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An Interview with Joshua Marie Wilkinson

by Jon-Erik Means and Theodore K eeley

Q: | notice in thedescriptionsof your booksmany other artistsN writers, panters,
filmmakers, even sculptorsN are mentioned. Could you talk abouthow other arts
influence your work and wha artists hdped to ingire the poems in The Book of
Whispering in the Projection Booth?

A: For this book, | wanted to make a series of little haunted environments. ThereG@
something aboutthe box of the prose poeam tha felt rightfor this, you know? Maybeit@
because | had written two booklength poems before this. | wanted to force myself to do
something different. So it@ prose poems and conjoined fragments. But it@ my first
collection of discreet poans with titles.

Q: So, it was acongiousdecision before you started writing?

A: In away, yes. And |®n drawn to condraints (certainN you knowN externd
requisites) that hdp shapetheframe of thework.

Q: Did youtire of thebooklength poem?

A: Notat all. | till aspire to write abookof poans or single longpoan tha
somebody can pluck off theshdf andread in asingle evening. My favorite collectionsof
podry arethisway. They are so short tha youwant to go slow.

Q: Like whd, for example?

A: Like Niedecker@ Paean to Place, Oppen@ Discrete Seies, little books Ther size

asksyouto sow all theway down. Youmaketea Youread andreread. BarthesQlittle-
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known Inddents, Celan@ books Those chapbooklength works. Thirty or forty pages of
podry. There@ something aboutthe economny of QhebookGhat (and, dor® get me
wrong, I@n implicating myself here too) is so much lessinteresting than these little folios
or assemblages of work. More like aten or twelve songrecord. The Dickinson fascicle.
The City Lights podet editions

Q: Let@ get back to thenew book Why Chaunted environmentsON as you said
earlierN for theimpetusfor The Bookof Whispering in the Projection Boath?

A: Well, | think | spent alot of time watching Antonioni@ film La Notte [The Night],
whichN unfamiliar with Italian and not very goodat looking thingsup, appaentlyN |
aways thoughttrand ated into Orhe Note,Oas there® this note in the film tha becomes
themarker of this disintegrating relationship between JeanneMoreau and Marcello
Mastroiani® [charactersQ relationship. Anyways, there isjust a haunted way that
Antonioni has of filming thedomestic, thenatural. He sort of ddiberately holdsthe
camerafor too longon a sceneto see what the actors will do after a shotis Gve.O ItG
this borderline documentary thing (it@ actudly notdocumentary at all, you know,
because everything is staged)N butit® whatever comes throughin the excess, | Suppo®,
that fascinates me.

So | set myself thetask of watching this moving once aweek for ayear, and |
think | gotalmog haf wayN it broke down after about23 or 24 weeks, but tha® when |
started working on the poems that would become this book. It was in this period tha |
also watched The Sprit of the Beehive abouta dozen times, and | findly went back and

spent time with theorigind Frankendein film, and gotinto Robet Mitchumandold Val
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Lewton horror filmsN | Walked with a Zorrbie, Ghogt Shp, and stuff like that. So,
maybe some of tha trickled into thewritingtoo. | wrote it in my kitchen, at 27 South
Grant Street in Denver. At least thefirst drafts, onthis little yellow 50skitchenette table.

Q: | read tha you do mog of your writing on big hugesheets of presentation pegper. Is
tha how you wrote this book?

A: No, | wanted to break with that. Thewaste is congderable, thoughit was alovdy
process. Jus much more visud. Andmy handwriting is less atrodouswhen itG
enlarged. Or, if notlessatrodous then dightly more legible. | wrote thisonmy laptop
in thekitchen, actudly, but much of it still changesin the handwritten edits and whatnot

Q: Thejacket mentionsCharles Burnett@Killer of Shesp and Charles Brockden
Brown, too.

A: Thepicture of LosAngdestha Burnet ddiversin Killer of Shesp isonel jug
hadn®come across before. His obsession with thequotdian, with children@ games, with
letting a scene slowly unfoldN seemingly improvised, you knowN it reminded me so
much of growing upin thisweird way.

Q: Yougrew upinLA?

