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INTRODUCTION

DAVID CUNNINGHAM, ANDREW FISHER
AND SAS MAYS

This collection brings together eleven critical essays by writers working in a
wide range of institutional and disciplinary contexts. They have been selected
on the basis of their significant contribution to literary and cultural studies,
art history and photographic theory, as well as to critical art and photographic
practice. Together they comprise a historical cross-section of current
interdisciplinary research, linked by a shared desire to understand the
complex relationships between literature and photography as these have
developed through the twentieth century. While such interdisciplinarity is (or
should be) a condition set by the general object of study itself, the contents of
this volume in fact constitute a break with much existing work in this area.
For, up to now, both the idea of literature projected by much photographic
discourse, and the idea of photography projected by much literary criticism
and theory, have tended to draw attention away from the kinds of dialectical
interrelations that mark a genuinely interdisciplinary field, leading to an
unreflective romanticisation of the discourses upon which they encroach. Too
often this has meant that complex critical traditions and cultural histories
have been subsumed into, and overdetermined by, established disciplinary
desires and conventions. Thus, for example, just as a significant amount of
photographic practice and criticism has sought to affirm the freedom of the
fictive in literature, in ways that have been intensively problematised within
literary studies, certain dominant literary critical practices have, equally as
often, traded upon ontological assumptions regarding the veracity of
photographic representation, which have long been considered tendentious in
critical discourse on photography.

Whilst these considerations may indicate something of a failure in
interdisciplinarity, it remains the case that such radical misreadings of one
discipline by another have often been eminently productive in other ways.
The inference we would wish to draw from these considerations is that whilst
this field of interdisciplinary critical practice remains problematic, it also
promises much of value and interest. As such, it is our hope that this volume
works to stage, in new ways, a critical encounter between different
approaches to such problems in order to enable the possibilities of research
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on literature and photography to be more effectively conceived and pursued.
Its aim is not simply to question photography’s idea of literature, nor
literature’s idea of photography. Rather, it seeks to trace the heterogeneity of
conceptions of the intersections between the literary and the photographic
from a variety of critical and historical perspectives.

Broadly speaking, the histories of photography and literature are
punctuated by significant events that serve to identify them and which make
clear the problematic nature of some of the distinctions that have been taken
to characterise their possible relations. Considered together, these histories
reveal that neither literature nor photography is easily definable according to
conventional epochal delimitations, nor by definitions of media and genre.
Indeed, examination of the long historical development of conceptions of
visual and textual practices, and of their relations, encourages the view that
both literature and photography need to be understood in ways that
interrogate the conceptual presuppositions, and social formations of desire,
that have called them into being, and that have given structure to the
changing forms they have taken. As W.J.T. Mitchell puts it, in a famous
study, while the “dialectic of word and image” may have been a “constant in
the fabric of signs that a culture weaves around itself’, what varies is “the
precise nature of the weave, the relation of warp and woof”." At stake in this
is an issue of how to comprehend the various points of conjunction through
which literature and photography, as “word and image”, have historically
met—whether this meeting is enabled by material compatibility (the page, the
book, and the archive), by formal comparability (narrative, mnemonics), by
proximity of cultural-historical appearance, or by ideological matrixes.

If the oft-remarked opticality of Western discourse from Plato onwards
indicates part of the matrix through which an identity of the textual and visual
might be formed, then the nascency and origins of the photographic are
certainly witness to a new historical interrelation of the two. This goes
beyond the obvious question of the photograph’s captioning and written
contextualisation. At a literal and often critically neglected level, the birth of
photography is deeply marked by textual concerns. The first published
discovery of a light sensitive chemical was the product of an alchemical
endeavour: a metaphysical, mythical and arcane practice which would not
recognise the modern distinction between science and fiction. Johann
Heinrich Schulze’s attempt in 1727 to recreate light-emitting phosphorous,
failing through chemical impurity, inversely produced “scotophorous”—a
substance that blackened under light. Schulze placed a stencil of a text around
a glass container holding the substance and thus wrote upon it If this
effectively imitates the labelling of chemicals, it is clear that, from its
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historical and material latency, the photographic is enmeshed, more
generally, within an economy determined by taxonomic and mythic
resonances constitutively marked by a relation between text and image. A
comparative historical account is thus also pertinent for understanding the
development of the optical precursors of photography: the camera obscura
and camera lucida. Such technologies of vision must be seen within their
specific historical-cultural contexts—the industrialisation and capitalisation
of the aesthetic objects of the grand tours: classical and Renaissance art, the
sublime, the beautiful, the picturesque and the gothic—as well as within
broader social transformations, such as the modern histories of secularisation
and rationalism, which were equally formative for developments in European
literature.

