discussion of a grand ensemble in several passages that reflect on the status
of the image. She employs of a series of rhetorical tools to tease out the complexities
surrounding the visual representation of Algerian suffering. First, she multiplies her references
to the Pieta, which she puts forth as the lens with which the West often interprets and assimilates
suffering, even when that suffering takes place in the non-Western world. Secondly, Quintane
uses looped repetition, hyperbolic listing and digression to unpack the entangled positions
contained within the Virgin imagery. Quintane evokes an image of the Pieta that served as a
visual representation of the Algerian civil war of the 1990s, that of the "Massacre a Bentalha” by
the photographer Hocine Zaourar (see fig. 11). In 1997, Zaourar’s photograph of an Algerian

victim caused a polemic when it accompanied an article in Le Monde entitled “Une madone en

14 Quintane ironically activates these prejudices earlier in the work:“Pourtant, personne ne peut rien au fait

que Fatima est un prénom de boniche. A la fille Fatima, méme nommé Riviére (Fatima Riviére), il sera conseillé de
ne pas énoncer son prénom par téléphone” (Grand ensemble 139).
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enfer.””™ Quintane employs a looped description of this photo in conjunction with an extended
list of its appearances in the media:
Vous connaissez sans doute cette PHOTO DE VIERGE EPLOREE BOUCHE
OUVERTE prise vraisemblablement en Algérie mais ou, vous avez certainement vu et
plus d’une fois cette PHOTO DE VIERGE EPLOREE BOUCHE OUVERTE en
premiere page des journaux quotidiens, en noir et blanc, en pages intérieures, en page en
couleurs intérieures des magazines, en pages intérieures en couleurs des magazines dans

des dossiers globaux : 1’ Algérie aujourd’hui, 1’Algérie souffrante, 1’ Afrique du Nord au
bord du gouffre, peut-on sauver I’ Afrique, le monde en crise (Grand ensemble 13).

In this passage, poetic refrain duplicates the shock effect created by mass media in a similar
manner as “Faux barrage 10,” modeling itself on the performativity of military commands.
Quintane calls the reader’s attention to their familiarity with the famous photograph, (“Vous
connaissez sans doute”;“vous vous souvenez plutot précisément”, etc.) which is nevertheless
absent from the text. In place of the image, Quintane emphasizes its jolting presence by looping
a description of the photo in capitals, which she screams during live performances.’® The
immediacy and repetition of the phrase, “PHOTO DE VIERGE EPLOREE BOUCHE
OUVERTE,” acts performatively in a similar manner to the “faux barrage” ambushes,
mimicking the shock produced by the photo. The passage then highlights the omnipresence of a
narrative of disaster through a list of print media and their headlines. Acting in an analogously

manner to this mass media discourse of crisis, the passage acts initially to oppose the sanitized

vision of colonialism’s heritage. However, Quintane inscribes her references to the photo within

175 “Une madone en enfer,” Michel Guerrin in Le Monde of September 26, 1997.

176 For a live performance, see Panoptic: Un Panorama de la poésie contemporaine. Paris:

Inventaire/Invention, 2004. Computer file.
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Figure 11.

a reflection on the consequences of the pieta imagery.?’” Indeed, this photo presents a
particularly complex series of references and has drawn criticism of its use of Christian
iconography to depict the suffering of a Muslim nation. Western cultural memory, it can be
argued, provides the only lens that allows French society to gaze upon the suffering of the other.

Quintane is interested in appropriating the image’s power to impact, while also interrogating the

L7 Quintane references a series of artists who have also done work inspired by this image, such as

http://www.pascalconvert.fr/histoire/madone_de_Bentalha/madone_de_bentalha.html
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complexity of the emotional effects it stirs. Through her provocation, she also questions the

nature of the images that Western viewers are able to recognize and respond to with pathos.

At what may be interpreted as the counter position of the feminine colonized figure as
cither suffering Pieta or, “colonisé(e)-nourrice (mama noire des Amériques),” is the posture of
the Western militant as a Madonna figure (Grand ensemble 16). In “Grand récit 4,” Quintane
examines Godard’s views on the figure of the leftist militant as Virgin. In the documentary,
Letter to Jane, Godard condemns a photograph of Jane Fonda in Vietnam as a Madonna (see fig.
12).1"® For Godard, the two thousand years long cultural history of the Christian suffering and
saving mother is determinate for the Western viewer. Quintane questions how this heritage
influences our view of compassionate acts in a discussion of a cultural event aimed at benefiting
foreign victims:

Un sujet demande bien une prise de précautions : Jane Birkin chantera bientdt pour les

victimes du tremblement de terre d’Alger et environs. On peut se moquer de Jane Birkin

chantant a Paris ; on peut ne pas ressentir de compassion pour Jane chantant. On peut, sur

Jane, calquer I’analyse que Godard, 1’auteur du Petit Soldat, fit a propos d’un cliché
montrant Jane Fonda en madone au Vietnam.