A: No, noteven close. | grew upin Seattle, but there® something aboutthe way the
film is composed of montagesN a scene of kidsthrowing rocks at each other in the road,
defending themselves with garbage can lids cut to a scenewhereEw haeverEt hese two
guysare trying to putabuged engine of acar into thebed of atruck onahillN it just
reminded me so much of this otherE

Q: Era?
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A: Yeah, | guess so. | haven®had enoughto drink here to wax nodalgic about
growing up pre-internet. And Burnett@ movie was donebefore | was born, if memory
serves. SoN like many writersN maybe 1@ nodalgic for an eral wasn®alivein. And,
speaking of bygoneeras, Edgar Huntly or, Memoirs of a Sleep-Walker (by Charles
Brockden Brown)N oneof thefirst GhovdsOwritten by an American in thelate 18"
CenturyN was jug thebook| nesded when | was composng these poams. The
protagonist is a sleepwalker and sort of has these insane adventures and crisesin tha
date. So, I(n surethat bled in there.

Q: What about other pods?

A: | discovered alot of stuff while at thistime, while | was studyingin Denver, stuff |
might not have foundon my ownN or notas quickly. Bin Ramke was wondeful. | would
say, can we do an independent study on Alain Badiou? And Bin would say sure. So, |
wrote aboutBadiou and Rae Armantrout, | wrote aboutvariousphilosophical approaches
to Paul Celan; Bin and Julie Doxsee and | read Dickinson for aterm, where wel® meet
andtalk for an hou or two aboutthree or four poems; | wrote abou thefigure of beasts
in Shakespeare. | read alot of H.D. and Basil Burting. | discovered Ann Quin@ novs,
Robet Walser® stories, Bernhad, Lydia Davis, Diane Williams, and CalvinoN it@& hard
to keep track, butit was a pretty funtime. 1 woud jug go to the campusbookgore and
pluck stuff tha other grad students were teaching: that@ how | foundKelly Link@first
book, | think, and how| gotahold of Elizabeth Willis® Turneresque And her bookN
both really important to meN Meteoric Flowers appeared shortly thereafter. And Paul

Fattaruso got me into Tomaz Salamun. And onand on.
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Q: It dossn®soundlike graduae schoolE

A: Whatever. Probably othe programs aren®as free. | dor® know. Denver was a
great place to beat tha timefor what | needed. Freedomand direction are hard thingsto
come by simultaneoudy. It allowed al this new stuff to filter into thewriting of anew
book, after ayear of making movies and reading Joyce, in Ireland. Timeto read and teach
and write and the propulsion to go toward thingsyou didn®know were outthere. It can
beabit tricky to get b ow the surface of Qhe contemporaryN and to try and find other
textsEl spent alot of my timein Tucson reading theory, as | thoughtl @ go to grad
school to write aboutcinema history.

Q: Butyoudid, right?

A: Wedll, yeah. | mean, | went to film school after | gotmy MFA in podry, butwhen
| wasin Dublin| fell in lovewith filmmaking too and was drawn to work on my second
book. By tha time, my paternswere too ingrained and al thetime screening films and
working onlittle short moviesN | directed a short adaptation of a Kafka storyN just made
me want to make poans and be solitary agan. So, my secondbook,called Lug Your
Careless Body out of the Careful Dusk, stemmed from al that. When | gotback to
DenveN after asort of year off from reading podry (I read alotin Ireland, but| just re-
read Ulysses and a lot of Nabokovand Zizek), | was thirsty for other kindsof podry.

Q: Was it WillisCbookstha hdped you get into the box of the prose poem?

A: Yeah, and Eric Baus@ The To Sound Karen Volkman® Spar. There are others,
too. My friend Noah lent me all of hisfavorite books and | fell in lovewith many of

them: Renee Gladman®work, Christophe Nealon® The JoyousAge, Ceravalo, and
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others. Eleni Sikelianosgot me into Claudia Rankine and HoaNguyen. Julie Doxsee
turned me onto Michaux, and the poems from Plume and The Night MovesN | till return
to those when |®n stuck.

Q: When are you stuck?

A: All thetime! [laughter] | have alot of projects, so it® been tricky lately to get
back to work onthenew book. There are dow days and there areimpossible days. Take
your pick.

Q: Was the process of your collaborative bookwith Noah Eli Gordonan influence on
this new book?

A: No. Not at al, actudly. The Bookof Whisperingin theProjection Boath was
totally finished and on Jeffrey Levine® desk (or in a pile near his desk!) by thetime
Noah and | werewritingtha book Figuresfor a DarkroomVoice jud got released alot
more quickly, so yeah. But my new projectN alinked work of five short books\ bears a
lot of thetrace of what got left out of Figures.

Q: Thestuff tha didn®pass muger?

A: Exactly! [laugher] | mean, Noah and| were building these strangepoens and
sometimes 1@ write something that wouldn®work, but| just kept it allN and later went
throughit and cut alot, but salvaged thingstoo. It was mine, you know, and | was glad it
didn®fit with Figures so | could use it for my own devices!

