1
4
7

o

3
Pl

DELEUZE’'S
LITERARY
THEORY

THE LABORATORY OF
HIS PHILOSOPHY

CATARINA POMBO NABAIS

TRaNSLATED BY RONALD BOGUE
preracE By JACQUES RANCIERE

. ‘P~ 4




EBSCChost - printed on

Deleuze’s Literary Theory

2/12/ 2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



Deleuze’s Literary Theory

The Laboratory of His Philosophy

Catarina Pombo Nabais

Translated by Ronald Bogue
Preface by Jacques Ranciere

ROWMAN & LITTLEFIELD
Lanham o Boulder ® New York ® London

EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



EBSCOhost -

Published by Rowman & Littlefield

An imprint of The Rowman & Littlefield Publishing Group, Inc.
4501 Forbes Boulevard, Suite 200, Lanham, Maryland 20706
WWW.rowman.com

6 Tinworth Street, London SE11 SAL, United Kingdom

This translation © 2020 by The Rowman & Littlefield Publishing Group, Inc.

All rights reserved. No part of this book may be reproduced in any form or by any
electronic or mechanical means, including information storage and retrieval systems,
without written permission from the publisher, except by a reviewer who may quote
passages in a review.

ISBN:  HB 978-1-53814-368-1

British Library Cataloguing in Publication Information Available

Library of Congress Cataloging-in-Publication Data Is Available

ISBN 978-1-5381-4368-1 (cloth: alk. paper)
ISBN 978-1-5381-4369-8 (electronic)

The paper used in this publication meets the minimum requirements of American
National Standard for Information Sciences—Permanence of Paper for Printed Library
Materials, ANSI/NISO Z39.48-1992.

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use


http://www.rowman.com

I dedicate this book to my beloved daughter, Alice, my veritable
wonderland, who was born at the beginning of this work and
whose “growthing” has always been haunted by it. All my love
for her has allowed me to encounter intense lines of flight where
humor and joy circulate at an infinite speed, letting us experience
life and love as vibrant forces so much bigger than ourselves.

EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



Contents

Acknowledgments xi
Abbreviations Xiil
Preface XV

Jacques Ranciere

Translator’s Preface XX1

Introduction: Toward a Cartography of Art 1
Art between Aesthetics and Ontology 1
Is There a Deleuzian Literary Aesthetics? 1
Aesthetics between a Theory of Conditions of the Sensible and
an Analytic of Judgment: The Program of Transcendental
Empiricism 5
Aesthetics and Philosophy of Nature 8
Transcendental Empiricism, Philosophy of Nature, Philosophy
of Spirit: Questions of Method 13
Life between the Event and the Assemblage 16

PART I: PROUST AND SACHER-MASOCH:
CATEGORIES, LAW, MADNESS 23
Introduction: Four, Three, Two 23

1 The Proust of 1964: Toward a Kantian Theory of Literature 29
From the Table of Faculties to the Regional Ontology of
Essences 29
Transcendental Empiricism: Nietzsche between the Genealogy
of Morals and the Genealogy of the Faculties 34

vil

EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



Vviii Contents

The Return to Kant: The Discovery of the Doctrine of the
Sublime as True Genesis of the Faculties 45

The Ontology of Essence as a Means of Constructing a Kantian
Theory of Literature 52

2 Sacher-Masoch: From the Phantasy to the Event
Literature between the Phantasm and the Imagination 63
The Transcendental of Perversion 69
Deleuze’s Contributions to a Theory of Masochism 73
Reason and Imagination in Perversion 78
Event and Phantasm in The Logic of Sense 83

3 The Proust of 1970: The Literary Machine
The Law 93
The Death Instinct 94
The First Literary Machine 95

4 The Proust of 1973: The Madness of the Narrator

From the Genesis of the Faculties to the Germination of
Madness 101

Philosophy of Nature I: Sexuality 108

Philosophy of Nature II: The Madness of the Narrator and the
Body without Organs 111

Philosophy of Nature III: The Concept of the
“Assemblage” 116

PART II: KAFKA AND BENE: THE POWER
OF LITERATURE

5 Kafka—Of the Real in Order to Have Done with the Law and
the Imagination
Introduction 125
Kafka Contra Oedipus 125
The Kafka-Rhizome 128
Entrance I: Literature and Law (Dimension of the
Symbolic) 131
Two Versions of the Relation between Kafka and the Law 131
The Statement and Power 136
Pragmatics of Statements 138
Assemblages and Abstract Machines 143
Entrance II: The Statement and Desire (Dimension
of the Real) 154
The Collective Assemblage of Enunciation 154
The Letters 156

- printed on 2/12/2023 4:02 AMvia . Al use subject to https://ww.ebsco.coniterns-of-use

63

93

101

123

125



Contents ix

The Short Stories 160
The Novels 164
Entrance I1I: Against the Aesthetic (Dimension of the

Imaginary) 167

Minor Writing, Collective Affair 167

Be a Foreigner in One’s Own Language 171

Take the Materiality of Language for the Object of
Desire 178

The Becomings of the Writer: Delirium against the
Fantasy 179

6 Carmelo Bene and the Real of Less 193
Introduction 193
The Theater of Nonrepresentation 195
The Real between the Actual and the Virtual: Power/Capacity
[Puissance] and Potentiality 207

7 Event and Assemblage: The Statement and the Haecceity 221

Introduction 221

Genesis of the Concept of the Event 224
Difference and Repetition: Sense and the Problem 224
Difference and Repetition: Sense and Event 226
Difference and Repetition: Idea and Problem 227
The Strata of the Event in The Logic of Sense 229
The Individuation of Assemblages 238

The Three Plateaus of the Relation Assemblage/Event 239
Events as What Is Put in Play by Statements Produced by

Assemblages 239

A Realist Pragmatics 244
The Question of Individuation and Individuality 252
Vague Essences 255

PART III: BECKETT AND MELVILLE:
THE POSSIBILITY OF LITERATURE 271
Introduction: From Power to the Possible 271
The Folds of Power 274
Ethics between the Possible and the Virtual in The Fold 279

8 Art as Spiritualization of the Possible 287

9 Bartleby or the Formula of the Incompossible 305
Introduction: Art between Critique and Clinique 305
The Formula 310
To Posit the Impossible: First Metaphysical Approach 314

EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



EBSCOhost -

10

Contents

Bartleby: A Nihilistic Aristotle? 321

Creation and Fabulation 327

The Formula of Becoming 334

Kafka and Melville: The Same Combat in the Invention of a
People Who Are Missing? 341

Beckett and the Exhaustion of the Possible

Introduction 353

The Four Forms of the Exhaustion of the Possible 356
Exhaustion of Words: Language [ 356
“Dry Up the Flows of Voices”: Language Il 361
Language III: Pure Image 362
“Extenuate the Potentialities of Space” 366

The Sublime Image 370

Bene and Beckett: From a Theater of Less to a Theater of
Exhaustion? 376

The Spirit without Image and the Images of the Spirit: Thought

between Cinema and Theater 377

Conclusion: The Deleuzian Vitalist Chaosmos
Works Cited

Index

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use

353

385
409
413



EBSCOhost -

Acknowledgments

This book, in its English translation, wouldn’t exist without Ronald Bogue;
I am infinitely grateful to him. The project of publishing the book in the
United States was his idea. Furthermore, he generously assumed the large
task of translating it. His friendship and support are the expression of the
kindness and generosity that he has always expressed throughout all his life
and work. Also, I thank him for his extremely careful and exquisite transla-
tion and I am always attentive to the specificity not only of the French lan-
guage but also to philosophical nuance. It is a great honor to have my work
translated by one of the major scholars of Deleuze and Guattari. His book
Deleuze on Literature has been a kind of bible for me. His books on Deleuze
and Guattari’s theories on cinema, music, and painting and the arts helped me
to deeply and clearly understand Deleuze’s work.

Secondly, I would like to express my true gratitude to Jacques Ranciére,
the supervisor of a PhD dissertation I presented in Paris in 2007 on Deleuze
and literature. His monumental oeuvre continues to inspire me. His radical
originality in thinking about art and aesthetics, always in terms of the joy of
reinventing the political, has marked each of my readings of Deleuze. I thank
him profoundly for writing the preface to this book.

I am also grateful to René Schérer, David Lapoujade, and Raymond Bel-
lour for their attentive reading and invaluable commentaries and suggestions.

I also would like to deeply thank my father, Nuno Nabais, on whose
shoulders I have climbed in order to see farther. His books on Nietzsche
and Husserl have influenced my approach to the program of transcendental
empiricism. I am grateful for his critiques and also for our many discussions,
some of which helped open new perspectives on my own path to the interior
of Deleuze’s thought.

X1

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

xii Acknowledgments

With all my heart I thank my mother, Olga Pombo, who always encour-
aged and supported me in moments of crisis. Despite the difference in our
philosophical paths, her books on Leibniz and her writings on Spinoza are
immanently present in my reading of the Deleuzian ontology of the possible
and the impossible.

This book is likewise the result of several collaborations that go beyond the
universe of academia. I would thus like to acknowledge the memory of my
grandparents, Jodo and Maria, whose immense philosophical library, gourmet
meals, and marvelous poetry filled with affects still fly above my reading
experiences as well as the memory of my grandfather Antonio, who, in a ges-
ture of pure love, made an amazing effort to understand Deleuze! A word to
my dear sister, Patricia, for the unconditional love she has been able to give
me all along my life.

A word also to all my friends for having heard me laugh and sometimes
cry. I know that it’s not easy to deal with someone “undomesticable” who
inhabits the world of incompossibles. Moreover, I must not forget all the joy-
ous encounters that have formed a part of my personal journey. Events due to
chance, coincidences, synchronies, assemblages, decisive conversations with
unknown individuals, unforgettable small details, unexpected trips, in short,
an experimentation of perspectives, and events that made me understand the
most Deleuzian sense of life and vitalism that is condensed in the question,
“what is philosophy?” To all, people, books, affects, percepts, music, paint-
ings, faces, landscapes, images, poems, and moments that form part of my
life: thank you! For they ensure that this book is most definitely the child of
nonphilosophy.

My research work is financed by National Funding through the Portuguese
Foundation for Science and Technology (FCT—Fundagéo para a Ciéncia e
a Tecnologia) under the Transitional Norm - DL57/2016/CP1479/CT0063.

I express here my deep appreciation to the FCT for providing grants for my
previous post-doctoral positions, to the Center for Philosophy of Sciences of
the University of Lisbon, which has welcomed my research during the last
several years, and to the Department of History and Philosophy of Sciences
of the University of Lisbon with which I am now affiliated.

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

AO

ATP

Cl

C2

CcC

DI

DR

ES

FB

Abbreviations

Deleuze and Guattari, Anti-Oedipus, trans. Robert Hurley, Mark Seem
and Helen R. Lane, Minneapolis: University of Minnesota Press, 1977.
Deleuze and Guattari, A Thousand Plateaus, trans. Brian Massumi,
Minneapolis: University of Minnesota Press, 1987.
Deleuze, Bergsonism, trans. Hugh Tomlinson and Barbara Habber-
jam, New York: Zone Books, 1981.
Deleuze, Cinema 1: The Movement-Image, trans. Hugh Tomlinson
and Barbara Habberjam, Minneapolis: University of Minnesota
Press, 1986.

Deleuze, Cinema 2: The Time-Image, trans. Hugh Tomlinson and
Robert Galeta, Minneapolis: University of Minnesota Press, 19809.
Deleuze, Essays Critical and Clinical, trans. Daniel W. Smith and
Michael A. Greco, Minneapolis: University of Minnesota Press, 1997.
Deleuze and Claire Parnet, Dialogues 11, trans. Hugh Tomlinson and
Barbara Habberjam, New York: Columbia University Press, 2000.
Deleuze, Desert Islands and Other Texts, 1953—1974, trans. Michael
Taormina, New York: Semiotext(e), 2004.

Deleuze, Difference and Repetition, trans. Paul Patton, New York:
Columbia University Press, 1994.

Deleuze, Empiricism and Subjectivity, trans. Constantin V. Boundas,
New York: Columbia University Press, 1991.
Deleuze, Foucault, trans. Sean Hand, Minneapolis: University of
Minnesota Press, 1988.
Deleuze, Francis Bacon: The Logic of Sensation, trans. Daniel W.
Smith, Minneapolis: University of Minnesota Press, 2003.

Deleuze and Guattari, Kafka: Toward a Minor Literature, trans. Dana
Polan, Minneapolis: University of Minnesota Press, 1986.

xiii

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

Xiv

KCP

LS

NP

OLM

PS

TF

TRM

WP

Abbreviations

Deleuze, Kant’s Critical Philosophy, trans. Hugh Tomlinson and
Barbara Habberjam, London: Athlone, 1984

Deleuze, The Logic of Sense, trans. Mark Lester, with Charles Sti-
vale, ed. Constantin V. Boundas, New York: Columbia University
Press, 1990.

Deleuze, Masochism: An Interpretation of Coldness and Cruelty,
trans. Jean McNeil, New York: G. Braziller, 1971.

Deleuze, Negotiations: 1972—1990, trans. Martin Joughin, New
York: Columbia University Press, 1995.

Deleuze, Nietzsche and Philosophy, trans. Hugh Tomlinson, Minne-
apolis: University of Minnesota Press, 1983.

Deleuze “One Less Manifesto,” trans. Eliane DalMolin and Timothy
Murray, in Mimesis, Masochism & Mime, ed. Timothy Murray, Ann
Arbor: University of Michigan Press, 1997, pp. 239-58.

Deleuze, Proust and Signs: The Complete Text, trans. Richard How-
ard, Minneapolis: University of Minnesota Press, 2000.

Deleuze, The Fold: Leibniz and the Baroque, trans. Tom Conley,
Minneapolis: University of Minnesota Press, 1993.

Two Regimes of Madness: Texts and Interviews, 1975-1995, trans.
Ames Hodges and Mike Taormina, New York: Semiotext(e), 2006.
Deleuze and Guattari, What Is Philosophy?, trans. Hugh Tomlinson
and Graham Burchell, New York: Columbia University Press, 1994.

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

Preface

Catarina Pombo Nabais’s book will certainly assume a significant place
among the texts that finally make Deleuze accessible to us. One should
not mistake the sense of the word “accessible”: it’s not a matter of mak-
ing Deleuze simpler or easier to understand. To help penetrate a complex
thought, there is never any other way than to complicate it little by little,
revealing inexplicit choices, discarded paths, erased transformations, and lev-
eled obstacles. The book you are about to read follows this method. Which is
to say that it promises nothing to those who seek a “Deleuze for Dummies.”
The accessibility 1 speak of means something else: the adjustment of the
distance from which one can make one’s access to a work coincide with the
opening of a problematic space, or again, the exit necessary to penetrate that
which, in a thought, has had an effect on us.

We know that Gilles Deleuze is, of all thinkers, the one who makes this exit
at once the most necessary and the most difficult. It is he who has most force-
fully affirmed that one only thinks through the encounter with an outside that
forces one to think, an outside that one cannot think. And literature, where
the impossibility of a thought’s coinciding with its object is most forcefully
stated, is one of the privileged places where philosophical thought is submit-
ted to the constraints of the outside. But the network of concepts, characters,
and images that he deployed in order to think these violent encounters of
thought with its other has, at the same time, become the tightest, indeed the
most asphyxiating, of nets. How many travelers, seduced by the music of
these siren-words—nomadic machines and deterritorializations, smooth or
striated spaces, crystal images, rhizomes, and lines of flight—are led into
an enchanted lake or trapped in a hall of mirrors, unable to do anything but
endlessly echo the siren’s song! How many others, conversely, have derived
from their adventure the simple claim of keeping their distance from these

XV
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enchantments, thus lacking the opportunity of a personal encounter with the
unthinkable of this thought.

Because she comes a little later, because she belongs to a generation for
whom the bloody conflicts of desiring machines with the law of the father—
Marxist or Freudian—are ancient history, Catarina Pombo Nabais has been
able to establish a sensitive and reasonable access to one of these privileged
points where Deleuzian philosophy is constructed outside itself in investing
a “nonphilosophical” space, that of literature. Deleuze never articulated a
philosophy of literature, nor of art or cinema. As Pombo Nabais immediately
points out, Deleuze never tried to do an “aesthetics.” He continually sought a
thought that is able to fill the divide that in Kant marks the very birth of the
aesthetic theme: the divide separating two domains, “that of the theory of the
sensible which captures only the real’s conformity with possible experience;
and that of the theory of the beautiful, which deals with the reality of the
real in so far as it is thought” (DR 68). After having defined the project of a
new transcendental philosophy that seeks the conditions of real experience,
Deleuze identifies the laboratory where philosophy may find its prescribed
routes, that of artistic experimentation, with its divergent series and decen-
tered circles where materials and acts of thought are finally able to seize
the work instead of letting it escape through the oversized openings of the
representative net. Catarina Pombo Nabais has thus decided to take literally
the Deleuzian prescription. In the books Deleuze dedicated to literature, she
shows how one can see the implementation of his project of a transcendental
empiricism. This decision determines, of course, what one can look for in
these books: Deleuze does not study works; he formalizes experimenta-
tions. Proust and Signs is a “transcendental table of aesthetic experience,”
an appropriate substitute for the formal table of Kantian categories, which
shows the simultaneous genesis of known objects, of faculties that apprehend
them, and of temporalities that correspond to them and of essences that are
discovered. What philosophy brings to light in Venus in Furs is the pure
functioning of the imagination in its transcendent use; repetition becomes
pure idea, independent of any expected pleasure. What must be envisaged
in Kafka is the experimental mechanism constituted by three united and
separate discursive forms: the letters that double the subject, the short sto-
ries that create becomings-animal of the subject, the novels that cancel the
subject in a collective assemblage of enunciation. Carmelo Bene, Melville,
or Beckett will define in the same manner the singular experimentations of
thought, subtracting statements with the apparatuses of power, experiencing
the impossible or discovering a new possible at the end of an exercise of the
exhaustion of all possibles.

To follow these formalizations of experimentations is also to study the dis-
placements in Deleuze’s thought. The time is over when Deleuzism imposed
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the image of a unitary thought. Scholars are now sensitive to the ruptures and
to the paradoxical continuities: how the “thought without image” of Differ-
ence and Repetition finds its unexpected completion in Cinema [ and Cinema
2; how concepts that were once central (the simulacrum, the phantasm, or the
assemblage) are effaced from Deleuze’s conceptual scheme; how another (the
virtual) is effaced in Kafka only to reappear in Cinema 2. Catarina Pombo
Nabais has chosen to inscribe the variations of these concepts in the heart of
three broad approaches to Deleuze’s philosophy of real experience: transcen-
dental aesthetics, the philosophy of nature, and the philosophy of spirit. Faith-
ful to her principle of limitation, she follows their metamorphoses at the heart
of the works that Deleuze dedicated to the forms of literary experimentation.
She begins with the indications of this metamorphosis that are offered by the
transformations of Proust and Signs. The first version, despite its Platonic
language, is clearly determined by the transcendental problematic of the
faculties, which undermines the entire Kantian edifice by making the experi-
ence of the discord of the faculties proper to the sublime “the point of the
engendering of every transcendental field.” But the sublime disassociation
of the faculties does not introduce any form of negative theology in Deleuze,
no thought of the unrepresentable. Rather, it unsettles literary experimenta-
tion and shifts it toward the positive experience of a new “nature,” that of
pure multiplicities, closed boxes, and aberrant transversals where the inter-
pretation of Proustian signs has become a body without organs propagating
the vibrations of a spider’s web, a pure machine fit to capture the external
world in order to discover this existence as multitude that makes the spider
“an element of the immanence of Nature.” To follow these metamorphoses,
we see transcendental empiricism transformed into a “philosophy of nature”
whose becomings-animal and collective assemblages of enunciation are made
explicit principles in Kafka.

The reader will follow the path that leads this philosophy of nature to its
limits in Bene’s procedures of amputation before constructing, through the
nonpreference of Bartleby and Beckett’s exhaustion, the forms of experi-
mentation of a philosophy of spirit. There is no need to summarize Catarina
Pombo Nabais’s efforts to follow, through the detailed analysis of a few sin-
gularities, all the transformations of Deleuze’s thought on literary experimen-
tation, understood as experimentation with possibilities of life. What’s worth
emphasizing, instead, is the specific complication through which this analy-
sis explodes any unitary vision of Deleuze’s aesthetics. Her approach is to
refuse to unify this aesthetics by understanding it through the concept of the
virtual. Catarina Pombo Nabais does not deny the importance of this concept
and its transformations in the path that goes from the transcendental aesthet-
ics of the faculties to Deleuze’s philosophy of spirit. But it is important for
her to situate these adventures within a much larger conceptual dramaturgy
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that puts in play the set of modal categories: not only the real, the virtual,
and the actual but also the possible, which Deleuze is said to have purged
from transcendental philosophy but which nevertheless is a constituent of
the play of metamorphoses operative in literature. Catarina Pombo Nabais
shows that in this play there is a reprise and an incessant interpretation of the
enigmatic formula of Proustian epiphanies, “real without being actual” and
“ideal without being abstract.” If the virtual, at the time of The Logic of Sense
and Masochism, seems to be the concept most appropriate for expressing the
modality of this nonactual real, the critique of the Oedipal logic of sense and
the formalization of the Foucauldian logic of statements seems to impose,
conversely, the primacy of a real that is entirely actual. There is nothing to
interpret in Kafka’s texts. There is the depthless reality of becomings-animal
and collective assemblages of enunciation. There is the block of the language
of power [pouvoir], a saturated real that has no place for any virtual or pos-
sible. There is the work that splits the block and that invents continuous
variations of minor languages. But in this minorization, Catarina Pombo sees
the principle of an amputation of the real that reintroduces the category of
the possible. She pays particular attention to the way this process is treated in
an often-neglected text that she restores to its rightful place, the text written
in collaboration with Carmelo Bene, Superpositions. There Deleuze makes
evident the ontological and political import of the amputation that Carmelo
Bene practices on Shakespeare’s Richard I1I. What this work produces, in the
strongest sense, is the disorganization not only of the theatrical work but of
the scene of power [pouvoir]. The elements subtracted from the organization
of power disengage new powers [puissances]. The task of art is to subtract
the actual from the real. This subtraction takes place in the language of the
virtual, but this virtual itself is not the virtual of any actual; it is a “virtual
to come.” Catarina Pombo Nabais relates this singular modal category to
the enigmatic concept that summarizes political thought, the “people that is
missing.” This people appears as the necessary horizon of artistic work that
“dissolves the borders of power [pouvoir], puts into variation the contours of
communities, mixes peoples, ruins the codes that separate forces.”

The work of “amputating the real” may be understood in the light of the
astonishing pages of What Is Philosophy? on the art-monument, the block of
variations that “confides to the ear of the future [. . .] the constantly renewed
suffering of men and women, their re-created protestations, their constantly
resumed struggles” (WP 176). This monument, according to Deleuze and
Guattari, “does not actualize the virtual event but incorporates it or embod-
ies it: it gives it a body, a life, a universe. [. . .] These universes are neither
virtual nor actual; they are possibles” (WP 177). The percepts and affects of
art are here properly designated as the production of the possible (of the “aes-
thetic” possible, Deleuze and Guattari specify), whereas the question of the
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virtual is the concern of the philosophical concept. Pombo Nabais puts this
question of the production of possibles, of those possibles without which one
suffocates, at the center of the most celebrated of the texts Deleuze devoted
to literary analysis, Melville’s “Bartleby, the Scrivener.” She brings together
the impossibility of acting that besets Bartleby, with the impossibility of opti-
cal and sonic situations that mark the advent of the cinematic time-image.
This also means that she subtracts Bartleby’s nonchoice from any quietist
interpretation. The question of the impossible here, she tells us, is the ques-
tion of incompossibles. In a Leibnizian mode, Melville’s story brings into
confrontation the world where Bartleby copies and the world in which he
does not. But Deleuze subverts Leibnizian metaphysics by constructing the
encounter of incompossibles. Incompossibles belong to the same world and
incompossible worlds to the same universe. Bartleby stands on the dividing
line of incompossibles and this position is that of the seer [voyant]. What the
seer sees is a people to come. To affirm the incompossible is to enter into
the universe of fabulation, the universe of falsifying narrations where one
rejects the traditional division of the real and the fictional. It is to commit this
“legending in flagrante delicto” that is part of the constitutive movement of
a people not yet in existence.

Does Catarina Pombo Nabais herself succumb to the sirens’ song in echo-
ing the song of a people to come? No, not at all. If she underscores the politi-
cal question of fabulation, she equally warns us against false expectations and
false hopes. Deleuze’s reading of Melville in Essays Critical and Clinical
no longer obeys the program formerly identified with Kafka, that of invent-
ing a minor language in a major language. “Minorization” appeared there as
the directly political labor of confronting the language of power [pouvoir].
The fabulation that replaces minorization does not concern the relation with
power but the relation with truth. Bartleby’s formula does not create a minor
language but opens up a becoming, a possible beyond all possibles, a pos-
sible that goes through the position of the impossibility of all possibles. Even
if Catarina Pombo Nabais does not do so explicitly, one can oppose this
“exhaustion of the possible,” which Deleuze sees as Beckett’s proper work, to
the promise of a people produced by the invention of minor languages. In any
case she shows what separates Beckett’s exhaustion from the “one less mani-
festo” that provides the political program of Carmelo Bene’s theater. Unlike
the scenic space of Bene, which is “erected in order to atrophy relations of
power,” the space Beckett’s characters cross is “reduced to a motor refrain,
and it ends up collapsed as if bewitched by its center.” The “pure image” that
Deleuze sees as the proper invention of Beckett’s last plays appears as the
ultimate form of this dissociation of the faculties that is at the heart of the
Deleuzian conception of the transcendental, “the dissipation of the visible in a
purely spiritual movement of internal tension beyond imagination, reason and
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memory.” This movement of dissipation completes the last figure of the tran-
scendental project, that of a philosophy of spirit. The passage from a theory
of power to a theory of the possible thus accompanies the movement from a
theater of the body to a theater of the spirit. But this is no doubt at the price
of stressing the gap between the people produced through the transcenden-
tal exercises of literature and the people produced through struggle against
the mechanisms of domination. Literary experimentation, Catarina Pombo
Nabais tells us, in the final Deleuze becomes more and more a “melee [corps
a corps] of each character with all the figures of the impossible (the impos-
sibility of writing, the impossibility of choosing, the impossibility of moving
in a space, the impossibility of even speaking).” We know that the possible in
Deleuze is always the product of the confrontation with all impossibles. But
we must doubtlessly give this confrontation its true name: not that of political
invention but of ethical exercise.

Catarina Pombo Nabais suggests as much without imposing such a conclu-
sion on us. Deleuze’s “politics” is not her object. Nonetheless, her text helps
us rethink that politics, through the remote access she provides to the heart of
the problem, far from the enthusiasm for nomad machines or the denuncia-
tion of desiring machines that characterize bygone polemics. Her efforts help
us rethink what at each step is at play and is transformed in the Deleuzian
investigation of literary experimentation. She does so, of course, at the cost of
leaving unanswered the question posed by all of Deleuze’s journeys through
the territories of literature or cinema, painting, or the history of philosophy:
does Deleuze “truly” talk about cinema or literature, Kant or Bacon? Or are
all these incursions “simple laboratories of Deleuze’s metaphysics”? To leave
this question open is not to confess to one’s inability to respond, nor is it to
declare that the question is futile, but rather it is to show us why and how it
is possible to give not just two answers to the question, but a multitude of
answers, which, while ceaselessly displacing the question, open new spaces
for thought.

Jacques Ranciére
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The distinction in French between pouvoir and puissance presents a conun-
drum to every translator, and my own solution to the dilemma is certainly no
better than others that have been attempted. Although both pouvoir and puis-
sance may be translated as “power,” pouvoir is often used to speak of power
over others and puissance for the idea of power as force, potency, capacity,
capability, or potentiality. For the most part, I have chosen to translate pou-
voir as “power” and puissance as “power/capacity.” However, in “Bartleby:
A Nihilistic Aristotle?” (Part Three, Chapter Two), I have had to abandon this
strategy. In that section, Pombo Nabais discusses Giorgio Agamben’s reading
of Deleuze’s essay on Bartleby the Scrivener. Throughout Agamben’s study,
written in Italian, he speaks of potenza, which in the French translation is
rendered as puissance. In the English translation of Agamben’s text, potenza
is consistently translated as “potentiality” and with good reason. Agamben’s
discussion of Deleuze is oriented around a reading of Aristotle’s dynamis,
which, although translated as potenza in Italian and puissance in French, in
the standard English translations of Aristotle is translated as “potentiality.”
I have therefore decided to translate puissance in this section as “potenti-
ality.” Elsewhere I have used “potentiality” only to translate potentialité,
reserving “power/capacity” for the word puissance.

Equally insoluble is the dilemma of translating esprit. Like the German
Geist, esprit may be translated as both “mind” and “spirit.” I have chosen
“spirit” as my translation of esprit throughout, but readers should be aware
that “mind” could just as well have been supplied as the translation of the
original.

Throughout her study, Pombo Nabais relates Deleuze’s philosophy to
Kant’s transcendental idealism, often referring to Kant’s Wirklichkeit,
which in French is translated as effectivité, and in English as “actuality”

XX
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(or, occasionally, “reality”). I have translated effectivité as “actuality,” but
always in the format “actuality [effectivité],” since Deleuze often distinguishes
between the virtual (virtuel) and the actual (actuel) and the word actualité
occurs frequently in his writings. I have observed a similar practice with the
adjective effectifleffective. In The Logic of Sense, Deleuze speaks of contre-
effectuation, which in the book’s English translation is given as “counter-
actualization.” I have chosen to translate the term as “counter-effectuation.”

As Pombo Nabais points out, Deleuze refers to the Freudian concept of
the fantasy as “phantasme” early in his career, but later as “fantasme.” 1 have
translated phantasme as “phantasm” and fantasme as “fantasy” in order to
mark that distinction. Freud’s concept of Verneinung, usually translated
as “negation” in English, is often rendered in French as dénégation. Since
Pombo Nabais at times distinguishes between négation and dénégation,
I have translated dénégation as “denegation.”

Pombo Nabais discusses at length the three editions of Deleuze’s Proust
and Signs, the first in 1964, the second in 1970, and the third in 1976. There
has been some confusion among English commentators on Deleuze’s Proust
book regarding the date of the second edition. In the English translation of
Deleuze’s Preface to the 1976 edition, the translator speaks of “the 1972 edi-
tion” when referring to the second edition of Proust and Signs. In French,
Deleuze speaks only of “la seconde édition.” The translator himself supplies
the date 1972, presumably because 1972 is the publication date of the English
translation of the second edition of 1970.

Anglophone readers should note that Deleuze’s essay on Carmelo Bene,
“Un manifeste de moins,” and his essay on Samuel Beckett’s television
plays, “L’Epuisé,” both appeared in separate publications, the first in a short
volume titled Superpositions [Superimpositions] (1978), which includes a
French translation of Bene’s play Richard I11, and the second in Quad (1992),
which opens with the text of four of Beckett’s television plays and closes
with Deleuze’s essay. “Un manifeste de moins” has appeared in English
translation as “One Manifesto Less” (trans. Alan Orenstein, in The Deleuze
Reader, ed. Constantin V. Boundas, New York: Columbia University Press,
1993, pp. 204-22) and as “One Less Manifesto” (trans. Eliane DalMolin and
Timothy Murray, in Mimesis, Masochism & Mime, ed. Timothy Murray, Ann
Arbor: University of Michigan Press, 1997, pp. 239-58). I have chosen to cite
DalMolin’s translation. “L’Epuise,” “The Exhausted,” is included in Essays
Critical and Clinical, ed. and trans. Daniel W. Smith and Michael A. Greco
(Minneapolis: University of Minnesota Press, 1997), pp. 152-74.
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Introduction

Toward a Cartography of Art

ART BETWEEN AESTHETICS AND ONTOLOGY

Is There a Deleuzian Literary Aesthetics?

This question seems to make no sense. We know that Deleuze wrote a great
deal about literature. We also know that Deleuze radically transformed our
access to texts as paradigmatic as those of Katka, Melville, Proust, or Artaud.
Todays, it is impossible to read “The Metamorphosis™ without recognizing the
truth of the processes of becoming-animal that traverse the small modulations
of the erotic body, just as the denouement of Moby-Dick is inseparable from
the becoming-fish of every fisherman. The appearance of Albertine engaged
in an amalgam of small perceptions of landscapes and perfumes will be for-
ever marked by the inscription of In Search of Lost Time within the technique
of the construction of pure forms of time that Deleuze invented by way of
Bergson. Likewise, the processes of the poetic intensification of the skin in
Artaud, extending to the transformation of the totality of the world into an
immense membrane of drives, have, after Anti-Oedipus, ceased being simply
signs of Artaud’s delirium and have become the first literary elaboration of
the reality of the disorganization of one’s proper body, that is, of its transfor-
mation into a “body without organs.”

If, at the same time, we consider the consistency and the originality of certain
concepts invented by Deleuze either to describe the literary object or to map
the type of effects that certain texts produce—Ilike those of the novel as abstract
machine, of the writing of a minor community as collective assemblage of
enunciation, or of the book-life—it seems evident that, in each of his readings
of Virginia Woolf, D. H. Lawrence, or Kafka, we are in the presence, if not of
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a theory, at least of a proper experimentation, of a unique practice of letting
oneself be affected by the art of writing.!