Jane (Fonda, Birkin) peut-elle adopter une pose autre que celle de la madone concernant
I’ Algérie, le Pérou, I’Angola, la Chine, Le Venezuela, le Mexique, le Mozambique, la
Tunisie, I’Iran, I’Irak, I’ Afghanistan, la Corée, la Bié¢lorussie, Java, Sumatra ? VVous-
méme n’avez-Vous pas senti votre cou mélancoliquement s’incliner au fur et a mesure du
déroulement du texte qui pourtant n’est pas en rouleaux ? (Grand ensemble 134-5).

This passage calls into doubt Godard’s dismissal of Jane Fonda’s photo as failing to produce real

engagement with the other. Throughout Letter to Jane, Godard opposes a Marxist Materialist

178 Quintane does not reproduce this image nor Zaourar’s photo.
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Conclusion

Passages between Poetry and the Visual Arts

Christian Prigent has often played a significant role in recognizing and welcoming
emerging poets. In his essay Salut les anciens/Salut les modernes (2000), Prigent designates
three emerging authors, Philippe Beck, Charles Pennequin, and Christophe Tarkos, that appear to
usher fresh voices into the contemporary poetry scene. In a later article for the review Fusées
“Phénix ! Phénix !” (2001), Prigent selects a new series of emerging talents: Fabrice Bothereau,
Sylvain Courtoux, Antoine Dufeu, Jérdme Game, and Jérdme Gontier.'®® Similarly, Nathalie
Quintane, in her contribution to L illisibilité en questions (2014), follows this prospective
undertaking by championing three contemporary poets, Jacques-Henri Michot, Jérdme Mauche,
and Anne Parian.?® If these authors have yet to receive sustained critical attention (with the
obvious exception of the trio Beck, Pennequin, and Tarkos), their work offers the potential for
exciting new developments in the field.*®® This conclusion proposes a similar gesture as that
accomplished by Prigent and Quintane by analyzing the work of authors who have generally

received limited critical attention. While necessarily reflecting subjective choices, the following

196 Prigent’s essay on these poets is accompanied by a second essay designating important theoretical works

by this younger generation of authors, such as Chrisophe Fiat and Christophe Hanna. Both essays are available on
the POL website: http://www.pol-editeur.com/ouverturepdf.php?file=001-phenix-phenix.pdf .

107 Quintane evokes Salut les anciens/Salut les modernes, p. 55.

198 An incomplete list of critical writing on these authors includes the following works. Philippe Beck’s

poetry has received extensive critical attention, notably in the form of a conference at Cérisy-la-Salle: Isabelle
Barbéris and Gérard Tessier. Philippe Beck, Un chant objectif aujourd'hui : Colloque international : 26 Aoiit-2
septembre 2013. Paris: Corti, 2014. Print. The poetry of the late Christophe Tarkos has been discussed in essays,
such as those written by Prigent for the first volume of his collected works Ecrits poétiques and the rich introductory
essay by Philippe Castellin for the second volume L’ Enregistré: Performances, improvisations, lectures. Paris: POL,
2014. Print and CD. The poetry of Jérdme Mauche has featured in a doctoral thesis by Philippe Charron: Du “métier
d'ignorance ” aux savoir-faire langagiers : I'environnement de la littéralité chez Emmanuel Hocquard, Pierre Alferi
et Jérdbme Mauche . Montréal (Québec, Canada), Université du Québec a Montréal, 2014.
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pages will outline the work of two poets who present innovative poetic practices so as to suggest
avenues for future research, notably with respect to hybridized creations. Here, | am interested
in discussing poets who have made significant overtures towards the world of the visual arts.
However, this conclusion by no means wishes to suggest that there is little left to discuss in the
work of the four authors examined in depth. To the contrary, each poet examined in this
dissertation is continuing to publish and their work demands continued attention as part of a still

unfolding oeuvre.