Q: 1Gn wondeing how you work onall your projects? Really, how do you have time?

A: Me, too! | mean, it@ jug everything al thetime. But| lovetha. Mog of the

time. | alwayswant to be working onthingsthat deepen thelandscape of podry, beyond
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just my own booksand poams. |Q@e become lessinterested in getting into this or that
joumaN thoughl still send stuff out, just very occasiondly. | try to just hold onto work
for longe now. Andl edit alittle chapbookpress called Boxwood Editionswith Lily
Brown; ChristinaMengat and | worked for 4 or 5 years togeher on an anthology of
convesationsbetween younge pods and their mentors, just published, it called 12x1.2:
Conwersationsin 21% Century Poetry & Podtics. There are other projects tooN a house
reading series | do (Abraham Smith and Tim Y u are reading next week), avideo podry
joumd called Rabbit Light Movies, anothe press and corollary journd with Noah, and
onandon. |Qe been working for the past year onan anthology of essays aboutteaching,
which has been redly funif very time conauming.

Q: Yougrew upin Sesattle, now teach in Chicago, and have lived a numbe of places
in between; has your work changed significantly based on where you®e living?

A: Well, tha@why | use theword GtintsOin my bio, | guess. | think | saw that on
oneof Peter OQ eary@ booksand really liked it. Youknow, since | moved aroundso
much in my 20s | log track of how many addresses | hadN upwards of fifteen or sixteen.
Even now | split my time between Chicago and Athens, Georgia.

Wha(@® the effect? The placesN landscapes, faces, train stations markets,
languayesN all filter into thework in unexpected ways, mostly withoutwarning. Qe
donealot of train travel in central Europe 1Qre spent monthsin cities like Barcelona
Prague Ankara, BratisavaN and have traveled throughViennaalotN often staying a
nightor more on oneend or another of atrip, when | lived in Slovakia. | livedin Dublin;

| lived in Tucson. | never know it when 1®n writing it, but nowlooking back | can see
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these places in the poams, especially in The Bookof Whispering in the Projection
BoothN which was started, really, at the beginning of slowing down after so much travel.
In away, maybeit® a catalogueof al tho little towns| lived in or passed through.

Q: Now the cinematic references seem obvious but why did you call thebookThe
Bookof Whispering in the Projection Booth?

A: Well, theprojection booth is that strangespace in athestre, you know? Y ou don®
have to whisper in there, obvioudy; you@e sealed off fromtheaudience. | like things
thaN aswith Killer of Shesp or La NotteN produce this split between the mundane (the
average ordinaryN even hum drumN stuff) and the mysterious(peculiar, arresting,
undharted, etc). Theprojection booh istha, | suppo®. Potentially amundane space to
work, right? But thewhole appaatusin there is spinning, humming to throw light and
images onto thewall. It seemed like alovdy placeto want to befor awhile, between the
covers of abook | suppos.

Q: Do youthink of the poems asllittle films?

A: Yesandno. Notto beonthefence, butboth: | like gettinglog in theworld of the
images, but| always want to jar myself out with the materiality of thetext: thesounds
themusdc, themoments of abgraction. So, both really. | think tha tha can work in a
little loop, you know? To bejarred outand spunback in. I®n notinterested in making a
hermetically sealed off world within the poam; andyet | lovethe propulsion of linked
images tha lures areader into the dream-like filmic space, too.

Q: What aboutJabes? Is this anodto him, too? O'he book ofGthis, Qhe bookof®

that?
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A: Yes, of course. 1t® hard trugting that afragment is Gnough@or apoem. Thisis
Jabes, throughand through. And other so-called minimalists, like Oppen or Foug or
ArmantroutN even thoughit@ facile to link them, since they®e all totally different from
oneanother. Jabes@ works have been important to meN The Little Book of Unsuspected
Subersion and another that Keith Waldrop trandated: if there were anywhere but desert.

Q: Wha other pods do thingstha youd like to incorporate into your work?