Yet the question continues to impose itself: Does this experimentation or
this practice stem from an aesthetic theory? Is this a knowledge [savoir] of
art, a new penetration into the means of existence of artistic objects and the
forms of their reception? Do we find in Deleuze an elaboration of figures of
fictional creation or a description of mechanisms of the power of the sensible
in writing at the moment of its entry into our field of experience? Can we
discover in his texts an appropriate way of viewing the mode of existence of
the novel, the story, or the novella?

This question has already produced some division within interpretations
of Deleuze. Daniel W. Smith, for example, has said quite simply, “Properly
speaking, there is no ‘theory of art’ in Deleuze” (Smith 1996: 41). In his
opinion, the plurality of concepts and strategies that we find in Deleuze’s
texts on literature, cinema, and painting keep us from discerning the unity of
a homogeneous comprehension of art and, hence, a theory of art.

Jacques Ranciere, in “Is There a Deleuzian Aesthetics?,” proposes a much
more complex response. Deleuze radically rejected aesthetics as a knowledge
about artworks to transform aesthetics into a mode of thought that develops
in relation to works and that takes them as witnesses of an entirely different
question. That other question always goes beyond literature. It belongs to
problems such as the problems of a politics of the bachelor, a poetics of the
“no,” or a metaphysics of sensation. Deleuze’s central thesis, according to
Rancicére, is the one formulated in What Is Philosophy?: “The work of art is a
being of sensation and nothing else: it exists in itself. [. . .] The artist creates
blocks of percepts and affects, but the only law of creation is that the com-
pound must stand up on its own” (WP 164). The problem that must then guide
Deleuze’s thinking on art is one of determining the nature of this “being of
sensation” and this “standing alone” of the compound of percepts and affects.

For Ranciére, such an “existence in itself,” nonorganic, can be thought
only on the basis of a theory of sensation as event, or better, on the basis of
an ontology of pure sensation: “equating the power of the work of art with
the power of a pure, a-signifying sensible” (Rancic¢re 2004a: 10). This pure
sensation does not stem from a subjective determination. It is a multiplicity
of percepts and affects that, in itself, forms an autonomous body, a block,
or to take up a formulation of Ranciére’s, “a sensibility that is no longer
the sensibility of the man of representation, but rather the sensibility of the
contemplator become object of his own contemplation: foam, pebble or grain
of sand” (Ranciere 2004a: 12). If the work of art refers back to the sensible
power/capacity [puissance] of a thought that has created it and the organiza-
tion of the sensibility of the one who reads it, then it belongs neither to the
sphere of creation nor to the sphere of sensation. Thus, Deleuze’s approach
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to art dissolves the categories, not only of art as the ontology of the created
object but also of aesthetics as the theory of the experience of these objects.

What is paradoxical in the eyes of Ranciére is that this dual dismissal
of the classical theory of art does not place Deleuze beyond aesthetics. On
the contrary, “the logic of sensation,” which Deleuze discovers in Kafka,
for instance, or in the blocks of percepts and affects that traverse Proust’s
descriptions, leads to the center of aesthetics itself and to aesthetics as thought
of aisthesis. The concept of pure sensation only displaces ontology. Refusing
the organicity of the work, Deleuze transforms it into an ontology of its pure
reception, of its aisthesis. It is a sensation that is ontologized as a nonorganic
assemblage, as a block of percepts and affects. Thus, in Deleuze’s work there
is no aesthetics as knowledge [savoir] about art because, for him, art itself is
already knowledge [savoir], it is already sensation, affect, and percept. For
this reason, Ranciére can write: “Deleuze fulfilled the destiny of aesthetics by
suspending the entire power [puissance] of the work in the ‘pure’ sensible”
(Ranciére 2004a: 13).

It is possible to reverse the movement of this approach that Ranciére intro-
duced in the understanding of Deleuze’s thought about art. One can relate it,
not to a phenomenology of sensation (even a pure one), but to an ontology of
the work as virtual reality. Such is the case of Christine Buci-Glucksmann.
In “The Crystals of Art: An Aesthetics of the Virtual,” she integrates the
theory of pure sensation into the heart of a thought of art as abstraction.
Pure sensation, rather than being a figure of experience, becomes the plane
on which this abstraction, which is opposed neither to the figurative nor to
mimesis, truly becomes real. Thus, Deleuze’s dismissal of the organic image
of the work of art corresponds to an approach Buci-Glucksmann defines as
“abstract expressionism” (Buci-Glucksmann 1998: 95). This program was
first formulated by Worringer in connection with the specificity of Gothic or
Egyptian art as opposed to the Greco-Roman aesthetic model. In Abstraction
and Empathy, which, as Buci-Glucksmann reminds us, Deleuze identified as
one of the greatest revolutions in the contemporary theory of art, what is at
play is a nonorganic concept of the autonomy of the work of art. On the basis
of the idea that art is essentially the movement of an abstract line, the life
of the work is radically transformed. Buci-Glucksmann cites the Deleuze of
Francis Bacon: The Logic of Sensation: “Worringer discovered the formula
of this frenetic line: it is a life, but the most bizarre and intense kind of life,
a nonorganic vitality” (FB 83). For Buci-Glucksmann, the central question
Deleuze poses for art is: What is this abstract line, and to what extent does it
have the form of a life? Buci-Glucksmann follows Deleuze’s answers very
closely. First, one must not conceive of abstraction as an essence or a geomet-
ric ideality. The abstract line acts as a set of operations carried out on forces.
It is like the sensible diagram of flows and intensities. Then, one must reject
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the idea that this line is the vestige of a movement of creation or of an artist’s
perspective on the work. The abstract line is precisely what is most immanent
to the work; it is its nervure and its life.

Buci-Glucksmann highlights an evolution in the way Deleuze thinks the
Nature of this immanence. An evolution that goes from a privileging of
abstract lines traced by the becoming-art or becoming-work of the body with-
out organs of the artist—present above all in Francis Bacon—to an ontology
of the virtual in which lines have the status of internal orientations of forces,
of lines of flight of intensities that compose the work as a block of affects and
perfects—The Fold and What Is Philosophy?.

This ontology of the virtual is best conceived if the crystal is taken as a
model of the work of art. The crystal is not the petrified object, the sedi-
mentation of regular lines of atoms, and symmetries of planes. The crystal
Deleuze uses is rather the crystal as abstract form. In this sense, “the Deleu-
zian crystal is neither a simple metaphor, nor a simple object. Rather, it is
an image-thought, which defines a territory and functions as the matrix of
a ‘geo-philosophy’ of art. Image of itself and image of the universe, it is
the first ‘abstract machine,’ the first ‘monad’ of an aesthetic virtual” (Buci-
Glucksmann 1998: 105).

What is strange in this displacement of aesthetics as theory of aisthesis (Ran-
ciére’s point of view) toward a “geo-philosophy of art” (Buci-Glucksmann’s
point of view) is the process of immaterialization that it traces. In Rancicre,
the pure sensible belongs neither to a philosophy of nature nor to a phenom-
enology of the gaze. The pure sensible is of an undecidable immateriality. In
Luci-Bucksmann’s concept of the crystal, we find the same undecidability.
In her view, the figure of the crystal is inseparable from an ontology of the
work of art as an ontology of the virtual, of a “virtual aesthetic.” Although
the crystal can initially have the value of a “reflexive operator,” what it makes
visible is “the virtual as imaging force accompanying the real,” where “the
crystal-image conjugates virtual spaces” (Buci-Glucksmann 1998: 107, 109).
The crystal as virtual is the place where, precisely, the concepts of nonorganic
life and abstract form condense, “as if life, suddenly threatened by its proper
non-organic vitality, were able to discover crystalline power [puissance]”
(Buci-Glucksmann 1998: 110). Crystal and virtual reciprocally define one
another such that abstract form is the always heterogeneous “between-time,”
the movement, not of actualization of the virtual, but of its crystallization
always postponed, “like a gigantic crystal in delay” (Buci-Glucksmann 1998:
110). In this regard, not only is art placed on a plane of suspension or tem-
poral delay under the form of a purely virtual crystal, but it also acquires the
condition of an interval between two virtuals. “The virtual in art is [. . .] an
event between two virtualities: a chaotic virtuality and a consistent virtuality.
Or rather a virtual of the line without contour, the interior trajectory of all
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abstractions, and a virtual-world, where the monadological inter-expression
is lined with more or less clear perceptions.” In short, the crystal, according
to Buci-Glucksmann, is in no way material, but it is rather an undecidable
interval between two immaterialities.

The readings of Ranci¢re and Buci-Glucksmann, though opposed in many
ways, touch on the same problem. They place us on the two sides of the great
paradox of Deleuze’s thought about art: the project of a thought of art that
refuses an ontology of the work or a phenomenology of its reception, which
is not a knowledge [savoir] of its objects or of its experiences, but which
develops in reference to works and which takes them solely as witnesses of
questions that go beyond them. Yet, as they have shown, this project itself
cannot help but can fall into an aesthetics as thought of affects and percepts,
just as it cannot but take up again an ontology of art, even if it is that of an
ontology of the nonorganic condition of the life of these works. The nonaes-
thetics of Deleuze can only be a permanent drift between an aesthesiology of
pure sensation and a metaphysics of the immaterial virtual.

Still, another question arises: Isn’t this return to aesthetics in its most
canonical form itself the most singular trait of Deleuze’s thought about art?

AESTHETICS BETWEEN A THEORY OF CONDITIONS OF
THE SENSIBLE AND AN ANALYTIC OF JUDGMENT: THE
PROGRAM OF TRANSCENDENTAL EMPIRICISM

Deleuze does indeed further the destiny of aesthetics as knowledge of art-
works and of the conditions of art’s experience. But he displaces this knowl-
edge, he makes it gravitate around something else. And this something else
not only becomes perceptible in the works he reads, but also reveals itself
as a new condition of access to the meaning of these works and to the way
they affect us. This something else is what Deleuze likes to define as a new
image of thought. Art only interests him to the extent that art puts experience
in crisis.

Perhaps because he avoids the classic questions of aesthetics, he can turn
artworks into critical sites for thought. He never addresses the question of the
nature of the literary work—a question that since Mallarmé has become con-
stitutive of the task of writing. But his texts on literature have shaken our very
idea of literature in its relation to thought, inscribing forever in that idea con-
cepts as powerful as those of the “perverse contract,” “abstract machine,” and
“collective assemblage of enunciation.” It’s also because Deleuze proposes
that the general problem of painting is neither representation nor conceptual-
ization, but instead the capture of forces, that he can highlight in the work of
Francis Bacon the forms of a figural thought, a nonfigurative thought, that is,
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a thought that is neither illustrative nor narrative. That thought, rather than a
representation of the horror of the world, is the presence of the cry, as pres-
ence of the forces and flows that are at work behind this same world.

Likewise, with cinema, his analyses of movement-images and time-images
have opened up a new domain of experience in our cinematographic percep-
tion, even if Deleuze at no moment confronted the aesthetic effect of these
images. What interests him is the relation of cinema to thought and the
brain. He describes pure images as “disenchained” from sensory-motor ties,
establishing only incommensurable relations with one another. The image
becomes the direct presentation of time and the relation of thought to the
unthought, bringing into appearance the relation of the brain to the cosmos,
the inside to the outside. As time-image, the image is the presentation of
the brain. The cinema-brain becomes the projection of the cerebral process,
which Deleuze calls the spiritual automaton.

This permanent movement of a backward flight, this deterritorializa-
tion of works to revisit them via another plane of composition, is perhaps
the most decisive center of Deleuze’s style. He traverses works and their
modes of perception like domains of a plane that exceeds both the works
and their effects. The objective is that these works and their effects appear
on a single plane, as a single plateau where the effects are immanent to the
objects that produce them and where the works exist only as experimenta-
tion. Deleuze believes that this excess, that this recomposition of canonical
fields of aesthetics on a new plane, the plane of a new image of thought,
can bring about a convergence of the two senses of the aesthetic that, since
Kant, have been radically separated: that of the theory of the sensible and
that of the theory of the beautiful. It is in order to respond to this scission,
to respond to this crisis that divides thought about art, that one must inscribe
the question of art in a new formulation of the transcendental program, in
a new version of the idea of a description of the conditions of experience.
As Deleuze says: “The elementary concepts of representation are the cat-
egories defined as the conditions of possible experience. These, however,
are too general or too large for the real. The net is so loose that the largest
fish pass through. No wonder, then, that aesthetics should be divided into
two irreducible domains: that of the theory of the sensible that captures only
the real’s conformity with possible experience; and that of the theory of the
beautiful, which deals with the reality of the real in so far as it is thought.
Everything changes once we determine the conditions of real experience,
which are not larger than the conditioned and which differ in kind from the
categories: the two senses of the aesthetic become one, to the point where
the being of the sensible reveals itself in the work of art, while at the same
time the work of art appears as experimentation” (DR 68). Deleuze treats
the work of art as the materialization of the conditions of experience, not

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

Introduction 7

possible experience, but real experience, experience whose conditions are
no larger than that which they condition. Hence, one must meld the forms of
the beautiful with the forms of sensibility and make visible the work itself
(and not judgment) as that conformity between the sensible and its condi-
tions, on one hand, and the beautiful, as that which conforms to experience
in its reality, on the other.

Deleuze secks something other than an aesthetics. But that something other
beyond aesthetics is the sole response to the fact that aesthetics, since its spec-
ulative foundation with Kant, is split into two domains. To go beyond this
cleavage between the transcendental aesthetic as a part of a general theory of
the conditions of possibility of experience and the aesthetic of judgment as
theory of forms of the reflexivity of the real in the judgment of the beautiful
and the sublime, one must refashion both transcendental aesthetics and the
aesthetics of judgment. On one hand, the field of the conditions of experience
itself must be displaced. Instead of defining the transcendental field from the
vantage of possible experience, one must make real experience the departure
for a deduction of the a priori. And, on the other hand, this real experience has
its privileged domain, precisely, in art. The work of art as a block of percepts
and affects is the unique revelation of the being of the sensible. The condi-
tion of experience is no larger than the conditioned. The work of art, in its
singularity and exceptionality, contains all the conditions of experience that
constitute it as object of judgment of the beautiful or the sublime. The work of
art, then, appears as experimentation, that is, as the genetic locus of both the
object and the conditions of its becoming-sensible, as the locus of a genesis
that does violence to thought and forces it to think.

It is true that Deleuze cannot, as Ranciére argues, thereby avoid falling into
an aesthetics as theory of aisthesis, which becomes an ontology of the forms
of incarnation of the sensible as art. But, in Deleuze’s view, the very condi-
tions of contemporary art are what have disturbed this Kantian split between
an aesthetics of the sensible and an aesthetics of judgment. For example,
thought about involuntary memory in Proust’s narrative has no meaning
except as a refutation, which is at the same time a regrounding, of transcen-
dental idealism: to think sensibility from the conditions of its real genesis in
art and to think art as a transcendent exercise of the sensible. What one finds
from Proust to Kafka, from Artaud to Melville and Beckett, is always the pro-
cess of inscribing the aesthetics of judgment within transcendental aesthetics,
in order to found the transcendental in an ontology of the sensible. Deleuze’s
aesthetics seeks only to trace the plane that can capture, inside each work,
this transversal cut of sensation and judgment, of the transcendental and the
transcendent usage of the sensible, which constitutes the fundamental experi-
ence of contemporary art. Deleuze defines this program as “transcendental
empiricism.”
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AESTHETICS AND PHILOSOPHY OF NATURE

I'will try to show that as Deleuze sought a radicalization of the transcendental,
he took up the aesthetic tradition of romanticism, an aesthetics that was trans-
formed into a philosophy of Nature, into a philosophy of the auto-expressive
properties of natural forms. Transcendental empiricism led Deleuze to a
theory of objects as auto-expressive of the sensible, to a description of the
mode of existence of works as epiphanies of forms of life. If the theory of
pure aisthesis, which Ranciére sees as the essential trait of Deleuze’s aesthet-
ics, must be read as a moment in the project of transcendental empiricism, of
the project of an analysis of the genesis of faculties in real experience, that
is, in the experimentation of art, then likewise, the ontology of the virtual,
that other tendency in Deleuze’s aesthetic, according to Buci-Glucksmann,
is a rigorous perspective on his thought about art only if it is related to the
philosophy of Nature that gave birth to it.

In A Thousand Plateaus (1980), one finds a return to Schelling, beyond
Kant’s critical philosophy, in the statement “art is not the privilege of human
beings. Messiaen is right in saying that many birds are not only virtuosos
but artists, above all in their territorial songs” (ATP 316—7). According to
Deleuze, art begins with territorial marks. These marks refer neither to a sub-
ject or a sensation that captures them and establishes them as impressions, nor
to an object whose nature is to exhaust itself in the expression of its marks.
In Deleuze, there exists only “a self-movement of expressive qualities” (ATP
317). We must not confuse this expressiveness with impressions associated
with any point of view, regardless of how a-subjective, pure, or abstract it
might be. Expressiveness is autonomous, it is self-sufficient, or in Deleuze’s
later formulation, it “stand[s] up on its own” (WP 164). It is in this autonomy
that expressiveness fulfills the condition of the work. It refers back only to
itself: “expressive qualities, the colors of the coral fish, for example, are
auto-objective, in other words, find an objectivity in the territory they draw”
(ATP 317).

From the perspective of this philosophy of Nature, art is the primordial
event of natural forms. Art should be thought on the basis of the constitu-
tive marks of domains, of dwellings created by territorial animals. “Art is
fundamentally poster, placard. As Lorenz says, coral fish are posters” (ATP
316). These marks are artistic events inasmuch as they are expressive, as they
become new properties of a territory that pertains to the subject that bears
them. But these properties are artistic precisely because they are originally
expressions and signatures. Only after they become determinations do they
then become qualities of the animal that produces them.?

This “vitalism” of expression disrupts the center of gravity of almost all
questions that orient our system of thought about the art of literature. It is
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true that Deleuze always refers to classics of the nineteenth and twentieth
centuries, like Zola, Whitman, Proust, Katka, Virginia Woolf, Faulkner,
Artaud, and Kerouac. It is also true that he addresses the canonical subjects
of literary theory—the status of the narrator, the nature of fiction and of
fabulation, the difference between genres, and even the question of the liter-
arity of a literary enunciation. However, the approach to literature through a
concern with the life of literary works displaces, at each moment, the manner
of thinking the questions that organize literary aesthetics from romanticism
on. This is the case with the opposition between the autonomy of form and
the depth of the interior life of the writer, the question of the relation of the
work to the mind—a question that is at the heart of the theoretical consider-
ations of Proust or Mallarmé. The trajectory of the solution of this series of
oppositions is placed entirely on the side of the subject who writes. Literature
is an event involving production, the subjectivation of the act of writing. But
this subject is related to a plane that is entirely a-subjective. It is a collective
subject, a subject-machine of expression of a community. Deleuze invents a
nonpsychological realism of fabulation, which is at the same time a politics
of becomings, of movements, and of lines of the production of people who
are missing. From another perspective, he articulates a theory of writing as
experimental activity involving the health of a writer who inhabits language
as a foreigner, as an excluded individual, and as a member of a minor com-
munity. The interiority and depth of a work are brought back to the surface
of assemblages that a minority realizes as the line of flight of apparatuses of
codification and the territorialization of desires.

The descriptions of processes of the deterritorialization of language in
Kafka or the Proustian experience of a foreigner in one’s own language inau-
gurate what Deleuze defines as a pragmatics of collective assemblages of
enunciation, a pragmatics that treats each enunciation as an order word and
as a formula.* What interests Deleuze is the relation of every enunciation with
its social conditions, with speech acts as markers of power [pouvoir]. The
classic opposition between the pure act of writing and passion, or the contrast
between the gravity of expression and the indifference of the theme—at the
center of Flaubert’s analyses of “frivolity” or the schizophrenia of Artaud—is
thus related to the necessarily social character of the enunciation, that is, to
assemblages of language that are always collective.

Fictionality, fabulation, and expression—everything in the literary work—
are displaced toward the domain of a preindividual life, toward the domain of
a pragmatics of assemblages of enunciation as machinic and collective form
of life. One must underscore the fact that this pragmatics of the assemblage is
always a singular philosophy of Nature. Indeed, all assemblages of enuncia-
tion are double: if there is always something one says in an assemblage, there
is also always something one does. Expression and content—assemblages are
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hence at once assemblages of enunciation and machinic assemblages. Accord-
ing to Deleuze, to think literary enunciations is to understand the modalities
of articulation of these two sides of the assemblage and of their forms of
inscription in strata. The assemblage is the effect of a territory that is, in turn,
a decoding process of stratified milieus. Thus, Deleuze’s pragmatics refers
back to a theory of strata and stratification of the world and of codes, envi-
ronments, and rthythms from which the assemblage emerges. This is a theory
of Nature, a pluralist philosophy of Nature summoned forth by this hyper-
realism of the collective subject of enunciation. Concepts belonging to geol-
ogy, biology, and physical chemistry—such as coagulation, sedimentation,
or molecular compounds—fuse with semiotic categories so as to describe
phenomena like the stratification of a statement or the deterritorialization of
a narrative or a character.

There are no strata and no territories except within a plane of immanence
or a plane of consistency. This plane, as well as the assemblage, has two
sides: Thought and Nature. It is necessary first to trace the plane, to build
the concepts that will occupy and populate the plane, in order to reveal the
Physis that constitutes it. These concepts, surfaces, or volumes, deformed
and fragmentary, whose plane is the unlimited absolute, are not the correlate
of an object of contemplation or the product of a subject of reflection. As
incorporeal transformation assigned to bodies and contents, the concept is
what is expressed by a statement. And what is expressed is not the result of
an activity. It is not performed by the spirit [or “mind,” esprif], within the
contemplative spirit, which thus precedes every memory and every reflection.
We see here that Deleuze is coming closer and closer to a philosophy of the
spirit. The natural philosophy of expression, then, becomes a physics of the
brain—thought.

The turning point is his work on cinema. When Deleuze discovers, in film
images, a brain—thought that exists on the screen, he begins to shift the center
of immanence from the plane of the actual toward the plane of the virtual.
And the virtual, starting with his books on cinema, becomes the time crystal,
just as the event becomes a contemplation without knowledge, a soul. This
soul, this form in itself that doesn’t refer back to any external point of view,
“has only a single side whatever the number of its dimensions, which remains
copresent to all its determinations without proximity or distance, traverses
them at infinite speed, without limit-speed” (WP 210). It is the brain at the
moment; the brain is in the state of a contracted vibrating sensation, a sensa-
tion that has become quality and variety.

What we adopt as an architectonic regime for approaching Deleuze’s
thought is the discovery of a permanent displacement of Deleuze’s view of
literary art. This displacement occurs in three layers: transcendental empiri-
cism, the philosophy of nature, and the philosophy of the spirit.
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What makes this displacement a true means of overturning our theoretical
experience, however, is the fact that, in order to make visible each of these
layers, to describe exactly his regime of thought and its condition of exis-
tence, Deleuze always treats literature as the good image. For example, to
accede to the ontology of the virtual (the project of transcendental empiricism
that preceded the project of a philosophy of nature), the analysis of the phan-
tasm-event of Oedipus, as fictional kernel of every novel, is the proper path
to pursue, according to Difference and Repetition and The Logic of Sense.
Each of a neurotic’s individual myths transports all the novels of the world
as a virtual, which the neurotic can only actualize. This is how In Search of
Lost Time puts into effect the Proustian formula “a bit of time in a pure state,”
which makes truly visible the three syntheses of time—those of the living
present, the pure past, and the pure form of time. In Difference and Repeti-
tion the three repetitions that found the syntheses of time—bond-repetition
[répétition-lien], stain-repetition [répétition-tache], and eraser-repetition
[répétition-gomme]—have their most originary mode of existence in the liter-
ary work. And 4 Thousand Plateaus takes up this tripartition of the syntheses
of time, relating them to three broad literary genres, the novel, the novella,
and the tale. Literary art is shown to be the place of the genesis of the forms
of time and the forms of repetition. (See Plateau 8: “Three Novellas or ‘What
Happened’” [ATP 192-207].)

On the layer of the philosophy of spirit, one finds a similar mirrored
development. In an interview about his cinema books, Deleuze says that film
“puts movement not just in the image; it puts it in the spirit. Spiritual life is
movement of the spirit” (TRM 288; trans. modified). With cinema, Deleuze
discovers images that let us perceive the activity of thinking. Cinema is a life
of thought and a spiritual life. And with “The Exhausted,” that almost clandes-
tine text on Beckett’s television plays, and the activity of the spirit is presented
as the creation of images. The movement of the spirit culminates in the cre-
ation on the screen of pure images in auto-dissipation. It is in his analysis of
these television plays that Deleuze is able to show that Beckett’s central sub-
ject is to make visible, through images, spirits that can only prepare to create
images. With “The Exhausted,” we arrive at images of thought, at the life of
the spirit, which exists only insofar as it forms images in disparation. Thus, it
is with Beckett that Deleuze formulates his last vision of life, that of the spirit.

In short, each layer of Deleuze’s theoretical labor—the layer of transcen-
dental empiricism, the layer of the philosophy of assemblages and strata, and
the layer of the spirit—is already an entry into the world of literary experi-
ence. Each of these layers transforms our view of literature. And all bring
into existence a statement [énoncé], a fictional event, and a character as the
materialization of an experience of time, either as the image of a block of
nature or as the manifestation of a spirit.
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To make Deleuze a means of access to a work of art is to study ethology,
geodesy, topology, neurology, a field that is at once a biology of the inor-
ganic, a crystallography of the virtual, and an anatomy of pure faculties. In
a word, it is to think the concept of life. Deleuze himself, in a Letter-Preface
to Mireille Buydens’s Sahara: [’esthétique de Gilles Deleuze (1990), writes:
“I believe that you have seen, in your own way, what is essential for me, this
“vitalism’ or a conception of life as non-organic power [puissance] ([. . .] it
is ‘life” that seems essential to me)” (Buydens 1990: 7). Deleuze here under-
scores the essence of his project: that his is an aesthetics only insofar as it is
a thought of life and a thought of forms of life in art.

Life is also the last theme of Deleuze’s final text. And Giorgio Agamben
sees in “Immanence: A Life” the form of a philosophical testament. If we
consider that in this text /ife allows us to think in a single image the concepts
of immanence, power/capacity [puissance], the virtual, the singular, and
intensity, we may verify that nearly all Deleuze’s vitalism is condensed in
these four final pages he published. Shouldn’t we regard this fact as a meth-
odological indication of how we should proceed?

We know that the concept of /ife furnished the principal traits of philo-
sophical style for Deleuze: (a) his way of reading the history of philosophy,
always treating a thought as a form of intensification of a /ife; (b) his per-
manent treatment of literature as the unique image of /ife in its singularity;
and (c) the experience of philosophical writing as a vitalism of the concept,
as the actualization of virtualities engaged in each problem. In each of these
domains, it is always a matter of thinking /ife as the unity of a force and its
sense, as the depth of an event in its incorporeality, as individuation in its
intensity.’

This means that the fundamental concepts of life, such as the body without
organs, abstract machine, or line of flight, are never biological metaphors
transposed into the domain of aisthesis or an ontology of the artifact, but
strategies of intelligibility of the plurality of forms of life on the very inside
of art. To understand the constitution of a territory, the lines of intensity
that traverse it as movement of flight or sedimentation, to accompany these
cartographies of forces and flows, is to enter fully into that strange art of
tracing maps of abstract lines of life, of becomings. It is in the spirit/mind
that these cartographies of life are effected. The last figure of inorganic life,
as we will try to demonstrate, is found precisely in a philosophy of spirit and
in the faculty of the creation of images and concepts. One may thus say that
in the spirit Deleuze encounters the mode of existence of inorganic life that
expresses itself in microbrains. His final image of the life of thought is there-
fore a transcendental neurologism or a spiritual empiricism.

Isn’t life, then, the point of entry to all that is most singular in Deleuze’s
thought about art?® And is it not the guiding thread in the great displacements
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that Deleuze produced within literary theory—the territory par excellence of
the immanence of a life?

TRANSCENDENTAL EMPIRICISM, PHILOSOPHY OF
NATURE, PHILOSOPHY OF SPIRIT: QUESTIONS OF
METHOD

The central difficulty in Deleuze’s approach to art concerns the mode of
existence of this concept of life in its relation to thought. As we have tried to
show, there is a triple theoretical project in Deleuze’s texts: first, as transcen-
dental empiricism; then as philosophy of nature; and finally, as philosophy of
spirit. These are the three planes that explain the unclassifiable character—at
once post-Kantian and precritical—of Deleuze’s thought on art. Ranciére and
Buci-Glucksmann have touched on this paradox. And Deleuze has done noth-
ing to cancel it. Quite the contrary. It takes us directly, not only to the ques-
tion of the speculative status of his view of art, but above all to the permanent
instability of his positions.

On the side of his project of a transcendental empiricism as theory of the
faculties, Deleuze changed the way of defining the field of the conditions
of real experience. Deleuze attempted to reformulate Kant’s transcendental
project through nonhomogeneous approaches, first, through a new theory
of the faculties. This theory of the faculties may be found in his books on
the novels of Proust (1964, 1970, 1973) and Sacher-Masoch (1967). There,
the literary experience is always approached as the site of the genesis of the
conditions of thought, of sensibility, of the imagination, of memory, and of
reason as forms of reflection of the modes of appearance of art as experi-
mentation. Deleuze abandons this model—which one may call “critical”—in
order to experiment with a “clinical” model, which presupposes a philoso-
phy of nature. The delirious universe of the schizophrenic in his relation to
languages (the case of Artaud and his concept of the body without organs,
for example), the battle for new forms of health in Fitzgerald or Virginia
Woolf, even the paranoid functioning of juridical and penitential machines in
Kafka—all these limit-domains of literature—appeared to Deleuze as a new
field, empirical and transcendental. One discovers this model in Anti-Oedipus
(1972), Kafka: Toward a Minor Literature (1975), Dialogues (1977), and A
Thousand Plateaus (1980).

Although the ontology of the virtual, which Deleuze takes from Bergson,
is found in nearly all his books, having its most paradigmatic formulation
in Difference and Repetition (1968) and The Logic of Sense (1969), the
mode of existence of art, starting with Kafka, comes to be thought, not in
terms of an ontology of what is ideal without being abstract and real without
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being actual, but in terms of a philosophy of nature. And, with the cinema
books (1983-1985), art encounters a third virtual plane: the thought-brain.
Here, vitalism is manifest in its last version, as philosophy of spirit. The
thought-brain is described later, in What Is Philosophy?, as the very faculty
of concepts. In this sense, the position of Buci-Glucksmann is exemplary
in what she ignores, but also, in what she reveals in regard to the evolution
of Deleuze’s thought. That thought began with an ontology of the virtual as
plane of the symbolic, where the virtual depended on the relation between
desire and law. That ontology was then developed into a philosophy of
nature as a new idea of modes of existence of life, eventuating finally in a
new ontology of the virtual as philosophy of spirit, an ontology that defines
the thought—brain as a consistent absolute form, in auto-survey without dis-
tance, at infinite speed, to which Deleuze grants the same status as the pure
event or the reality of the virtual. The brain will thus be the last figure of the
virtual. Deleuze describes it as the faculty of the virtual, as the faculty that
creates concepts at the same time that it draws the plane of consistency on
which the concepts are placed. Deleuze says “The brain is spirit itself” (WP
211; trans. modified). From a philosophy of nature, Deleuze thus moves to a
philosophy of spirit. Art (alongside philosophy and science) becomes one of
three planes—the plane of composition—on which the brain becomes subject
and becomes thought-brain.

The three domains of Deleuze’s thought on art, therefore, do not always
have the same weight. The program of a new theory of the faculties plays a
fundamental role in the books on Proust (1964) and Sacher-Masoch (1967).
Starting with The Logic of Sense (1969), especially with the introduction of
the concept of the “body without organs,” which Deleuze presents for the
first time in his discussion of Artaud, it is a theory of inorganic Nature that
occupies the center of his work on art. The body without organs is at once
a transcendental field, a pure nonsubjective form of experience, and a foun-
dational reality of the idea of life in its nonfunctionality, in its machinality.
After the discovery of the autonomy of the cinematographic image as brain
materialized on the screen, vitalism acquires the condition of a philosophy
of spirit. The empirical interpretation of the Kantian theory of the faculties
is transformed into an ontology of the thought-brain. The brain, at once vir-
tual like the concepts it creates and actual like the chaos it cuts across with
its concepts, is a singular spirit. It is the subtlest dimension of a nature that
contemplates, of an internal sensing [d un sentir interne], as soul or force, as
microbrain or inorganic life of things. In a sense, the philosophy of spirit of
the late Deleuze is only a final version of both transcendental empiricism and
the philosophy of nature.

To understand the role of the program of a new theory of the faculties in
the books on Proust and Sacher-Masoch is not a difficult task. One need only
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inscribe the thought about literature within the texts on the history of philoso-
phy of that same period. The books on Hume, Nietzsche, Kant, and Bergson
give us access to the Kantian questions of the theory of signs and essence
that Deleuze discovers in In Search of Lost Time as well as the theory of the
fabulative imagination in its relation to the perverse phantasm in his analysis
of masochism.