These familiar historical narratives may also be tied into other more
ambiguous aspects of the matrices of text and image from which photography
and its associated discourses emerge. Photography’s historical coming into
being as a recognisable technique circa 1839 is conventionally centred on the
activities of Daguerre and Talbot. The practices of both these “fathers” of
photography reflect cultural pretexts in which contemporary divisions
between science and art had not been yet formed, but in which myth and
literature merged with metaphysics and natural philosophy. Daguerre’s
milieu reflects the Encyclopaedic drive of Diderot and d’Alembert, as well as
socio-political discourses including Rousseau and the political transformation
of French society. Talbot’s milieu reflects Baconian induction, Orphic lore,
and a British scientific establishment itself conditioned by the socio-political
conditions of empire. The historical affirmation of the capability of the
photographic to extend the power of rationalising perspicacity was often
couched in a rhetoric of the containment, colonisation and control of unruly
feminine nature. Thus, both the French and English forms of the
photographic emerge from discourses which operate through a gendered
symbolic logic. In this light, Daguerre and Talbot, the paternal figures of
photographic reproduction, may well be seen to attempt the sublimation,
displacement, and even denigration of biological reproduction; something
which has its well-documented equivalents in nineteenth-century literary
culture and criticism.” From the outset, then, the question of the identity of
the photographic, and its relation to the literary, is also, for example, a
question of gender.

This has certainly not gone unremarked in previous work, but, at the very
least, this book seeks to extend its remit, as it does with other issues that the
photography-literature intersection raises. For, perhaps understandably, what
attention has been given to this field to date, has almost exclusively focused
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upon a nineteenth-century moment defined by photography’s challenge to the
(literary) idea of realism.* This is the first volume of its type to extend the
parameters of existing research by examining significant cultural
developments in the twentieth century, and, in so doing, to provide a platform
for contemporary critical debates. While the question of realism—as,
alternately, generic, epistemological and ontological category—remains key
here, this historical extension also opens up the question of photography’s
role within the still disputed histories of modernism and the avant-garde. As
several recent studies in literary and art history have attested, modernist and
avant-gardiste attempts to de-structure conventional models of identity, in the
name of cultural and revolutionary novelty, have significantly shaped
twentieth-century written and visual culture—as well as foregrounding
political questions regarding subjectivity and representation—in ways which
continue to complicate our understanding of what photography and literature
have been and how we can think of them today.

Moreover, it is often the very similarity between photography and
literature that makes their status problematic in such debates. For instance,
some recent discussions of photography are marked by a tendency to refer to
the “photographic”, in order to mark a difference from the medium
specificity of “photography”. Such a terminological shift indicates a
sustained crisis in the object of photographic discourse—a shift paralleled by
that from the formalist search for an autonomous essence of “literariness” to
the contemporary understanding of “literature” as an institutionally defined
“signifying practice” that falls within the broader remit of cultural studies.

The medium specific identity of photography and literature is, of course,
the concern of Clement Greenberg’s canonical articulation of modernism. In
“The Camera’s Glass Eye: Review of an exhibition of Edward Weston”
(1946), Greenberg states that “photography [...] is closer to literature than it
is to the other graphic arts. [...] The final moral is: let photography be
‘literary’”.” (A judgement which, significantly, parallels his comments on
Surrealism and other avant-garde movements). Against the self-reflexive
autonomy of painting, the pejorative identity of photography and literature is
that defined by a shared space of reference, indexicality and narrative. Such a
position is explicitly refuted by Szarkowski in the “Introduction” to The
Photographer’s Eye (1966): the photograph cannot “pose the truth”, but only
record details and fragments, “not as a story, but as scattered and suggestive
clues”.® Yet many other practitioners have since insisted on the positive
conception of the literariness of their photographic production. Consequently,
one might radicalise Greenberg’s sense of identity and ask: in material terms,
what allows photography and literature to occupy such shared spaces? This is
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an issue taken up, for example, in Susan Sontag’s familiar work On
Photography (1977), which begins by claiming that photographs change the
epistemological and ethical nature of the world, but from within the material
and archival forms of the text. As she notes: “magazines feature them; cops
alphabetize them; museums exhibit them; publishers compile them”: “the
book has been the most influential way of arranging [...] photographs”.’