A: | lovehow certain folks handle the abject (Sawako Nakayasu, Farid Matuk), the
humor of identity and the body (Chris Nealon® Plummet), thedaily or quoidian collapse
of thepolitical (HoaNguyen), the fantasmagorical (Lara Glenum). Theway tha C.S.
Giscombe@ prose poams in Prairie Style draw on landscapein this casud, yet probing or
huning voiceN it@ jus wondeful. He makesit seem so easy, and yet those poems
continudly surprise me. | love Alice Notley® In the Pines bookN its voice seems to sort
of hold you by theface whileit talksto you. Andthetende playfulness of thevoicesin
JoshuaBeckman@® Take It. | can®quite encapsulate what | so love aboutFred Moten(
Hughon®@ Tavern, butit® oneof the best booksl®e read this year. There® arawness,
an intimacy, aferodty, alovingnesstha crushesme. The scale and minutia of Jay
Wright@longe recent poems (Musc@ Mask andMeasure, Polynomials and Pollen, and
The Presentable Art of Reading Absence). | have an essay on syntax in Lily Brown®
poansN and G.C. Waldrep@ line breaksN both of which 1Gn jeal ousof.

Q: Do youfed that podry will eventudly become a modly digital medium? What

would you mog like to see happen?
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A: 1 hopel®n dead before podry becomes OGnogly digitalOas you say. My hopeis
tha more and morefineart (and jus handmade) book-making comesinto thefold, in the
vein of Flood Editions Ugly Duckling Presse, Corollary Press, Effing Press, Black
Square Editions the other small presses e been ludky enoughto work with, especialy
OctopusBooks Mogly, 1@n bored by digital chapbooks e-books kindeN all that.
Withoutthe physcal object to holdN to carry with me onthetrain, to pull outof my
bookbay, to handto afriend or student, to open and close, to place on a shdf to admire
thelittle spineN | fedl like 1(n just clicking aroundon a screen, and not engaging with
thework in amaterial wayN even if the screen is comprised of more materials than a
chapbook!l think (or, | hopg tha podswill always take interest in the materiality of the
word, the materials of the object that doesn®jug house thework, butisformed along
with it. Perhgps1@n wrong, and the print medium is already outmoded. | don®think so.

Not for podry, anyways. Wedl see.
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| ntr oduction

N Joshua Marie Wilkinson

Thereisascenein V'ctor Erice@ film The Sprit of the Beehive (El esp’ritu dela
colmena) where ayoungdark-hared girl, Ana findsher older sister onthefloor, face
down near arocking char and a cracked pot Six-year-old Anamoves slowly toward her
sdter, Isabd. It isasthoughshe knows that Isabd is playing dead and has notreally
suffered an accident. But because a scream brought Anainto theroom and because
Isabd isdeadly still, shecannotbe certain of howto respond. If itisagame, itisa
convindang one If it isnotagame, we would be devastated to watch Anasniff and prod
her lifeless sister as thoughshe were notreally gravely woundel.

This peculiar moment in thefilm arrests our attention for a moment; we are
not equipped to read it, and we watch it throughAna@ eyes, butwe also watch it
from behind, from over her shoulder. Anafindly leaves the houg, runsto thegarden
for hdp, yelling for themaid, and returns back throughthe four dooways aminute or
two later to findtheroomempty, her sister gone Thereisakernd of both trauma and
playfulness which makes the scene so effective, so moving. Isabd creepsup behind
Ana, with he father® beskeeping gloves on, and smothers her face, moaning like the
monger in FrankengeinN and even thoughwe can see that Anaknowsthat it is her
sister uponher, Ana@ eyes till fill with fear and puff up with tears; Isabd just

giggles awkwardly once Anahas freed herself.
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Anahas been disturbed by having seen James Whae@ Frankengein (1931)a
few days earlier at thelocal movie hous where the great black projector sat in the
room, surroundel by a hodggodgeof children and adults seated in chars and onthe
floor. She has besn mesmerized by the monder@ murder of alittle girl onthe screen.
And everything Anadoes after thefilm is haunted by itsimages, especially her games
with her older sister. Of course, Isabd cannotresist playing on her younge sister@
fear and her inability to dissodate the trauma of the film from anything else in her
life.

| begin my preface with V’ctor Erice@ film because The Bookof Whispering in
the Projection Booth is a collection of poems which seeks to affect this split between the
games of children and the peculiar severity of theworld which these games themselves
produce througha complex of images and scenes. Tha is, in the spirit of nasve play and
improvisation, something else fully other toN yet inscribed withinN childish innoence
emerges. Drawing on cinematic moments like this onefrom Erice@ film, this collection
of poamns utilizes theforms of thelyric fragment and the prose poam. Thus thewritingin
this collection explores two things how a prose poem can utilize thetechniques of the
lyric fragment (i.e., an assod ative structure based on musc and images, lyrical circuits of
address, and the prevalence of the signifier over the signified); and, onthe other hand,
how a lyric fragment can exploit some of the methodsof literary prose (narative,
character, scenic description, and conflict). Further, thegod was to produce a work
wholly different from my first two books both of which are single booklength poans

developad from ekphrasis, collage, and epistolary modes of compostion
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The Sprit of the Beehive isthe story of Anaand her older sister Isabd who
seek to find Frankengein® monder in therural areas surrounding ther villagein
southern Span. Rather than a coming of age narrative, themovie reveals only lyric
moments, even fragmented scenes, of the sistersOgames and activities, brief moments
of thefamily at dinne, or thar parentsimaged in isolation: thar father tendingto his
bees or pacing aroundin his office a night, thaer mother writing cryptic letters or

riding a bicycle aloneto thetrain station.