Access to the philosophy of spirit is not any more complicated. It has
a precise date in Deleuze’s work, and after its appearance, it increasingly
becomes the theoretical center of his work. It begins in the cinema books
of 1983-85, where the pure image makes visible the thought—brain. In The
Fold, the philosophy of spirit is rendered as the figure of the soul and of the
doubling-on-itself of the expressed world as virtual totality in each monad.
There, all Leibnizianism is put in the service of the vision of the baroque as
an architecture of folds of the soul, a true physics of spirit. The thought—brain
occupies the center of What Is Philosophy?. In that book one finds the idea
that the concept is constructed on a plane of immanence insofar as it cross-
cuts a chaotic (virtual) variability and gives it consistency, that is, brings it
into reality. Thought is this becoming-real—that is, consistent—of chaos:
“A concept is therefore a chaoid state par excellence; it refers back to a chaos
rendered consistent, become Thought, mental chaosmos” (WP 208). The
brain as faculty of concepts is spirit itself. The concept of spirit has its final
outcome in the poetics of Beckett. As Deleuze shows in “The Exhausted”
(1992), Beckett’s entire dramaturgical labor involves the project of creating a
pure image, through the exhaustion of all the physical dimensions of the the-
ater (names, voices, movements, gestures). A pure image is obtained by the
auto-dissolution of the visible; it is pure spiritual life. And the task of Beckett
is the perfect expression of what Deleuze calls a “theater of the spirit.”

But how should one enter into Deleuze’s philosophy of nature? To under-
stand the displacements that the concept of life produces within his thought
about literature, where should one begin? Should one engage in a rhizomatic
approach to Deleuze’s pages on literary art? Deleuze proposes to think art
via mechanisms of power [pouvoir] that appertain to a theory of the living in
its relations with space, domains, and strata. But, where should one enter this
philosophy of nature?

In 1988, in a conversation about the publication of The Fold, Deleuze
said he intended to resume his common work with Félix Guattari on what
he called “a sort of philosophy of Nature” (N 155). Earlier in the same con-
versation, he said: “There’s a profound link between signs, events, life, and
vitalism: the power of nonorganic life that can be found in a line that’s drawn,
a line of writing, a line of music. It’s organisms that die, not life. [. . .] Every-
thing I’ve written is a vitalism, at least I hope it is, and amounts to a theory
of signs and events” (N 143; trans. modified).’
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“Nonorganic life,” “theory of signs,” and “event,” are the key concepts of
Deleuze’s philosophy of Nature. We only have to follow them to enter into
the fundamental lines of this new “vitalism.” Yet, what term should one take
as a starting point? The concept of “nonorganic life”? Or the “sign”? Or the
“event”? Deleuze himself suggested a response. In this same conversation of
1988, he said: “I’ve tried in all my books to discover the nature of the event”
(N 141; trans. modified). Hence, we see that the “profound link” Deleuze
recognizes, within his vitalism, between a theory of signs and the concept of
nonorganic life, is revealed in his project of constructing a new comprehen-
sion of this trivial, and at the same time unthinkable, object that traverses all
his writings: the event.

LIFE BETWEEN THE EVENT AND THE ASSEMBLAGE

So, we must turn to an archaeology of the concept of the event in the work of
Deleuze, in such a way as to reconstruct the foundation of his philosophy of
nature. But an enormous mass of interpretative problems gradually appears.
First, we must note that the concept of the event is a late concept. It appears
for the first time, and in a timid fashion, in Difference and Repetition (1968).
And only in The Logic of Sense (1969) does this concept receive a systematic
explication. Also, it disappears in Anti-Oedipus (1972), Kafka (1975), and
Foucault (1986), and it only reappears in The Fold (1988) and then occupies
a central place in What Is Philosophy? (1991).

If the genesis of the concept of the event is mysterious, its destiny is no less
s0. In Dialogues (1977) and A Thousand Plateaus (1980), the concept of the
“event” is always presented in relation to that of the “assemblage,” to such
an extent that the two are often confused. Here, they function now jointly as
equivalents of the concept of the “haecceity,” and now as one forming part
of the other (the event as that which disengages itself in an assemblage of
the type “haecceity”). Finally, and surprisingly, in What Is Philosophy? the
concept of the assemblage appears only once, in a totally marginal fashion,
whereas the concept of the event forms the horizon of the possibility of think-
ing the large themes of this book.

Given the strange genesis and no less obscure destiny of the concept of the
event, a hypothesis takes on increasing urgency: what if the books (almost all
from the 1970s)—where the concept of the event is absent—do not represent
a suspension of the theory of the event, but only a replacement, however
provisory, of this concept by that of the “assemblage”? In that case, we could
say that the concept of the assemblage inherited, not the characteristics, but
the function of the event. Yet what would this replacement signify? Are
they synonymous concepts, or does this replacement represent a theoretical
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displacement in Deleuze’s philosophy of nature? Furthermore, this substitu-
tion is not linear: (a) In Anti-Oedipus we no longer find the concept of the
“event,” and the concept of the “assemblage” is not yet present; (b) the con-
cept of the “assemblage,” as aesthetic category, appears for the first time in
the third part of Proust and Signs (1973) as a means of conceiving the status
of the narrator in the Recherche; (c) the concept of the assemblage is also
the central concept of Deleuze and Guattari’s great book on literature, Kafka
(1975), as collective assemblage of enunciation and machinic assemblage of
desire; (d) in The Fold the concept of the “event” is taken up again as central;
and, finally, (e) in What Is Philosophy? all the problems that were formulated
in Kafka and A Thousand Plateaus within a physics of the “assemblage” are
approached solely in terms of the “event.”

How can we follow this permanent metamorphosis of the key concepts
of Deleuze’s philosophy of nature? And does this metamorphosis have any
equivalence in his theory of literature? Can one not say that there is a strong
link between the development of the philosophy of nature (the passage from
a theory of the event to a theory of the assemblage) and the question of litera-
ture in Deleuze? May one establish a parallelism between the archaeology of
the concept of the event and the transformation one finds in Deleuze regard-
ing, for example, concepts of fiction, fabulation, or even the narrator?

The most striking case is that which exists between the role played by the
concept of the “phantasm” in the readings of literary texts from the 1960s and
the radical refutation of any theory of the phantasm and the imaginary that
one finds in the opening pages of Kafka (1975). If, for example, in Proust’s
novel, fiction is explicated in terms of the dynamism of the sign, in terms of
this infinite return of things of the world, of affects or of art, where the writer
is only the narrator of this involuntary memory of things with things, Masoch-
ism treats fiction as the result of the work of the phantasm. One cannot forget
that this book, seemingly about masochism, is an inquiry into the nature and
role of the literary work of art. The first sentence of the book is “What use
does literature serve?” (M 15; trans. modified), and Sacher-Masoch is ana-
lyzed as an example of what Deleuze calls a “literary efficacity.” The erotic
functions of language, the processes of denegation in Sade, those of denega-
tion and suspension in Masoch, the roles of the woman and the father in their
novels, the novelistic elements of the institution, and the contract—all of
these are approached within an effort to theorize the nature of the novel. It’s
the phantasm—the effect of the processes of denegation and suspension of
the imagination—that invents the frozen scenes, the painful occurrences, in
short, the entire false world of the novel, where readers join the old pleasure
of the displacement of their objects of desire. And, in a surprising fashion,
The Logic of Sense disclaims this analytic version of fiction. There the phan-
tasm is also the point of origin of fiction, but the phantasm is no longer the
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product of the imagination. In The Logic of Sense, the phantasm, the mode
of incorporation of the event, is thought above all as the movement of the
depths of the body to the surface of the statement. It is the virtual object and
the partial incorporation of the phantasmatic event par excellence: the drama
of Oedipus.

One can thus say that with Kafka (1975), at the moment that Deleuze most
systematically elaborates the concept of the assemblage, he entirely rejects
the program of a theory of the imagination and the phantasm, which had pro-
vided the foundation of his thought on literature in the 1960s.

What kind of correspondences can one establish between the discontinui-
ties in Deleuze’s philosophy of nature and those in his theory of literature?
Are there specific paradigms, or at least sufficient differences, to affirm that
with each concept of the event, as well as each concept of the assemblage,
there is a corresponding thought about literature? What are the consequences
of this hesitation between the concepts of the event and the assemblage for
questions such as that of fiction? In a word, to what extent does the movement
from the event to the assemblage and then back to the event, accompanied as
it is by internal ruptures in Deleuze’s thought about literature, express some-
thing fundamental in the becoming of his thought?

Let us clarify these questions. What is Deleuze’s philosophy of nature
before 1969, that is, before the theory of the event that appears in The Logic
of Sense? In Proust and Signs, or in Masochism, the concept of the event has
not yet appeared. Is there a philosophy of nature of another sort, or should
one seek something else? And what must one say about the great chronologi-
cal proximity between The Logic of Sense and Masochism, and at the same
time, the very great theoretical distance in what concerns a decisive point,
that of the presence of the concept of the event? If one compares the ideas
about desire and the law, or about the phantasm and Oedipus, in Masochism
and The Logic of Sense, it seems that Deleuze’s thought is the same, except
in one respect: that which concerns the event. In Masochism, there is not yet
an explicit concept of the event. In The Logic of Sense, the event becomes the
concept par excellence in the pages dedicated to Carroll or to Artaud.

It is not, then, Anti-Oedipus alone that marks a rupture in Deleuze’s
thought about literature. It is true that this book is the most trenchant indict-
ment of psychoanalysis, where all fiction is connected to the family novel and
the private myths of the neurotic (a paradigm which, as Deleuze recognizes in
Dialogues, nevertheless structures the most fundamental pages on literature
in Masochism, Difference and Repetition and The Logic of Sense). At the
same time, it is also true that Anti-Oedipus is the most “spectacular” moment
of internal rupture within Deleuze’s thought on literature.

From Marcel Proust and Signs (1964) to Essays Critical and Clinical
(1993), each approach to literature is marked by very different perspectives
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on decisive subjects such as the nature of fiction, the autonomy of the lit-
erary work, the form of fictional time, and the structure of the expressive
layer.’ To take these discontinuities seriously requires a systematic traversal
of Deleuze’s texts on literature through four periods: the period before the
theory of the event; that organized by the event; that centered on the assem-
blage; and, finally, that marked by the return of the event.!

These, then, are the presuppositions that direct my reading of the question
of literature in the work of Deleuze. They necessitate a method that is at
once diachronic and excentric. We will follow Deleuze’s texts on literature
in terms of the movement of his writing and throughout inscribe them in
three speculative planes that traverse them and exceed them: the project of a
transcendental empiricism as theory of the faculties, the idea of a new phi-
losophy of Nature, and the transformation of that philosophy of Nature into a
philosophy of spirit. The reading of his first book on literature—Proust and
Signs—is paradigmatic for my method. It expresses all these breaks and these
displacements. My discontinuist reading of Deleuze’s book on Proust, being
an entrance into a first formulation of the question of literature in Deleuze—
in its regime that is itself discontinuous—is designed to justify my method,
that is, my way of being sensitive to the facts of noncontinuities. That is why,
we will begin with this work.

NOTES

1. As René Schérer says, “In a certain fashion, Deleuze’s entire oeuvre may be
considered a theory of literature, a theory of writing” (Schérer 1998: 19).

2. “What interests [Deleuze] in a text are the processes, the resisting strategies
writers invent in order to demystify language itself, to experiment with it, to ‘compli-
cate’ signs, to confront the Outside or Life itself, to survive this confrontation and to
create their own work, their own events. [. . .] In this regard, philosophy and literature
are inseparable” (Colombat 2000: 29).

3. “The expressive is primary in relation to the possessive; expressive qualities,
or matters of expression, are necessarily appropriative and constitute a having more
profound than being. Not in the sense that these qualities belong to a subject, but in
the sense that they delineate a territory that will belong to the subject that carries or
produces them. These qualities are signatures, but the signature, the proper name, is
not the constituted mark of a subject, but the constituting mark of a domain, an abode.
The signature is not the indication of a person; it is the chancy formation of a domain”
(ATP 316).

4. As Ranciére says about “Bartleby or the Formula,” “Remote from any tradi-
tion of the sacred text, [Deleuze] instead describes the work as the development of
a formula, a material operation that the materiality of a text produces. This term,
‘formula,’ situates the work’s thinking in a dual opposition. On one hand, the formula
is opposed to the story, to the Aristotelian plot. On the other, it is opposed to the
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symbol, to the idea of a meaning hidden behind the narrative” (Ranciére 1998b: 146).
In this article, Ranciére shows the extent to which this metaphysics of the formula as
alternative literary apparatus leads Deleuze to the utopia of a literature that opens the
passage to a politics, to what would be a justice of fraternal humanity. And, according
to Ranciére, it is precisely this idea of a literature that becomes a politics that makes
evident the impasses in Deleuze’s thought. We will return to this fundamental text
later.

5. Tt is significant that in his book on Foucault, Deleuze underscores the mutation
that Foucault produced in the status of the “intellectual”: “So the intellectual or the
writer becomes adept at speaking the language of life, rather than of law. [. . .] Is not
the force that comes from outside a certain idea of Life, a certain vitalism, in which
Foucault’s thought culminates?” (F 91, 93).

6. “For Deleuze, literature is reference and source. [. . .] He has the art of access-
ing life because he has the secret of becomings, in the line he is engaged in, which is
called the line of flight: not because that line would make him de-realize the world
through an escape into the imaginary, but because he knows how to engage, beyond
the path of burdensome identities, in the paths of metamorphosis” (Schérer 1998: 19).

7. In Dialogues, Deleuze affirms: “We have set out to write a book of life” (D
145). Also, in 1989, when responding to Arnaud Villani’s remark that physis seems
to play a large role in his work, Deleuze said: “You’re right, I think that I have been
concerned with a certain idea of Nature, but I had not yet considered this notion
directly” (Villani 1999: 129).

8. In this genealogical reading of his oeuvre, we are forced to consider the divi-
sions proposed by others’ reconstructions of Deleuze’s path. José Gil underscores the
rupture produced by the introduction of the “body without organs” at the end of The
Logic of Sense, which only has its full effect in Anti-Oedipus (cf. Gil 1998b: 68—88).
Arnaud Villani develops the discontinuities in the passage from Difference and Rep-
etition to Anti-Oedipus. “We may thus reconstitute an ideal genesis of Deleuzianism
in its first three moments. Difference and Repetition corresponds to a philosophical
stage in the most classic sense, with an almost unsustainable density. [. . .] In a second
moment, The Logic of Sense (a work toward which Deleuze later expressed some
reticence, finding this tentative effort too dependent on structuralism) concerns the
empty space and displaces sense toward the ‘paradoxical instance’ or the disparate.
Eat-speak, this is still Carroll, but this leads quickly to Artaud. [. . .] Anti-Oedipus
takes into account, up to its furthest consequences, the power of the displacement of
schizophrenia. This work is at once the explication of the progressive corporealization
of The Logic of Sense and the inversion of the relation between Carroll and Artaud,
and the veritable birth of the syntheses as they are maintained to the end of the work”
(Villani 1998: 46—7). Anne Sauvagnargues proposes a tripartite division of Deleuze’s
ocuvre: “From the first works to Difference and Repetition, the question of art is
treated largely in terms of literature. With Guattari, and the pragmatic turn of thought
starting from Anti-Oedipus, Deleuze sketches a critique of interpretation and a logic
of multiplicities that allows him, after 4 Thousand Plateaus, to devote himself fully
to the semiotics of the image and artistic creation” (Sauvagnargues 2005: 13).
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9. Cf. DR, in Chapter 2, “Repetition for Itself,” the sections titled “The literary
system,” and “The phantasy or simulacrum and the three figures of the identical in
relation to difference” in the table of contents (DR 121-126).

10. And in this traversal, we are confronted by a new fact: before the emergence of
the assemblage, hence before the third version of Proust and Signs in 1973, Deleuze
always thought art through the literary artwork. His reference points are always
texts—by Proust, Masoch, Artaud, Klossowski, and Zola. It is only with 4 Thousand
Plateaus, precisely in this book where for the first time he establishes this renewal of
the question of art via a philosophy of nature, that Deleuze constructs a thought about
art that takes into consideration other domains of artistic creation (painting, music,
architecture, theater, and cinema). Is the “assemblage” the key concept of a more
general thought about multiple forms of art?
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Part 1

PROUST AND SACHER-MASOCH

Categories, Law, Madness

INTRODUCTION: FOUR, THREE, TWO

Proust and Signs was Deleuze’s first book dedicated to literature and a single
writer. It is perhaps for that reason that he returned twice to this text. In 1970,
he added to the 1964 edition a Second Part—*“The Literary Machine”—and,
in 1973, the Conclusion—"Presence and Function of Madness, the Spider”—
which had been previously published in a collective volume in Italy.! Proust
and Signs thus constitutes a unique laboratory in which to observe the meta-
morphoses of Deleuze’s thought.?

This process of rewriting Proust and Signs was almost inevitable. It was
Deleuze’s first book on literature and each displacement toward different
landscapes of thought compelled him to reformulate his initial approach to
Proust. Proust and Signs is hence a veritable thizome book whose contours
Deleuze will later define in relation to Kafka. The crossings of different
modes of thought provoke new editions, in a process of permanent change of
paradigms. On the basis of a single object, the Recherche, Deleuze proposes,
in three distinct editions, completely different concepts, models, and catego-
ries. These discontinuities make evident very subtle differences, displace-
ments, and microscopic gaps, which are the effect of enormous revolutions
in the whole of Deleuze’s oeuvre. Each augmented part functions as a new
ramification in which the new theoretical field appears as a new entry point.
It is symptomatic that this rhizome book focused on Proust. It is precisely on
the writer who made his work an experimentation on the idea of the literary
artwork and his novel a Bildungsroman, a novel of the invention of oneself as
narrator-hero, that Deleuze writes a book forever under construction. Marcel
Proust is the completed monument of an absolute fusion of the experience of
writing and a form of life. One must rethink /n Search of Lost Time each time

23
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there is a change in Deleuze’s way of understanding this fusion. It is as if,
as a point of departure, Proust and Signs had to be rewritten so that Deleuze
could believe in the density and the continuity of his own development. Both
Proust and Signs and the Recherche are books in progress and in permanent
reconstitution of themselves as their proper object. We must thus understand
this internal becoming, the order of fractures, of unraveled parts, that reveal
to us the unity of this multiple deployed between 1964 and 1973.

Proust and Signs is thus a paradoxical work. It makes visible the exis-
tence of enormous discontinuities in Deleuze’s thought and different ways
of reading the literary work of art, and, at the same time, it strives to create
the appearance of a harmonious continuity. If we think, for example, of the
definition of the Recherche itself, we immediately see three different concep-
tions. First the Recherche is presented as a story of apprenticeship, in which
the task of the narrator is to explicate the contents hidden in signs until there
is a revelation of essence, which the narrator has discovered through this
apprenticeship; in the 1970 edition, the Recherche is defined as a machine
that produces truth and as a machine that functions on the basis of a series of
transgressions of the laws of desire; finally, in the third part, the Recherche
is thought of via the figure of a web made by the narrator-spider as body
without organs. But, in the three editions, we also find different approaches
to the sign, different conceptions of the philosophy of Nature, different clas-
sifications of the faculties, different explications of the process of fiction,
composition, and even of writing. Deleuze’s book is a true work of education,
a book-life, almost a repetition of the Recherche.

Hence, an entire ensemble of different literary paradigms is manifest in
these diverse means of explicating the unity of Proust’s oeuvre. As we will
show, in the 1964 edition the Recherche is viewed from a Kantian perspec-
tive. The essence of the literary work is the consequence of the discordant
harmony between the faculties, which, according to Kant, defines the experi-
ence of the sublime. In the second edition, by contrast, a psychoanalytic view
dictates the explication of the work’s unity through its relation to the law, to
the forbidden. It is the horizon of Difference and Repetition and The Logic of
Sense that brings Deleuze back to Proust in 1970. This same horizon is the
basis of Masochism: Coldness and Cruelty (1967). We will see the extent to
which this book and the second edition of Proust and Signs are limited cases
of an Oedipal approach to the nature of literary fiction. In the third edition of
Proust and Signs (1973), after the publication of Anti-Oedipus, that is, at the
moment of rupture with the categories of Freud and Lacan, Deleuze projects
on the Recherche the point of view of his new schizoanalytic program.

Despite the appearance of a simple progressive amplification that extends
over almost ten years, the three editions of Deleuze’s book on Proust express
three virtually noncommunicating universes. It’s as if condensed in the three
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parts of Proust and Signs were almost all the major ruptures in Deleuze’s
thought during the 1960s and the early 1970s.

Reading Proust and Signs has become for me the most obscure object,
and for that reason, the most transparent laboratory of the method that guides
all of my research. To begin, my work with this book does not arise simply
from a respect for chronology. It is also an attempt to justify my approach
to Deleuze’s thought about literature. I am well aware of the excessive dis-
continuity of my reading method. My work underscores too strongly the
internal ruptures in Deleuze’s thought. My insistence on the appearance and
disappearance of certain concepts, on the mutation of the meaning of other
concepts, on the return of formulations that Deleuze himself disavowed—all
run the risk of a hermeneutical delirium. It is not sufficient to draw up an
internal history of Deleuze’s concepts. It is necessary, at the same time, to
show that this history forms a system, that is, it is related to other parallel
histories of concepts and that, in this ensemble of elements, the network is
reciprocally illuminating.

The place where the discontinuity in Proust and Signs is the most flagrant,
and at the same time the most symptomatic, is in the typology of signs—a fun-
damental concern throughout the whole book. In the three parts of Proust and
Signs, the system of signs is always an element of a wider constellation. Signs
lend themselves to thought only through their articulation with the system of
the faculties, the dimensions of time, the degrees of truth, and the modes of
incarnation of essence. This constellation, however, is not always configured
in the same fashion. And what is most striking is that the classification of signs,
or more precisely, their enumeration, decreases in each iteration. In 1964, the
exposition of the system of signs, the forms of time, the play of the faculties,
and the times of incarnation of essence are all articulated according to a regime
of four terms. This is no longer the case in the second part of 1970, “The Liter-
ary Machine.” Here, Deleuze follows a ternary model. Finally, the “Conclu-
sion” of 1973 is constructed according to a binary model. There is a striking
reduction of the number of signs when we pass from the first edition to the
third edition, although Deleuze never acknowledges this fact. Deleuze presents
four types of signs in the first part (worldly, amorous, sensible, and artistic).
In the second part, added in the 1970 edition, there are only three types, which
Deleuze calls “orders of signs.” Yet Deleuze does not reject the previous types
of signs. Rather, he regroups the four types of signs from the 1964 edition into
two orders (one composed of natural and artistic signs and the other of worldly
and amorous signs), while adding a third order of “universal alteration,” to
which correspond the signs of aging, illness, and death. Finally, in the 1973
Conclusion, Deleuze speaks only of two orders of signs, or better, of two types
of “sign-deliriums: deliriums of a paranoiac type of interpretation and deliri-
ums of an erotomaniacal or jealous type of demand” (PS 179).
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Can we say that it is the form of the objects of thought that determines the
way one thinks of them? Can it be that as long as the analyzed domains are
reduced in their elements, Deleuze is himself forced to reduce the number
of necessary categories to analyze these same domains? Although seductive,
this hypothesis seems improbable. The fundamental object of analysis is
always the same: In Search of Lost Time. The analyzed domains are always
the same: signs, faculties, the degrees of truth, the modes of essence, and
the dimensions of time. Deleuze’s effort is always to draw a complete map
of signs and to construct Proust’s semiotic system. It must be emphasized
that, from the first to the second part, the number of signs increases from
4 to 5. But then, how to explain the fact that the five signs are grouped in
three orders? The number of objects increases, but the classificatory structure
diminishes. This is more than a table of elements. It is a constellation and a
cartography. At each level of this constellation, the sign is revealed more and
more, in a movement of implication and explication with each type of faculty
or each line of time. The signs lead us to several universes and each universe
lets us perceive a new trait of the sign. Deleuze has constructed a veritable
table of categories of signs.

Therefore, it is not a question of drawing a correspondence between the
object and its model of intelligibility. Why then does Deleuze present this
system, first in four terms, then three, and finally two? Is it a matter of gradual
simplification, of purification, until reaching a final condensed formula? No, it
is not about a direct relation between the object and its model, nor a purification
of'the structure of this description. It is a question neither of the dimension of the
analyzed domain, nor of a simplification of thought. Rather, it is a question of
point of view, a question of the model of representation of thought in its signs—
faculties relation. The first part’s system of signs, written soon after Deleuze’s
book on Kant and the doctrine of the faculties, follows Kant’s system of the
faculties, the four Proustian signs corresponding to the faculties of sensibility,
imagination, memory, and thought. The second part of 1970, with its three
orders of signs, reproduces the Lacanian triadic structure of the symbolic, the
real, and the imaginary, and in the third edition (1973), the distinction between
paranoid signs of interpretation and schizoid signs of erotomania or jealousy
makes use of the binary model of schizoanalysis first presented in Anti-Oedipus
(madness/delirium, paranoia/schizophrenia, and molar/molecular).

We believe that this explains why, in the first edition, signs are mainly
related to the faculties and the incarnation of essence; in the second edition,
signs are derived from different figures of the law in its relation to desire; and,
finally, in the third edition, signs reproduce the opposition schizophrenia/
paranoia as a “non-Oedipal” delirium of signs.

Let us briefly enunciate this transformation in the paradigms or models of
the relation between signs and faculties. In the first part of Proust and Signs,
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there is a perfect correspondence between the four types of signs and the
system of the faculties, the dimensions of time, the forms of incarnation of
essence, and the degrees of truth. First, there are two groups of signs, mate-
rial signs (worldly, amorous and sensible) and immaterial or dematerialized
signs (artistic). They refer to four distinct faculties (intelligence for worldly
and amorous signs, involuntary memory and imagination for sensible signs,
and pure thought for artistic signs) as well as to four dimensions of time (time
that we lose, lost time, time that we recover, and recovered time). Each type
of sign implies, in turn, four types of truth: the truth of the emptiness, the
dullness, and the forgetfulness of worldly signs; the multiple, approximate,
and equivocal truth of amorous signs—the laws of the lie and the secrets
of homosexuality; the truth of “nothingness” and eternity of sensible signs;
and the truth of the absolute and spiritual eternity of artistic signs. To each
truth in turn correspond four relations between essence and signs (implica-
tion, explication, envelopment, and development). To each type of sign also
corresponds a certain modality that states the degree of individuality of the
incarnation of essence (on one hand, contingency: the generality of the group
of worldly signs and serial generality of amorous signs; on the other, neces-
sity: the specific individuality of sensible signs and the singular individuality
of artistic signs). What Deleuze presents is a true table of signs, constructed
piece by piece as an equivalence of the table of categories in Kant’s Critique
of Pure Reason.?

In the second part of 1970, the correspondences are still visible, although
the elements have changed. The structure of the division has also changed.
Signs, faculties, time, truth, and essence are no longer divisible into the
material and the immaterial, but a decisive element is introduced: death.
The binary structure (material/immaterial) that sustained the regime of four
times has incorporated this third element, that of aging and the movement
toward death. This element thus requires that the entire system be rethought
in terms of 3. There are now five types of signs (the fifth is that of aging,
death, and disease) that correspond to the three orders of signs (material and
immaterial signs and signs of death). The signs are no longer in relation with
the faculties, but with three types of machines (production of partial objects,
production of resonances, and production of universal alteration and death),
which are productions of truths. Hence, there are three orders of truth (the
truth of general laws of pleasure and sufferings; the singular truth of reminis-
cences and essence; the truth of universal alteration, death, and the produc-
tion of catastrophe). There are also three dimensions of time (lost time, time
regained, and the time of universal alteration). As concerns the faculties,
they are projected onto the planes of the real (sensibility), of the symbolic
(perception), and of the imaginary (imagination and thought). One can’t help
seeing the presence of Lacan in this three-term architecture and in the role
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played by the relation between desire and the law that is manifest in the new
signs—those of death, of aging, and of disease.

Let’s look now at the third edition. First, as concerns the faculties. They
widen with the signs according to the type of delirium. Thought is the fac-
ulty of the delirium of interpretation, whereas perception and imagination
are those of the delirium of an erotomaniacal or jealous type of demand.
The third Proust and Signs is thus characterized by two regimes of signs:
discursive and nondiscursive. The first are divided into the voluntary and
involuntary, and the second into signs of violence and signs of madness. The
latter are related either to the delirium of interpretation or to the delirium of
an erotomaniacal or jealous type. Time, in 1973, concerns discourse and var-
ies according to intensity, speed, and rhythm (time of denegation and time of
distanciation for a discourse of logos; and the unexpected time of madness).
Truth, as well as essence, is no longer in question, but one can say that if there
is truth and essence, they are those of delirium, of the discourse of madness,
of the narrator-spider who weaves his web.

But there is yet another level where it is possible to discover this discon-
tinuity among the three editions. As regards these differences on a plane we
might call formal—from four types of signs in 1964, to three types in 1970,
and finally two in 1973—it is possible to understand the extent to which this
progressive reduction of the number of signs is manifest in other domains.
This is the case, for example, in regard to the question of the unity of the
Recherche. The manner in which Deleuze approaches the idea of the Proustian
oeuvre undergoes significant changes. In the first Proust and Signs, Deleuze
is concerned with the unity and totality of the work (nonorganic but vegetal).
In the second edition, via the introduction of the third element, death, he is
interested in the nonunity, or in the unity of the fragmentary. The third part is
more radical. If death corresponded to the third element in the 1970 edition,
madness and delirium destroy this entire attempt at systematization. The idea
of the unity of the work—which had already become in 1970 the unity of the
fragmentary, that of transversality—is now thought on the plane of madness
and delirium. In 1973, the unity of the Recherche corresponds to the body
without organs, to the web of a spider in the process of spinning it.*

After this introduction to Proust and Signs, which we may call “structural,”
we are now ready to penetrate in depth Deleuze’s theses on art, on forms of
life, and on the modes of experience of the literary object.
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The Proust of 1964

Toward a Kantian Theory of Literature

FROM THE TABLE OF FACULTIES TO THE REGIONAL
ONTOLOGY OF ESSENCES

The first edition of the Proust book has a thoroughly classical structure.
Although the sign is the stated subject of the book, its main concern is a
theory of art, which, from the onset, is built on the forms of disclosure of
essence through aesthetic experience. But these essences, often presented as
Platonic Ideas, require an epistemological clarification. Deleuze must explain
how they are apprehended in art and how they allow themselves to be seen,
through what modality of experience they are exposed—which leads to a
theory of the faculties. Through the distinction of sensibility, memory, imagi-
nation, intelligence, and thought, Deleuze is able to show a correspondence
of nature between essence, which is given in art, and thought (pure thought is
even defined as the faculty of essences).

Hence, four great layers make up the book: a semiotics, an aesthetics, an
ontology, and a theory of knowledge. Their interrelation comes from a single
thesis: “Essence is precisely this unity of sign and meaning as it is revealed
in the work of art. Essences or Ideas, that is what each sign of the little phrase
reveals” (PS 40; trans. modified). Art alone can reveal the unity of a sign and
its sense, and through that unity, it gives pure thought access to essence.

More than this composition of layers, that which above all gives the book
its classic architecture, is the role attributed to the theory of essence. In fact,
signs, art, and the faculties are all defined in relation to essence. Essence
always establishes the link between the sign and its sense, and this link
emerges above all in aesthetic experience. This connection between sign
and sense within essence is not homogeneous. It contains diverse degrees of
necessity and intimacy. From sensible signs to worldly, amorous, and artistic

29
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signs, the link between sign and sense goes from contingency and abstraction
to the highest fusion and individuation, but it is always given by essence.’
For its part, art is explained as a process of unveiling the essence or Ideas.
The incarnation of an essence in the work (in the canvas, in the little musi-
cal phrase, etc.) gives it its real existence, independently of the instruments,
sounds, or materials in which it is incarnated. On the other hand, the indepen-
dent existence of essences explains the ensemble of faculties. Although pure
thought alone apprehends, in the artwork, essence in its most individualized
ideality, all the other faculties, in their involuntary exercise, exist only in
order to do violence to thought, in order to force it to think essence.®

Thus, the concept of essence, in the 1964 version, is the first indication of
the unity of Marcel Proust and Signs. From its determination proceeds the
intelligibility of each of the layers that constitute this reading of the Recher-
che. And yet, the concept of essence is the most obscure concept. It is difficult
to think the concept in itself. Deleuze always presents it as something else.
If essence is, for example, that which forms the link between sign and sense,
apparently it is nothing other than this link. Deleuze defines “essence” as the
foundation of this relation between the two. “Beyond the sign and the sense,
there is Essence, like the sufficient reason for the other two terms and for their
relation” (PS 90-1; trans. modified).” It is the same within the concept of art.
Essence is simultaneously that which gives itself to be seen and which con-
stitutes this given. Deleuze says that “the revelation of essence (beyond the
object, beyond the subject himself) belongs only to the realm of art” (PS 50).
And when we try to understand this concept of art where essence is revealed,
we discover that the idea of art already contains the concept of essence.
“Identity of a sign as style and of a sense as essence: such is the character
of the work of art” (PS 50; trans. modified). Art is this sign where there is a
perfect identity between sign and sense, as the presence of essence in style.
Essence is the sufficient reason of the structure of the sign, the foundation of
the link between sign and sense. Hence art unveils essence, but, circularly,
because art is essence in its absolute realization.