Exhibiting Manuel Joseph

Collaborative projects between visual artists and poets have taken on new characteristics
with the emergence of installation work and similar immersive forms. The work of Swiss artist
Thomas Hirschhorn is revelatory in this respect as he has engaged in sustained partnerships with
several poets, including Manuel Joseph (as well as Christophe Fiat and others). Joseph’s literary
production is deeply marked by political engagement; for example, his Heroes are Heroes are...
(1994) incorporates textual samples from Gulf War news broadcasts, World War |1 tourism sites,
pornography mail-order catalogues, and other sources to reveal shared rhetorical strategies that
usually pass unperceived by readers. Thomas Hirschhorn similarly uses techniques of collage
and appropriation, often employing poor, quotidian materials in installations and “presence and
production” pieces, where the artist works directly with economically disadvantaged, often
immigrant communities to create a local art event (Critical Laboratory: The Writing of Thomas
Hirschhorn 299). Joseph has collaborated on several of these works by giving readings, leading

writing workshops, and writing and directing theater pieces. These projects range from fan
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homages to Spinoza and Georges Bataille, to a temporary art museum in the Paris suburbs
entitled Musée Précaire Albinet, to the installation Das Auge. Hirschhorn conceives of
collaboration as operating under an open modality that he names “unshared responsibility”
(responsabilité non-partagée), which preserves the autonomy of the other artist’s unique practice
(Critical Laboratory: The Writing of Thomas Hirschhorn 70). Rather than directing or directly
engaging with the written portion of the exhibit, Hirschhorn welcomes another artist’s work into
his own without conditions or reservations. If both Hirschhorn and Joseph apply techniques of
collage as a critical dislocation of mass media information, the juxtaposition of disparate material
also provides a relational model for union between artistic media. Unshared responsibility can
be seen as extending Ranciere’s ideas on the equal status of text and image in the aesthetic
regime of the arts to the domain of group artwork. Just as pictures and words are brought
together to form montages, artistic practices may be joined together within an exhibition.
Following from this perspective, in 2010 and 2011, Hirschhorn decided to devote an artistic
tribute to the poet in Exhibiting Poetry Today: Manuel Joseph, transposing his poetry from the
page to the gallery space. Joseph’s poetry is projected into installation space in a move intended
to upset the preeminence of the book. Hirschhorn proposes a form of poetry present on all

supports from post cards, advertisements, emails, and drafts of poems to readymade objects:

Aujourd’hui, le travail de la poésie ne se limite pas a écrire des poémes et a les publier.
Produire de la poésie n’est pas simplement produire un livre [...] (Joseph) produit
beaucoup et — méme s’il publie peu — manifeste cette production depuis des années par
une écriture sur tous supports qu’il adresse a ses ami(e)s (Exhibiting Poetry Today 6).

By privileging poetic production outside of the official form of the book and emphasizing the
importance of the address to friends, Hirschhorn is putting forth a form of literature that seeks to
undo established hierarchies in a similar way as his concepts of unshared responsibility and

presence and production. Initially offered to a friend, these poetic texts and objects engage with
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a general readership in a similarly direct, improvisational manner. The reader/viewer is also
shown the development of certain texts through drafts and emails regarding publications,

emphasizing the elaboration of a text rather than a closed, finished work.

Manuel Joseph’s term “abjets” (joining together “object” and “abject”) refers to a series
of works involving both texts and physical objects, where no clear line is drawn between the two
types of materials (Exhibiting Poetry Today 176). Opposing notions of inspired authorship,
Joseph speaks of his texts as scanned images in an interview with Jean-Charles Masseéra, likening
them to Hirschhorn’s poor, quotidian materials. Appropriated passages are pieced together and
manipulated to serve a critical function. Neither wholly an object nor wholly writing, the works
demonstrate what Joseph sees as the abject quality of the contemporary media environment.
Through the repetitive passages, Joseph mimics the insistence of news outlets in shaping opinion
and teases out Wittgenstianian family resemblances between seemingly unrelated subjects. For
example, portions of an article describing the augmentation of FDA staff are juxtaposed with an
account of the selection process for an elite airborne military force.!® The FDAs role in
evaluating the safety of imported medicines is highlighted by excerpts on a poisonous drug,
Heperin. The unfortunate consequences of this regulatory work are then put in conjunction more
generally with the theme of aerial surveillance, which is evoked by airborne division and police

drones.