Thefilm culminates when Anadiscovers and aidsa woundel freedomfighter
who has been hiding outin anearby shed. After Anahas been foundoutby her
father to have hdped theinjured soldier, she escapes into thewoods andthere she
dreams an encounter with Frankengtein® monder, mirroring thefamousscenein

Whae® film where the monger and thelittle girl meet onthe shorelineof thelake.

Od unk with nounsO

Theworld is clanking: noun noun noun N Elizabeth Willis
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In her lecture QPoetry and GrammarOGertrudeStein remarks,
Nounsare the name of anything. Think of all tha early podry, think of
Homer, think of Chaucer, think of the Bible and you will see wha | mean you
will really realize tha they were drunk with nouns to name to know howto
name earth sea and sky and all tha wasin them was enoughto make them live
and lovein names, andtha iswha podry isit is astate of knowing and
feeling aname. | know tha now but | have only come to tha knowledgeby
longwriting. (233)
It is thisintoxication with nouns an excess which produces some shift inrelation to
theworld, which fascinates me and scores my work in podry. In his Orechnical
Manifesto of Futurist Literature, OFilippoMarinetti takes Stein@ formulation even
further: Omages are not flowers to be chosen and picked with parsimony, as VVoltaire
said. They arethevery lifebloodof podry. Poetry should be an uninterrupted
sequence of new images, or it is mere anemia and green-sicknessO(57). A history of
thepodic imageis notpossible in the space of this preface, but a brief discussion of
images should hdp to articulate the relation between the podic and the cinematic.
Film, of course, gives usthis immediacy of images, therush of the material
world: ayellow doorflungopen; a child tying a man@® shoes; trees shuddeing; alittle
girl sitting at the edgeof apondin moonlight, her teeth clattering. Thefollowing
poams are also obsessed with nouns with the obects and names of theworld. But, as
Paul Celan noted, in a survey distributed by a Parisian bookgore, (QRedlity is not

smply there, it must besearched and won(16). For this collection of podry, the
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guestion was never merely howto get ahold of images, but how to temper them, how
to formulate their scenes, howto throw a variegaed light onto them, and howto
develop aprose poan and alyric fragment for new yieldsin the podic image

Wallace Stevens cautionsthat, O he subject-matter of poery is nottha
@ollection of solid, static objects extended in spaceCbutthelife tha islived in the
scenethat it composes; and so redlity is notthat externd scenebutthelifethat is
lived initO(25). Thisis paticularly prescient if we think of Celan@ remark, from
his Bremen speech, tha the poem is Qacked by reality and in search of itO(35).
Therefore, podry is both fixed in reality while also pursuing realityN or perhapsthe
poan@ project is to articulate some other unknown aspect of theredity in which it
findsitsalf entrenched.

In thisway, | will chart outsome useful parallels between Erice® The Sgrit of
the Beehive and the project of the poansin The Book of Whispering in the Projection
Booth. Perhgpsany exploration of an obsession, as with my obsession with nounsand
images, is only an articulation of tha obsession. For EzraPound famoudy, GAn
OmageQistha which presents an intellectud and emotiond complex in an ingant of
timeO(84). And | read Tristan Tzara as a kind of corollary to Stevensand Pound
when Tzara writes, Orhe poem pushes up or hollows out the crater, remainssilent,
kills or shoutsin an accelerating crescendo of speed. It will nolonge depend onits
visud image, on sense perception or onintelligence, butonitsimpact, or capability
of transmuting the traces of emotiong)(93). For Stevens, Pound,and TzaraN albet

in different waysN thework of thepoem isto radicalize theimage throughits context
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(asalived sceng a complex, and throughits impact), to shift thevisud into
something pdpable and beyondwha areader is able to visudize.

Perhgpsit is here where we encounier alink between the podic image andthe
cinematic image, and it should come as no surprise when V’ctor Erice, in a
doamentary about The Sprit of the Beehive entitled Footprints of a Sprit (Hudlas
deunesp’ritu) condudes:

If somethingin thefilm lives on today it@ theuniversal element within it.