This circular definition of the sign and essence, or of art and essence, can
also be found in relation to the concept of apprenticeship—the grand subject
of the Recherche. As Deleuze likes to emphasize, the entire work is a long
journey toward penetrating the world of essences. To learn is to disengage in
the sign its sense as essence. But apprenticeship does not proceed via abstrac-
tion nor proceed by the direct intuition of the idea. It requires all the painful
experience of the world, the series of lost loves, and the unfulfillment of all
expectations. Signs must be revealed as deceiving; the object to which they
refer does not give us the secret that we seek. Only this nothingness, this sole
refutation of objective interpretation, leads the author to seek something else
behind the sign. That something else can only be a subjective investment in
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its sense. Deprived of the possibility of relating signs to their designatable
objects, the hero of the Recherche tries to grasp signs as subjective projec-
tions, as a surplus of signification attributed by memory and imagination.
One only arrives at essence through a double movement: disappointment and
compensation. “Each line of apprenticeship undergoes these two moments:
the disappointment afforded by an attempted objective interpretation, then
the attempted remedy of this disappointment by a subjective interpretation in
which we reconstruct associative series” (PS 16).

We see that if the concept of essence is the key to the aesthetic theory of the
Recherche, its explication leads to a definition of the artistic object as sign.
Ultimately, the theory of essence depends on a singular semiotics. Deleuze
must draw up a complex system of signs in order to disengage the plurality of
the forms of essence. And from the sign to essence, all the layers of Marcel
Proust and Signs are reinvented. The sign becomes the unity of the Recherche
precisely because it is the touchstone of the entire system of reference, that is,
of the entire process of the reciprocal definition of faculties, time, and essence
in aesthetic experience. Thus, we must reconstitute this system of signs in
order to understand the originality of the theory of essence.

As we have seen, signs are, at the same time, the unity and the plural-
ity of the Recherche (cf. PS 4). They constitute the central object of the
Recherche—the novel is the educational path of the narrator in his appren-
ticeship in signs. First, he must know where to find signs, know when a thing,
a gesture, and a scenario, are transformed into a revelation of something else,
are transformed into a means of referring to another feeling, another gesture.
Apprenticeship is presented afterward, as the exploration of these different
worlds of signs, that is, as their interpretation. This apprenticeship is the
functioning of the “story of education” [récit de formation] that constitutes
the Recherche. 1t is also by their properly multiple nature that signs are the
cause of the pluralism of the Recherche. Signs are plural in themselves, and
they always refer to a larger system of elements of another nature, irreducible
to a semiology that may be called pure (where the sign would refer to another
sign, always in a conventional system, in a constructed language). The sign
that Deleuze offers us is a sign that forms part of a system of heterogeneous
reference.® Things themselves are signs. They refer directly not only to other
things but also to senses—memories, sensations, and thoughts.

We may even apply to signs the presentation of the concept of the rhi-
zome in A Thousand Plateaus. Like the rhizome, signs are elements of a
simple universe, yet complex by their very simplicity. It is a universe of n
elements, n relations, and n encounters between elements. A universe where
everything circulates and repeats by its very difference. It’s a transverse uni-
verse, in which encounters succeed themselves in pure difference. “Circula-
tion is substituted for ascension. Signs circulate, repeat in pure difference, in
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itself, outside all progression, all integrative dialectic, any finality” (Schérer
1998: 72).

Apprenticeship, that is, the unitary reconstruction of the world through
signs, takes place by following lines. The ways of Méséglise and the Guer-
mantes, for example, are lines of apprenticeship. Deleuze fashions the idea
of apprenticeship as a series of oppositions (cf. PS 3—4). Apprenticeship is
defined not by a recollection or a memory, where time past has an existence
that needs to be discovered, but by experience turned toward the future,
which is formed not in a linear time, but in several lines of time. Apprentice-
ship is experimental; it is a process, a knowledge [savoir] that is constructed,
and not an abstract knowledge, built on a past that is already frozen. In the
Recherche, according to Deleuze, apprenticeship involves the education of a
man of letters, where the truth he seeks is never revealed except at the end, in
the work of art that itself is described as the story of that education—the loves
of a young man, his initiation into the world, his first passion, his literary
discoveries, and so on. Proust’s work is the path of the narrator’s education
in the apprenticeship in signs, and the goal of this apprenticeship is art, where
the narrator finally discovers spiritual sense or absolute essence.

There are many criteria for classifying signs, but these same criteria are
also established from two different points of view—that of an apprenticeship
in process and that of the process’s final revelation. Deleuze presents this
system of signs via seven criteria and two points of view. Thus, signs can be
considered according to (1) the matter in which they are fashioned; (2) the
manner in which something is emitted and apprehended as not only a sign
but also the dangers that derive from an objectivist or a subjectivist interpreta-
tion; (3) the effect and the kind of emotion they produce in us; (4) the nature
of sense, and the relation signs establish with sense; (5) the principal faculty
that explains or interprets them; (6) the temporal structures or lines of time
implicated in them and the type of truth corresponding to them; and finally
(7) essence (see PS Chapter 7: Pluralism in the System of Signs, 84-93).

There are thus four types of signs (worldly, amorous, sensible, and artistic)
that correspond not only to four objects that emit them (1. Emptiness; 2. The
face, the skin, the cheek; 3. Odors and tastes; 4. The web, the musical score)
but also to the subject who apprehends and interprets them (1. See and hear;
2. Swear, give homage to the object; 3. Observe and describe the sensible
entity; 4. Work, force oneself to think the significations and objective values)
without ever taking recourse to a play of subjective associations. Each type
of sign provokes a specific emotion: (1) nervous exaltation; (2) suffering and
anguish; (3) extraordinary joy and yet more anguish; and (4) pure joy. The
nature of the sense of signs depends on four relations that they may establish
with sense: (1) empty nature in a relation that claims to valorize sense; (2)
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duplicitous nature in a contradictory relation in which sense reveals itself at
the same time that it hides itself; (3) truthful nature, even with the opposition
of survival and nothingness; and (4) immaterial and spiritual nature in a closer
and more intimate relation. To each sign corresponds a determined faculty
that develops the sense of the sign: (1) intelligence for the nervous exaltation
that must be calmed; (2) intelligence for the sufferings of sensibility that must
be transformed into joy; (3) involuntary memory and imagination, which are
born of desire; and (4) pure thought in the quality of the faculty of essences.
But the interpretation of sense implies, on the other hand, a certain time.
There are many temporalities, many forms of the experience of time in the
development of sense: (1) the time one loses because the signs remain empty
at the end of interpretation and at the end of the process of their development;
(2) lost time in the signs of love; (3) the time one regains through sensible
signs; and (4) time regained in artistic signs. The different types of signs are
apprehended by different types of faculties, but these faculties are engendered
by the signs they capture, according to specific temporal relations. And this
triad of sign—faculty—time is formed ultimately in the movement toward the
discovery of essence in the experience of art.

Thus, what Deleuze presents in Marcel Proust and Signs is a veritable tran-
scendental table of aesthetic experience: four types of signs, four faculties,
four forms of time, and four moments in the movement from sense to essence.
It is not possible to determine which of these dimensions of experience—
semiotic, epistemological, phenomenological, and ontological—is the ulti-
mate condition, the foundation of art. There is a common and simultaneous
genesis of the known objects, the modes of apprehension, the lived temporali-
ties, and the discovered essences.

One may say that, rather than constituting an approach to the broad ques-
tions of literature—such as the status of the narrator, the nature of fiction,
the unity of the work, or the form of the pleasure of the text—this system
of general reference among signs, faculties, times, and essences in aesthetic
experience indicates a much older and fundamental preoccupation: the pro-
gram of transcendental empiricism. Indeed, the Recherche is the great labo-
ratory where one may discover this simultaneous genesis of the experience
of art and its condition of possibility, where the condition is no larger than
the conditioned, and the transcendental is not the form of a simple replica
of the empirical. Which means that the Proust book can be understood only
as the decisive chapter of this project of a new empiricism. And this project
must be found elsewhere, in Deleuze’s books on Hume (1953), Nietzsche
(1962), and Kant (1963). The understanding of the architecture of signs and
faculties in the Proust book passes through these three books. They are its
speculative horizon.
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TRANSCENDENTAL EMPIRICISM: NIETZSCHE BETWEEN
THE GENEALOGY OF MORALS AND THE GENEALOGY
OF THE FACULTIES

From his first book, Deleuze believes that philosophy will never be respon-
sive to its Kantian heritage unless it is recognized as a “transcendental”
experience, that is, as the clarification of the conditions of experience. The
object of philosophy, according to Kant, is not true knowledge, but the
subjective conditions of the validity of science; not morality, but that which
makes us capable of following imperatives; not the objects of art, but that
which provides us with the faculty of being affected by a form in a judg-
ment of beauty or the sublime. Following Maimon’s objections to Kant,’
Deleuze wants, on one hand, to renew the transcendental program in a gen-
esis of conditions, in their inscription in experience, and on the other hand,
to prevent the transcendental from being a mere copy of the empirical.
Deleuze defines his theoretical project as a “transcendental empiricism” in
a double sense: as the search for the conditions, not of possibility, but of
the actuality [effectivité; the French translation of Kant’s Wirklichkeit] of
knowledge, and as the presentation of the transcendental plane, not accord-
ing to a method of deduction of the faculties but according to a method of
genesis.

The Proust book, in its complex architecture of signs, faculties, times, and
essence, cannot be understood outside this project. Indeed, it represents a
new response to the problem left open in the books on Hume, Nietzsche, and
Kant. As we will attempt to show, it is only through a “transcendental” read-
ing of the Recherche that Deleuze is able to form a genetic description of the
conditions of the actuality [effectivite] of experience. Hence, we must briefly
survey Deleuze’s readings of Hume, Nietzsche, and Kant in order to grasp
the extent to which the Proust book represents the completion of the project
of a superior empiricism.

The difference between transcendental idealism and transcendental empiri-
cism is a difference not only of method, but also of object, of the modal
determination of the object. Kant defines the program of a critical philosophy
as the clarification of the conditions of possibility of experience. For Kant,
the condition is that which renders something possible, that which possibil-
izes the conditioned. Kant ends up transforming the idea of a description of
the conditions of possibility of knowledge into a description of the conditions
of possible knowledge or better, of knowledge insofar as it is possible. Ulti-
mately, Kant wants to understand the nature of the knowledge of the possible,
the nature of the knowledge that has for its object, not the domain of the actu-
ality [effectivité] of theoretical, moral, or aesthetic experience, but that of its
existence as possibility, as existing in itself as a possible world.
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In Kant, the ultimate explication of conditions, as the exposition of the
possibility of the phenomenon, goes back to a quasi-psychology of the
anthropological dimensions of possible experience. Kant traces the condition
of possibility to an anthropological figure of the possible: that of the having-
the-power-of, that is, the being-capable-of, and the having-the—faculty-of.
Knowledge is possible because the subject of knowledge is determined by
an ensemble of possibilities of knowledge and by an ensemble of “faculties”
(Verméogenheiten).

It is this displacement instituted by Kant—which transforms the transcen-
dental question of a theory of possibilities into a theory of faculties—that
interests Deleuze. And all of his 1963 book on Kant is an exploration of both
the architectural complexity and the simplicity of the theory of faculties in
the three Critiques. From the distinction among faculties whose nature is
determined by the diverse relations of a representation in general (faculty of
knowing, faculty of desiring, and the feelings of pleasure and pain) and the
distinction that designates the specific sources of representations (sensibil-
ity, understanding, imagination, and reason), Deleuze moves to the relations
among these two senses or series of faculties. The question will concern the
type of legislation that is established among them. What is the faculty, as
source of representations, that governs in the faculties as relation? This is
Kant’s famous thesis that the understanding is the faculty that governs the
formation of knowledge. “In each Critique understanding, reason and imagi-
nation enter into various relationships under the chairmanship of one of these
faculties. There are thus systematic variations in the relationship between the
faculties, depending on which interest of reason we consider. [. . .] In this
way the doctrine of faculties forms the real network which constitutes the
transcendental method” (KCP 10).

In taking up Kant’s transcendental project—even if he transforms the
inscription of the conditions of possibility of experience into conditions of
its actuality [effectivitée]—Deleuze thus takes up the most obscure theme of
this project—precisely, the theme of the faculties. And up to Difference and
Repetition—above all in this work—Deleuze never ceases to affirm that one
of the tasks of philosophy is that of understanding the nature, the modes of
usage, and the passion that are proper to each faculty. This task requires a
transcendental empiricism, that is, a description of each faculty that does not
make the transcendental a tracing of the empirical, but that grasps the fac-
ulty according to the manner whereby it apprehends that which in the world
concerns it exclusively and which it gives birth to in the world. “Despite the
fact that it has become discredited today, the doctrine of the faculties is an
entirely necessary component of the system of philosophy. Its discredit may
be explained by the misrecognition of this properly transcendental empiri-
cism, for which was substituted in vain a tracing of the transcendental from
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the empirical. [. . .] Our concern here is not to establish such a doctrine of fac-
ulties. We seek only to determine the nature of its requirements” (DR 143—4).

This project of a new understanding of the faculties is older than Deleuze’s
work on Kant. Already in his 1953 book on empiricism, Deleuze sought to
present Hume as someone who, through the role attributed to the imagina-
tion and to habit, inaugurated the transcendental point of view.!° This was
a small displacement, but sufficient to open a new territory of problems. In
contrast to traditional empiricism, which dissolves subjectivity into the facts
of experience, there is in Hume the discovery that experience always already
goes back to something that makes it possible and that is not completely
contained in experience—it thus goes back to a faculty of experience. In the
case of Hume, that condition is habit, the synthesis of repetition, as activity
of the imagination.!' Kant may even be presented as a simple reversal of the
Humean problem of the relation between the given and the subject.!

To return to Hume when considering the critical program is to construct in
parallel a comprehension of the condition and a comprehension of the genesis
of this same condition on the basis of that which it conditions. Between Hume
and Kant, between, on one hand, the question of subjectivity and imagination
in empiricism (the 1953 book) and, on the other hand, the theory of the imagi-
nation as center of the faculties in critical philosophy, ten years later, Deleuze
always works on a double register. At the same time that he reconstitutes the
general system of faculties in Kant, at the same time that he shows the articu-
lations and the dissonances among sensibility, imagination, understanding,
and reason in the manner each faculty refers back to and presupposes all the
others, Deleuze prepares his empirical point of view on the transcendental
field through his return to Hume and the objections that Maimon formulated
against Kant.

If the condition possibilizes, and if the faculty is that which makes possible
the appearance of something, the faculty is also made possible by the object
that it makes possible. If the conditions of possibility in every representation,
that is, the faculties of knowing, of desiring, and the feelings of pleasure and
pain, are the subjective foundation of the appearance of an object, it is also
this object, in its appearance, that makes possible the faculties that apprehend
it. Thus, in Deleuze there is the idea of a new method for the transcenden-
tal program: the idea of a genetic description of the ensemble of faculties
starting from the relation of every representation with something other. In a
word, the faculty must be plastic, it must metamorphose with the object that
it apprehends and the representation that it makes possible. It must itself be
inscribed in experience as its condition—which means, tracing the genesis of
the faculties, clarifying the conditions, no longer of the possibility, but of the
actuality [effectivité] of knowledge, that is, thinking how the faculties, where
the object appears, are themselves derived from the appearance of the object.
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After his book on the theory of the imagination in Hume, Deleuze attempts
a new approach to the idea of a superior empiricism through Nietzsche. In a
completely surprising fashion, he makes the theory of the will to power the
new principle for understanding the conditions of the actuality [effectivité]
of experience. Defined as a plastic force internal to forces and to representa-
tions, the concept of the will to power offers not only a genetic approach,
but above all a genealogical method, that is, a method that can determine the
active or reactive origin of the faculties and their usage.

It is not evident that Nietzsche and Philosophy (1962) contains a new the-
ory of the faculties. On the contrary, this book seems to be only an exaltation
of new principles of the relation between sense and value and a new art of the
affirmation of life. And we know that Nietzsche and Philosophy provides the
great leitmotif that traverses the entire oeuvre of Deleuze: an ethic of joyous
encounters founded on a vitalism of immanence. Yet, although in an almost
secret fashion, the great question of the faculties is addressed here once more.
Deleuze wants to know how imagination, memory, and reason are turned
against life in order to curse it. His question will thus be: how can one build
new faculties that will be the supreme benediction of the fundamental forces
of each individual, of each event?

The starting point of his reading of Nietzsche is the most paradoxical.
Before even showing the extent to which Nietzsche’s works contain decisive
elements for a new theory of experience, for a new understanding of the con-
ditions of the actuality [effectivité] of knowledge, Deleuze recognizes in the
theory of the “will to power” itself the status of a superior empiricism. In the
apparently simple idea that in every event there is a conflict between forces
struggling for the intensification of their power/capacity [puissance], Deleuze
discovers a completely post-Kantian program—at the same time ontological,
epistemological, and ethical. He underscores, in the concept of the will to
power, its double condition as an extrinsic definition and a real definition of
forces. The will to power expresses the fact that a force only exists in conflict
with other forces in the combat for the augmentation of power. Yet on the
other hand, the will to power is the internal dimension of every force, that
which wills in force. As complement of force and as that something internal
to the will—“force is that which can, will to power is that which wills (La
force est ce qui peut, la volonté de puissance est ce qui veut)” (NP 50)—
Deleuze can thus say that the will to power is at once an empirical fact and a
transcendental thesis, at once a point of view of the relational nature of each
force and a principle of explication of this relation as differential relation of
domination among forces.

Deleuze attributes to the will to power the status of a principle that con-
denses the perfect realization of transcendental empiricism. “If [. . .] the will
to power is a good principle, if it reconciles empiricism with principles, if it
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constitutes a superior empiricism, this is because it is an essentially plastic
principle that is no wider than what it conditions, that changes itself with the
conditioned and determines itself in each case along with what it determines”
(NP 50). This plasticity of the will to power derives from the fact that it plays
a triple role in the determination of forces. It is a principle that is (a) differen-
tial, (b) genetic, and (c) genealogical, that is, a principle (a) that explains the
simultaneous formation of relative differences of quantity among forces, (b)
that explains the status of domination among them, and (c) that also explains
the formation of the absolute differences of their respective quality. Every
force is a quantity by which it establishes differences with other forces, and
that quantity defines its condition as dominant or dominated. But this relation
of domination is not indifferent to the type of force in question. There are
active dominant forces. However, reactive forces, those whose only action is
reaction, can also be dominant. And the difference between a dominant active
force and a reactive dominant force is determined neither by the difference
of quantity nor by the condition of domination. It is related to an absolute
internal quality, to an essence, and to a lineage. Even when dominated, an
active force does not become reactive because of this simple fact. The differ-
ence of quality is almost innate. As regards relations of domination, there is
a hierarchy. That hierarchy has a genesis, but that genesis is much older than
the relations of domination in which each force is engaged at each instant. As
regards its genesis, there is thus a genealogy of forces, a principle of absolute
differentiation between types of forces, between forces whose action is affir-
mation and forces that act through negation.

The will to power is thus a three-dimensional principle: it is the principle
that determines the difference (strong or weak), the status (dominant or
dominated), and the type (active or reactive) of each force. The will to power
explains the genesis of differences, the relations of domination, and the gene-
alogy of forces.!* From an empirical point of view, the differential element
engenders the genetic and genealogical elements. But from the point of view
of principles, the genealogical dimension founds the genetic dimension of
the will to power and its differential dimension. Because a force is active,
it affirms its quality as power of domination in establishing differences of
quality and of quantity with other forces. The birthplace of forces is thus the
difference between forces, but this difference is determined by their genesis
(dominant or dominated), which derives from the quality of their power
(active or reactive).

But it is not solely by this condition of the plastic principle that Deleuze
presents the will to power as the key principle of the project of a superior
empiricism. The study of the will to power according to its manifestation
contains a new theory of the faculties, a theory of their genesis, of their dif-
ferentiation, and of their disorganization and their harmony.
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Through its relational character, each force is already, in itself, a faculty.
Because it is always, already, a power of being affected by other forces,
each force is a sensibility. “The relationship between forces in each case
is determined to the extent that each force is affected by other, inferior or
superior, forces. It follows that will to power is manifested as a capacity for
being affected” (NP 62). Hence, the first manifestation of the will to power
is an affective power. Deleuze repeats Nietzsche’s affirmation that the will to
power is “the primitive affective form” (NP 62). This power of being affected
is not a strictly physical determination, is not the simple fact of receiving,
in the quantity of its force, the inscription of the quantitative differences of
other forces with which it is in relation. This power is a faculty, or better, it
is the primordial faculty: it is sensibility, the faculty of sensation as active
affectivity. “The power of being affected is not necessarily a passivity but an
affectivity, a sensibility, a sensation” (NP 62; trans. modified). And Deleuze
goes further in this equivalence between will to power and faculty, to the
point of making the will to power nothing less than a faculty. According to
Deleuze, sensibility is neither the effect of relations of forces nor something
that is added to force in order to allow it to enter into a relation. Because
every force is movement through the augmentation of power, it must have the
power of sensing differences of power. Thus, the will to power is that which
gives force its power of being affected, its sensibility; it is that faculty itself,
and it is the sensibility of force: “the will to power manifests itself as the
sensibility of force; the differential element of forces manifests itself as their
differential sensibility” (NP 62-3). Hence, Deleuze can cite Nietzsche: “The
will to power is not a being, not a becoming, but a pathos” (NP 62). The will
to power is nothing more than the sensibility of force, nothing more than the
power of being affected, nothing more than a pathos.

To mark more precisely the difference between this Nietzschean concept of
the faculty and Kant’s, to indicate the fact that, in the description of faculties,
it is a matter of a theory of the conditions of actuality [effectivité], and not
the conditions of the possibility of experience, Deleuze says of each force’s
power of being affected, “This power is not an abstract possibility, it is nec-
essarily fulfilled and actualized at each moment by the other forces to which
a given force relates” (NP 62; trans. modified). To each actualized instant,
to each filled instant, and filled by that which affects it, the power of being
affected does not thereby lose its condition as power, nor does it become the
pure form of an omnipresent matter that it fills. It is the instantaneous fill-
ing of the power of being affected that gives the will to power its status as a
condition that is no larger than the conditioned, its status as a plastic principle
that changes with its object.' On the other hand, this instantaneous actual-
ization proves that each faculty only comes into existence in the play, in the
disaccord with other forces—which thus are only other faculties. There is no
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exercise of sensibility that is not, at the same time, a dissonant accord with
other sensibilities.

With this new concept of the faculty, at once primitive, presubjective, and
actualized at each instant in its relation with other faculties, Deleuze has a
naturalistic model of the post-Kantian project of a transcendental empiricism.
And the entirety of the Nietzsche book is the description of the system of fac-
ulties starting from this primitive faculty, from this will to power as pathos.
The big question thus will be typological: in each conflict among faculties,
where the primitive degree of power is that of being affected by other forces/
faculties, which is active and which is passive?

On the basis above all of a commentary on The Genealogy of Morals,
Deleuze traces the long history of the metamorphoses of this primitive pathos
that defines the will to power. The invention of the human is the long process
of the production of new faculties such as memory, imagination, and reason.
All these faculties have a simultaneous genesis, and always in a relation of
conflict among forces, in relations of violence. There is no linear genesis of
faculties. In the combat among wills to power, types are produced, which are
differences of essence in the faculties. Like forces, there are active and reac-
tive forces, or rather, active and reactive uses of faculties.

This genealogical approach affords the Nietzsche book a typological, or
rather, “ethical,” perspective on the transcendental domain. According to
Deleuze, up to this point reactive forces are forces that inscribe their negative
will in the history of the faculties. Imagination, memory, reason—in a word,
knowledge [connaissance]—is above all an organ of ressentiment, of revolt
against life. For this reason, the genetic description of faculties must itself be
doubled by a genealogical description, by a symptomatology of forces, which
is at the origin of certain reactive forms of knowledge. The program of tran-
scendental empiricism becomes an essentially Nietzschean program: it must
produce a transvaluation of values in the construction of thought, liberate the
faculties from their reactive history, and make them become affirmations of
life. Transcendental empiricism in Deleuze’s Nietzsche book is thus (a) a
genetic description of the faculties starting from the primordial faculty, that
is, starting from the will to power as pathos, (b) a genealogy of these facul-
ties, that is, a typology of their usages, and (c) the program of a new image
of thought.

The Genealogy of Morals—"“Nietzsche’s most systematic book” (NP
87)—is presented by Deleuze as an immense genesis and genealogy, not just
of morals, but of the faculties through which the moral and reactive forces
have triumphed over life. And Deleuze treats each of the three essays of this
book as relevant to the analysis of a specific faculty.

The first essay on the origin of the concepts of “good” and “bad” shows
how the negative produces the imagination, as faculty of fiction, the
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imaginary, and mystification. “We know that reactive forces triumph by
relying on a fiction. Their victory always rests on the negative as something
imaginary: they separate active force from what it can do. Active force thus
becomes reactive in reality, but as a result of a mystification. From the first
essay Nietzsche presents ressentiment as ‘an imaginary revenge’” (NP 87).
Deleuze here introduces a thesis that will attain its full importance only in his
book on Sacher-Masoch. The imagination has its origin in a gesture of nega-
tion of the real. It is not a matter of a simple process of the de-realization of
the world of perception, as in Sartre, from whom Deleuze takes his inspira-
tion. Here, the real is the object of a feeling of vengeance. The reactive forces,
those that cannot stand the fundamental violence and cruelty of life, invent
another world that they mythologize as the true and the good. It is in the name
of this imaginary world that they can curse life. But even this vengeance is
only imaginary. It is the displacement of vital forces onto a fiction. The fac-
ulty of the imagination, thus, not only has its roots in a reactive will, not only
is it the organ of negation. But it also produces imaginary worlds, it invests
the negative in the will to a nothingness, in the desire for a fiction.

The second essay, dedicated to the concepts of “bad conscience” and “res-
sentiment,” describes the genesis of memory. Memory also has a negative
origin. It is at the root of ressentiment, a consciousness that never forgets the
traces of the pains it suffers and that it wants to avenge in becoming reactive:
“when the trace takes the place of the excitation in the reactive apparatus,
reaction itself takes the place of action, reaction prevails over action” (NP
114). The inscription of traces, the retention of the past, the sedimentation
of unhappy sensibility, of wounded sensibility—memory constitutes itself
as reaction. It thus produces a fold of the will to power on itself, a move-
ment of revolt against the will, in a word: consciousness as bad conscience.
Memory comes to double imagination; it is this first movement of the fold in
the interior of excitation that produces the reaction to the trace as mechanism
of negation.

However, Deleuze underscores another usage that Nietzsche attributes to
memory: an active use, affirmative. It is a matter of the cruelty of the body of
man that is constitutive of all culture, as invention of a power of promising—
man is the animal who remembers his debts and promises. Memory—as
memory of the future—can therefore become, in the hands of active wills,
the affirmative faculty par excellence. “Culture endows consciousness with a
new faculty [. . .] memory. But the memory with which we are concerned here
is not the memory of traces. This original memory is no longer a function the
past, but of the future. It is not the memory of the sensibility, but of the will. It
is not the memory of traces but of words. It is the faculty of promising, com-
mitment to the future, memory of the future itself. [. . .] The faculty of prom-
ising is the effect of culture as the activity of man on man; the man who can
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promise is the product of culture as species activity” (NP 134). This memory
of the future becomes a fundamental instrument of creative wills. Superior
men, those who have no need of articles of extreme faith, engage their action
not in imaginary futures, not in fictions of imagination, but through promises
that they want to remember. They invent the sense of their action through the
memory of the will.

There is a second affirmative use of memory: as faculty of forgetting.
When this memory becomes “a digestive, vegetative and ruminative sys-
tem, which expresses ‘the purely passive impossibility of escaping from the
impression once it is received’” (NP 112), it asphyxiates the movement of the
will toward new possibilities of life. Memory can transform itself into a heavy
mechanism, a spirit of gravity. A new power of the faculties is therefore
needed, a new form of the will to power. “Psychology’s mistake was to treat
forgetting as a negative determination, not to discover its active and positive
character. Nietzsche defines the faculty of forgetting as ‘no mere vis inertiae
as the superficial imagine [. . .] but a plastic, regenerative and curative force’”
(NP 113). Memory is the most fragile of the faculties. It is doubly active: as
faculty of promising and as faculty of forgetting. But, at the same time, it is
at the origin of ressentiment and of bad conscience when it becomes the mne-
monic mechanism of traces and excitations. Deleuze thus says: “this faculty
is in a very special situation: although it is an active force it is delegated by
activity to work with reactive forces” (NP 113). Ressentiment, that reaction
which, at the same time, becomes sensible and ceases to be acted, is truly the
inversion of the productive sense of this power of being affected that consti-
tutes the will to power. Instead of the movement that goes from pathos to the
invention of new possibilities of life as memory of the will that can promise,
ressentiment is the reign of a fixed memory, frozen in pathos.

According to Deleuze, the third essay of The Genealogy of Morals, on the
origin of the ascetic ideal, seeks to determine the mechanisms of the produc-
tion of a third faculty: the faculty of rules and imperatives, and above all the
faculty of the true, the faculty of knowledge [connaissance]. The third essay
is thus the site for understanding the origin of reason. Deleuze establishes
more than a genesis of reason; he establishes an opposition between reason
and thought or between knowledge [connaissance] and thought.

Nietzsche was the first to establish an opposition between knowledge and
thought. Knowledge has become a reactive faculty, determined by the myth
of the true and the good. It condemns life, but as organ of a certain type
of life, as instrument of wills that do not will to the extent of their limits.
“Knowledge is opposed to life, but because it expresses a life which con-
tradicts life, a reactive life which finds in knowledge a means of preserving
and glorifying its type” (NP 100). The opposition between “knowledge” and
“thought,” Deleuze recognizes, is Kantian. “(Here again, is this not where a
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Kantian theme profoundly transformed and turned back against Kant?) When
knowledge becomes a legislator, the most important thing to be subjected is
thought. Knowledge is thought itself, but thought subject to reason and to all
that is expressed in reason” (NP 100-1). Now, the question is: How should
we define thought beyond knowledge, beyond reason? This is the first time
Deleuze introduces his grand theme of a new image of thought. He presents
it as a discovery of Nietzsche’s, as the last chapter of his typology of facul-
ties. “A new image of thought means primarily that truth is not the element
of thought. The element of thought is sense and value. The categories of
thought are not truth and falsity but the noble and the base, the high and the
low, depending on the nature of the forces that take hold of thought itself”
(NP 104). The consequence of this typological image of thought is enormous.
Because the genesis of the faculties has led to a genealogy of knowledge, that
is, to a history of the triumph of reactive wills over reason, the new image
of thought will designate the beyond of the faculties. Deleuze presents the
Nietzschean image of thought as a second power/capacity [puissance], a sec-
ond power [pouvoir], beyond the power [pouvoir] of the faculties. “Nietzsche
proposes a new image of thought. Thinking is never the natural exercise of a
faculty. Thought never thinks alone and by itself” (NP 108)."* On the other
hand, thought is the direct expression of an affirmative life that goes beyond
the limits of knowledge, and goes beyond life itself. “Life goes beyond the
limits that life fixes for it. Thought ceases to be a ratio, life ceases to be a
reaction” (NP 101). And this affinity between thought and life, where life
makes thought an active experience and thought transforms life into some-
thing affirmative, is, according to Deleuze, the essence of art. Art is the
point where affirmation comes to confirm the activity of an active will. But
Deleuze says virtually nothing about art in his Nietzsche book.!* We must
wait for his book on Kant, published the next year, and above all the Proust
book, two years later, for art to be transformed as a fundamental perspective
on transcendental empiricism. Art will be the laboratory for the description
of the genesis of the transcendental field itself.

This absence of a theory of art in the Nietzsche book poses a question, per-
haps one of the most fundamental among those that concern the first period
of Deleuze’s development. How can we explain the fact that, immediately
after the Nietzsche book, Kant becomes the center of Deleuze’s work? If it
is true that, in the Nietzsche book, Deleuze often says that the idea of the
internal genesis of the faculties from a genealogy of the types of forces they
express makes The Genealogy of Morals the true realization of the Critique
of Pure Reason, why write a new book on the faculties from the point of view
of Kant?

The refutation of this Kantian point of view was definitive in 1962. What
was lacking in Kant was the genesis of the faculties from the description of
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the conditions of experience that are no larger than that which they condition,
and the genealogy of the faculties from a typology of the forces they express.
“Kant does not realize his project of immanent critique. Transcendental
philosophy discovers conditions which remain external to the conditioned.
Transcendental principles are principles of conditioning and not of internal
genesis. We require a genesis of reason itself, and also a genesis of the under-
standing and its categories: what are the forces of reason and of the under-
standing? What is the will which hides and expresses itself in reason? What
stands behind reason, in reason itself? In the will to power and the method
which derives from it Nietzsche has at his disposal a principle of internal
genesis” (NP 91). Nietzsche thus realizes the Kantian critical project: a true
comprehension of transcendental principles as genealogical principles, and a
genesis (and not a deduction) of the faculties. In The Genealogy of Morals,
by way of an interrogation of the forces that are at the origin of the faculties
of memory, imagination, understanding or reason, and the establishment of
an alternative history of reason, which entails the affirmative use of the facul-
ties (as active power of forgetting, of the fiction of gods who love cruelty, of
thought), Nietzsche brings transcendental philosophy to completion, without
reintroducing a psychological method or an axiomatic of principles of expe-
rience. Deleuze can therefore say: “When we compared the will to power
with a transcendental principle, [. . .] our main aim was to indicate how they
differed from psychological determinations. Nevertheless, in Nietzsche, prin-
ciples are never transcendental; it is these very principles which are replaced
by genealogy. Only the will to power as genetic and genealogical principle, as
legislative principle, is capable of realizing internal critique” (NP 91).