The question of the specific forms through which photographs and words
intersect is then, unsurprisingly, an explicit concern for many of the essays
here, whether in terms of the book, the family album, the sequential
organisation of image and text, or the graffitied wall as an appropriative site
of photo-poetry. At the same time, as Sylviane Agacinski has recently
remarked, if “in retrospect, we can say that modernity had indeed arrived”
with photography’s “new possibility for making images”, this did “not only
create a new art form but also disrupt[ed] the history of other arts”, including
literature.® It is noticeable that perhaps the two most influential twentieth-
century theorists of photography, Walter Benjamin and Roland Barthes, each
considered themselves, at certain stages of their careers at least, to be
primarily literary critics. (Probably the same could be said of Sontag also).
While the historical eruption of the photograph is, for obvious reasons,
assumed to be a part of the history of the visual arts, centred around painting,
there is much to suggest that it is equally crucial (and transformative) as a
moment in literary history. This makes it all the more surprising that it is so
generally absent from the standard histories of literary modernism (and,
indeed, postmodernism). From the now evident centrality of photography to
the Proustian project,” to Christopher Ishwerwood’s famous “camera eye”
technique,'’ to Breton and Orwell’s (very different) use of photographic
“illustration” in Nadja and The Road to Wigan Pier, to what might be
described as the “postmodernist” photo-realism of E.L. Doctorow’s prose,'’
to the recent novels of W.G. Sebald, the “photographic” persistently
intervenes within the historical development of twentieth-century literary
practices, just as the “literary” consistently refracts the photograph’s
technical forms, reception and theorisation.

In the opening chapter of this collection, John Timberlake examines
aspects of H.G. Wells’ novella The Time Machine, published in the last
decade of the nineteenth century, as a starting point for thinking through the
twentieth-century development of some of these problematics. Wells’
narratives of time travel, characteristically juxtaposed here with later post-
World War Two stories about the atomic bomb, bear witness to the changing
conditions of reception for the photograph in the popular imaginary—
concerns that inform Timberlake’s own practice as an artist. At the core of
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Timberlake’s account is the issue of the construction and dissolution of the
relation between individual and collective subjectivities.

Such a concern with the construction (or destruction) of subjectivity also
informs perhaps one of the major trends in the twentieth-century theorisation
of photography, which has been to consider it in terms of memory and
temporality. Much work in this area has relied heavily on the treatment of
photography in critical works on the novel. In this light, Elena Gualtieri
discusses Proust's 4 la Recherche du Temps Perdu, considering the manner in
which its reference to photography undercuts the celebrated distinction
between voluntary and involuntary memory. Such consideration leads
Gualtieri to question the very possibility of memory itself in the era of the
consolidation of the photograph as a dominant mnemonic figure.

A critical renegotiation of relations between photographic and literary
memory in gendered terms is also the object of Maggie Humm’s chapter.
Here, social and familial relations are articulated through Virginia Woolf’s
domestic photographs. Humm argues that such vernacular photographic
practices, marginal to institutionalised aesthetic forms, and marginalised in
previous critical debates, nevertheless self-consciously employed new
technologies of popular photography toward novel visual aesthetics, in order
to transform historical and normative constructions of gendered identities.
Hence, Woolf’s photo-albums are crucial to rethinking modernist aesthetics
by recovering concepts of feminine memory from hitherto “invisible” art.

Esther Leslie’s reading of Walter Benjamin, perhaps the most influential
of all twentieth-century writers on photography, explores a rather different
construction of modernism. Focusing on that most “literary” of Benjamin’s
texts, “One-Way Street”, Leslie offers both a new interpretation of its
montage-like structure and connects it to Benjamin’s more general interest in
new technologies of vision. Drawing on the forms of modernist
historiography pioneered by her subject, she proceeds to discuss Benjamin’s
“materialist optic” in its relation to the conjunction of text and image in both
the Dadaist photography of John Heartfield and John Amos Comenius’
seventeenth-century illustrated children’s book, the Orbis Pictus. It is by
these means, Leslic shows, that a montage method is “carried over into
historical envisioning”.