If the term “abjets” refers initially to the regressive or numbing quality of consumer
society, a more dire sense of the abject is also brought to the forefront in certain pieces.

Resembling Hirschhorn’s exhibition Les plaintifs, les bétes, les politiques, Joseph sometimes

199 La téte au carré, unpaginated. Joseph’s text Flat Red Flag, which originally appeared as a handout from
Hirschhorn's installation Das Auge, is also reprinted in this book.
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uses magic marker on cardboard to evoke the signs of the homeless. By imitating a form used by
those in desperate need, Joseph opts for a material manifestation of the downtrodden. One work
puts forth an ironic pro-war message on a cardboard sign while on the reverse side displaying
packaging from consumer products, drawing a parallel between poverty and the military
enterprises of capitalist society.?® Critic Alexandre Costanzo highlights similar preoccupations
in certain of Joseph’s books where the narrative is told from the point of view of a child, the
intellectually disabled, or the mentally ill: “Ou I’on dira qu’il s’agit de voir le monde avec des
yeux d’enfant, d’infirme, d’idiot pour mieux 1’entamer [...] Ce peuple absent s’invente ici en
quelque sorte une langue pour exister au monde” (Exhibiting Poetry Today 13). Other works by
Joseph employ the readymade, moving collage from the page to the use of actual objects.
Providing an ironically jingoistic message, “Hurry up next war!”, Joseph highlights the
militarized look of a paintball helmet.?®! In other works, Joseph makes connections between the
formal qualities of disparate objects. The exposed mechanical components of the remote control
are offered in parallel to the debris of medicine packaging with its similar rows of button-like
compartments for pills.2%? Yet, this organization of the buttons and pills in symmetrical rows is
offset by the haphazard taping together of each item, which suggests them as refuse. Products of
the entertainment industry, such as the CD, featured in another piece, would act as opiates in a
similar manner as pharmaceutical drugs.?%® In this way, Joseph freely moves between texts and
physical objects according to a common critical intention. Hirschhorn's installation affirms the

richness of these interventions as they blur the frontiers between poetry and visual art. Indeed,

200 Exhibiting Poetry Today 356-7.
201 Ibid 190.
202 Ibid 338.
208 Ibid 339.
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poetry is proposed as an art form that can not only be read but also exhibited. Notably, Joseph
has also planned on a text in response to Hirschhorn’s interventions (yet to be published at this

time of writing).

Jérdme Game : In and Out of the Book

Sound poet Jéréme Game is similarly preoccupied with new paradigms of cross
pollination between poetry and other art forms. His work implements a transfer of formal codes
and syntax from other media into literature, most notably those of film and photography. These
operating procedures originating in other arts may be seen in terms of “import” and “export”, as
Game signals in the critical text, Sous influence : Ce que I'art contemporain fait a la littérature
(10-11).2%* As this terminology suggests, Game seeks to draw on the technical capabilities of
another medium or art form to inform new approaches to writing. In live performances, CD
recordings, and typographical play, he employs a variety of syntactic experimentations to this
end, often centering on the stutter. In so doing, Game references the technical glitch of the
skipping CD as much as Deleuze's “bégaiement.”?®® As Deleuze theorizes, the stutter signals
resistance to unperturbed expression, marking the birth of a minor language within the dominant
tongue. Spanning maximal linguistic territory by slipping across phonemes from separate words,
Game joyfully stutters towards a disaggregation and recomposition of language. His volume Ca

tire includes both a book and an audio CD of Game's performance of the work. In the two

204 “In & out, ou comment sortir du livre pour mieux y retourner—et réciproquement”, Littérature, 169 (2010)
44-53.
205 See Deleuze’s Critique et clinique.
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complementary forms of the text, words are subjected to systematic reframing as though the

narratorial presence undergoes constant oscillation:

I'nors-c adre ar essencep arn aturep ure, c'est ¢a qui si beau, non seu
lement different i qui tisse i tissant, qui court, ligne irconscrit en ouvrant
d éporte sur ce mouveme en
wide-b odied air lanes p are

décadr ant cadre me r
eporte c'est

ouvert a tout vents c'est

savoirm ettre a la phrase en lap ression u cadre ers v I'hors-champ.
de I'image ers v e langue, e I'norschamp a dans I'caadre en
dispose a matiére a I'étale, a I'embraye, a I'aérostatic a sustente e le (Ca tire 17).