A question remains: why, after Nietzsche and Philosophy, write a book
on Kant? If Nietzsche brought to completion the project of a transcendental
empiricism, what use is there in returning, only one year later, to an exposi-
tion of critical philosophy and its doctrine of faculties? Does Deleuze want
to put forth a new refutation of the Kantian model? But we know that this is
not the case. Kant’s Critical Philosophy is, from beginning to end, an admir-
ing presentation of the system of the faculties in the three Critiques. This
1963 book is perhaps the finest treatise on the transcendental method ever
written. It contains the most complete analysis of the concept of “faculty” in
Kant and the most rigorous exposition of the three types of relations among
the faculties in each of the three Critiques. If the question of the faculties, as
Deleuze will say in Difference and Repetition, is at the heart of his project of
a transcendental empiricism and a new image of thought, then the Kant book
remains Deleuze’s definitive explication of Kant and idealism. Deleuze even
shows how, in the Critique of Judgment, through the introduction of a genetic
point of view (possible in aesthetic experience), Kant finds the solution not
only to the problem of the origin of the harmony among the faculties, but also
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to the problem of the genesis of the faculties themselves—a solution lacking
in the other two Critiques. The section “Point of view of Genesis,” at the cen-
ter of the Third Chapter of the Kant book, which is dedicated to the relations
among faculties in The Critique of Judgment, is exemplary in this regard. The
reflexive judgment, as aesthetic judgment, contains the conditions of possibil-
ity that Deleuze designates as the four great geneses: the genesis of common
sense, the genesis of the sense of the sublime, the genesis of the sense of the
beautiful, and, in addition, the genesis of the free accord among the faculties
(cf. KCP 52-4).

The 1963 Kant book seems to ignore completely the fundamental aspect
of the Nietzsche book of 1962, that is, our debt to Nietzsche and his superior
empiricism, as the only means of bringing the critical project to completion.
Now, it is Kant himself who possesses the arguments for such an empiricism.
How may we understand this radical change in the image of Kant? What is
there that is new in the image that allows Deleuze to make Kant’s doctrine of
the faculties not only the limit, but the point of completion of the transcen-
dental project? To answer this question, we must return to Deleuze’s readings
of Kant published before 1963.

THE RETURN TO KANT: THE DISCOVERY OF THE
DOCTRINE OF THE SUBLIME AS TRUE GENESIS OF THE
FACULTIES

We have seen that the fundamental difference regarding Kant, that which
makes Deleuze’s project not a transcendental idealism, but a transcendental
empiricism, is, on one hand, the project of deriving the faculties, not from
the possibilities of knowledge, but from their actuality [effectivité], and, on
the other hand, of deriving them according to a method of genesis and not
a method of deduction. The faculties cannot be taken as given, as a static a
priori. They must be revealed as the result of the fact itself of knowledge.
The faculties must meet their proper possibility in that which they possibilize;
they must be engendered by experience itself, but in an experience of disor-
ganization [déréglement, translated as “dissolution” in DR].

This genetic approach is accomplished through a method of taking things
to the limit: taking each faculty to the extreme of its disorganization “at
which it falls prey to triple violence: the violence of that which forces it to
be exercised, of that which it is forced to grasp and of which it alone is able
to grasp” (DR 143; trans. modified). The new method returns, as first point,
as originary source not to the apodicticity of the self, as ultimate principle
of every synthesis in general in its primary possibility, but to the appearance
of the object, in its irreducible actuality [effectivité] and the violence that it
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exercises. And this appearance is of an involuntary order, of something that
does violence to the faculties and forces them to think. It is this violence that
explains the condition of the actuality [effectivité] of appearance. The experi-
ence is not the confirmation of a possibility, nor is it the fulfillment of a con-
ceptual or categorical anticipation. It is neither a spontaneous desire to think,
nor an opening to the true. One always begins with violence exerted on the
faculties, and the faculties are nothing other than this relation that forces them
to think. As Deleuze often says in Marcel Proust and Signs: “The mistake
of philosophy is to presuppose within us a benevolence of thought, a natu-
ral love of truth. Thus philosophy arrives at only abstract truths. [. . .] They
remain gratuitous because they are born of the intelligence that accords them
only a possibility and not of a violence or of an encounter that would guar-
antee their authenticity. [. . .] There are few themes on which Proust insists
as much as on this one: truth is never the product of a prior disposition but
the result of a violence in thought” (PS 16). The question thus is displaced:
what type of object, in the violence of its appearance, can be the origin of the
faculties that make it possible as an object of experience? It is no longer a
matter of starting from a general concept of experience as violence, as was the
case in the Nietzsche book. The genesis of the faculties no longer returns to a
thesis of the will to power as primitive plastic force, as that which gives each
force, in its conflict with other forces, the power of being affected, that is,
the faculty of sensing. In the most important texts published in 1963, Kant’s
Critical Philosophy and “The Idea of Genesis in the Aesthetic of Kant,” the
idea of a violence in thought is only understood from inside a certain experi-
ence: the experience of art when it does violence to thought.

It is precisely at this point of an experience not only originary but originat-
ing, in an experience that is at the origin of the conditions of the actuality
[effectivite] of any experience, that Deleuze discovers the importance of the
Kantian theory of the sublime.!’

Deleuze admits that Kant, in his definition of the sublime, inaugurated
a comprehension of the genesis of the transcendental field, without being
fully aware of it. In the sublime, what is given to experience is precisely the
absence of an object, what Kant designates as a “negative representation.”
What appears is only the impossibility of the appearance of the object. In
this impossibility of the figuration of ideas of reason by the imagination, the
faculties are submitted to violence by an accord that is given as a tearing, as
a fundamental dissonance among the faculties themselves; they are expelled
from their object and, in this manner, fragmented in their plurality. The sub-
lime is the site of the explosion of the faculties and, hence, the site of their
engendering.

This is the central theme of the Kant book and the article “The Idea of Gen-
esis in the Aesthetic of Kant.” Deleuze tries to show that already in Kant there

printed on 2/12/2023 4:02 AMvia . All use subject to https://ww.ebsco.coniterns-of-use



EBSCOhost -

The Proust of 1964 47

is the idea that a singular type of experience—the aesthetic experience of the
sublime—can be the site of the engendering of every transcendental field.'®
We know that for Kant aesthetic experience is the place where the accord
among the faculties is raised to its maximum expression. Moreover, aesthetic
experience is no longer the free and indeterminate accord among faculties. It
is aroused by the simple form (or absence of form) of the object of experi-
ence. It is in the free accord among faculties, which is manifest first in the
experience of an object as beautiful or as sublime, that one finds the condition
of possibility of the accord itself among the faculties, which is verified in the-
oretical knowledge or in practical knowledge. Art is thus the foundation, and
it contains the possibility of science and morality. But, Deleuze asks, if the
free accord of the faculties is the condition of possibility of every accord in
general, how should one think of this free accord? How should one show that
it is the foundation of the determined accord or the determining accord? “The
free indeterminate accord of the faculties is the ground [fond], the condition
of every other accord; aesthetic common sense is the ground, the condition of
every other common sense. How could we be satisfied with supposing it, with
giving it a merely hypothetical existence, if it must indeed serve as the foun-
dation for all the other determinate relations among the faculties? How does
one explain that while our faculties are different in nature, they still spontane-
ously enter into a harmonious relation? We cannot settle for presuming such
an accord. We must engender it in the soul. This is the only solution to trace
the genesis of the aesthetic common sense, to show how the free accord of the
faculties is necessarily engendered” (DI 60; trans. modified).

According to Deleuze, in the Critique of Judgment, Kant is above all
confronted with the problem of genesis—more than with the problem of the
accord among the faculties, even more than with the harmony among the
many planes of the possibility of experience. What orients Kant’s investiga-
tion is the mode of engendering this accord. Deleuze underscores the fact that
it is through the difference between a deduction of the accord and a genesis
of this same accord that the difference between the first two Critiques and the
third emerges. Citing Maimon’s Essay on Transcendental Philosophy (1790),
Deleuze asserts that the Critique of Judgment is a response to Maimon’s
objection that in the first two Critiques Kant lacked a genetic method in his
understanding of the accord among the faculties. With the theory of aesthetic
experience, Kant incorporated the objections of Maimon and inaugurated a
new dimension in transcendental philosophy.!® This philosophy ceases to be a
theory of conditioning, a theory of the conditions of possibility of experience,
“to become a transcendental Education, a transcendental Culture, a transcen-
dental Genesis” (DI 61).

The analysis of the accord among the faculties is thus an analysis of their
reciprocal genesis. And this analysis is realized on two planes: in the Analytic
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of the Beautiful (as free accord between the understanding and the imagina-
tion) and in the Analytic of the Sublime (as free and indeterminate accord
between the imagination and reason). The incompleteness of the Analytic of
the Beautiful, evident in the fact that Kant added, outside any architectonic
equilibrium, an Analytic of the Sublime, is the result of the impossibility of
the judgment of the beautiful to offer a genetic comprehension of the accord
itself between the imagination and the understanding. The harmony in the
judgment of the beautiful, in Deleuze’s view, is itself derived, engendered,
in the superior harmony that exists in the judgment of something as sublime.
The accord between the imagination and reason that is realized in the sub-
lime judgment thus offers a genetic description of the harmony between the
imagination and the understanding of the judgment of the beautiful. The sub-
lime judgment for Deleuze becomes the crucial experience. It explains both
the sublime and the beautiful. It is to this experience that Deleuze dedicates
nearly all of his text.

But what Deleuze above all wants to emphasize is the fact that the harmony
produced with the experience of the sublime can play this originary role of
source of all the faculties, and source of their accord, only because it is in
itself a paradoxical harmony, a harmony that is constructed on a disharmony,
a disaccord. “But this harmony of the sublime is truly paradoxical. Reason
and imagination agree or harmonize only from within a tension, a contra-
diction, a painful rending. There is accord, but it is a discordant concord, a
harmony in pain. And it is only pain that makes pleasure possible here” (DI
62; trans. modified). There is, as it were, an engendering of the faculties by a
process of explosion starting from an experience of rending, of tension inter-
nal to thought. The genetic method is a method that derives the conditions of
the possibility of experience neither from a possible experience, nor from an
efficacious knowledge (of a knowledge that has taken place), but an impos-
sible experience, which, however, requires its possibility. In the sublime,
imagination, in its relation with reason, is forced to confront the limits not
only of itself, but also of experience in general, the limits of representation.
Reason invokes the imagination in order to apprehend its ideas in images.
But, by their essence, rational ideas are impossible to present. “The imagina-
tion thus discovers the disproportion of reason, and it is forced to admit that
its power is nothing compared to a rational Idea” (DI 62). For Deleuze, the
sublime is precisely the originary point because it is the moment when all
thought confronts the impossible and, through that impossible, constructs its
possibility. On disharmony, it constructs a new harmony, the harmony of an
impossible harmony. “As it undergoes violence, the imagination seems to
lose its freedom; but at the same time, the imagination is raised to a transcen-
dental function, taking its own limit as object. Surpassed on every side, the
imagination itself surpasses its limits—true, in a negative fashion only, by
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representing to itself the inaccessibility of the rational Idea, and by making
this inaccessibility something present in sensible nature” (DI 62).

The sublime is exactly the experience of the impossibility of experience.
We now understand why it is the impossible that engenders possibility, why it
is the inaccessibility of the idea that is taken by Kant to be the genetic point of
the faculties. As Deleuze says, the “passion” of the imagination, its rending,
is the only means of showing its suprasensible destination, its vocation for the
impossible, for the inaccessible. “Right when the imagination, suffering the
violence of reason, thought it was losing its freedom, it frees itself from
the constraints of the understanding and enters into an accord with reason to
discover what the understanding has kept hidden, namely the suprasensible
destination of imagination, which is also the origin and the destination of all
its activities” (DI 79; trans. modified).

In short, the transcendental origin of the imagination, its point of genesis, is
its destination of the impossible, its suprasensible destination, its movement
toward that which goes beyond its power of presentation, its possibility. The
impossible is the attractor of all possibilities; the inaccessible idea is, as such,
the transcendental origin of all the faculties. Deleuze calls this impossibil-
ity a “point of concentration” of the faculties. And furthermore, he locates
this point and recognizes the point as that which Kant identifies—the soul
[Gemiith]. “The two faculties seem to enrich each other, discovering the prin-
ciple of their genesis: the imagination discovers it in proximity to its limit;
and reason, beyond the sensible—and together they discover it in a ‘point of
concentration’ that defines what is most profound in the soul: the suprasen-
sible unity of all the faculties” (DI 62-3).

The solution of the entire genetic method is thus found, paradoxically,
beyond the faculties; it is found in this “soul.” The soul is not an additional
faculty. It contains the transcendental origin of all the faculties, of all the
potentialities of human knowledge, without being a potentiality, without
being an additional faculty. It is a nonfaculty. It is the nonfaculty of all the
faculties. It is defined here as an anticipation of the concept of the “empty
place” [case vide] of The Logic of Sense. The soul is the “point of concentra-
tion” of all the faculties as destination of the impossibility of experience. It
is the suprasensible unity of the conditions of the sensible. It is the empty
impossible that engenders all possible, all conditions of possibility—it is,
thus, this paradoxical condition of possibility that is, in itself, impossible.
One may say: the condition of the impossibility of all the conditions of pos-
sibility. It is precisely because the soul is the impossible that it no longer
belongs to a theory of the conditions of possibility of knowledge, of morality
or of art, but a theory of geneses. The impossible can never be the condition
of the possible, it is its point of concentration, its site of engendering. “The
Critique of Judgment does not restrict itself to the perspective of conditions
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as it appeared in the other two Critiques: with the Critique of Judgment, we
step into Genesis. The three geneses of the critique of Judgment are not only
parallel, they converge on the same discovery: what Kant calls the Soul, that
is, the suprasensible unity of our faculties, ‘the point of concentration,” the
life-giving principle that ‘animates’ each faculty, engendering both its free
exercise and its free accord with the other faculties” (DI 69; trans. modified).

With this reprise of the Kantian theory of the sublime, and through this
reprise, with its interpretation of the concept of the soul as empty place, as
concentration of all impossibilities, Deleuze is thus able to find the ultimate
fulcrum [point d’appui] of his transcendental empiricism, of his theory of
conditions, not of possibility, but of the actuality [effectivité] of experience
(cognitive, moral, aesthetic). But because it is a matter of the actuality [effec-
tivite] of experience and not its possibility, Deleuze cannot remain in the
circle of possibles, as is the case in Kant. Deleuze denounces the Critique
of Pure Reason because it deduces possibility from another possibility—the
faculty, or better, the ensemble of faculties—as power [pouvoir], potentiality
of the human spirit. In stressing the revolution of the Critique of Judgment,
its displacement of a theory of conditioning to a genesis, Deleuze breaks with
the infinite presupposition of possibles. It is no longer a matter of a theory
of the condition of actuality [effectivité], but of the genesis of these condi-
tions, that is, of their engendering. And what is the difference between a
conditioning and an engendering? The first already presupposes the possible,
and presupposes a constituted faculty. The second seeks the possibility of
this ultimate principle of all possibilities. Is this a matter of finding a faculty
of all faculties? No. The soul, finally, is not a faculty. It is a principle that is
found not at the origin, but at the end; it is the final point of concentration of
all potentialities, of all possibilities, of all faculties. Not that it is the possibil-
ity of all possibilities, but because the soul is, by contrast, the inaccessibility
of all faculties. It is the impossible that all possibilities have as their ultimate
common destination; it engenders the possible as its telos. In a word, it is the
impossible that makes possible all possibles because it puts them in a condi-
tion of powerlessness [impuissance] in the face of the impossible. Deleuze
cites Blanchot in regard to this powerlessness that founds all power/capacity
[puissance]: “that point of which Maurice Blanchot speaks endlessly: that
blind, acephalic, aphasic and aleatory original point which designates ‘the
impossibility of thinking that is thought’, that point at which ‘powerlessness’
is transmuted into power” (DR 199).

Having arrived at this point, a new problem arises. Can one say that
Deleuze, in this renewal of the genesis of the faculties in a suprasensible
harmony that is realized in the impossible, is only following Kant? Is this
simply a matter of the theory of the sublime that Deleuze only finds in
the Critique of Judgment, or is this rather a matter of a very particular
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interpretation of this theory of the sublime that one reads in the text of 1963?
Because THE theory of the sublime does not exist in Kant, this question
remains without an answer if one is unable to read Deleuze against himself.
But such is not the case. Twenty years later, in the article “On Four Poetic
Formulas That Might Summarize the Kantian Philosophy” published in
the journal Philosophy in 1984, Deleuze once more confronts the Kantian
theory of the sublime. And here one finds decisive differences. This time, he
stresses the dissonance, the disaccord, the disharmony of the faculties. In the
paragraph on Kant’s aesthetics, Deleuze uses a poetic formula of Rimbaud’s
to summarize the Kantian idea of the sublime: “To attain the unknown by
disorganizing all the senses [par le déréglement de tous les sens] . . . a
long, boundless, and systematized disorganization of all the senses” (CC
33). The question, once again, is that of the disorganized exercise of all the
faculties. But, now, the sublime no longer leads to a superior harmony of
the faculties. The sublime is itself the experience of the disharmony of the
faculties. “The Sublime [. . .] brings the various faculties into play in such a
manner that they struggle against each other like wrestlers, with one faculty
pushing another to its maximum or limit, to which the second faculty reacts
by pushing the first toward an inspiration it would not have had on its own.
[. . .] There is a terrible struggle between the imagination and reason, but
also between the understanding and inner sense, a battle whose two episodes
will be the two forms of the Sublime. [. . .] There is a tempest in the chasm
opened up inside the subject. In the first two Critiques, the dominant or fun-
damental faculty was able to make the other faculties enter into the closest
possible harmonics with itself. But now, in an exercise of limits, the various
faculties mutually produce the most remote harmonics in each other, so that
they form essentially dissonant accords. The emancipation of dissonance,
the discordant accord, is the great discovery of the Critique of Judgment.
[...] An unregulated exercise of all the faculties, which was to define future
philosophy, just as for Rimbaud the disorder of all the senses would define
the poetry of the future” (CC 34-5). What Deleuze calls the “emancipation
of dissonance” is what emerges in 1984 as the center of Kant’s aesthetics.
In the play of faculties, there is no dominant or fundamental faculty, nor a
superior harmony among faculties. Now, there is only the disorganization of
the imagination’s relation with reason and with understanding, that is, the
disorganization of all the senses.

This 1984 emancipation of dissonance in the understanding of the Kantian
theory of the sublime requires that we be cautious in assessing the way in
which Deleuze reads Kant in the early 1960s. Why does he stress the superior
harmony that disaccord makes possible? Why the teleology of the transcen-
dental field, where sensibility, imagination, memory, understanding, and
reason only exist in order to make thought possible? Why the fundamental
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role that he attributes to the soul as point of convergence of all the faculties
in 1963?

Once more, the answer to all these questions may be traced through
Deleuze’s book on Proust. This work, written just after the book on Kant’s
theory of the faculties and the article on the concept of genesis in the aesthetic
of Kant, introduces three new dimensions in the understanding of the work of
art: (a) a theory of signs, (b) a theory of essence—as the point of convergence
of all the faculties, and (c) a modal definition of that essence—essence is
defined by the concept of the “virtual.” A semiotics, an ontology of essence,
a metaphysics of the virtual. Three new layers for the analysis of aesthetic
experience that are missing in Nietzsche and in Kant. And all these layers
respond to the need to give a consistency, both epistemological and ontologi-
cal, to this point of convergence of all the faculties, to this soul that Deleuze
discovered in his teleological reading of the Kantian theory of the sublime as
the source, the point of origin, the place of the genesis of the transcendental
field.

The Proust book, above all its theory of signs as the site of essence, is thus
the completion of the project of transcendental empiricism, its realization
in the unity of a semiotics and an ontology within an aesthetics. Proust and
Signs carries within it all the gains of transcendental empiricism, since its first
formulation in 1953 in the book on Hume up to the texts on Kant in 1963,
including the vitalism and will to power of Nietzsche.

THE ONTOLOGY OF ESSENCE AS A MEANS OF
CONSTRUCTING A KANTIAN THEORY OF LITERATURE

Although the sign is its central subject, the theory of essence is the great
innovation that the Proust book introduces into the project of a transcenden-
tal empiricism. Absent from all earlier books, essence provides content for
the point of convergence of all the faculties, for this superior accord, for this
harmony beyond the disorganization of all the senses that Deleuze discovered
in the Kantian theory of the sublime.

However, after the book on Nietzsche and the reversal of Platonism, and
after the book on the critical philosophy of Kant, the concept of essence
could have only a timid definition. One must await The Logic of Sense and its
concept of the event for this ontology of essence to reach its full blossoming.
In this book on Proust, Deleuze again takes up all the classical predicates of
essence. On one hand, essence designates an autonomous reality. “Beyond
designated objects, beyond intelligible and formulated truths, but also beyond
subjective chains of association and resurrections by resemblance or conti-
guity, are the essences. [. . .] They transcend the states of subjectivity no
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less than the properties of the object” (PS 37-8). Essence is independent of
the objects it designates, of the truths it formulates, and of the subjects that
apprehend it. It exists in itself. On the other hand, it is this autonomy vis-a-
vis objects and subjects that makes essence the point of articulation between
the two domains. Essence is that which ties the objective dimension to the
subjective dimension of knowledge. The correlation between knowledge and
its object, this central problem in the program of transcendental empiricism,
that is, the correlation between the conditions of knowledge and the actuality
[effectivité] of experience, is formed precisely by essence. Because essence
is that which forms the unity of the sign, it is that which ties the physical
dimension of the sign to its intelligible sense, and hence that which ties the
subject of knowledge to its object. “It is essence that constitutes the veritable
unity of sign and sense; it is essence that constitutes the sign insofar as it is
irreducible to the object emitting it; it is essence that constitutes the mean-
ing insofar as it is irreducible to the subject apprehending it” (PS 38; trans.
modified). If signs designate objects and express subjective associations, it is
because there are essences that constitute signs and that constitute the unity
between sign and sense. Essence is the sufficient reason of the sign and of
sense as well as their relation.”® And if signs are or are not reducible to the
object that emits them, or the subject that seizes them, it is because there are
autonomous essences between the sign and the sense. Without essence, there
would be no knowledge.

All signs express an essence, but all signs do not reveal an essence. This
revelatory power belongs to a single type of signs. “The worldly signs, the
signs of love, even the sensible signs are incapable of giving us essence;
they bring us closer to it, but we always fall back into the trap of the object,
into the snare of subjectivity. It is only on the level of art that essences are
revealed. But once they are manifested in the work of art, they react upon
all the other realms; we learn that they already incarnated, that they were
already there in all these kinds of signs, in all the types of apprenticeship”
(PS 38; trans. modified). Essence exists in itself, as autonomous reality, and
it is incarnated in signs, in all types of signs. But essence reveals itself only in
the signs of art. This privilege of the signs of art comes from their ontological
condition: they are immaterial. All other signs are material. Sensible, worldly,
and amorous signs are still held in the objects that carry them, in the mode of
their emission. A face, a taste, and an odor always mark the apparition of their
sense. Doubtless, artistic signs are also tied to matter. The famous little phrase
of Vinteuil inevitably comes from a piano (or a violin). But, as Deleuze says,
“the piano is merely the spatial image of an entirely different keyboard; the
notes merely the ‘sonorous appearance’ of an entirely spiritual entity” (PS
39). Signs in the art of music are not sounds but musical phrases. The musi-
cal phrase exists in itself, as a nonmaterial entity, and it becomes “apparent,”
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it appears in the sounds. It is a spiritual reality. This spirituality has nothing
to do with the manner in which it is apprehended. The musical phrase is
spiritual without being the content of any spirit. In itself, it has the reality of
the spiritual. It’s the same with the theatrical gesture. The actor uses his body
and his voice to make visible something without body and without voice,
something spiritual: what Deleuze calls a “transparent body”—“Berma, too
uses her voice, her arms. But her gestures, instead of testifying to ‘muscular
connections,” form a transparent body that refracts an essence, an Idea” (PS
39). It is in order to stress this nonmaterial condition of the artistic sign that
reveals essence that Deleuze gives it the most terrible name in the history of
ontology: “Idea.” He says the same in regard to the musical phrase. “Essences
or Ideas, that is what each sign of the little phrase reveals (I, 349). That is
what gives the phrase its real existence, independent of the instruments and
the sounds that reproduce or incarnate it more than they compose it” (PS
40-1). This equivalence of essence and idea, though imbued with a Kantian
tonality, is Platonic. In addition to affirming the nonsensible condition of the
sign of art, its nonmaterial condition, this equivalence guarantees the abso-
lutely objective status of essence. “Are we to conclude from this that essence
is subjective [. . .]? This would be to overlook the texts in which Proust treats
essences as Platonic Ideas and confers upon them an independent reality” (PS
43; trans. modified).

We now understand the “spiritual” dimension of the artistic sign. It is spiri-
tual in that it is the site of the incarnation of an essence that is not the mate-
riality of sounds coming from the piano, that is not the texture of the canvas
of a painting, nor the density of the body or the voice of the actor. It is as a
reality without matter that the signs of art are grasped. The “spiritual” condi-
tion of the artistic sign does not derive from the fact that it is grasped by a
spirit, but the reverse. The individual who contemplates an art work becomes
spirit. The subjective moment of essence, the impression that it produces in
the subject who contemplates the work of art, is entirely without matter—“the
very impression of the little phrase is sine materia” (PS 39). What a subjectiv-
ity apprehends in the work of art is an immaterial sign as the direct incarna-
tion of an essence. In this way such a subjectivity acquires the condition of
a spirit, of a pure thought. It becomes spirit in the knowledge of a spiritual
reality. For this reason the fundamental correlation between art, essence, and
pure thought as faculty of essences is found throughout Deleuze’s book on
Proust. This pure thought, the ultimate faculty (beyond sensibility, imagina-
tion, memory, intelligence), is possible only through the essences it grasps,
and it can grasp them only in the work of art, only in immaterial signs, spiri-
tual signs that immediately reveal essences.?!

We have now arrived at what is perhaps the most difficult question. What
is the mode of existence of essence? Deleuze gives multiple responses. First,
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essence or the idea exists only as a component of the sign. It is that which ties
the sign to its sense. “Essence is precisely this unity of sign and sense as it is
revealed in the work of art” (PS 40; trans. modified). Next, essence is a point
of view that differentiates the way in which the world appears to each subject.
It individualizes each perspective. Being incarnated in the work, it is the sin-
gular expression of a world. “In this regard, Proust is Leibnizian: the essences
are veritable monads, each defined by the viewpoint to which it expresses the
world, each viewpoint itself referring to an ultimate quality at the heart of
the monad” (PS 41). As a consequence, essence as monad is also incarnated in
the subject who contemplates the work. The subject obtains its very individual-
ity through the essence that expresses itself in the subject. Essence becomes a
principle of individuation and individuality. “Essence is indeed the final qual-
ity at the heart of a subject; but this quality is deeper than the subject, of a dif-
ferent order. [. . .] It is not the subject that explains essence, rather it is essence
that implicates, envelops, wraps itself up in the subject. Rather, in coiling
round itself, it is essence that constitutes subjectivity. It is not the individuals
who constitute the world, but the worlds enveloped, the essences that constitute
the individuals. [. . .] Essence is not only individual, it individualizes” (PS 43).

There is an entire ontology of the nonmaterial and the nonactual that
grounds Deleuze’s theory of essence. Immaterial and spiritual are the sign
that reveals essence. For its own part, essence has an existence independent
of all instances in which it is incarnated and to which it gives them their
singularity. It is both Platonic idea in its ideality and Leibnizian monad in its
individuality. Essence can have only a metaphysical condition that is itself
nonmaterial and nonactual. Everything derives from a proposition of Proust’s
that Deleuze frequently cites—*real without being actual, ideal without being
abstract” (PS 61; trans. modified). And Deleuze establishes in a very explicit
fashion the correspondence between these beings and his concept of essence:
“This ideal reality, this virtual, is essence” (PS 61; trans. modified).

The Proust book, through the theory of essence, affords the first entrance
of the concept of the “virtual” in Deleuze’s ontology. The virtual comes to
guarantee both the nonactuality and the ideality of essence. But this concept
of the virtual, which first appeared in 1956 in the two essays on Bergson
[DI 22-51], and which only receives its fullest exposition in Difference and
Repetition (1968) (and is almost completely abandoned thereafter until the
year of his death, when it appears in the short text published posthumously
in an appendix to Dialogues) receives in the Proust book of 1964 only a very
fragile explication. Deleuze considers only its Bergsonian dimension: its tem-
poral dimension. Essence is said to be virtual because it is coiled [enroulé]
time, the birth of time, complicated time, in a pure state.??

Deleuze lets us trace the Bergsonian origin of this equivalence between his
definition of essence as virtual and his ontology of pure time. He recognizes
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that it is from Bergson that he receives his ontology of a time in itself, of a
past in a pure state. And it is from Bergson that he takes the determination of
this past as virtual.” What was not in this first major source of Deleuze was
the definition of this pure past, of the virtual reality, as “essence.””*

In order to better mark this condition of a virtuality as pure time, as coiled,
complicated time, but entirely independent of temporal faculties, of faculties
that operate on time—sensibility, memory, or imagination—Deleuze presents
essences as graspable only beyond this time that one touches as an expansion
of the present. This time in a pure state can only be captured, actualized, in
a particular situation, outside the rhythms and order of the movement of the
future toward the past. Pure time, essence in its condition of virtual reality,
is first given in a paradoxical state: sleep. There alone, time appears coiled,
complicated in essence. “If we look for something in life that corresponds to
the situation of the original essences, we shall not find it in this or that char-
acter, but rather in a certain profound state. This state is sleep” (PS 45). This
is how Deleuze interprets the famous opening of the Recherche. “The sleeper
‘holds in a circle around him the thread of hours, the order of years and
worlds’. [. . .] The artist-subject has the revelation of an original time, coiled,
complicated within essence itself, embracing simultaneously all its series
and dimensions” (PS 45-6). Past time, time in a pure state, is not an affair of
memory. That would be to reduce it to the contingency of a subjectivity. In
contrast to voluntary memory, Deleuze affirms the reality of sleep as the sub-
jective state of pure time. Art reproduces this condition. But, in art, it is pure
thought, not sleep, that allows access to complicated time, to time coiled up
in essence. “But, like sleep, art is beyond memory; it appeals to pure thought
as a faculty of essences. What art regains for us is time as it is coiled within
essence, as it is born in the world enveloped by essence, identical to eternity”
(PS 47). Beyond memory, and also beyond imagination and sensibility, it is
pure thought. The sleeper grasps original time, coiled up in the pure past. Pure
thought grasps it in art, as it is coiled within essence.

The theory of essence as theory of virtuality is the means of excluding
voluntary memory, as well as imagination and sensibility, from the experi-
ence of pure time. Only pure thought, in art, captures pure time, captures
essences beyond all the other faculties. “Art in its essence, the art superior
to life, is not based upon involuntary memory. It is not even based upon
imagination and unconscious figures. The signs of art are explained by pure
thought as a faculty of essences” (PS 55). Time regained, this virtual time,
this past in a pure state, grasped vaguely in sleep, is given in all its truth
only in art, because only in art are essences revealed, those essences where
pure time exists, coiled, complicated, and eternalized. “Here is the true
sense of the expression ‘time regained,” which is understood in the signs
of art” (PS 46).
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And the art par excellence of this pure time, the art of time regained, the
art of virtual time, is literature. Literature alone grants us access to the pure
past, and it alone leads us to a time regained in the story of ideal, complicated,
and coiled temporal fragments. Literature alone, addressed to pure thought,
offers thought the essence of a life, of a love, of a taste, in spiritual signs, in
this sense that is incarnated in the materiality of a book. But this literature
exists, as the quintessential art of time, only according to the Kantian model
of the faculties and their harmony. A literature where memory, imagination,
and sensibility do violence to thought in order to force it to think essences.
A literature that exists only to provoke disharmony among the faculties and
lead them to their ultimate point of convergence, to the soul, to pure thought,
faculty of essences, faculty that grasps the virtual world, time coiled in the
immaterial signs of the pure text, in the novel, as the idea that is incarnated
in the material signs of the book.

One understands now in what sense the Proust book was not possible with-
out the return to Kant beyond Nietzsche.

NOTES

1. Sagi e Ricerche di Letteratura Francese, XI1, Bulzoni ed., 1973

2. We obviously are also thinking of Essays Critical and Clinical as being
another example of a book on literature that allows one to see its progression. None-
theless, Essays Critical and Clinical is a group of texts on very different subjects that
are collected after earlier publication in reviews, prefaces, and so on, whereas Proust
and Signs is a work focused on the same object—the Recherche.

3. In the first part, Deleuze leaves implicit this parallelism (of Leibnizian reso-
nance) with Kant: “implication and explication, envelopment and development, such
are the categories of the Recherche” (PS 89; trans. modified).