That is, wha bdongsto therealm of podic experience. Forgive meif | speak

of thefilm as podry. 1t@ nat a statement aboutits qudity, just adescription of

its nature. Taking historical time asits starting point, it seeksto take usback
to our sourcein time. Andwha is tha? 1t@ when a child@ gaze takes in the

world for thefirst time.

An Opening Made You Indelible
Theform of The Sprit of the Beehive is aremarkable, if peculiar, one Thefilmis
comprised of exactly 1000individud shots. Of these, exactly 500 shots are filmed
outside (in thewoods in view of afield, in thevillage, at theedgeof alake), and
exactly 500shots are filmed insde (in the girlsChouse, in the makeshift movie
theater, in theschoohous, etc.). Itisamystifyingif subtie congraintN onetha is
almog impossible to notice, for who, other than the filmmakers themselves, could

keep track and count?
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It isthisinitial condraint tha casts The Sprit of the Beehive in anew lightfor
me. Thearchitecture is arigorouspoint of departure, and it has everything to dowith
theend result of thefilm, yet its presence asthe structuring element in the narrative
of thefilm, in the progression of events, isinvisible.

After having finished my second collection of podry, Lug Your Careless Body
out of the Careful Dusk, a condraint-based work seemed like afruitful approach to
wrest my practices out of the paterns| had evolved in thefouryears| spent on tha
book (which overlapped with theyears spent writing my first book) Thus The Book
of Whispering in the Projection Booth was conceived from taking theform and
structure of Karen Volkman@ collection of podry Sparas its template. Sparis
comprised of prose pats and poems broken into variousstanza lengths The Book of
Whispering in the Projection Booth took the architecture of Volkman@ Sparasits
ownN as atemplate to write into or ontoN and with the added condraint of havingto
write the entire length of the manu<cript in no more than five days. While this
manuscriptN over thelast several years of editing, adding, and revisionN didn®keep
the structure of Spar, Volkman® bookwas the guiding work tha hdped to create a
markedly different work of poery than | had previoudy composed.

Beyondtha initial condraint, The Bookof Whispering in the Projection Booth
isan exploration of forms, andin tha spirit it is comprised of eightalternaing
sections four sectionseach of prose poans and lyric fragments. A kind of
equilibrium that breaks down in the center of the book, when two sectionsof

fragments appear side by side. For me, the poan, or the series of poans, is nathing
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more than scenes of desire developed throughther own vocabulary, images, and
logic. Anditistheframe (theform, or the condraint) that becomes afascinaing and
produdive impostion. As Lyn Hejinian points out
theact of writingis a process of improvisation within aframework (form) of
intentionEB ut the emphasis in podry is onthe moving rather than onthe
placesN poeiry follows pathways of thinking and it is that thet creates paterns
of coherence. It is at points of linkageN in contexts of encountr, at what
AndrZ Breton called points sublimesN that onediscovers thereality of being
in time, of taking one® chane, of becorming another, al with theimplicit
undestanding tha thisis happening. (3)
Thus thecondraint fundionsless as alimitation on the possibilities of thework and
opeaatesindead as a point of departure toward new points sublimes, a new framework
(aswith Sparor Erice@® 1000shots) throughwhich to discover some new aspect of
reality throughposdic images. In this way, improvisation and formal condraint can be
digned. Andtheinvisibility of thestructuring featureN of thework@ architectureN is
thetrace uponwhich thework itself isimaged and made manifest. Further, these
formal devices are also away of thwarting received formsin order to develop anew
context (acomplex, indeed alife, a set of scenarios) throughwhich theimages might

bodyforth.

Each Little Adventure Adumbrates our Picturebook

In his Prologueto Kora in Hell, William Carlos Williams writes,
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By the brokenness of his compostionthe pod makes himself master of a

certain weaponwhich he could possess himself of in no other way. The speed

of theemotionsis sometimes such that thrashing aboutin athin exaltation or

despar many matters are toudched but nothdd, more often broken by the

contact. (114)
What | take from Williams is howto follow the QorokennessOof the compostion out
of the condraint to some other place. In other words for these poans, what
interested me was the use of arigorouscondraint and then remaining open to where
that congraint was less produdive to theworkN and to follow tha to somewhere
else. Slipping out of therigor of theformal architectureN once the congraints from
Volkman® book and theallotted time limitation were fulfilled exactlyN was thereal
exploration of compostion as a formulation of its Grokenness.O