Benjamin’s pivotal place with regard to the interpretive complexity of
contemporary relations to modernism and the avant-garde, and the questions
of temporality they involve, is also the background to David Cunningham’s
discussion of Surrealism. Through the work of art critics such as Rosalind
Krauss, Surrealism has become something of a privileged site for a set of
ontological claims regarding the photographic. For Cunningham, this account
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of Surrealism is elaborated at the expense of understanding the ways in which
its engagement with the photograph was also shaped by specifically literary
concerns—particularly, post-romantic conceptions of the poetic image—in
such a way as to complicate the relations between the two as potentially
avant-garde forms.

An historical account of the shift of modernism’s dominant geographical
site from a European base—such as the Surrealists’ Paris—to North America,
after World War Two, is now a commonplace in both art and literary history,
and is often seen to be accompanied by a profound process of
depoliticisation. Sas Mays’ chapter analyses the practice of Ansel Adams, in
which the photograph acts as a medium through which to represent the
relation between individual and landscape as the binding force of
transcendental socio-political equality. The essay situates Adams amid a
general shift in philosophical culture from idealism to pragmatism—a shift
involving a photographic renegotiation of the idealist denigration of the
written text and its archival forms. Adams’ place within this shift is
significantly played out not only as an issue of the gendering of literary-
philosophical and photographic archives, but also through the failure of a
particular form of masculine romantic individualism.

Issues of the individual and the social are picked up in Caroline Blinder’s
chapter. Jack Kerouac’s introduction to Robert Frank’s The Americans
encounters the problematic relation between photography and the literary in
the context of a series of narrative forms—particularly the Beat experience of
the social, economic and natural landscape, through the narrative strategy of
the road trip, in its complex intersection with stories of American national
identity. If Kerouac posits a homology between the literary and photographic
as media through which to access transcendental unity, Blinder argues that
Frank’s photography is rather more cynical—it partially distances itself from
the literary tradition of American transcendentalism, dealt with in Mays’
chapter, in order to evoke the fractures and divisions of contemporary social
experience.

Returning to some of the issues addressed in the chapters by Leslie and
Cunningham, radical attempts to reformulate political subjectivity are
considered in terms of avant-gardist poetry and photographic appropriation in
Frances Stracey’s discussion of post-war Situationist practices. This essay
reconsiders Raoul Vaneigem's model of “radical subjectivity”, and its
emergence through both subversive poetry and the graffiti that erupted over
the streets of Paris in May 1968. Photographs of this graffiti, collected and
published in a Situationist book, lead Stracey to consider the type of
subjectivity inscribed across these urban sites and to question its modes of
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signification. This graffiti, she argues, is a trace of the non-presence of the
subject, a text-in-ruins that risks corruption and erasure and, specifically, is
thus interpretable as a form of photo-poetry.

Where Woolf deploys the photographic representation of the absent
mother, and where Adams’ paternalism is inverted by mourning for the
maternal, there is an intersection with Jay Prosser’s paper on Barthes’
Camera Lucida. Prosser presents a novel reading of the punctum—an
emotive irruption triggered by a detail in the photograph—through Barthes’
interest in the Buddhist notion of sunyata: the void of death which posits a
degree zero exterior to the mediations of the text. Thus, in the attempt to
reclaim the maternal figure which haunts Barthes’ text, literary representation
is exceeded by the photographic. Given that Barthes is habitually
contextualised within a Western philosophical framework, this
recontextualisation of the debates around photography in Camera Lucida
provides a necessary counter to orthodox critical appraisal and allows the
relationship between literature and photography to be productively refigured.

Analyses of the relation between literature and photography, and between
aesthetics and the social, are taken up in Andrew Fisher’s chapter, in which,
drawing on the literary criticism of Georg Lukacs, he offers an analysis of
Allan Sekula’s “para-literary” attempt to establish a socially critical praxis of
documentary photography. Guided by the thought that the social world
photography depicts has already been worked over by cultural forms such as
the novel and the Hollywood epic, Sekula adopts a critical relation to
Greenberg’s claim that the medium of photography is specifically literary.
Rather, photographic praxis should be “literate”, specifically informed with
regard to the aesthetic and political forces shaping the world it depicts.