4. Ttis interesting to note that in 1970 Deleuze already presented the future move-
ment of his thought, that is, that he foresaw the disappearance of the problem of the
unity of the Recherche. Thus, as if in a gesture of disenchantment, he confesses: “We
have given up seeking a unity that would unify the parts, a whole that would totalize
the fragments. [. . .] But there is, there must be a unity that is the unity of this very
multiplicity, a whole that is the whole of just these fragments: a One and a Whole that
would not be the principle but, on the contrary ‘the effect’ of the multiplicity and of its
disconnected parts” (PS 163). In 1973, the question of unity completely disappeared:
“The Recherche is not constructed like a cathedral or like a gown, but like a web. The
Narrator-spider, whose web is the Recherche being spun, being woven by each thread
stirred by one sign or another” (PS 182; trans. modified).

5. “From the worldly signs to the sensuous signs the relation between the sign and
its sense is increasingly intimate. [. . .] When we have reached the revelation of art, we
learn that essence was already there, in the lowest steps and stages. It is essence that, in
each case, determined the relation between sign and sense” (PS 88-9; trans. modified).
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6. “The sensuous sign does us violence: it mobilizes the memory, it sets the soul
in motion; but the soul in its turn excites thought, transmits to it the constraint of the
sensibility, forces it to conceive essence, as the only thing that must be conceived.
Thus the faculties enter into a transcendent exercise, in which each confronts and
joins its own limit: the sensibility that apprehends the sign; the soul, the memory, that
interprets it; the mind that is forced to conceive essence” (PS 101).

7. “So that Essence is finally the third term that dominates the other two, that
presides over their movement: essence complicates the sign and the sense; it holds
them in complication, it puts the one in the other” (PS 90; trans. modified).

8. “The sign implies in itself a heterogeneity of relation. We never learn by doing
like someone, but by doing with someone, who bears no resemblance to what we are
learning” (PS 22).

9. On the importance of Maimon in the transformation of transcendental idealism
into a transcendental empiricism, see Lebrun 1998: 207-33.

10. “We mean that the imagination, having been a collection, becomes now a fac-
ulty; the distributed collection becomes now a system. The given is once again taken
up by a movement, and in a movement that transcends it. The mind becomes human
nature” (ES 92).

11. “In fact, empiricism is a philosophy of the imagination and not a philosophy of
the senses. We know that the question ‘how does the subject constitute itself within the
given?’ means ‘how does the imagination become a faculty?’ According to Hume, the
imagination becomes a faculty insofar as a law of the reproduction of representations
or a synthesis of reproduction is constituted as the result of principles” (ES 110).

12. “Where does Kant’s critique begin? Kant, of course, does not doubt that the
imagination is effectively the best possible terrain for raising the problem of knowl-
edge. Of the three syntheses that he distinguishes, he himself presents the synthesis
of the imagination as the foundation of the other two. But Kant reproaches Hume for
having mistakenly raised the problem on this good terrain: the very way in which
Hume posed the question, that is, his dualism, necessitated the notion that the rela-
tion between the given and the subject is an agreement between the subject and the
given, of human nature and nature. But precisely, let us suppose that the given is not
initially subject to principles of the same kind as those that regulate the connection
of representations in the case of an empirical object. In this case, the subject could
never encounter this agreement, except in an absolutely accidental way. It would not
even have the occasion to connect its representations according to the rules whose
corresponding faculty it nevertheless possessed” (ES 110-11).

13. “The will to power is the differential element of forces, that is to say the ele-
ment that produces the differences in quantity between two or more forces whose
relation is presupposed. The will to power is the genetic element of force, that is to
say the element that produces the quality due to each force in this relation. [. . .] The
difference in quantity and the respective qualities of forces in relation both derive
from the will to power as genealogical element. Forces are said to be dominant or
dominated depending on their difference in quantity. Forces are said to be active or
reactive depending on their quality” (NP 52-3).

14. “We should not be surprised by the double aspect of the will to power: from the
standpoint of the genesis or production of forces it determines the relation between
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forces but, from the standpoint of its own manifestations, it is determined by relat-
ing forces. This is why the will to power is always determined at the same time as it
determines, qualified at the same time as it qualifies” (NP 62).

15. “Thinking, like activity, is always a second power [puissance] of thought,
not the natural exercise of a faculty, but an extraordinary event in thought itself, for
thought itself” (NP 108).

16. Deleuze limits himself to defining what he presents as the tragic concept of
art, according to two principles: (a) instead of being a disinterested operation, art
is a stimulant of the will, and (b) art is the highest power of the false. This double
determination depends on the fact that Deleuze approaches the problem of tragedy
solely from its ethical side, as an experience of joyous affirmation of existence. “What
defines the tragic is the joy of multiplicity, plural joy. This joy is not the result of a
sublimation, a purging, a compensation, a resignation or a reconciliation. Nietzsche
can attack all theories of the tragic for failing to recognize tragedy as an aesthetic phe-
nomenon. The tragic is the aesthetic form of joy, not a medical phrase or a moral solu-
tion to pain, fear or pity. It is joy that is tragic” (NP 17). The question of art merges
with a theory of affects in the stimulating powers of the will and the affirmation of
the false. Art is not yet that which forces thought to think, that which does violence to
thought, and which, for this reason, engenders the very conditions of its experience.
Hence, it is not yet the vital center of the program of transcendental empiricism.

17. We may hypothesize that Deleuze’s sudden interest in Kant and his doctrine
of the faculties, after having demonstrated the failure of Kant’s critical project in
the Nietzsche book, is due to the discovery of the theory of the sublime. We know,
for example, that in the chapter “Art” of Nietzsche and Philosophy, when Deleuze
opposes Nietzsche to Kant in regard to the concept of disinterest, he refers only to
the Kantian doctrine of the beautiful—‘When Kant distinguished beauty from all
interests, even moral ones, he was still putting himself in the position of the specta-
tor, but of a less and less gifted spectator who now has only a disinterested regard for
beauty” (NP 102). Deleuze seems to have no knowledge of the Kantian doctrine of the
sublime, even when he analyzes the conception of the tragic in The Birth of Tragedy,
which is, from the beginning, the prolongation of the theory of negative pleasure and
the dissolution of all the faculties formulated by the Critique of Judgment and which
Nietzsche had reprised in the chapters on the sublime of Schopenhauer’s The World
as Will and Representation. Deleuze’s book on Nietzsche and the way in which the
doctrine of the will to power can complete the idea of a genesis of the faculties would
have been entirely different if Deleuze had already been familiar with the chapter on
the “Analytic of the Sublime” of the third Critique. Indeed, if, one year after the pre-
sentation of the genealogical solution of the problem of the transcendental, Deleuze
discovers that Kant already, in the concept of the sublime, had found the right path,
what can be said about what becomes the superior empiricism of Nietzsche?

18. “The first two Critiques cannot resolve the original problem of the relation
between the faculties, but can only indicate it and refer us to it as a final task. Every
determinate accord indeed presupposes that the faculties are, at a deeper level, capa-
ble of a free and indeterminate accord (CJ para. 21). It is only at the level of this free
and indeterminate accord (sensus communis aestheticus) that we will be able to pose
the problem of a ground of the accord or a genesis of common sense. This is why we
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must not expect from the Critique of Pure Reason or from the Critique of Practical
Reason the answer to a question which will take on its true sense only in the Critique
of Judgement. As regards a ground for the harmony of the faculties, the first two
Critiques are completed only in the last” (23-4).

19. “Post-Kantians, especially Maimon and Fichte, raised this fundamental
objection: Kant neglected the demands of a genetic method. [. . .] If we recall that
Maimon’s Transcendental Philosophy dates from 1790, we must admit that Kant
anticipated, at least in part, the objections of his disciples. The first two Critiques
indeed invoke facts, seek out the conditions for these facts, and find them in ready-
made faculties. It follows that the first two Critiques point to a genesis which they
are incapable of securing on their own. But in the esthetic Critique of Judgment, Kant
poses the problem of a genesis of the faculties in their original free accord. Thus he
uncovers the ultimate ground still lacking in the other two Critiques” (DI 61; trans.
modified).

20. In the final chapter of the first edition of Marcel Proust and Signs, Deleuze for-
mulates this thesis in a clear fashion: “Sense itself is identified with this development
of the sign as the sign was identified with the involution of sense. So that Essence is
finally the third term that dominates the other two, that presides over their movement:
essence complicates the sign and the meaning; it holds them in complication; it puts
the one in the other. It measures in each case their relation, their degree of distance
or proximity, the degree of their unity. Doubtless the sign itself is not reduced to
the object, but the object still sheaths half of it. Doubtless the sense by itself is not
reduced to the subject, but it half depends on the subject, on subjective circumstances
and association. Beyond the sign and the sense, there is Essence, like the sufficient
reason for the other two terms and for their relation” (PS 90-1; trans. modified).

21. As we will try to show, Deleuze will return, starting from What Is Philosophy?
and above all in his reading of Beckett, to the understanding of art as the activity of
the spirit (cf. Part III, chapters 1 and 3).

22. “The world enveloped by essence is always a beginning of the World in gen-
eral, a beginning of the universe, an absolute, radical beginning. [. . .] But so defined,
essence is the birth of Time itself. Not that time is already deployed: it does not yet
have the distinct dimensions according to which it can unfold, nor even the separate
series in which it is distributed according to different rhythms. Certain Neoplatonists
used a profound word to designate the original state that precedes any development,
any deployment, any ‘explication’: complication, which envelops the many in the
One and affirms the unity of the multiple. Eternity did not seem to them the absence
of change, nor even the extension of a limitless existence, but the complicated state
of time itself” (PS 44-5).

23. Here, Deleuze reflects on the traditional view of Bergson’s influence on
Proust’s poetics of temporality. “If there is a resemblance between Bergson’s concep-
tion and Proust’s it is on this level—not on the level of duration, but of memory. That
we do not proceed from an actual present to the past, that we do not recompose the
past with various presents, but that we place ourselves, directly, in the past itself. That
this past does not represent something that has been, but simply something that is and
that coexists with itself as present. That the past does not have to preserve itself in
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anything but itself, because it is in itself, survives and preserves itself in itself—such
are the famous theses of Matter and Memory. This being of the past in itself is what
Bergson called the virtual. Similarly Proust, when he speaks of states induced by the
signs of memory: ‘Real without being actual, ideal without being abstract’” (PS 58;
trans. modified).

24. In the two 1956 texts on Bergson, the virtual is presented in several differ-
ent ways: (a) as duration—"“FElan vital is difference to the extent that it passes into
act [. . .] and if élan vital is duration differentiated, then duration itself is virtuality”
(DI 28); (b) as duration—*the virtual is not something actual but is for that no less
a mode of being, and is, moreover, in a way, being itself: neither duration, nor life,
nor movement is actual, but that in which all actuality, all reality is distinguished and
comprehended and takes root” (DI 28); (c) as the past—"the past is therefore the in-
itself, the unconscious or more precisely, as Bergson says, the virtual” (DI 29); (d) as
pure recollection [souvenir]—“the virtual is a pure recollection” (DI 44); and (e) as
the pure concept of difference—"“the virtual becomes the pure concept of difference”
(DI 44). But the concept of essence never defines the virtual. Moreover, the concept
of essence is not present at all in these texts. This move comes via Jean Hyppolite. In
a 1949 text, Jean Hyppolite proposes an identification of the Bergsonian concept of
the “past” and the concept of “essence.” “The German language allows us to bring the
past and essence together (gewesen and Wesen). This is really how, it seems, we must
understand pure memory in Bergson” (Hyppolite 2003: 122). It is interesting to note
that in his 1954 review of Hyppolite’s Logique et existence, Deleuze underscores, as
the great revolution of this book, the explication of the Hegelian concept of essence
through the concept of sense. “Being, according to Hyppolite, is not essence but
sense. [. . .] Hyppolite’s idea is this: essentialism, despite appearances, was not what
preserved us from empiricism and allowed us to go beyond it. From the viewpoint of
essence, reflection is no less exterior than it is in empiricism or pure critique. [. . .]
On the contrary, the ontology of sense is total Thought that knows itself only in its
determinations, which are moments of form” (DI 16-7; trans. modified). One can
thus understand that Deleuze avoided the concept of essence up to the Proust book,
replacing it with the concept of sense. So, why in 1964 this return to the concept of
essence, first presented as the unity of sign and sense, and then as Bergson’s virtual?
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Chapter 2

Sacher-Masoch
From the Phantasy to the Event

LITERATURE BETWEEN THE PHANTASM AND THE
IMAGINATION

Masochism: Coldness and Cruelty appears to be the most classic approach to
the question of literature in Deleuze’s work. From the outset, this book con-
cerns the nature and role of the literary work of art. The first sentence of the
book is “What use does literature serve?,” and Sade and Masoch are analyzed
as examples of what Deleuze calls “literary efficacity.”! The erotic func-
tions of language—the process of negation in Sade, those of denegation, and
suspense in Masoch—the roles of woman and the father in their novels, the
narrative elements of the institution, and the contract, all these are approached
within an effort to think the effects of the novel.

Yet the question of the efficacity of literature in Sade and Masoch relates
to a specific function of literature, namely, the clinical one, that of giving
a particular form to and rendering distinct the proper mechanisms of each
perversion. Literary efficacity consists of the artistic and literary aptitude of
Sade and Masoch to draw up the clinical chart of the signs of their respective
perversions. In Masochism, Deleuze tries to think the zero point of literature.
In his view, to understand the originality of Sacher-Masoch, one must return
to a point outside the clinical framework within which he has long been mis-
judged. If it is possible to remove the effects of perversion from the works
of Sade and Masoch, it is because, before anything else, they are writers,
and because they were able to describe their perversions in an original and
artistic manner. In Sade and Masoch, the relation between the critical and
the clinical becomes very clear and almost transparent. Their literary work
expresses the force of two types of sexuality and two types of signs or symp-
toms, which, according to Deleuze, have been misunderstood by medicine in

63

EBSCChost - printed on 2/12/2023 4:02 AMvia . All use subject to https://wmv ebsco. coniterms-of -use



EBSCOhost -

64 Chapter 2

terms of syndromes, that is, in terms of a sadomasochistic unity. “Because
the judgment of the clinician is prejudiced, we must take an entirely differ-
ent approach, the literary approach, since it is from literature that stem the
original definitions of sadism and masochism” (M 14). Thus, one must go
back to the point where each one’s name led to the classification of an illness
and contest the presuppositions of medicine, which Deleuze sees as haunting
these two distinct modes of sexuality. One must also reverse the presup-
position that there is a sadomasochistic unity. To understand the specificity
of masochistic and sadistic signs, one must understand that they designate
symptoms and not syndromes, that is, a perversion and not an illness.

Sacher-Masoch was able to describe the signs of masochism and thereby
create a literary regime of signs. Proust and Signs in this regard constitutes
the inverse viewpoint, the literary question being approached from the figure
of the narrator. The problem of signs was formulated around the experiences
of the narrator himself and always in relation to the construction of his proper
fictional world. In Masochism, Deleuze changes perspective, and the prob-
lem of the symptomatology of signs now answers to the question of literary
efficacity, that is, to the efficacity of literature in the domain of the clinic.
The themes of the Proust book are repeated, but with a different formulation.
The theme of apprenticeship is a striking example. Proust and Signs is a Bil-
dungsroman, where what is described is the masochistic process of a narrator
himself. Masochism does not recount the development of a narrator. It is a
novel of dressage that describes the process of transformation of the beloved
woman into the figure of the torturer.

The introduction of the concept of the phantasm within semiology pro-
voked a displacement of perspective in Deleuze. It led him to approach an
aesthetic experience as a clinical affair. Literary efficacity, as a critical prob-
lem, concerns the problem of the doubling of the world via the phantasm.
But this doubling—the fictional process par excellence of this masochistic
writer—leads one back to a larger clinical problem, that of the role of per-
version in a theory of civilization. More than symptomatologists, more than
eponyms of signs of perversion, that is, more than classifiers of two perver-
sions, Sade and Masoch are also anthropologists. In recuperating the theses of
Nietzsche, Deleuze here anticipates Essays Critical and Clinical and its defi-
nition of literature as a matter of health. Masochism is the first book where
Deleuze takes a writer as a means of thinking the clinical problem as some-
thing essential to every artist, and not simply at the level of literary criticism
but also at the level of the problem of minorities. “All his work is influenced
by the problem of minorities, nationalities and revolutionary movements in
the Empire: Galician tales, Jewish tales, Hungarian tales, Prussian tales” (M
9; trans. modified).
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The question of the clinical efficacity of the literature of Sade and Masoch
thus becomes the question of properly aesthetic experience. And this question
is presented not simply at the level of sense, that is, the level of the reader’s
reception of the perverse signs of the author, but also at the level of institu-
tions and contracts that the two perversions imply. The question of aesthetic
experience becomes, for the first time in Deleuze, a political affair, or at
least a juridical affair.? It is in Masoch that Deleuze first poses the political
problem in its relation to aesthetics. In distinguishing the contract (as the
masochist’s sphere) from the institution (as the form of sadism), Deleuze is
in the process of breaking with Kant and the entire contractualist lineage,
according to which all institutions are founded on contracts among individu-
als. Kant asserts that all political experience is founded on a contract in which
each is raised to the level of a universal subject. What the masochist allows
one to think is the contract as private affair, individual, signed between the
masochist himself and the woman-torturer. Masoch, Kafka, and Melville are
the authors Deleuze chose in order to make more visible the way in which
writers are able to reverse the established system in proposing the contract,
the pact, or the alliance as a new form of fraternity.

Sade and Masoch are thus the laboratory that helps us see literature more
clearly as a matter of symptomatology. In their works, they created new
forms of life and new forms of thinking and feeling. In these works, language
becomes active, literal, acting directly on the senses and on sensuality. Por-
nographic literature takes account of erotic violence through commands and
demonstrations. But these two aspects of pornography are elementary. There
is another plane, according to Deleuze, that of pornology. There, language
becomes impersonal; it becomes a function of the idea of Reason in Sade and
the ideal of the imagination in Masoch. “Sade expresses himself in a form
which combines obscenity in description with rigor and apathy in demonstra-
tion, while the art of Masoch consists in multiplying the denegations in order
to create the coldness of aesthetic suspense” (M 133; trans. modified). Sade
creates a literature of Reason, of cold thought in which rigorous demonstra-
tions show that reasoning is itself a form of violence. Obscene descriptions
give the sadist the power of apathetically showing himself to be omnipotent.
Masoch is the inventor of phantasms and the author of the imagination that
multiplies denegations as process of his art of suspense. He denies the real to
incarnate, in suspense, the dialectical, phantasmatic ideal. He proceeds via a
multiplication of denegations as the path of ascent toward the intelligible. He
creates pedagogical initiation tests in this path, in order to attain his ideal. The
obscene language and detailed description of Sade on one hand, the suspense
and suggestive decors of Masoch on the other, both serve to conjugate litera-
ture and sexuality, that is, the planes of the critical and the clinical.
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Pornological literature shares with pornography the presence of com-
mandments and descriptions. But it goes beyond pornography at the level of
description and commandment through a nonlanguage, through a doubling
of language, and through a relation of language to its own limit. This takes
place on two planes. First, when language is put in relation to the senses, at
the moment of the exposure of violence and sex, words act directly on the
senses, surging forth as a function of efficacity on the reader. And then when
language becomes an impersonal function, the demonstrative function of rea-
son in Sade, the dialectical function of the imagination in Masoch.

If pornography is the literature of the explicit and the rudimentary, pornol-
ogy is the literature of violence and eroticism traversed by the sphere of the
faculties: the idea of reason and the ideal of the imagination. In the case of
Sade, pornology passes through the plane of demonstration: pure demon-
strations of ideas of reason, problems, or theorems. In the case of Masoch,
pornology is constructed through an impersonal ideal of the dialectical spirit
and through a pedagogical program of persuasion that aims to transform the
beloved woman into a veritable torturer. “In Sade the imperative and descrip-
tive function of language transcends itself toward a pure demonstrative, insti-
tuting function, and in Masoch toward a dialectical, mythical and persuasive
function” (M 23).

The role and value of description differ in Sade and Masoch. If Sade
uses obscene descriptions and invests in the acceleration and condensation
of acts of violence, Masoch, by contrast, abstains from them.* He suspends
violence and invests instead in the creation of decors, scenarios, and sugges-
tive atmospheres. “How can we account for these two kinds of ‘displace-
ment’ in Masoch’s descriptions? We are led back to the question: why does
the demonstrative function of language in Sade imply obscene descriptions,
while Masoch’s dialectical function seems to exclude them or at least not to
treat them as essential elements?” (M 26). Deleuze’s response involves the
difference between “negation” and “denegation.”

In his view, sadism is the conflict between two levels, the negative of a
secondary nature and the ego, and negation as a pure idea of a primary nature.
The sadist inhabits the absolute and total negation of the world. He creates a
division between an original, primary nature that corresponds to his exigen-
cies, that is, a nature of pure negation as an idea of reason, and a secondary
nature in which the negative replaces negations and rises up as the reverse
of a positivity and as a partial process of destruction. Primary nature is never
given, and cannot be given, for it does not belong to the world of experience.
Hence it can only be demonstrated; it can only be the object of description.
The great problem that Sade posed is that of knowing whether a pain from
the world of experience can by right be repeated infinitely in the world of
primary nature.
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For Deleuze, the sadist lives in the disjunction between these two natures
and in permanent frustration because he is always confronted with the fact
that the nature he idealizes can never be given in experience and the fact that
real nature is manifest as less painful and cruel than originary nature. “Hence
the rage and despair of the sadistic hero when he realizes how paltry his
own crimes are in relation to the idea which he can only reach through the
omnipotence of reasoning. [. . .] The task of the libertine is to bridge the gulf
between the two elements, the element at his actual disposal and the element
in his mind, the derivative and the original, the personal and the impersonal”
(M 28).

The libertine thus creates a system in order to know if and how a pain in
secondary nature can be reproduced infinitely in primary nature. This system
involves two procedures. On one hand, acceleration or precipitation, which
consists of the multiplication, of the incessant reproduction of victims and
their sufferings. Sade constructed an entire detailed cartography of sufferings
and victims, which must be minutely respected.* On the other hand, conden-
sation, or accumulation, is the exigency of the coldness of violence, that is,
the exigency of a rational, total, impersonal, and apathetic violence, which
cannot deviate through any pleasure that would lead it to secondary nature.
Sadistic violence derives from the annulling of secondary nature, from the
sentimental ego that knows violence only in its limit of sensorial partiality. It
is minutely descriptive to prolong, accelerate, and condense the partial pain
of secondary nature. Sadistic violence is a rational act from which is derived
an almost mathematical pleasure in the repetition of primary nature.’

The repetition in Masoch is completely different. It is no longer the rela-
tion to the negation of the world as secondary nature and infinite repercus-
sion of pain in an original nature, but the relation to its denegation, that
is, to its suspension in a phantasmatic ideal, the world as phantasm. “The
aesthetic and dramatic suspense of Masoch contrasts with the mechanical,
cumulative repetition of Sade” (M 34). Sadistic repetition is accelerating,
but masochistic repetition is suspensive. It suspends the real to fix it in the
phantasm. It is a repetition that involves the imagination because it repeats a
denegation based on the ideal of the imagination. “It is not a matter of negat-
ing or destroying the world nor of idealizing it; it is a matter of denegating
it, of suspending it in denying it in order to secure an ideal which is itself
suspended in the phantasm. One contests the validity of existing reality in
order to create a pure ideal reality” (M 32-3; trans. modified). The masochist
denies the real world in such a way as to fix himself in an ideal of his imagi-
nation, he himself frozen and made incarnate in the phantasm. Masochism is
thus a pure contemplation and a mystical contemplation of the real. Hence,
masochistic repetition is a process of infinite retardation of this ideal, of the
phantasm, and of pleasure. Pain is repeated in such a way as not to attain the
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result, in order to suspend the moment of pleasure. “The masochistic process
of denegation is so extensive that it affects sexual pleasure itself; postponed
for as long as possible, pleasure is struck by a denegation that allows the mas-
ochist to deny the reality of pleasure at the very point of experiencing it, in
order to identify with the ‘new sexless man’” (M 33; trans. modified). Hence
the importance in masochism of fetishism, of rites of suffering with veritable
physical suspension, frozen poses of the woman-torturer, which make her
appear like a statue, portrait, or photo. Anticipating his analyses of repeti-
tion for itself in Difference and Repetition, Deleuze renews his distinction
between “negation” and “denegation” in two forms of repetition: “Repetition
in sadism and in masochism thus has two entirely different forms, depending
on whether it finds its sense in sadistic acceleration and condensation, or in
masochistic ‘freezing’ and suspense” (M 34; trans. modified).

This double form of repetition allows one to describe the pornological
novel as a matter of perversion. Deleuze seeks to explain the act by which
language goes beyond itself in reflecting a body of desire in order to form,
with words, another body, a glorious body, which is full of new pleasures
for pure spirits. This indeed concerns the act of describing the flesh and its
transgression, but a transgression of language by language. In Deleuze’s
view, the perverse mechanism in literature is confused with the very move-
ment of the production of fiction. It is a fiction of the double, of repetition,
and of the reiteration of facts, but as its impossible, excessive archive. This
fiction acts directly on sensuality. It seeks to “spiritualize,” to produce a pure
effect of language. Sade and Masoch fabulate worlds, as in all literature. But
these are not possible worlds, more somber or more glorious worlds. These
are detailed descriptions of this world, but as its excessive repetition. “With
Sade and Masoch the function of literature is not to describe the world, since
this has already been done, but to define a counterpart of the world capable
of containing its violence and excesses. [. . .] And the words of this literature
form in language a sort of double of language, capable of acting directly on
the senses” (M 37; trans. modified).

The fundamental structure of this fiction of another world, which gathers
the violence of the first and makes it act on the senses, must be found in the
mechanism of doubling, in the process of the production of a perverse double
of the world. This double is what Deleuze, in keeping with the psycho-
analytic tradition, calls the “phantasm.” The phantasm occupies the center of
Deleuze’s reading. In sadism, the phantasm is obtained through the process of
the negation of laws; in masochism, it is the process of the denegation of the
object of pleasure and the suspension of desire that leads toward this strange
being, an object at once impossible and absolutely real.

But the concept of the “phantasm” has a paradoxical tradition in different
approaches to perverse literature of the twentieth century.
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THE TRANSCENDENTAL OF PERVERSION

The question of perversion in literature is one of the obligatory subjects in
twentieth-century French thought. Bataille, Klossowski, Blanchot, Foucault,
and Barthes, all recognized in the art of writing and in literary fiction, a way
into the universe of pleasures mixed with pain. But in Bataille’s Literature
and Evil and Eroticism, in Klossowski’s Sade, My Neighbor, in Blanchot’s
Lautréamont and Sade, or, later in Foucault’s “Sade, Sergeant of Sex,” or in
Barthes’s Sade, Fourier, Loyola, perverse pleasure as model of the pleasure
of the text and as instrument for entering into the nature of literature fiction
is always approached from the vantage of Sade.6

Deleuze is the first to take Masoch as a point of departure. This is not
a matter simply of going against the dominant tendency.” Perhaps one of
Deleuze’s most significant contributions to our understanding of the relation
between literature and perversion derives from the fact that it is conceived
primarily as a masochistic experience. And this privilege of masochism
depends entirely on the inscription of the analysis of perversion in the project
of transcendental empiricism through the concept of the “phantasm.” Deleuze
discovers an essential correlation between masochism and the faculty of the
imagination. The masochistic phantasm, as an object par excellence of the
imagination in its transcendent usage, is revealed as the point of genesis of
the faculty of images.

This reading of masochism is not transcendental by the mere fact that it is a
form of access to a new genesis of the faculties. The entire question of perver-
sion is pursued by Deleuze in the register of an inquiry into the general condi-
tions of experience—in this case, the experience of pleasure—as conditions,
not of its possibility, but of its reality. Masochism, through its paradoxical
usage of the pleasure principle, places us directly before its ultimate condi-
tion. One can even say that the great chapter of the program of transcendental
empiricism is the one that is dedicated to the analysis of masochism.®

Deleuze explains the nature of perversion via an analysis he himself quali-
fies as “transcendental.” Philosophical reflection must be called “transcen-
dental” because it designates a way of considering the problem of conditions
or principles. Deleuze takes up Freud’s great text, Beyond the Pleasure Prin-
ciple, precisely because, in his judgment, this is where Freud most directly
engages in transcendental reflection. We know that in this text the question
that is posed is: What is primary in the constitution of the form of desire?
What has the condition of being a principle: pleasure or displeasure? There
are no exceptions to the pleasure principle, but singular complications in
pleasure itself. And here is the problem: If nothing contradicts the pleasure
principle, if everything can be brought back to the law of the pleasure prin-
ciple, that doesn’t mean that everything derives from the pleasure principle.
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The first step in Freud’s solution is to posit that the pleasure principle
reigns over all but does not govern all. If there is no exception to the pleasure
principle, there is however an irreducible residue in the principle itself. There
is a “beyond of the pleasure principle.” Hence, it is necessary to introduce
another type of principle, a second-degree principle. And it is this other prin-
ciple that is truly transcendental, given that it is this principle that explains
the submission of a domain to a principle. Pleasure is a principle, in that it
regulates a domain. The pleasure principle, without exception, regulates psy-
chic life. Pleasure is systematically sought, and pain avoided. Everything is
pleasure, and everything is a search for pleasure.

But one must ask: What is the highest instance that submits psychic life
to the empirical domination of the pleasure principle? What is the superior
link that makes pleasure a principle, which gives it the status of a principle?
It’s not a matter of finding an exception to the pleasure principle, but rather
of founding this principle itself. Deleuze stresses this point several times:
we are in the presence of a transcendental problem. The next step in Freud’s
response is to take the link between excitation and its discharge in pleasure
as that which makes pleasure possible, as that which founds the pleasure
principle. Only the link of excitation—energetic link of excitation itself and
biological link of cells—makes excitation tractable in pleasure, that is, makes
possible the discharge of the excitation. Without the activity of forming a
linkage, there would obviously be discharges and pleasures, but without any
systematic value. What can make this link regular? What can found the con-
nection itself between excitation and its discharge?

Here Deleuze’s answer goes well beyond that of Freud. Through a minimal
displacement, a subtle modification of the solution proposed in Beyond the
Pleasure Principle, Deleuze introduces what is the main theme of the book
he writes immediately after Masochism: the theme of repetition. Excita-
tion would not be linked, and in this way, it would not find its resolution as
pleasure, if the same power that directs the excitation toward discharge did
not also tend to negate this same excitation. Deleuze takes up the Freudian
concept of the compulsion to repeat and confers on it an absolutely originary,
transcendental dimension. As he writes, “this constitutive link of Eros may,
and indeed must be characterized as ‘repetition’—repetition in respect of
excitation, and repetition of the moment of life, and the necessary union—
necessary indeed even in the case of unicellular organisms” (M 113; trans.
modified). Repetition is before and after pleasure. It is the repetition that ties
excitation to its discharge, and the repetition that extinguishes this link and
that reintroduces the cycle of excitation.

Not only does the transcendental approximation of the question of the
foundation of the pleasure principle repeat the style of Kant in its form, but
also the answer itself is Kantian. If the pleasure principle finds its condition as
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a link between excitation and its discharge, the founding of this link can only
be the pure form of the link, the link itself as form of linkage. As in Kant, the
general form of linkage is time, time as pure form, as internal sense. If it is in
time that all linkages and all syntheses take place, time is the ultimate condi-
tion of possibility of synthesis in general. According to Deleuze, Freud is able
to go further than Kant in this transcendental strategy. Through the idea of a
repetition compulsion, repetition itself emerges as pure form of time. “Instead
of repetition being experienced as a form of behavior related to a pleasure
already obtained or anticipated, instead of repetition being governed by the
idea of experiencing or reexperiencing pleasure, repetition runs wild and
becomes independent of all previous pleasure. It has itself become an idea or
ideal. Pleasure is now a form of behavior related to repetition, accompanying
and following repetition, which has itself become an awesome, independent
force [puissance]” (M 120).

However, in Deleuze’s view, what Freud adds to a transcendental theory of
the syntheses of time that is fundamentally new, and is the mechanism of the
negation of the linkage, the mechanism that erases repetition, the mechanism
that, as a new repetition, constitutes the past and, thus, cuts the continuous
flow of the past, present, and future. In short, Freud’s great revolution is to
have introduced another power/capacity [puissance] beyond the pleasure
principle, another force beyond Eros: Thanatos. “How indeed could excita-
tion be bound [/iée] and thereby ‘resolved,” if the same power [puissance]
did not tend to negate it? Beyond Eros, Thanatos. Beyond the ground [fond],
the groundless [sans-fond]. Beyond the repetition-link [/a répétition-lien], the
repetition-eraser [la répétition-gomme]” (M 114; trans. modified).

But we must take a step beyond, beyond Freud himself, to keep from
interpreting Eros and Thanatos as a difference in nature between union and
destruction and between repetition that binds and repetition that erases and
that cuts. Deleuze wants to retain the “transcendental” dimension of these
concepts. Eros and Thanatos must be taken as pure forms of repetition. They
can never be given in experience but constitute the condition of its possibil-
ity, or better, of its reality. Deleuze does give Thanatos the sense of “death
instinct.” But, to mark its status as material a priori, its status as pure form
of repetition, repetition that cuts, and that effaces linkages, he proposes to
translate the Freudian concept of Todestrieb as “death instinct,” leaving the
expression “death drive” to the effects and the representatives in the “Id” of
two primordial principles.” He thus stresses that only a transcendental analysis
of the Eros-Thanatos relation—inaugurated by Freud in Beyond the Pleasure
Principle but not carried to its final speculative consequences—can reveal the
fundamental role of the death instinct in one’s understanding of masochism,
as well as the role of masochism in the understanding of the transcendental
nature of this transcendent and silent instance. With the introduction of the
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concept of the “death instinct,” Freud granted masochism a more original sta-
tus. He admits the hypothesis of an Urmasochismus, a primordial masochism,
or an urspriinglicher Masochismus, an original masochism. Masochism must
be seen as older than sadism. Sadism would be the death instinct oriented not
toward itself, but toward the outside. Masochism thus becomes the psychic
phenomenon that is closest to the transcendent and silent principle that Freud
calls Thanatos.