Indeed, The Sprit of the Beehive brokewith itsinitial condraint as well.
Origindly, it wasto bethe story of a 33-year old woman, a mathematics teacher in
Madrid, who gets acall to come home to her father on his deathbed. The (hack-
storyOof her childhood,growing upin this Castilian village unde Franco® fascist
goveanment, took over, and Erice conduded, O redlized that narrative device wasn®
necessary because that was precisely thejoumey the viewers needed to make
themselves.ODiscussing their process behind the camera, in an interview fromthe
same doaumentary, co-writer ¢ ngd Fernindez Santos says,

We realized we had strayed outsidethenom, that we couldn®rely on

traditiond guiddines. We needed others butdidn®know what they
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mightbe They cameforward bit by bit, ingindivey, outof our daly
work. Ingead of Geenes, Ol called them Gemotiond spaces. OV’ ctor
called them (podic unities.OActudly, they were neither. They were
chords because thescriptislike amuscal score, acircular score that
beginsexactly where it endsand endswhere it begins This circular
structure isin turn madeup of a series of tangentia but autononous
circles, each of which can stand apat andtell its own story. In fact, the
film beginsand endswith thisimage[he holdsup the still phobgraph
from Frankengein where themonder andthelittle girl are sitting at

theedgeof thelake].

V'’ ctor Erice discusses theimportance of thisimage from Frankengein on

hisfilm:
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From themoment | started the project, | had a clipping of thisimage
from James Whae@ film. | think it captures oneof those fundamental
scenes, at least for a certain typeof cinema. | think it@ the Gource
image,Oand it& present in one3 first expaience of cinema as a viewer.
So much so tha oneday, pondeing tha image, | sensed tha everything
you could say was contained in that image
For Erice, the point of departure for anew work starts not only with anohe filmasa
kind of specter, butwith an imagetha has already said Geverything Oln a chapter
entitled Qs there any Poetic WritingZORoland Barthes contendstha images (in the
classical sense) Qidight usbecause of the formulation which bringsthem together,
not because of their own power or beautyO(45). In this sense, thejob of the
filmmaker or pod isnot merely to discover new images, butto wrest them into new
contexts, complexes, and lives. To be, in Celan@ sense, smultaneoudy entrenched

inN indeed, racked byN and in search of reality.

& the Children Grew a City around the Hutch
Theold camera refused to penetrate the unknown. Its heart

was soft,
unreliable. EBarbara Guest
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Thereis another scenein thefilm where Anaand her sister Isabd are watching
Frankengein, and we see youngAnawatching themonder befriend thelittle girl by
thelake® edgeand, eventudly, killing her by throwing her into thewater. Ana3
lookis oneof awe, utter captivation, andterror. Thedirector, Erice, elaborates:
1t@ probably the most important moment Qe captured in my work as a
director. Paradoxically, it was filmed in adoaumentary style. 1t@ theonly shot
filmed with ahandhdd camera. Luis Cuadrado shotit sittingonthefloor in
frontof Ana whilel suppoted his back. And he captured Anain the act of
discoveringN It was an actud screening. Shewas really seeing the movie. He
captured her reaction to theencounter between themonder and thelittle girl.
So it was an unrepeatable moment, onetha could never be Qlirected OTha G
both the paradox and thewonde of cinema. If we think a bit aboutthisfilm, it
was madewith avery premeditated style. Nevertheless, neverthdess, what |
congder themod essential moment of thefilm isamoment tha goes beyond
al that formal planning. I think tha@ thecrack throughwhich the aspect of

film tha recordsreality bursts throughinto every kind of
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fictiond narrative. This dimenson of doaumenting reality hasEnour ished the
best stories this ability film hasN or hadN to record reality as it happens But
withoutthe subgratum of fiction, it would fail to acquire its fullest sense as an
image recording reality. But tha® truly the moment | find most moving even
today. | sincerely bdieve it@ the best moment |&e ever captured onfilm.
It is this docurmentary momentN this staged moment perforated by thekernd of an
authentic respon®N that groundsthe character of Anain thefilm. Precisely because
of the film@® premeditated structure, some other aspect of reality breaks thefold of the
narative@ fiction. Andfor Erice, it isthis rupture, this gap in thefiction (tha is,
filming Anaactudly watching Frankengein for the first time) that structures thetruth
of thefilm@ story. It is also oneof the most haunting cinematic moments | have ever

Come across.

