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following another Maack assertion that states the consequences of the allomatic princi-
ple as being enormous, even monstrous and inevitably leading to the radskalen Auflosung
des Subjekts—“radical dissolution of the subject” (Bennet 2009, 252-3).

The modern artist doesn’t stand for himself; he is now a pale reflection of the oth-
ers, of the outside world as if he is carrying with him a mirror all the way. He has a decom-
posed ego, sometimes even sliding toward its subtle erase. As already seen, in Hofmannsthal’s
work as for the others authors, the imaginary city became the proper place for project-
ing also the metamorphosis of his protagonists. Therefore, in D’Annunzio novel, Il Fuoco,
Venice reflects the underworld heated by an inner fire, which is sometimes symbol of
an ontological stage. As in Hofmannsthal’s prose, this gestation process of the city
prepares the metamorphosis to take place. The warm place of lust and passion hosts
the process of crystallization of Effrena’s Ego, the warm atmosphere of the lagoon
bcmg the proper athanor for the poet-alchemist to prepare and burn his mineral mat-
ter in order to reshape it as gold, as the spiritual form of the Ubermensch. Nietzsche’s
influence on Hofmannsthal as well as on D’Annunzio rejoins Paracelsus’ idea of a uni-
versal, overarching spirit as in the novel Andreas, where the hero searches for himself, for
the great Ego which doesn’t reside inside or among us but in superior spheres, in a
transcendental world.

But the presence always recalls an absence as well as the distance is sometimes fore-
shadowed by proximity and in this case, as Jean Roudaut admirably points out in Les
Villes imaginaires dans la littérature frangaise, “I'image de la spirale rassemble le divers
visible et imaginable dans un mouvement constant de métamorphose. Elle est Pexpres-
sion de la richesse et de la quéte” (Roudaut 1990, 81). Sometimes, in these wander-
ings, strange and unexpected encounters take place. The body of the city with its streets
and squares and the body of a lost loved one seem to be alike. Therefore, in George
Rodenbach’s Bruges-la-Morte or in Jensen’s Gradiva, Bruges and Pompei borrow the fea-
tures of the lost wives and lovers. We must also recall here the importance of the gaze
as in the image of a shadowy Venice contemplated by Marcel—Proust’s Narrator—just
a sad trace for the already lost Albertine and mostly D’Annunzio’s Venice in the novel
Il Fuoco, when the autumnal city lagoon and Effrena’s fading passion for the actress
Foscarina go altogether. On the other hand, in Proust’s novel, Venice is the climax of
the voyage toward self discovery, the ultimate cultural experience. Consequently, the
lagoon, with its controversial status, is the dystopian place by excellence and rather a fan-
tastic ropos where the images and the sensations go altogether, undercrossing as differ-
ent temporal cores and networks, ultimately inverting the future and the past as if in
an incessant mourning. The description of those cityscapes becomes extremely elo-
quent for staging what one might call the psychological evolution of the subject.

On the other hand, if the poet Effrena’s gaze watches and follows his beloved
Perdita (“already lost™) all across the city of doges affectively reshaping the image of Venice
by making forms out of words, in Thomas Mann’s novella Death in Venice Aschenbach’s
growing passion for the young polish boy Tadzio closely mirrors the widespread cholera
epidemic in the lagoon. As a result, the deceased body of the city and the infatuated mind
and body of the lover are associated once again in a very suggestive way. As in all oth-
ers Thomas Mann’s writings, under the straight influence of Nietzsche and Schopenhauer,
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the same problem” (Eliot 1999, 121). Again, we can find here one of the greatest les-
son that the German philosopher Arthur Schopenhauer gave to the generation of
1900: the individuation process seen as being both modern virtue and also an illness with
dramatic psychological and social consequences for the human subject.!

On the other hand, the choice of Venice or Bruges, the two drowned cities, wasn’t
made by chance, but embodying the Freudian notion of the Id, precisely imagined as foe-
tus surrounded by amniotic liquid as if in permanent gestation. Therefore, this marks a
very important step in the construction of the individual self when, in Bachelardian terms,
the deepest waters are explored as being a strong metaphor for the unconscious. The
enclosed rooms like coffins as well as the black gondolas quiet floating on the Venetian
canals are the pale indicators for a symbolical death, a limit situation which opens the
road to the next stages of sensuality and morality. In other words, the need for reclu-
sion is meant to prepare the subject for catabasis, seen now as the descent into the
inner self. On the other hand, as in the Platon’s myth of the cave where due to the fire
nearby the man in chains could only hear and see the wall projections coming from
the outside world, isolation condemns the enchained Ego to helpless assist the theatre
of shadows performing at his sight.