The originary, and hence transcendental, character of repetition confers
on the phenomena of perversion—on sadism and masochism—a status that
is itself transcendental. In both cases, the link between pleasure and pain is
made via a mechanism of reiteration. Evil, in Sade, is the absolute affirmation
of the act of suffering, when it renders repetition free of anything hypotheti-
cal, of any redemption. As Deleuze says, “In Saint-Fond’s system, the value
of punishment lies solely in its capacity for infinite reproduction” (M 119).
Likewise, in masochism. Masochistic pain is subordinated to suspension, the
sphere, and the function of repetition and reiteration in waiting. “This is the
essential point: pain only acquires significance in relation to the forms of rep-
etition which condition its use” (M 119). But before entering into the analysis
of'this originary condition of the experiences of sadism and of masochism, we
must examine the concept that unifies them, that is, the concept of perversion.
Here again, Deleuze largely follows Freud.

The passage from the plane of the groundless, which constitutes repeti-
tion, to the plane of the pleasure principle (the plane of the “instincts” of
Eros and Thanatos), on the one hand, and the passage from the plane of
the pleasure principle to the plane of drives (erotic and destructive drives),
when the pleasure principle is realized (no longer on the plane of the Id, but
on the plane of the ego and superego), on the other, implies a mechanism
of desexualization. That means that a certain quantity of libido (the energy
of Eros) is neutralized, becoming indifferent and hence displaceable. Freud
identifies two processes of neutralizing displacement: the process of idealiza-
tion, which constitutes the force of imagination in the ego, and the process
of identification, which constitutes the power/capacity [puissance] of thought
in the superego. Thus, this desexualization has two possible effects: it intro-
duces functional perturbations into the application of the principle—which
corresponds to neurosis—or it promotes a transformation of pleasure, which
goes beyond pleasure itself to satisfactions of another order—sublimation.

Deleuze asks: “Is there no other solution besides the functional disturbance
of neurosis and the spiritual outlet of sublimation? Could there not be a third
alternative which would be related not to the functional interdependence of
the ego and the superego, but to the structural split between them? And is
not this the very alternative indicated by Freud under the name of perver-
sion?” (M 117). Perversion is thus discovered as a paradoxical movement. It
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is initially the equivalent of the process of desexualization that one finds in
neurosis and sublimation. It acts as a force and a coldness much greater than
that in these two cases of the neutralization of Eros. However, perversion is
defined as desexualization that accompanies a resexualization. This second
moment does not deny the first but potentiates desexualization itself. “It is
as if the desexualized element were resexualized as such, but in a different
manner. This explains why coldness, ice, is the essential of the structure of
perversion; it is present both in the apathy of the sadist, where it figures as
theory, and in the ideal of the masochist, where it figures as phantasm” (M
117; trans. modified). The essence of perversion is this paradoxical process:
desexualization in order to resexualize the same object that was previously
neutralized. Cancel pleasure in order to reinvest it with all the energy of its
proper cancelation, making the pain of the cancelation of the pleasure the
power/capacity [puissance] of a new pleasure. The sadist finds his pleasure
in the pain of another, the masochist finds his in pain itself, pain playing the
role of condition without which he would not obtain pleasure. The pleasure
principle thus is not thereby dethroned. It retains all its power [pouvoir]:
the power [pouvoir] of its paradoxical effectuation. But masochism touches
more closely the pure form of this principle; it expresses in itself, directly, the
essential relation Eros-Thanatos. Masochism in Masochism becomes increas-
ingly the site of the genesis of this transcendental field. And the faculty of the
imagination plays a founding role.

DELEUZE’S CONTRIBUTIONS TO A THEORY OF
MASOCHISM

With Masochism, Deleuze reconstructs psychiatry’s vision of the phenom-
enon of pleasure in pain that had been evident since Krafft-Ebing and Freud.
Deleuze believes that he offers a new understanding of masochism in terms
of some of its most fundamental traits. Four aspects help schematize his
contribution.

First, the refutation of the sadomasochistic complex as a unity. Sadism and
masochism must be distinguished. The one who suffers in sadistic torture
is not a masochist. And the one who tortures in masochistic rituals takes no
pleasure in causing pain. To use the concept of “sadomasochism” is to take
the complex “pleasure-pain” as a sort of neutral substance common to sadism
and masochism. The task thus is to separate this complex from within and
to discover two completely different substances or essence: the essence of
masochism and the essence of sadism. In the singularization of each of these
perversions, Deleuze invents a first version of his theory of the “event.” The
pain of the one who suffers in a masochistic relation possesses a completely
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different essence of pain from that of the individual who suffers in a sadistic
relation. This essence concerns not only the voluntary or involuntary char-
acter of the suffering, but the type of relation that is established between the
torturer and the victim. This relation is a pure event, endowed with a haec-
ceity, a singular essence, which is incarnated in each perverse relation. This
relation hence can be defined neither as erogenous or sensual (as a pleasure-
pain relation) nor as moral or sentimental (as a guilt-punishment relation). It
is a pure dramaturgical relation. As Deleuze says: “Masochism is above all
formal and dramatic; this means that its peculiar pleasure-pain complex is
determined by a particular kind of formalism, and its experience of guilt by a
specific story [une histoire spécifique]” (M 109). Although the theory of the
event, as we have identified it, only appears for the first time with The Logic
of Sense, Deleuze himself recognized that this dramatic structure of masoch-
ism anticipated the theory of the event of 1969.1°

Masochism is filled with this need for proper distinctions, which range
from the most literary aspects to anthropological questions of desire, of the
nature of law or of the metaphysics of the negative. For example, as concerns
the role of description in suffering, Deleuze shows to what extent the texts
of Sade are demonstratives; they represent the pursuit of a complete exposi-
tion of bodies and movements; they are obscene in themselves. In Masoch,
one finds an unusual decency. Masochism is not demonstrative but dialecti-
cal. Excitation is attained through expectation, through waiting, suspending
something promised but never realized. This decency explains why “Masoch
was not a condemned author but a féted and honored one” (M 26).

Likewise, on the plane of a metaphysics of nonbeing. The two perver-
sions depend on a process of negation, negation of immediate pleasure, and
negation of the natural drive for the fusion of bodies. Deleuze distinguishes
negation as a partial process and pure negation as a totalizing idea. These two
levels of the concept are present in Sade. As we have seen, Sade establishes
an opposition between two natures: the primordial and the pure, which is
the foundation of life in itself; and a secondary nature, that of institutions,
tied together by rules and laws. Sadistic violence is the process of negation
of the secondary nature through transgression, through profanation, in order
to reach original and pure nature. However, this negation of rules is only
destruction and is only the reverse of creation. Here, the negative is a partial
process, where disorder is another form of order. Negation as a totalizing
idea can never be achieved. The operation that takes place in masochism, by
contrast, is not a negation, but a denegation. This is the negation of a trait
of negativity in the real—for example, when the fetishist invests the phallic
characteristics of objects adjacent to the woman, all while saying “no, it’s not
true that the woman doesn’t have a penis.” Denegation takes place on three
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levels: (1) positive ideal denegation of the mother; (2) annihilating denega-
tion of the father; and (3) denegation of genital sexuality.

At the same time that Deleuze traces the borderline between sadism and
masochism, he seeks their points of complementarity. He can thus show the
extent to which the two regimes of pleasure exhaust the field of perversion.
The two essences of the experience of pleasure-pain, that is, the two perver-
sions, reveal the most intimate structures of the psychic field, or better, the
internal structure of the transcendental universe itself.

The second contribution that Deleuze offers to an understanding of this
perversion is related to the role of the woman in masochism. Contrary to the
interpretation that considers every perversion as a symbolic struggle against
the father (every perversion is a pére-version [father-version]), Deleuze
argues that this privilege of the image of the father is valid only for sadism.
To transfer the paternal and patriarchal theme of sadism to masochism; to
assert in the understanding of the pleasure of the victim, the representation of
a father and attempt to seize his virile potency [puissance], through a fear of
castration as punishment, and to renounce this active goal and take the place
of the mother in order to offer oneself to the father and his violence—is to
remain enclosed in the prejudice of a sadomasochistic unity.'' In Deleuze’s
analysis the central figure in masochism is the mother.!? The father is indeed
present, but in order to be canceled, ridiculed. “The masochist feels guilty,
he asks to be beaten, he expiates, but why and for what crime? Is it not pre-
cisely the father-image in him that is thus miniaturized, beaten, ridiculed,
and humiliated? Is it not his resemblance to the father, the resemblance of
the father, that he expiates? Isn’t the formula of masochism the humiliated
father? To such an extent that the father is less beater than beaten?” (M
59-60; trans. modified). Contrary to Reich, who views the violent woman
as the disguised father, Deleuze shows the directly matriarchal character of
desiring to be beaten and to expiate. There are three fundamental images
of the mother: the uterine mother, the mother of open spaces; the Oedipal
mother, image of the beloved mother; and between the two, the oral mother,
the mother of the steppes, the mother who nourishes and who brings death.
All these images express a single movement of direct magnification of the
mother as an object of love and, as such, impossible reality. The mother in
masochism becomes identical with the law in its impossibility. All these roles
of the mother are the counterpoint of roles of the father in sadism. “If it is
true that sadism presents an active negation of the mother and an inflation of
the father (who is placed above the law), masochism proceeds by a twofold
denegation, positive, ideal denegation of the mother (who is identified with
the law) and an invalidating denegation of the father (who is expelled from
the symbolic order)” (M 68; trans. modified).
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The autonomy of the role of the mother in masochism, which goes hand in
hand with the autonomy of masochism as singular essence, may be viewed
as the point of departure for the later disagreement regarding the role of the
father (and hence of the Oedipal trinity) in the structure of desire, and, above
all, the disagreement with Lacan and his concept of the symbolic.* Without
saying it explicitly, Deleuze refers to Lacan when he complains about the
way psychoanalysis “in its most advanced explorations” identifies the law
with the name of the father." Because his analysis of the role of the mother
in masochism allows him to reject the attribution to the father of the exclusive
role of representative of the law, Deleuze can propose a new explication of
the emergence of symbolic structure. A new approach to the relation between
desire and law, and, thus, a new approach to the distinction, proposed by
Lacan, between the real, imaginary, and symbolic, here finds its first articula-
tion. In Masochism, Deleuze critiques the Kantian aspects of the concept of
the law. He accepts the Freudian interpretation of Kantian moral and juridical
formalism, such as one finds in Lacan. According to Freud, the renunciation
of instinctual gratification is not the product of conscience, is not the con-
sequence of respect for the law; on the contrary, conscience itself is born of
this renunciation. Conscience is the heir of the actions of repressed drives. In
his famous text “Sade and Kant,” which Deleuze follows closely, Lacan con-
cludes that the law is the same as repressed desire (cf. Lacan 1966: 765-90).
One can only desire what the law prohibits. And the law is the real object of
desire. According to Lacan, the law for Kant is a pure form, a pure experience
of respect. The object of the law and the object of desire are a single and same
thing, and they remain equally hidden. “So, it is demonstrated,” says Lacan,
“that desire is the reverse of the law” (Lacan 1966: 787).

In masochism, the law receives a content, it is intra-maternal, and it is
identified with the image of the mother, at once uterine, oral, and object of
love. This law is no longer manifest as something to transgress, to profane,
as in sadism, in order to reach a pure, primitive nature beyond norms and
institutions, but as something impossible, untouchable. It is as impossible
that the law becomes productive, that it induces desire. But a desire that
can exist only in waiting, in the suspension of its effectuation. All the ritual
scenes of physical suspension, crucifixion, taming in the novels of Masoch
remain incomprehensible if they are not put in relation to the form of sus-
pense, and in particular with the temporal form that makes them possible:
delay, waiting, and postponement. As Deleuze puts it, “In fact, the form of
masochism is waiting. The masochist is the one who waits in a pure state.
[. . .] That such a form, such a temporal rhythm with its two flows, should
be precisely ‘filled’ by a certain combination of pleasure-pain, is a necessary
consequence. Pain comes to fulfill what is awaited, at the same time that the
pleasure fulfills what one awaits. The masochist awaits pleasure as something
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that is essentially late, and awaits pain as a condition that finally makes pos-
sible (physically and morally) the advent of pleasure” (M 71; trans. modi-
fied). Suspension and waiting have as their object the impossibility of the
mother and, at the same time, they make the image of the mother, as fetish,
the unique content of the law of this infinite delay. To the empty law of Lacan
and to the cruel condition of the name of the father that must be transgressed,
Deleuze opposes the full law as a frozen image of the impossible mother.
To the symbolic that produces desire as lack, he opposes the symbolic that
produces desire as suspense and awaiting.

This new concept of the law leads Deleuze to another opposition between
sadism and masochism: the opposition of institution and contract. Sadism
presupposes the invention of the institution as opposition to the law. Mas-
ochism follows the model of the contract and of submission. To realize the
denegation that transposes reality into phantasm, the masochist needs to
establish a contract with someone who adopts the function of the executioner,
the torturer. This contract is antecedent to or even independent of the law.
The contract presupposes in principle the consent of the contractual parties,
and it determines a system of rights and reciprocal duties between them. The
contract cannot involve a third party and it is valid for a limited time. The
institutions of Sade, by contrast, determine a long-term state of things, which
is both involuntary and inalienable. They establish a power or an authority
that has an effect against a third party. The masochistic contract is the very
site of the constitution of the law, whereas institutions, constructed counter
to the law, established in order to be transgressed, make the law useless."
Deleuze can thus present sadism and masochism as two complementary
kinds of relation to the law. The sadistic hero subverts the law through irony.
He seeks something beyond the law—the institution and nature. Sadism is a
dialectic of the search for a transcendent principle—anarchy or the idea of an
absolute daemon. By contrast, masochism is a descending movement, which
goes from the law to its consequences and from the phantasm to waiting and
suspension. The sadist is ironic, and the masochist is humorous.

Masochistic suspension is the fusion with the object in its condition as an
impossible object, in which the real and imaginary are united. In masochism,
the fetish, that is, the fixed image, the petrified image of the mother, becomes
at once the Lacanian symbolic, imaginary, and real. The frozen image is
at once the law of desire, its impossible object, and the effectuation of the
advent of pleasure. In opposition to Lacan and his equation of the role of
the father and the empty structure of the law, Deleuze proposes, through the
autonomization of the etiology of masochism, the equation of the role of the
mother and the full structure of the law. And this law, because it is full, con-
denses in itself the three dimensions of the soul: the dimensions of the law,
desire, and pleasure. To this new version of the Lacanian trinity, in which
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everything is condensed in the reality of a single image, Deleuze gives the
well-worn name “phantasm.” One can thus say that in masochism, everything
is phantasm and everything is related to the phantasm. “The real, as we have
seen, is affected not by negation but by a denegation that transposes it into the
phantasm. Waiting represents the unity real-ideal, the form or the temporal-
ity of the phantasm. The fetish is the phantastic object par excellence. [. . .]
We may speak less of masochistic phantasms than a masochistic art of the
phantasm” (M 72; trans. modified).

REASON AND IMAGINATION IN PERVERSION

To the reign of the norm and obligation, the sadist opposes the false experi-
ence of nature without laws that he obtains as the imperative of an idea of
reason. To the conventional norm, he opposes new laws of reason that are
nothing but the transgressions of earlier obligations. The sadistic novel is thus
a novel of reason, and the fictional double of the world is only the negation
of the world of experience by reason, starting from an idea. As Deleuze says,
Sade’s novel is “pure negation, a delirium, but a delirium of reason as such”
(M 27; trans. modified).

As we just said, the masochistic novel is constructed via another mecha-
nism, the mechanism of denegation—that operation that consists of neither
denying, nor even destroying a dimension of experience, but rather of contest-
ing the merit of that which is, that which exists. The center of this denegation
is the false castration of the woman. The masochist first says that the woman
does not lack a penis, so that, in a second moment, he can produce the fetish,
the image or substitute of the feminine phallus. The fetish thus belongs essen-
tially to masochism; the fetish makes the woman, whose lack of a penis he
denies, an instance of protective, idealizing neutralization. Hence, the fetish
is constituted as an autonomous object. The question here is not one of deny-
ing the world or destroying it, but of idealizing it as a dream, as a phantasm
into which the real itself is carried. Denegation leads to the suspension of the
movement of desire in order to transfer it toward the phantasm and toward an
idealized world that condenses frozen poses, photographic scenes, in eternal
repetition. “In Masoch’s novels, everything culminates in suspense. It is no
exaggeration to say that Masoch introduces into the novel the art of suspense
as a novelistic source in its pure state: not simply because the woman-torturer
adopts frozen poses that are like those of a statue, a portrait or a photo.
Because she suspends the descent of the whip or the removal of her furs” (M
33; trans. modified). All is denegation, and all is suspension, because all, in
the masochistic novel, is related to the phantasm. Masoch’s novel neutralizes
the real and suspends the ideal in the interiority of pure frozen images that
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are the very consequence of the denegation of this real. Both the real and
the ideal are transferred into the fictional domain of frozen images. And the
unity of this real and the ideal is obtained in suspense, in pure waiting, and
in the petrification of time that defines the temporality of the phantasm. We
understand that the fetish is itself petrified and phantasized: the masochistic
fetish is indeed an image of the woman in suspension. Deleuze can thus say
that the masochistic constellation revolves round the phantasm. “The real
[. . .] is affected not by negation, but by a sort of denegation that transposes
it into the phantasm. Suspense performs the same function in relation to the
ideal, which is also relegated to the phantasm. The fetish is the object of the
phantasm, the form or temporality of the phantasm. The fetish is the object of
the phantasm, the phantasized object par excellence” (M 72; trans. modified).

It is not only from the point of view of fictional mechanisms that sadism
and masochism may be distinguished. The sadistic negation of laws, on one
hand, and the masochistic denegation of the real, on the other, correspond to
different faculties. The first is the product of reason. The world of nature, the
world without laws, which the sadist wants to reach through the transgression
of all institutions, has the condition of a delirious fiction produced not by sen-
sibility or by imagination, but by the faculty of ideas. By contrast, the process
of denegation and suspension is the fundamental effect of the imagination. It
is in the images of decors, of chiaroscuro boudoirs, that the art of suspense
is built. The gesture is interrupted at the moment of the passage to action so
that it may be frozen in the phantasm, as the equivalent of the timelessness
of the ideal. The sadistic idea and the masochistic ideal. They are objects
belonging to different worlds. The idea has its genesis in reason, the ideal in
the imagination. Deleuze condenses the difference between Sade and Masoch
precisely in this difference between pure reason and pure imagination. “In
the work of Sade, imperatives and descriptions transcend themselves toward
the higher function of demonstration: the demonstrative function is based
on universal negativity as an active process, and negation as an Idea of pure
reason; it operates by conserving and accelerating the description, which is
overlaid with obscenity. In the work of Masoch, imperatives and descriptions
also achieve a transcendent function, but of a mythical and dialectical order.
This function rests on the ensemble of denegation as a reactive process and
of suspension as an Ideal of pure imagination” (M 35; trans. modified). The
sadistic idea is speculative. By contrast, the ideal of the masochist belongs to
the domain of myth. The sadistic novel is presented as descriptive and ana-
Iytic, whereas the masochistic novel is “imaginary” (M 35).

These two perverse forms of literature therefore offer a new formulation
of the project of transcendental empiricism. They make evident not only how
aesthetic experiences are at the origin of the system of the faculties, but also
the extent to which this system has its ultimate condition in the forms of the
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relation of desire to its objects: reason in the negation of the real through
violence against the symbolic and the imagination in the denegation of the
real through the suspension of desire in the ideal. And as in Kant, there is a
harmonic correspondence between the faculties and their objects. Reason is
the faculty of ideas, and imagination is the pure faculty of the ideal.

But the faculties do not have a disjointed use. It is true that sadism is
above all an effect of pure reason. Beyond sensation and imagination, the
violence against laws is conducted via other laws, those deduced from the
idea. The phantasm, however, like the work of the imagination in the process
of denegation and suspension that is essential to it, is not exclusive to the
masochistic novel. There is an efficacity specific to the phantasm in Sade,
a sadistic use of the imagination, as “violent power [puissance] of paranoid
projection through which the phantasm becomes the instrument of a change”
(M 73; trans. modified). In Sade, the mechanism of the negation of the world
of laws transforms the imagination into a power [pouvoir] of the production
of effects and into a power of realization. Through the sadistic phantasm, rea-
son and imagination project the idea on the real and do violence to it. There
is a realization of the phantasy for the sadist. By contrast, for the masochist
it is a question of the phantasization of the real. The masochistic phantasm is
the site of the suspension of the real. The real, in the masochistic experience,
is introjected and is absorbed in the phantasm, investing all violence and all
excess in these images in suspension and in these frozen scenes. Deleuze thus
stresses the central, and at the same time opposed, role of the phantasm in
Sade and Masoch. With Sade, “the phantasm acquires maximum aggressive
power, systematization and capacity of intervention in the real: the Idea is
projected with extraordinary violence. The masochistic use of the phantasm is
totally different: it consists in neutralizing the real and containing the ideal in
the pure interiority of the phantasm itself. [. . .] By contrast, the constitution
of the fetish in masochism points to the inner force of the phantasm, its char-
acteristic of patient waiting, its power [puissance] of suspense and freezing,
and the way in which the ideal and the real are together absorbed by it” (M
71; trans. modified). Realizing or neutralizing, the phantasm always plays a
decisive role in the perverse novel. In both cases, the phantasm is the instru-
ment par excellence of this novelistic genre that creates a fictional double of
the world. And in both cases, imagination is this world’s birthplace and its
place of existence. One cannot exaggerate the importance of the role of the
phantasm and the imagination in Masochism. Deleuze is able to establish a
correlation of essence between, on one hand, the process of denegation and
suspense, and on the other, the faculty of imagination. “Nor is denegation
in general just a form of imagination; it is nothing less than the foundation
of imagination, which suspends the real and incarnates the ideal in this sus-
pense” (M 128; trans. modified).
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Are we now faced with a new concept of the imagination? The definition
of the imagination through the operations of denying and suspending was
already present in his book on Nietzsche, when Deleuze showed the cor-
relation between the faculty of nonreal images and the will to nothingness
of bad conscience. And in the Proust book, imagination is always presented
as the effect of nonrealization produced by an investment in sense (or senti-
ment) that fails to reveal essence. Nonetheless, nowhere before has Deleuze
devoted such attention to the role of the imagination in his system of the fac-
ulties. The book on Masoch may be seen as presenting his great theory of the
imagination. It is the moment where the question of nonactuality—in all the
mechanisms of nonrealization such as denegation, suspension, and fiction—
occupies for the first time the center of Deleuze’s labors.

Certainly, one could say that the association of masochism with an art of
the phantasm and the activity of the pure imagination is inevitable. One could
even believe that Deleuze merely develops the consequences, in his theory of
the faculties, of his analysis of the mechanisms of suspension and denegation
that characterize the novels of Sacher-Masoch. And yet, Deleuze himself later
breaks this association of masochism with imagination. A decade after the
publication of Masochism, Deleuze returns to the theme of masochism, but to
define it against a theory of the imagination. Such is the case in 4 Thousand
Plateaus (1980). The concept of masochism there proceeds precisely through
the abandonment of this equivalence “suspension—-imagination—phantasm.”

In Anti-Oedipus, the reference to masochism and sadism disappears com-
pletely. Deleuze and Guattari are no longer interested in perverse forms of
desire. This evolution may be recognized in the disappearance of the theme of
perversion in Anti-Oedipus and its replacement by the theme of schizophrenia
(a form of psychosis that Deleuze had explicitly left alone in Masochism,
for, as he explained, perversion remains precisely between neurosis and psy-
chosis). It’s only in the 1973 appendix to Anti-Oedipus, “Balance-Sheet for
‘Desiring Machines,’ ” that one finds praise of a text from M’Uzan’s Perverse
Sexuality (Payot 1971), where the author breaks with the Freudian reading
of masochism showing that the perverse mechanism has nothing to do with
phantasms, but only with programs.!®

It is this same need to replace a theory of masochism as phantasm with a
theory founded on the idea of the program that organizes A Thousand Pla-
teau’s chapter “How to Make Yourself and Body without Organs,” the por-
tion of the book that is most focused on masochism. After two long citations
from William Burroughs’s Naked Lunch, in which Burroughs describes a
masochistic ritual, Deleuze and Guattari write: “This is not a phantasm, it is
a program: There is an essential difference between the psychoanalytic inter-
pretation of the phantasm and the antipsychiatric experimentation of the pro-
gram. Between the phantasm, an interpretation that must itself be interpreted,
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and the motor program of experimentation” (ATP 151; trans. modified). And
in a note, they refer to this same text of M’Uzan they had cited in the appen-
dix to Anti-Oedipus, where the opposition between the phantasm and the
program was first established.!” The concept of the Body without Organs does
away with the psychology of the phantasm and the explication of masochism.
“The BwO is what remains when you take everything away. What you take
away is precisely the phantasm, and significances and subjectifications as a
whole. Psychoanalysis does the opposition: it translates everything into phan-
tasms, it converts everything into phantasm, it retains the phantasm. It royally
botches the real, because it botches the BwO” (ATP 151; trans. modified).
This same critique of the use of the concept of the phantasm to understand
masochism can be found in relation to the concept of the “plane,” as it occurs
in the exposition of the concept of becoming (becoming-animal, becoming-
intense, becoming-imperceptible). According to Deleuze and Guattari, psy-
choanalysis has often encountered phenomena of becoming-animal, above all
in the case of fetishism and masochism, but it has always converted them into
Oedipal metamorphoses of the human, all too human, anatomy of the parents.
And this becoming-animal has nothing to do with a phantasm. It is a plane.'®

From its introduction in Anti-Oedipus, the theory of the body without
organs, then, depends on the critique of the correlation of masochism and
the phantasm, which organized Masochism and The Logic of Sense. And
what is most striking is the fact that this critique had no effect on the way
in which Deleuze reads his own development. Deleuze denounces his own
interpretation of masochism without recognizing it as his own. It is as if he
were denouncing someone else and as if he were simply denouncing the psy-
choanalytic approach to the structure of perversion.

In the same fashion that he rids himself of the theory of the phantasm with-
out recognizing that he has abandoned the most fundamental of his theories,
he seems also to act as if he never shared with Freud and Lacan the concept of
“death drive” as a means of explaining masochism. “Take the interpretation
of masochism: when the ridiculous death drive is not invoked, it is claimed
that the masochist, like everybody else, is after pleasure but can only get it
through pain and phantasied humiliations whose function is to allay or ward
off deep anxiety. This is inaccurate; the masochist’s suffering is the price he
must pay, not to achieve pleasure, but to untie the pseudobond between desire
and pleasure as an extrinsic measure” (ATP 155; trans. modified)."

Without the phantasm and the “ridiculous death drive,” how should we
think of masochism? A significant part of 4 Thousand Plateaus is dedicated
to constructing a new understanding of this pleasure that is “in no way some-
thing that can be attained only by a detour through suffering, but is something
that must be delayed as long as possible because it interrupts the continuous
process of positive desire” (ATP 155; trans. modified).
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To measure the effects of this concept of masochism in the texts that fol-
low Masochism, it is important to recognize the problematic character of the
theory of the phantasm and the imagination that organizes the understanding
of masochism in that book. One must accompany Deleuze in his path from
the enormous privilege granted the faculty of imagination in his transcenden-
tal analysis of the pure conditions of the desire—pleasure relation to his radical
refutation of the role of the faculty of images and phantasms ten years later.
One may even say that to understand the role of the theory of masochism
in his study of literature as perverse experience, it is necessary to take into
consideration the fact that this theory goes across almost the entire oeuvre of
Deleuze in various forms. Only this “panoramic” approach to the ensemble
of paradigms associated with masochism that one finds in his understanding
of the phenomenon of the absolute immanence of desire gives us access to the
theoretical stakes of his reading of the literary techniques of Sacher-Masoch.
Only recognition of the fact that Deleuze will abandon the concept of the
phantasm and the psychology of the imagination and the imaginary allows
us to determine in a rigorous fashion the specific theses of this 1967 book.

And in this passage, in this metamorphosis of the theory of masochism, we
find a significant part of the merits of his approach to literature in The Logic
of Sense.

EVENT AND PHANTASM IN THE LOGIC OF SENSE

The Logic of Sense has two parts. The first is an immense metaphysics of the
event, as that which makes language possible. The second is a physics of the
phantasm, that quasi-reality, neither real nor imaginary, where the event
becomes expression. One may say that the key chapter is the twenty-sixth,
“Of Language.” Deleuze here draws up the balance sheet of the incorporeal
characteristics of the event—it is the result of bodies, but it differs in nature
from that of which it is the result; it is attributed to bodies, but only as an
incorporeal attribute, as the expressible or the expressed of the proposition
in which these attributes are enunciated. After this, Deleuze moves to the
question of the incorporation of the event, the question of “the expressiv-
ity” of sense in a body. It’s a matter of moving from the plane of surfaces to
that of the depths, to the plane that is not a plane of the state of things, but
of the body—mouth, the body—breast where orality takes place. At this point
Deleuze adopts the viewpoint of a dynamic genesis; he explores the story of
that which liberates sounds and renders them independent of bodies in order
to designate qualities, in order to signify subjects and predicates. The task
of the new chapter, “Of Orality,” is thus that of understanding an expressive
depth, a depth that makes visible the sense/event. This depth is defined as a
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“theater of terror” (LS 187) where each of us, from the first year of life, is at
once the stage, the actor, and the drama of a complete system of introjections
of partial objects (the breast and all the body of the mother) and of projections
of aggression on internal objects (alimentary and excremental).

Deleuze calls this world of introjected and projected objects the “world
of simulacra.” From the perspective of Melanie Klein, whose work Deleuze
uses here, this world corresponds to the paranoid—schizophrenic position of
the infant. This is followed by the depressive position, where libidinal drives
are organized around Oedipus, with its confirmation of the superego and its
formation of the ego. The system introjection—projection, then, is succeeded
by the system of the identification through symbolization with objects that
are increasingly better organized. This reconstitution of a complete object
on the mode of the good object wrests libido from the depths of the para-
noid—schizophrenic position. The identification mechanism of the depressive
position invests objects, not in the depths, but from on high. Schizophrenic
subversion is replaced by depressive ascension or conversion. The world of
good objects is not the world of the simulacrum, but of the “idol.” There is
thus an ontogenetic recapitulation of the phylogenesis of occidental thought:
“Schizophrenic pre-Socratic philosophy is thus followed by depressive Pla-
tonism” (LS 191).

But these two stages do not exhaust the genesis of expressivity. There
is—and Deleuze once again takes up psychoanalysis—a third stage and a
third position: the sexual-perverse. It is the investment of elective zones of the
body, erogenous zones, in a relation of auto-eroticism. In this stage, the object
of satisfaction is projected onto the territory that defines each erogenous zone.
This projection is inseparable from an ego that is tied to the territory and
that experiences satisfaction. As auto-erotic, the object can only be projected
as “image.” The narcissistic ego thus inhabits a world of images, which are
neither of the depths, like simulacra (correlates of sexual drives), nor of the
heights, like the idols of the superego, but on the surface, as products of the
connection of the ensemble of erogenous zones.

The archetypical image is that of the phallus. “The phallus, in this respect,
does not play the role of an organ, but rather that of a particular image pro-
jected, in the case of the little girl as well as the little boy, onto the privileged
(genital) zone” (LS 200). The phallus has the function of directly and globally
integrating or generally connecting erogenous zones. It also has the function
of pacifying schizoid aggression and depressive frustration. It has known
the adventure of the depths (but as simulacrum in the body of the attacked
and attacking mother), as well as the adventure of the heights (identified as
an idol of the body of the father, as a good and complete object). This story
of the phallus tied to the schizoid and depressive positions is the condition
of possibility of the Oedipus complex. As an image of the mother (wounded
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body) and an image of the father (good object drawn up into the heights), the
phallus invests the cleavage of the two parents on the infant’s own body. “The
transition from the bad penis to the good is the indispensable condition for
accession to the Oedipus complex in its strict sense, to genital organization”
(LS 200; trans. modified). The phallus, as image, is hence an instrument of
the surface. It is destined to repair the wounds of the drives of the depths and
to reassure the idols from on high that are now on the surface of erogenous
zones. For Deleuze, the Oedipal phallic phase is the triumph of the surface.
Oedipus is a herculean hero, a hero of surfaces. And it is thus on the surface
that the unconscious organizes its Oedipal family romance.

This conveyance of the depths and the heights to the Oedipal surface has as
a correlate the conveyance of simulacra and idols to the plane of the image.
Oedipus, and the entire family romance, is not only an image, but it is the
image par excellence. It designates the great action—that of repairing the
mother and evoking the father—but designates it as image. We all dream this
image.?’ For Deleuze, it suffices to establish the equivalence between this
concept of “action in image” and the concept of the “event,” in order that the
Oedipal family romance be presented as pure event, eventum tantum.*!