OThey will alwayshavebeen phantomsO

In thefilm@ climactic scene, Anahas fled her family and foundherselfN in a
dream?N at a shorelinein mooniight Shelooksinto the black water and findsthe
reflection of her face looking back at her. Thewater ripples and thereflection of
Frankengtein@ face emergesin place of her own. Themonger himself emerges from
behind (paralleling the earlier scenewhere Isabd played dead). Frankendein seats
himself beside Ana, creating an exact copy of Whae® famousscene, pictured above

For co-writer ¢ ngd Fernindez Santos thisis thefilm@ onecrudal mistake,

and heexplains
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If we could have used Boris Karloff, that would have been perfect. But we

couldn@ so we had to rely onadoubk, afigureto standin for him. | asked

V’ctor never to use afrontal shotof thestand-in, because it would betoo

obvious but hedidn®listen. | dor(® think we shoud have seen that face,

because it@ not thered thing, and at that point the story turnsinto mere

imitation. For Karloff@faceN already amaskN it subditutes a poorimitation.

1t@ a mask of amask. So themyth falls apart in those few seconds
But it is the seam of this sceneg, the peculiarity of the stand-in@ faceN what irks
Santos as the Onask of a maskON tha is, for me, one of therichest moments of the
film. Animitation of Karloff@ monger is much more disturbing and much more
GeaOin tha his visage has trangposed itsalf differentlyN weirdlyN with the seams of
thetrangpostionitself. Thus it isthemonder from the projected lightandit is
simultaneoudy anothe monder, morerea becauseit islessassmilable to the
phantasms of the projector tha have been haunting Ana

Indeed, thefilm risks appearing shoddyin its production values, and thisis
wha Santosdeplores. But this scene succeeds because this moment is not seaml ess,
because it does not mach up exactly with the picture in Ana@ (nor the audience®)
mind. In this sense, the phantom® Geal Omanifestation is doubk: it is haunted by
Ana3 memory and hauntingin its discrepancy with that very same memory.

If for Santosthisis themos QundnematicOmoment of thefilm, for meit links
curioudy with Philip Lacoue L abarthe® writingson Celan: Orheinterruption of

languaye, the supengon of languaye, the caesura (@ounter-rhythmic rupture, Gsaid
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H3lderlin)N that is poeryO(49). It is this space of interruption, where the
seamlessness of the cinematic appaatus breaks down, which (like Celan@ poery as
theinterruption of the (poeicQ produces a podic cinema par excellence. And what
Jacques Derridacalls the Gpectral returnQ(58) is auseful corollary to articulate the
connection between the montage of images in thecinematic appaatusand the
absence or architecture which haunts languageas an a priori. Derrida, in hiswork on
Celan, writes:
Spectral errancy of words This spectral return does not befall wordsby
accident, following a death which would come to some or spare others. The
spectral return is pataken of by all words fromtheir first emergence. They
will always have been phantoms, and this law governstherelationship in them
between body and soulEi n other words a certain experience of language, of
themark or of thetrait assuch, is nothing perhgpsbut an intense familiarity
with theinductable originarity of the specterEl t is experience, and as such,

for podry, for literature, for art itself. (58)

Earlier in thefilm Anahas asked Isabd why themonger killed thelittle girl in
Frankendein. Isabd, senang an opening throughwhich she beginshaunting her
sigter, says, O told you hewas a spirit. If you@e his friend, you can talk to him
whenever you want. Jugt close your eyes and call him. ®t@ me, Ana 1t@ me, Ana®
Theclosng shotof thefilmN Anaouton theverandaat night, her sister 1ssbd G

voice (repeating Gt@ me, Ana@) haunting herN bringsusback to this passage by
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Derrida Wha Anahearsin he mindisnother own voice and notthe monger®
voice, buthe sister Isabd saying, Gt@ me, Ana@® It is 1sabd & voice which repests
GDt@ me, Ana@®in Ana® own mind, and in this way Ana@ own identity, theredity
of her own world, is structured by this moment: hearing her sister 1sabd repest,
imitating the monger@ voice, GDt@ me, Ana@And Anastandsin the darkness on
the bdcony hearing this repeated, this Ontense familiarity with theinductable
originarity of the specter.Oln this closng moment of thefilm, we encounier a scene
as acomplex beyondtheimpact of the cinematic imageitself. What haunts Anaisno
longe theimages of Frankendein, nor isit thevoice of themonder. Wha haunts
Anaistheeerie repeition of her own name whispered by her sister in avery real
game. It isentrenched anew in Ana@redlity, and asit haunts Ana, its shadowy,
spectral impact berays, if only momentarily, theuncanny link between the cinematic

and podic image
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