Earlier discussions by Gualtieri and Leslie provoke comparison with
Stewart Martin’s essay, the final chapter in this book, which critically
examines the recent novels of Sebald and their entwinement of text and
photography. Interpreting these novels in relation to Walter Benjamin’s
famous analysis of the destruction of the aura in technological modernity,
Martin seeks to characterise their peculiar genre. Interpreting it as
synthesising a number of minor genres (biography, the diary and travel
writing, the scrapbook, family and holiday albums), Martin characterises
Sebald’s writing as an attempt to mourn, and thereby salvage, the ruination of
European literature produced by the trauma of the First and Second World
Wars. Thus, the project actually represses the most striking effects of the
cultural and political landscape in the period since the Second World War. As
such it is an art of forgetting, not of memory.
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In taking up again, in a contemporary context, the themes of memory and
narrative with which the book begins, Martin’s chapter also leaves us with
the question of what futures there may be for photography and literature’s
historical enmeshment. The emergence of new digital technologies, and new
media such as the internet, is already having profound effects upon each of
these cultural forms. If the ongoing “dialectic of word and image” is indeed
manifesting the beginnings of a new “weave”, a new “relation of warp and
woof”, in our time, then it is still the case that any adequate account of the
transformations involved will continue to rely upon the kinds of critical
analyses of their historical relations as are offered here.
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FORGOTTEN CAMERAS & UNKNOWN
AUDIENCES: PHOTOGRAPHY, THE TIME
MACHINE AND THE ATOM BOMB

JOHN TIMBERLAKE

I do not propose this essay as a work of literary criticism or appreciation, and
my aim here is not to offer research interpreting new evidence from H.G.
Wells’ published writing or private papers. My aim here is to take as a
starting point an incident in Wells’ novel The Time Machine which struck me
the first time I read the novel, whilst preparing a new body of photographs
for an exhibition and in the formularisation of a video project which is
currently under development.

In this paper I will be looking at aspects of H.G. Wells’ novella The Time
Machine as a starting point to thinking through the construction of audiences
for twentieth-century narratives of science fact and fantasy. More
specifically, I will be looking at the Wells story in relation to themes of the
production and dissolution of collective subjectivity, and the photographic
representation of the atomic bomb in relation to stories of science and its
place in the popular imaginary. Both timetravel and the atomic bomb are
linked not only by their associations with Wells’ oeuvre, but also in the
similarities in their respective trajectories through this imaginary, and in the
extent to which both Wells’ story of timetravel and stories of the atomic
bomb generally bear witness to the changing conditions of reception for the
photograph.

Wells’ story of timetravel does not start in front of what might be termed
a popular audience such as might be constituted at the time of his writing or
that he himself might have sought: the scene is not a public lecture, nor is the
narrative framed as a deposition or series of corresponding letters. In a
narrative effectively split between the voice of a narrator and that of the
timetraveller, a group of male professionals gather for dinner at their scientist
friend’s house in Richmond. There the scientist demonstrates a model of a
timemachine, which vanishes before their eyes. The following week, the
friends again assemble for dinner, to find the scientist missing. He eventually
arrives dishevelled and agitated, relating to them an account of a voyage into
several points in the future: a golden world inhabited by the indolent,
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childlike Eloi above ground and the cannibalistic, industrious Morlocks
below; and a long blood red twilight world after man, witnessed on the shores
of an encroaching ocean. Another interceding point in time was excised from
the final version. Thus, Wells’ Time Traveller, rushing headlong into the
future, sees the paradigmatic schema of his own time, Darwinian evolution,
rendered hysterical by virtue of a monstrous inversion: progress has at some
point been surpassed by regress; a step by step ascent superseded by a step by
step descent. The individual traveller's advance into the future is offset
against the consequent revelation of his own species' retreat into savagery. He
arrives at a point in the future where the Darwinian discourse of natural
science and the Bernsteinian Marxian discourse of social science have
converged: classes are now species. But it is also a point in the future where
the traveller himself is representative of redundancy: he is no longer an
exquisite but a superfluous excrescence, a biological throwback, and the
traveller’s own understanding of progress and retreat is supplanted by that of
evolutionary necessity. He is marginalized not simply by future society, but
from Nature. On his return his tale is greeted with a range of responses from
silence to grave doubt, to dismissal as lies.

The incident central for me in relation to the novel is initially revealed at
the point where the Time Traveller first descends into the troglodytic world
of the Morlocks.