We have reached the nuclear point of The Logic of Sense. The relation
between incorporeal event and incorporeal expressivity is given through the
Oedipal family romance as phantasm. The pure event is Oedipus; the pure
event is the Oedipus phantasm. “Psychoanalysis is correct to recall the role
of Oedipus as a ‘nuclear complex’—a formula which has the same impor-
tance as Husserl’s ‘noematic core.” For it is with Oedipus that the event is
disengaged from its causes in depth, spreads itself at the surface and connects
itself with its quasi cause from the point of view of a dynamic genesis. It is
the perfect crime, the eternal truth, the royal splendor of the event—each one
of which communicates with all the others in the variants of one and the same
phantasm” (LS 212).22

This equivalence between the phantasm and the event in The Logic of
Sense is important to understand. Why is it necessary for Deleuze to insist on
the condition of the pure event of the phantasm, on its condition of ideality?
Why its neutral character, preindividual, and impersonal? The answer must
be found above all in the contrast between the theory of the phantasm pre-
sented in Masochism and the theory we find in The Logic of Sense. Both the
ideality and the neutrality of the phantasm correspond to the need to conceive
of the literary power/capacity [puissance] of perversion beyond a theory of
the perverse imagination. In contrast to Masochism, perversion as literary
mechanism is no longer the work of denegation, no longer the creation of the
imagination. We have seen in Masochism that the founding mechanism of the
perverse phantasy of the masochist is denegation. And denegation—which
always concerns castration—is the essence of the imagination. As Deleuze
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writes in the 1967 book, “Nor is denegation in general just a form of the
imagination; it is nothing less than the foundation [/e fond] of the imagina-
tion, which suspends reality and establishes the ideal in the suspended world.
Denegation and suspense are thus the very essence of the imagination” (M
128; trans. modified).

The book on Sacher-Masoch is built on a psychological equivalence
between the act of suspending or denegating and the act of constituting
the faculty of the imagination. There is imagination because one suspends
and one denies the real in order to incarnate it in the ideal, and in a paral-
lel fashion, one suspends the real in ideal images or phantasms because one
imagines. This reciprocal explication of denegation and imagination, of sus-
pension and phantasm, has a clearly Sartrean inspiration. In “The Imagina-
tion” and The Imaginary, Sartre defines the plane of images, in opposition to
the plane of perceptions, in terms of the phenomenological act of negation or
suspension of belief in the real. The imagination is a nonpositional conscious-
ness of the world; it is produced through a neutralization of the thesis of the
real.” In this way, Sartre presents literature as fiction, that is, as an imaginary
double of the world obtained through negation of this same world. Without
explicitly referring to Sartre, Deleuze takes up the Sartrean phenomenology
of the negative act as constitutive of the imaginary. The only difference is
the distinction between sadistic “negation” and masochistic “denegation”
within this negative act. This difference does not exist in Sartre’s book on the
imaginary. But that doesn’t mean that the idea is without Sartrean origin. It is
decisive in Being and Nothingness. One finds it in the third chapter of part 3
(The For-Itself), in paragraphs 1 and 2, dedicated, respectively, to masochism
and sadism (cf. Sartre 2003: 365-412).

In The Logic of Sense, Deleuze abandons the phenomenological per-
spective of negation. The sexual-perverse position no longer has anything to
do with denegation. It’s true that the perverse position has a fundamental rela-
tion with castration. But The Logic of Sense conceives of this relation no lon-
ger as denegation of the lack of the mother’s phallus, but as the passage from
the bad penis of the father to a good reparative penis of the maternal image.
And this passage is achieved not through a mechanism of the imagination,
but by accession to the Oedipus complex. It is the Oedipal family romance,
this pure event of Oedipus, that produces the phallus as an image. And the
image is not a product of the imagination. It is the correlate of a metaphysical
instance, the correlate of the Oedipal phantasm-event. In the Masoch book,
imagination constitutes the phantasm through suspension of the real. The
perverse phantasm is thus on the side of the imaginary, it is the negative of
the real. By contrast, in The Logic of Sense, the pure event that constitutes
the essence of the phantasm is neither real nor imaginary. “The distinction is
not between the imaginary and the real, but between the event as such and the
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corporeal state of affairs which incites it or in which it is actualized” (LS 210;
trans. modified). There is no distinction between a lived psychological state
[un vécu psychologique] (denegation, suspension) and a physical exterior-
ity. For this reason, “neither active nor passive, neither internal nor external,
neither imaginary nor real—phantasms have indeed the impassibility and
ideality of the event” (LS 211; trans. modified). Or again, “the phantasm, like
the event which it represents, is a ‘noematic attribute’ distinguished not only
from states of affairs and their qualities, but from the psychological lives and
from logical concepts as well” (LS 211; trans. modified). The phantasm has
characteristics that are still phenomenological, but those of a phenomenology
that is no longer psychological but noematic. The phantasy is not the result
of an act of negation or denegation of reality. It is an autonomous reality, a
reality in itself. Deleuze defines it as impassible and as ideal. It is as ideal
as the event it represents, and as real as the noematic kernel of a perceptive
consciousness.

This displacement in the theory of the phantasm has enormous conse-
quences for an understanding of the literary work of art. We have underscored
the fact that the entirety of Masochism is an experiment in reading the art of
the novel as a perverse affair. Sade and Masoch are always considered as
writers and as great writers.?* To approach the process of phantasmatic fic-
tion, not from a theory of the imagination and the mechanisms of denegation
and suspension, but as expression of a theory of the event, is to found fiction
in an ontology, in an ontology of ideal events. The thought of the literary
work of art becomes a description of epiphanies of events, a noematic phe-
nomenology of novelistic configurations of the world.

NOTES

1. “Masochism: Coldness and Cruelty opens with a Sartrean question: ‘What use
does literature serve?” We must take this question literally. Literature serves some-
thing, it has a positivity, a force of clarification: it produces something. In this 1967
text Deleuze already takes a very strong position in favor of a functionalism of litera-
ture which vigorously rejects the principle of an autonomy of literature, of a closure
of the text. Art is not its own end, and it serves something, not itself or nothing at all”
(Sauvagnargues 2005: 52).

2. “In Masoch [. . .] everything is persuasion and education. [. . .] We are dealing
with a victim in search of a torturer and who needs to educate, persuade and conclude
an alliance with the torturer in order to realize the strangest of schemes. This is why
advertisements are part of the language of masochism while they have no place in
true sadism, and why the masochist draws up contracts while the sadist abominates
and destroys them. The sadist is in need of institutions, the masochist of contractual
relations” (M 20; trans. modified).
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3. “Indeed, the work of Masoch is on the whole commendable for its unusual
decency. [. . .] Consequently Masoch was not a condemned author but a féted and
honored one. Even the blatantly masochistic elements in his work gained acceptance
as the expression of Slavonic folklore or of the spirit of Little Russia” (M 25-6).

4. As Chantal Thomas explains, “six hundred passions, that is, in ‘libertine
language,’ six hundred sexual manias, are thus catalogued and described according
to a gradation that goes in the direction of a greater complexity and the breaking of
all normative barriers. From the beginning of November to the end of February, the
‘quadrumvirate’ of masters must include all who fornicate in the secret of the alcoves.
[. . .] Through their enunciated concern for exhaustivity and through the enumeration
of the catalogue by which they align the narrations of the ‘historians,” one can see in
The Hundred Days of Sodom a precursor text to the works of the sexologist Kraft-
Ebbing, in the 19th century” (Thomas 1994: 116-17).

5. “Hence the well-known apathy of the libertine, the self-control of the pornologist,
with which Sade contrasts the deplorable ‘enthusiasm’ of the pornographer” (M 29).

6. Deleuze follows very closely the analyses of Sade in Bataille, Klossowski, and
Blanchot. Cf. M 17, 19, 27, 39, 59, 72, and 129.

7. “It is unfair not to read Masoch, when Sade has been the object of such pen-
etrating studies both in the field of literary criticism and in that of psychoanalytic
interpretation, to the benefit of both” (M 133; trans. modified).

8. The program of transcendental empiricism is also constructed, as Frangois
Zourabichvili remarks, on the masochistic principle of suspension, the suspension of
subjectivity. “There is more to ‘aesthetic suspense’ than the idea of making suspense
a novelistic procedure. If after Kant and Schiller something like an aesthetic field
establishes itself, it is within a gesture of suspense, suspense of interests and passions
that creates the distance necessary to contemplate things in their true form or appear-
ance. In Masoch, suspense is literary and always has the effect of transforming the
scene into a painting. [. . .] In masochism, something intimately concerns aesthetics,
as it is developed simultaneously in the wake of Kant and against Kant because of
the aporia or dilemma Kant left his readers in the idea of a disinterested pleasure”
(Zourabichvili 2006: 92).

9. “Our transcendental inquiry showed that while Eros is what makes possible the
establishment of the empirical pleasure principle, it is always necessarily and insepa-
rably linked with Thanatos. Neither Eros nor Thanatos can be given in experience; all
that is given are combinations of both—the role of Eros being to bind the energy of
Thanatos and to subject these combinations to the pleasure principle in the id. This is
why Eros, although it is no more given in experience than Thanatos, at least makes
its presence felt; it is an active force. Whereas Thanatos, the ground-less, supported
and brought to the surface by Eros, remains essentially silent and all the more terrible.
[Also, it seems necessary to retain the word ‘instinct,” death instinct, to designate this
transcendental and silent instance. As for drives, erotic and destructive drives, they
must simply designate the components of given combinations, that is, the represen-
tatives in the given of Eros and Thanatos, the direct representatives of Eros and the
indirect representatives of Thanatos, always mixed together in the id]” (M 116; trans.
modified [the passage from “Also” to the conclusion of this citation is omitted in the
English translation]).
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10. “In my study on Masoch, and then in The Logic of Sense, I thought I’d discov-
ered things about the specious unity of sadism and masochism, or about events, that
contradicted psychoanalysis but could be reconciled with it” (N 144).

11. “Isn’t belief in the role of the father in the interpretation of masochism simply
the result of a sadomasochistic prejudice, and solely of this prejudice?” (M 59; trans.
modified).

12. This critique of the Lacanian vision (and the psychoanalytic vision in general)
of the figure of the father within perversion may be read as a first critique of the
Oedipal paradigm of psychoanalysis. In masochism, there is almost an expulsion of
the father from the plane of desire and the law. We will return to the “Anti-Oedipus”
avant la lettre when we open our discussion of the first volume of Capitalism and
Schizophrenia.

13. For Lacan, the symbolic function is essentially tied to the paternal function.
The law is always the name of the father. “The paternal function concentrates in itself
imaginary and real relations, always more or less inadequate to the symbolic relation
which essentially constitutes it. It is in the name of the father that we must recognize
the support of the symbolic function which, since the beginning of historical times,
identifies his person with the figure of the law” (Lacan 1966: 278).

14. “It is therefore surprising that psychoanalysis, even in its most advanced explo-
rations, links the emergence of a symbolic order with the ‘name of the father.” This is
surely to cling to the singularly unanalytical conception of the mother as the represen-
tative of nature and the father as the sole principle and representative of culture and
law. The masochist experiences the symbolic order as inter-maternal, and poses the
conditions under which the mother, in this order, is one with the law” (M 63; trans.
modified).

15. “The contract is truly the generator of a law, even if this law oversteps and
contravenes the conditions which made it possible; the institution is of a very differ-
ent order, rendering laws useless, and replacing the system of rights and duties with a
dynamic model of action, of power and potency [pouvoir et puissance]” (M 77; trans.
modified).

16. “In one of the finest texts ever written on the subject of masochism, Michel
de M’Uzan shows that the perverse machines of the masochist, which are machines
in the strict sense of the term, cannot be understood in terms of the phantasm or
imagination, just as they cannot be explained in terms of Oedipus or castration,
by means of projection. There is no phantasm, he says, but—and this is something
totally different—a programming which is ‘essentially structured outside the Oedipal
problem complex’ (at last, a little fresh air in the house of psychoanalysis, a little
understanding for the perverse)” (Guattari 2009: 95).

17. “The opposition program-phantasm appears clearly in the work of Michel de
M’Uzan, in relation to a case of masochism. See M’Uzan in La sexualité perverse,
ed. Isle and Robert Barande et al. (Paris: Payot 1972), p. 36. Although he does not
specifically discuss this opposition, M’Uzan uses the notion of the program to ques-
tion the themes of Oedipus, anxiety, and castration” (ATP 531; trans. modified).

18. “We wish to make a simple point about psychoanalysis: from the beginning,
it has often encountered the question of the becomings-animal of the human being:
in children, who continually undergo becomings of this kind; in fetishism and in
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particular masochism, which continually confront this problem. The least that can be
said is that psychoanalysts, even Jung, did not understand, or did not want to under-
stand. They killed becoming-animal, in the adult as in the child. They saw nothing.
They see the animal as a representative of drives, or a representation of the parents.
They do not see the reality of a becoming-animal, that it is affect in itself, the drive
in person, and represents nothing. There exist no other drives than the assemblages
themselves. There are two classic texts in which Freud sees nothing but the father in
the becoming-horse of Hans, and Ferenczi sees the same in the becoming-cock of
Arpad. The horse’s blinders are the father’s eyeglasses, the black around its mouth
is his mustache, its kicks are the parents’ ‘lovemaking.” Not one word about Hans’s
relation to the street, on how the street was forbidden to him, on what it is for a child
to see the spectacle ‘a horse is proud, a blinded horse pulls, a horse falls, a horse is
whipped. . . .” Psychoanalysis has no feeling for unnatural participations, nor for the
assemblages a child can mount in order to solve a problem from which all exits are
barred him: a plan(e), not a phantasm. Similarly, fewer stupidities would be uttered
on the topic of pain, humiliation, and anxiety in masochism if it were understood that
it is the becomings-animal that lead in masochism, not the other way around” (ATP
259-60; trans. modified).

19. It is very surprising that Monique David-Ménard, in her chapter, “Eloge du
masochisme. Critique de la notion de plaisir,” uses the same passage to show, not a
contradiction, but the total continuation of Masochism in A Thousand Plateaus. As
she writes, “Masoch is thus, for Deleuze, the occasion for a critique of Freud on the
role that he grants pleasure in the analysis of desire. Masochism, by contrast, is an
organization of symptoms which, to be grasped in their specificity, require that one
entirely recast the notion of pleasure, so that it no longer is content with its psycho-
analytic obscurity. In A Thousand Plateaus, in 1980, this passage via the analysis of
masochism will be resumed in its conceptual ramifications in a lucid fashion” (David-
Meénard 2005: 34).

20. As Deleuze says, “in the unconscious, everyone is the offspring of divorced
parents, dreaming of restoring the mother and bringing about the return of the father,
pulling him back from his retreat: it seems to us that this is the basis of what Freud
called the ‘familial romance’ and its linkage with the Oedipus complex” (LS 204).

21. “The very notion of Image, after having designated the superficial object of
a partial zone, and then the phallus projected on the genital zone, and the pellicular
parental images born of a cleavage, comes finally to designate action in general. The
latter concerns the surface—not at all a particular action, but any action which spreads
itself out at the surface and is able to stay there (to restore and to evoke, to restore the
surface and to summon to the surface). But, on the other hand, the action effectively
accomplished is no more a determined action which would oppose the other, nor a
passion which would be the repercussion of the projected action. Rather it is some-
thing that happens, or something which represents all that can happen; better still, it is
the necessary result of actions and passions, although of an entirely different nature,
and itself neither action nor passion: event, pure event, Eventum tantum (to kill the
father and castrate the mother, to be castrated and to die)” (LS 207).
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22. “What is psychoanalysis talking about with its grand trinity of murder-incest-
castration, or of devouring-eventration-adsoprtion, if not about pure events? Totem
and Taboo is the great theory of the event, and psychoanalysis in general is the sci-
ence of events. [. . .] As the science of pure events, psychoanalysis is also an art of
counter-actualizations, sublimations, and symbolizations” (LS 211-12).

23. “We can now grasp the essential condition for a consciousness to be able to
image [imaginer]: it must have the possibility of positing a thesis of irreality. But we
must make this condition more precise. It is not a question of consciousness ceasing
to be consciousness of something. It is in the very nature of consciousness to be inten-
tional and a consciousness that ceased to be consciousness of something would there
cease to exist. But consciousness must be able to form and posit objects affected by a
certain character of nothingness in relation to the totality of reality. One can recall, in
fact, that the imaginary object can be posited as nonexistent or as absent or as existing
elsewhere or not be posited as existent. We notice that the common characteristic of
these four theses is that they include the entire category of negation, though in differ-
ent degrees. Thus the negative act is constitutive of the image” (Sartre 2004: 182-3).

24. “Masoch does not use the romantic dream, but the phantasm and all the powers
[puissances] of the phantasm in literature. Literarily, Masoch is the master of phan-
tasm and suspense; if only through this technique, he is a great writer” (M 133; trans.
modified).
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Chapter 3

The Proust of 1970
The Literary Machine

THE LAW

The second edition of Proust and Signs (1970), which includes the new
chapter “Antilogos: The Literary Machine,” represents a unique moment in
Deleuze’s thought. It’s almost an impossible text, constructed on theoretical
planes that scarcely communicate with one another. It contains broad psy-
choanalytic themes that Deleuze had adopted in works written before, and it
already works within the concepts that will produce the theoretical break that
will be found in Anti-Oedipus two years later. One sees, side by side, worlds
that grow increasingly separate. On one hand, we find the Lacanian trinity of
the symbolic—imaginary—real. We also find the concept of the “death instinct”
as transcendental principle that organizes the analysis of the mechanisms of
denegation and suspense in Masochism and the three syntheses of time of Dif-
ference and Repetition. On the other hand, everything is organized around the
concepts of “machine” and “transversality,” which, after 1972, will become
the foundation of Deleuze’s vitalism of desire.

The most extreme point of this differing discontinuity, of this cleavage in
suspense, is evident in the central concept of the second edition of the Proust
book: the concept of “law.” Law functions on several planes. It is, at once, the
mode of unity of numerous strata of the Recherche, the site of the engender-
ing of the system of signs, and the real principle of the syntheses of time. In
each plane, a single and sole thesis, the law is empty, it is pure form. The law
determines what it unifies, what it engenders, or what it founds without ever
giving itself as such. “The law becomes a primary power insofar as it controls
a world of untotalizable and untotalized fragments. The law no longer says
what is good, but good is what the law says; it thereby acquires a formidable
unity: there are no longer laws specified in such and such a manner, but there

93
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is the law, without any other specification. It is true that this formidable unity
is absolutely empty, uniquely formal, because it causes us to know no distinct
object, no totality, no Good of reference” (PS 131). The law produces con-
nections, produces repetition, and produces erasure, but it has no matter that
can be known, and it is the cause of nothing. In order to think this paradoxical
character of the law, Deleuze defines it at the same time as death instinct and as
machine. The law is forced movement without matter and, also, pure repetition
without content. It punishes, it produces pain, and it writes its nihilistic will in
bodies. In each case, if it functions in the void, it nonetheless applies the harsh-
est sanctions on bodies. “Not causing us to know anything, the law teaches us
what it is only by marking our flesh, by already applying punishment to us,
and thus the fantastic paradox: we do not know what the law intended before
receiving punishment, hence we can obey the law only by being guilty. [. . .]
Strictly speaking unknowable, the law makes itself known only by applying
the harshest punishments to our tortured body [le corps supplicié]” (PS 132;
trans, modified). The law exists first in the tortured individual. The law is
that individual’s guilt and that individual’s pain. Deleuze thus again takes up
the Lacanian thesis of the paradox of the law. The symbolic stratum, which
is opposed to the imaginary and the real, is the heir of the death instinct. The
entire second part of Proust and Signs is hence a meditation on this relation
between law and death, and between the order and the instinct of death.

THE DEATH INSTINCT

Deleuze here returns to his analyses of Beyond the Pleasure Principle, which
he used as the foundation of his reading of masochism. But now, in order
to flee the (Freudian) interpretation of the death instinct as qualitative and
quantitative return of living matter to inanimate matter, Deleuze presents it
in the form of pure repetition, repetition for itself, that is, in the form of the
machine. If he can explain the injunctive force of the law through its character
as instinct, but an instinct that moves beyond the pleasure principle, he can
make visible the formal condition of the law through machinic repetition.
Machine and death instinct become the two sides of the symbolic.

This same relation between machine and death instinct is resumed in the
two other dimensions of the Lacanian trinity. The real is the machine habitus;
the imaginary is the machine Eros-Mnemosyne. All we need do is impose this
trinity on the three syntheses of time that Deleuze formulates in Difference
and Repetition in order to rewrite Deleuze’s entire reading of Proust. The
1964 fourfold approach to time gives way to a ternary system. Habitus is the
foundation of time upon a living present; Eros constitutes the continuous flow
of the pure past; Thanatos is the third synthesis, time as pure form.
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Thanatos takes on a central role. Thanatos is indeed only one of the
machines, the machine that erases and the machine that effaces. The death
instinct, hence, is only one of the three syntheses of time, that of the pure
form of time. But, because it is the non-ground, it unites the two others
in their unconditioned truth. Thanatos makes them function in pure form.!
Thanatos is therefore the ultimate law, where all other laws converge. It is the
ultimate law because it is pure form and pure machine.

The relation between “law” and “death instinct” as instrument for reading
Proust may be summarily sketched in a simple note in the chapter “Repetition
for Itself” in Difference and Repetition. Under the title, “Note on the Proust-
ian Experiences,” and after having recapitulated the nature of two temporal
series—that of a former present (Combray as it had been lived) and that of
an actual present—Deleuze writes: “Moreover, the resonance of the series
may give rise to a death instinct which overruns them both: for example, the
ankle-boot and the memory of the grandmother. Eros is constituted by the
resonance, but overcomes itself in the direction of the death instinct which is
constituted by the amplitude of a forced movement (this death instinct finds
its glorious issue in the work of art, over and above the erotic experiences of
the involuntary memory). The Proustian formula ‘a little time in its pure state’
refers first to the pure past, the in-itself of the past or the erotic synthesis of
time, but more profoundly to the pure and empty form of time, the ultimate
synthesis, that of the death instinct which leads to the eternity of the return in
time” (DR 122). The equivalence between the pure and empty form of time
and the death instinct already forms the center of Difference and Repetition.
It’s only the idea of the machine that is not yet present in this 1968 book. It
appears for the first time in The Logic of Sense as a means of thinking the
relation between the unconscious and sense as production.?

But its introduction in the 1970 text on Proust gives the concept of the
death instinct, in its relation with the unknowable law, and the role of a new
center of the Recherche.

THE FIRST LITERARY MACHINE

The 1970 edition of Proust and Signs is the first text to establish the relation
between the figures of the law, the syntheses of time, transcendental princi-
ples, and types of machines. Proust functions, once again, as the laboratory of
Deleuze’s theoretical experimentation. The starting point for the replacement
of a description of the syntheses of time, with the modes of the functioning of
machines, is the attribution to the Recherche itself of the status of machine, a
literary machine. And the inspiration for this attribution, as Deleuze reveals
in Anti-Oedipus, is Blanchot.?
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But it is still Lacan who inspires the most fundamental aspect of this
reading: the triadic structure of the machines. There are three machines: the
machine of the fragmented real; the machine of desire, which puts fragmented
parts in resonance; and the machine of the symbolic, which produces forced
movement through the idea of death. Deleuze calls the first, after Melanie
Klein, the “machine of partial objects,” that which produces fragments with-
out totality, noncommunicating vessels, and enclosed scenes. The second type
of machine he calls a “resonance machine.” “The most famous are those of
involuntary memory, which puts into resonance two moments, one present
and one earlier” (PS 151; trans. modified). The third is the most complex.
Deleuze has no simple name to designate it. Deleuze calls it the point of
resolution of the two other machines, the two other orders of time. “This
contradiction appears here in its most acute form: the first two orders were
productive, and it is for this reason that their reconciliation raised no special
problem; but the third order, dominated by the idea of death, seems abso-
lutely catastrophic and unproductive. Can we conceive a machine capable of
extracting something from this kind of painful impression and of producing
certain truths? So long as we cannot, the work of art encounters ‘the gravest
objections’” (PS 158).

It’s the idea of death that is revealed to be the third machine. And paradox
of paradoxes, despite its catastrophic condition, it is not only productive, that
is, not only is it possible to fashion sense and truths with pain and anguish in
the face of death, but also that the very idea of death makes all the machines
truly productive. According to Deleuze, the last volume of the Recherche can
only illustrate the effect produced by the accumulation of past time in the
faces of characters through the need to finish the book that is infinite in itself.
In the salon of Mme. De Guermantes, death spreads over every glance and
every gesture. It’s solely in the presence of a new type of signs, beyond sen-
sible signs, amorous signs, worldly signs, and the signs of art (i.e., it is solely
in the presence of the signs of aging, of sickness, and of death) that Marcel,
the narrator, discovers the urgency—and the sense—of his novel. And in the
same manner that, in the 1964 edition of Proust and Signs, essence, although
only revealing itself in the signs of art, is retrospectively discovered to have
always been present in the other signs, as being that which establishes the
connection between the sign and its sense; so, in the 1970 edition, the idea
of death, although being visible only in the signs of the journey to the tomb,
is always already in all the other orders of signs.* The idea of death, this per-
ception of a movement that pushes us, despite ourselves, toward dissolution,
toward aging, toward illness, and toward nothingness, is hence the ultimate
foundation of the very act of writing. Instead of being an objection, instead of
raising a possible paradox against the sense of every effort, against the sense
of the struggle for art, it is, on the contrary, the condition of the literary work
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and its real genesis. “The idea of death ceases to be an ‘objection’ provided
we can attach it to an order of production, thus giving it its place in the work
of art. The forced movement of great amplitude is a machine that produces
the effect of withdrawal or the idea of death. [. . .] A machine of the third
order comes to join the preceding two, a machine that produces the forced
movement and thereby the idea of death” (PS 159-60). And this idea of death
has a name: the death instinct, Thanatos. Only this pure form of the law as
anticipated nothingness that is written on each body and renders it guilty
without ever giving itself as such, only this unproductive catastrophe, can
produce the unity of the machines and put them into action. Thanatos is the
ultimate and first machine.

Deleuze thus brings to completion his system of machines in Proust. He
takes up the trinity of Lacan, term by term. “The entire Recherche sets three
kinds of machines to work in the production of the Book: machines of partial
objects (impulses), machines of resonance (Eros), machines of forced move-
ment (Thanatos)” (PS 160). Having established this new transcendental field,
where impulses, Eros and Thanatos, have acquired the nature of an ultimate
a priori, Deleuze can hence propose a new deduction of the general condi-
tions of experience, not possible, but real. To each machine he assigns a type
of sign, a type of movement, a form of time, a way of functioning, a specific
world as its transcendent corresponding use, a mode of essence, and a regime
of decoding.

The partial objects machine produces essence as general laws, as truths
of groups and series. The corresponding signs are “worldly signs and the
signs of love—in short, whatever obeys general laws and intervenes in the
production of lost time” (PS 149). It functions through cutting and through
fragmentation. Its world is the transsexuality of the beloved, and its truth is
not gained through deciphering or interpretation, but through translation. The
faculty that interprets them is the intelligence. The resonance machine, also,
has a specific regime. It produces essences that are “no longer a general law,
of group or series, but a singular essence, a local or localizable essence in
the case of the signs of reminiscence, an individuating essence in the case of
the signs of art” (PS 152). The signs that correspond to reminiscence are the
sensible or natural signs. The resonance machine also produces artistic signs
as the incarnation of individuating essence. In reminiscence and in artistic
essences, it produces regained time. It functions through the recording and the
transmission of a code or a chain. It unfolds the possible worlds of the loved
one. Its specific faculty is involuntary memory for natural signs in reminis-
cence and pure thought for artistic signs. Finally, there is the machine of
forced movement. It still concerns art, “but is defined by universal alteration,
death and the idea of death, the production of catastrophe (signs of aging,
disease, and death)” (PS 149).
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This is an entirely new group of signs. As we have noted, in the 1964
edition Deleuze identifies four types of signs: the sensible, the amorous, the
worldly, and the artistic. The four-term structure respects the table of four
faculties—in relation with the four forms of time and four types of essence.
Now, to adapt his semiology to the Lacanian tripartite division, he groups
the four signs of 1964 two-by-two. The sensible and artistic signs are placed
on the side of Eros, the imaginary. The worldly and amorous signs now cor-
respond to the partial objects machine, that is, to the domain of drives and
the domain of the real. As regards the forced movement machine, Deleuze
invents different types of signs, signs of aging, sickness, and death. These are
the signs of Thanatos.

If the drive machine represents empty time as opposed to the full time of
Eros, and lost time as opposed to time regained, with the Thanatos machine,
“it is time itself that becomes sensible” (PS 160; trans. modified). Time itself
is given several forms in Thanatos. It is first the horizon, the infinitely dilated
time that the materiality of all contents acquires, where everything is mixed
and confused, a time occupied as much by the living as by the dead. It is also
the pure form of time, beyond the living present of partial objects and the pure
past of resonances. Beyond Habitus and beyond Eros, beyond lost time and
time regained, it is a new lost time, or better, a time of perdition, of disap-
pearance, of forced movement toward the tomb. But this lost time of Thana-
tos becomes the pure form of the literary work and the law in its ultimate
unity. There are thus three dimensions of time: “lost time, by fragmentation
of partial objects; time regained, by resonance; lost time that has been lost
in another way, by amplitude of the forced movement, this loss having then
passed into the work and become the condition of its form” (PS 160).

The Thanatos machine functions by cutting flows and by erasing objects
and resonances. It leads the lover to the discovery of impossible worlds, as
closed vessels. Its sense is given, not in interpreting or translating, but in
deciphering. Deleuze attributes no specific faculty to Thanatos nor any cor-
responding essence. The intelligence of the partial objects machine produces
essences in series, generic essences. Involuntary memory accedes to singular
essences. But Deleuze says nothing about what the death instinct produces. He
remains silent as well about the mode of being affected by the death instinct.
He timidly uses Heideggerian concepts. On one hand, he speaks of “an intol-
erable anguish [. . .] in a certainty of death and nothingness” (PS 157). On
the other hand, the idea of death itself—although it founds the dimension of
lost time, that is, although it makes sensible form appear as a horizon that is
infinitely dilated—has its genesis, in an inverse fashion, in “a certain effect of
Time” (PS 159).° Time itself, sensible time, produces the faculty adequate to
its experience, produces this anguish not in the face of the representation of
one’s death, but in the face of the certitude of death and of nothingness.
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Deleuze finds himself between a transcendental aesthetics and a philoso-
phy of Nature. He wants to think the unity of the Recherche, the system
of its signs, the forms of time that traverse it. But he hesitates between his
Kantian heritage and his Lacanian euphoria, between an anesthesiology as
a new doctrine of the faculties and an anthropology of the law in its rela-
tion to desire and the impossible real. The concept of machine is indeed a
compromise solution. Machines produce objects, produce desiring reso-
nances between these objects and cut flows, erase time regained, in order
to establish fragmentarity, closed vessels, and open boxes. Machines are
already the expression of a vitalism. They function like pure forms of empty
repetition, and, at the same time, they are the most universal matter of drives
and instincts. For Deleuze, it’s the same thing to speak of drives of the Id
or partial objects, to speak of Eros, the pleasure principle of the ego or of
resonances between disjunctive series. There is a permanent equivalence
between the death instinct, the superego, the forced movement machine,
and anguish in the face of death and nothingness. Machines produce reality
and, at the same time, produce the mode of being affected by the objects
produced, that is, signs, forms of time, essences, faculties, and, in a word,
types of truths.

From the 1964 edition to the second part added in 1970, from a regime of
four times to a generalized trinity, Deleuze puts his transcendental empiri-
cism in variation in/toward a vitalism of machines. This text signals the
advent of Anti-Oedipus and its entire politics of desiring machines.

Why place this 1970 text alongside the first part of Proust and Signs, as if
it were simply a matter of completing the theory of faculties and essences?
This question becomes more urgent when we recognize that the third part of
Proust and Signs, published separately in 1973 and then added to the book
in 1976, goes beyond the universe of Anti-Oedipus to open up the physics of
collective assemblages of enunciation of Kafka: Toward a Minor Literature.

NOTES

1. “The first synthesis expresses the foundation of time upon the basis of a living
present, a foundation which endows pleasure with its value as a general empirical
principle to which is subject the content of the psychic life in the Id. The second
synthesis expresses the manner in which time is grounded in a pure past, a ground
which conditions the application of the pleasure principle to the contents of the Ego.
The third synthesis, however, refers to the absence of ground into which we are pre-
cipitated by the ground itself: Thanatos appears in third place as this groundlessness,
beyond the ground of Eros and the foundation of Habitus. [. . .] In one sense the third
synthesis unites all the dimensions of time, past, present and future, and causes them
to be played out in the pure form” (DR 114-5).
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2. Deleuze says that Freud is “the prodigious discoverer of the machinery of
the unconscious by means of which sense is produced. [. . .] Today’s task is [. . .] to
produce sense” (LS 72-3).

3. “Maurice Blanchot has found a way to pose the problem in the most rigorous
terms, at the level of the literary machine: how to produce, how to think about frag-
ments whose sole relationship is sheer difference—fragments that are related to one
another only in that each o