The normal unity of words comes undone as they are pulled apart in a manner analogous to a
frame vascillating. This deconstruction can also be seen metaphorically as a sudden cut being
introduced into the image through a technical malfunction. Positions inside and outside the
frame kaledeidscope in and out of one another. Meanwhile, the space contained within the frame
can be seen as collapsing beneath the pressure of its outside. Significantly, this movement can
be seen as a radical form of enjambment that opens up Game's writing to a movement of
acceleration. The breaks between syllables and lines power language down what is referred to as
lanes of breath or lanes of the highway. Game channels Deleuzian becoming as his unanchored
language moves the subject towards an open schema of selfhood centered on virtuality.?°® The
increase in velocity and the accompanying decomposition of language push the subject towards

dynamic processes of transformation.

206 Game explores the theme of Deleuzian becoming in his Poetic Becomings: Studies in Contemporary
French Literature.
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At times, syllabes are stretched so far as to offer new meanings. A phrase featuring a
series of successive verbs offers an example of this transformation: “en diapo la dia se condense,
lie p, on voit on a pélicul e s'éplie se défiixe / tatique en nouveau” (Ca tire 14). The act of
joining (“lier”) is complemented by the notion of folding (“plier”’), where the English speaker
also hears the word “leap”. Game proposes a complex interrogation of the nature of writing and
seeing across a series of actions performed by the image. These activities simultaneously offer
an act of fusing, folding, and bounding fowards, before settling into a static state. Further, at
moments in Ca tire, language is subjected to such extreme contortions that only a few syllables
are conserved of any single word and a phrase appears to dissolve into a haze of fragments. The
result is a joyful decomposition of what Game describes as verbal matter in the citation given in
the last paragraph (“matiére a I'étale”), and as “mulching” or “compost” towards the end of the
book (Ca tire 69). Verbal dislocation approaches its maximal state as words are reduced to a
disordered bits of letters. Yet, as Ca tire draws to a close, a new style emerges, in which writing
becomes less dislocated. Game marks the emergence of a new paradigm of expression: “Arfois,
un objet passe a un d’un statut a un autre au cours d’un méme plan ar d’invisibles effets de
morphing” (Ca tire 63). This new sensibility substitutes effects of morphing for the stretching
that dominated the work. A more tempered regime of transition arises where word are not so
forcefully wrought asunder but rather seem to pass between each other almost imperceptibly. In

place of the maximalist effect of deconstruction, morphing enacts a more understated effect of

slippage.

In Jérome Game’s following work, Flip-Book, a more subtle syntax of morphing
becomes the main poetic procedure, providing smoother, more fluid writing. Largely

incorporating cinematic techniques, he reproduces key scenes from sixteen films, making
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strategic elisions of syllables and words to adapt cinematic techniques, such as dissolves, fades,
and cuts to writing. Featuring text on only a single side of the page without pagination, Flip-
Book mimics the sense of movement that characterizes the art of cinema. Indeed, the book

seems to operate continuous movement like that of the camera:

Le film avance en dandinant d'une jambe sur le skate, en avancgant plus vite dans le
mouvement des skates en reculant, la caméra monte a hauteur d'aine Jonathan dans
I'ombre avance a pas de géant, la végétation le trottoir en béton défile des roues en virage
crache (Flip-Book).

Accompanying the movement of the skates, passages like this one favor a general confusion
between the advance of prose, the movement of the camera, and the action on screen. Game
seeks to provoke just these effects of slippage, where descriptions of film scenes turn towards

immersion in their progression.

As Game remarks in an interview, he seeks not only to recreate cinematic effects in
writing but also to capture a certain trembling proper to the moving image. His focus is then not
simply on mimicing film techniques, but rather on capturing particular visual experiences offered

by the medium:

Moi, ce que je veux, ¢’est un truc qui vibre. Tu sais comme quand on regle la télé, juste
avant I’image fixe et toute lisse. Et pourtant, je veux qu’on y voie (pas reconnaisse)
quelque chose. [...] Je ne veux pas que cela rentre dans un cadre. Je veux que cela sorte
du cadre, que cela suinte (Game, “De quoi parlons-nous”).