If only I had thought of a Kodak! I could have flashed that glimpse of the
Underworld in a second, and examined it at leisure.'

The absence of the camera is one starting point for the present paper; the
illustration from the cover of the 1995 Everyman edition of the Time
Machine, showing a detail from Leon Augustin L’Hermitte’s Henri Sainte-
Claire Deville Lecturing (1890), serves as another. In it, a man of science,
accompanied by what one might imagine is a learned peer on one side and an
aged assistant on the other, seems to address an unseen, anonymous audience
(fig. 1.1). Those familiar with Wells’ novel will perhaps remember that with
a few notable exceptions, which I will return to in a moment, most of the
characters therein are also anonymous. The Time Traveller, who on one
occasion is referred to as “an eminent scientist”, addresses on the first
occasion an audience comprising The Psychologist, the Provincial Mayor, the
Medical Man, the Very Young Man (who may or may not be the same
individual described earlier as a very young man), and the Narrator.” The
following Thursday, having returned from his adventure, the Time Traveller
describes his experiences to the Narrator, the Psychologist, the Medical Man
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(also described as the Doctor), Blank, the Editor of a well-known daily paper,
a Certain Journalist, and A Quiet Shy Man with a beard who is said by the
narrator not to have opened his mouth all evening. Obviously an ambiguity
arises in so far as Blank might be the editor and might not.

Fig. 1.1: Cover of the 1995
Everyman edition of The
Time Machine, showing a
detail from Leon Augustin
L’Hermitte’s Henri Sainte-
THE TIME MACHINE Claire Deville Lecturing,
1890; courtesy of J.M.

Dent, a division of Orion
D Publishing.

EVERYMAN

The named characters comprise Filby (described as “an argumentative
person with red hair” and then dismissed with “a pork butcher could
understand Filby”); Mrs Watchett, the Time Traveller’s housekeeper; Hillyer,
another household servant; and Weena, the childlike woman the Traveller
meets in the year 802,701. Clearly all these characters are snobbishly
demoted in Wells’ ironised ventriloquy; their intellectual and social
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inferiority is either described or alluded to by the Narrator, and in all cases
they are excluded either entirely or partially from the discussion proper.

What then, is at stake in this differentiation? For the purposes of this
paper I would emphasise four aspects of the story of the Time Traveller: the
condition of science alluded to; the nature of the crisis; his audience; and his
frustration with that audience.

It is clear that the audience imagined by Wells is not one of amateur
scientists per se, as indicated by the response to a question from the audience
early in the novel:

“Scientific people”, proceeded the Time Traveller, after the pause required for the

proper assimilation of this, “know very well that Time is only a kind of Space”.?

Furthermore, the collective subjectivity here indicated by Wells might be
seen as a group of educated bourgeois within a social circuit who see
themselves as informed: yet it would seem a deliberately anachronistic
conceit of the novel that, in the institutionalised culture of science of the
1890s, an “eminent scientist” should demonstrate his latest discovery to a
group of friends at a dinner party rather than in the lecture theatre of the
Royal Society or a laboratory somewhere in Albertopolis. So the condition of
scientific discourse described by Wells could be seen to be analogous to
Conrad’s Congo; a territory located within a popularised imaginary of
gentlemen’s clubs, bachelor dinner parties, and gentleman-dabblers, rather
than reflecting the emergent actuality of the time. In Wells’ story, this gives
rise not so much to a lost world, but an exclusionary, petty and middlebrow
world which is in the process of becoming lost, of splitting away from the
way science should, by inference, be done, but which nevertheless
continues—by virtue of class society—to be a constituent part within the
(desired) transformed conditions of a new and better science that cannot be
wholly extracted and differentiated. To use a Kleinian analogy, this is the bad
science which fails to satisfy, which frustrates, but which is ultimately
revealed to be part of the larger corpus that includes the science-which-is-
adored, inducing a condition of schizoid confusion within the protagonist
subject’s desire for a progressivist scientism, and which is reflected in the
split duality of the narrator / protagonist of the novel itself.

The Time Traveller put his hand to his head. He spoke like one who is trying to
keep hold of an idea that eluded him [...]. “I’'m damned if isn’t all going. This
room and you and the atmosphere of every day is too much for my memory. Did I
ever make a Time Machine, or a model of a Time Machine? Or is it all a dream?







