Going forward, the interpretation may recall here the image of Titian’s disciples impa-
tenty waiting in the garden. As in Plato’s myth, they don’t have full access to the Master’s
creation process. Instead, Titian is seen as a mighty god that has access to the real
world of ideas and who, isolated in his room, paints giving birth to life out of death.
Hence, the disciples are the symbol of unconscious and that’s the very reason why
Hofmannsthal let them wait in the garden suggesting their lack of knowledge, the undif-
ferentiated state of consciousness. Also, they are twice bound, first being chained one
to another by having the same state, embodying the idea of the cell which is strictly iden-
tical with all the others and also interchangeable, and then, they are bond to their
Master as to the exclusive keeper of the divines secrets of art, the one who fully discov-
ered his distinctive character, because breaking the chain means being unique. A simi-
lar artist’s search for the inspiration—as the enlighten core of creation that have to
burst from inside—occurs in the well-known scene from Proust’s novel, when Bergotte,
the writer, gazes at the “little patch of yellow wall” in Vermeer’s painting and is forced
to recognize himself caught in a deadlock, as being one among others—in artistic thought,
a metaphor suggesting sheer mediocrity, also associated with death.

Analyzing Hofmannsthal’s works, Jacques le Rider underlines the omnipresence of
vellow as the absolute indescribable colour that enchants the viewer sometimes like Freud’s
Medusa stands for the effigy of the feminine and of the castration, and otherwise embod-
ies the masculine power of the Patriarch figure and the Oppressive Father. He notes:
“Le jaune est un des couleurs qui obsédent Hofmannsthal a ’époque de Les Chemins et
les rencontves. Elles a tantét la valeur d’un signe de déchéance et de mort, tantét celle
d’un signe de puissance male et de fécondité” (Le Rider 1991, 88). Le Rider’s inter-
pretation came also to follow the ambivalences of yellow described by Goethe in the
Theory of Colours (1810) as the closest colour to light, bearing a beautiful impression
of fire and gold in honour’s delight and meanwhile the symbol of hate, adultery and
disgust, the colour of impurity and illness.
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Par Part seulement, nous powvons sortsr de nous, savoir ce que voit un autre de cet ynivers
qui nest pas le méme que le notre ct dont les paysages nous serasent restés aussi snconnus
que ceux qu’il peut y avoir dans la lune. Grice a Part, au lieu de voir un sewl monde, le
natre, nous le voyons se multiplier; et autant qu’il y a d'artistes originaux, autant nous avons
de mondes & notre disposition, plus différents les uns des antres que ceux qui voulent dans
Vinfins, et qui bien des siecles apres qu’est éteint le foyer dont ils émanasent, qu’i sappelit
Rembrandt ou Ver Meer, nous envosent leur rayon spécial. (Proust 1946b, 54-5)

Bur in order to avoid the danger of artificiality, Proust, as well as many other writers
and artists, knows that he has to borrow from life for his construction to stand before
time. Therefore, in order to enforce the book’s architecture, he gradually reshapes his
memories by burying himself inside the pages as in a coffin. Like in a curious game of
shifting roles, life became book and book became life. And, as one of Hofmannsthal’s
characters suggests: when the house is ready the death would definitely come. In Proust’s
novels, both author and character are patiently waiting for the Promethean punish-
ment to come, knowing that the only solution left in this impasse might be, to let
Death slowly pass in, shaking his head and saying:

How wonderful these humans ave, indeed, | Who do explain the inexplicable, | And what
was never writ, they read; [ The intricate they, subjugating, bind, / And thru eternal
Aarkness paths they find. (Hofmannsthal 1914, 45)

Hence, it’s extremely interesting how Proust’s protagonist concludes the same things, but
in a very subtle, different way:

Ce travail de Partiste, de chercher a apercevosr sous de la mavitre, sous de Vexpérience,
sous des mots quelque chose de diffévent, c'est exactement le travail inverse de celui
que, & chaque minute, quand nous vivons détourné de nous-méme, Pamour-propre, la
passion, Vintelligence et Uhabitude aussi accomplissent en nous, quand elles amassent au-
dessus de nos impressions vrates, pour nous les cacher maintenant, les nomenclatures,
les buts pratiques que nous appelons faussement la vie. En somme, cet art si compliqué
est justement le sewl art vivant. Seul sl exprime pour les autres et nous fast voir & nous-
méme notre propre vie, cette vie qus ne pewt pas s*“observer®, dont les apparences qu’on
observe ont besoin d’étre tyadustes, et souvent lues a rebours, et pénshlement déchiffvées.
(Proust 1946b, 55)
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Notes

L. Jacques Le Rider sketches a detailed interpretation of this phenomenon in his book Modernitatea
vienezi i crizele :dmtxta;u translated by Magda Jeanrenaud (lasi: Ed. Universitagii “A. . Cuza,”
1995), 40 ct passim.