Game is interested in the moments when the camera passes from a focused image to an
unfocused one, or alternatively, when the framing of a scene suddenly appears to shake and
appear unstable. These technical imprecisions provide the space for a new grammar within their
interstices, not unlike the stuttering language that develops over against the dominant tongue for

Deleuze. These effects are often produced delicately, for example through a sentence lengthened
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beyond what normal syntax allows, or through the absence of a comma or a period. Flip-Book

provides a number of examples of this subtle loss of footing, such as the following:

La ligne bleue électrique horizontale, la station service de nuit dans le vert foncé marron
de la forét noire le rouge de la tache s'arréte au milieu, longe les lignes grises de ciment
liseré blanc de lI'autobahn, la peau de porcelaine les arcades sourciliéres de Catherine les
arétes de son nez les yeux baisses sont a Paris (Flip-Book).

The blur of highway lights mark the advance of the vehicle in the night, testifying to an interest
in visual experiences of flux. Not unlike the cloudy images of an untuned TV, the movement of
lights from the car provides a blurry electric line and an imprecise red stain. The elliptic
construction of the passage contributes to an effect of montage as jumps mirroring film cuts
alternate between views of the roadway and Catherine. For example, the conclusion of the
passage moves suddenly from a description of Catherine’s eyes to signal arrival in the capital
(“les yeux baissés sont a Paris”). In this way, Flip-Book introduces more harmonious effects to
poetic syntax. By both adapting techniques of film creation, such as montage, as well as

reproducing unintended moments of haze and imprecision, Game interrogates visual perception.

Game has also worked within institutions of fine art, notably the Musée d'art
contemporain du Val-de-Marne. Within this art space, he invited poets, such as Anne-James
Chaton, Jean-Michel Espitallier, Charles Pennequin, and Nathalie Quintane, to create projects by
adapting the methodology of a contemporary art piece in the collection to their poetic work.
These works gave rise to a series of performances at the museum and the publication of an issue
of the magazine Art Press 2, as well as a theoretical text published by the museum, entitled Sous
influence : Ce que I'art contemporain fait a la littérature. In this project, Game expands his
thinking on transposing artistic procedures to approach the museum as a space of sensation and

atmosphere:
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Musée comme appareillage de refraction, captation indirecte, en flux, détournée,
J’indétermine le musée, le vide de sa spécificité pour en faire le site de cette écriture
d’étre-affecté que je mets en place (Sous influence 25).

Beyond simply presenting artistic works, the museum provides a space where their perceptual
effects can be put into circulation according to open configurations of affect. Game advocates
indeterminability for the museum, whereby it comes to house the free play of perceptions and
affects produced by the works. The writer, in turn, approaches this space with maximal
availability to receive these sensations and allow them to inform his writing. Much like writing
under the influence of cinema, writing with the atmosphere produced by a museum offers new
operational codes to poetry. Thus, Game's experimental work continues to expand towards an
array of different institutions, media, and art forms, all while reinforcing the bonds between
poetry and the world of visual art and cinema. Emphasizing the expansive nature of poetry, he
seeks to actively denature literature by incorporating the syntactic codes of these alternative

media into both vocal performance and writing.

These authors, as well as the four poets examined in depth throughout this dissertation,
offer new possibilities for poetic creation. While often exiting questions of lyricism, their
experimentation remains distant from the sterile formalism criticized by neo-lyricist poets.
Instead, by pushing their work towards interaction with other media, they seek new possibilities
for poetry roughly a century and a quarter after Mallarmé proclaimed the crisis of verse. As
poetry has lived through this prolonged state of crisis, its self-definition has become increasingly
open. Indeed, reflecting analogous transformations within the field of the fine arts, poetry
continues to expand from an exclusively language-based genre to an increasingly hybridized art
form. As multimedia poetic creation continues and expands, another important role for criticism

will be to trace the zones of cross-pollination between art and poetry, particularly from an
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institutional perspective. In this sense, it is fitting to conclude with the series of texts and
performances initiated by Jérdme Game within a museum, because movement towards the art
world is a defining characteristic of these transformations. However, this is not to suggest, as
some critics have, that poetry is becoming merely a subfield of the fine arts. Unlike video art,
photography, or installation art, poetry maintains its own institutions separate from those of the
art world, even if they too exist in a state of permanent crisis. The collaborations between
Thomas Hirschhorn and Manuel Joseph offer another fruitful model of partnership, operating at
the periphery of institutions and dialoguing with those at the margins of society. In both series of
collaborative projects, poetry traces new modes of interlacing with visual art. Contemporary
poetry continues to push deeper into a state of crisis — a familiar circumstance by this time —

transforming instability into a condition for innovation.
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