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Chronology for 1922

January 1st	 André Breton moves to 42, rue Fontaine in Paris, 
near Place Blanche and Pigalle. His apartment was 
to receive his collection of more than 5,000 objects, 
paintings, drawings, sculptures, photographs, books, 
art catalogs, journals, manuscripts, and works of 
popular and Oceanic art.

January 13th	 The conference of Cannes concerning German 
retribution payments ends.

January 15th	 The Irish Free State is formed, and Michael Collins 
becomes its first premier.

January 19th	 Erich von Stroheim releases his Hollywood film, 
Foolish Wives, in which he plays the main part. It is 
the most expensive film to date, with a budget of one 
million dollars.

January 20th	 Premiere of Arthur Honegger’s ballet for skaters, 
Skating-Rink, symphonie chorégraphique, at the Théâtre 
des Champs-Élysées in Paris. The Cubistic costumes 
and stage settings are designed and painted by Fernand 
Léger.

January 27th	 Kafka begins writing The Castle, using notes and plans 
dating from 1914.

February	 Rilke’s patron Werner Reinhart, having renovated 
the Château de Muzot, a thirteenth-century fortified 
manor house in Switzerland’s Rhone Valley, invites 
Rilke to live here for free. It is there that Rilke finishes 
the Duino Elegies and writes the Sonnets to Orpheus.

For a comprehensive and detailed chronology of the year 1922, see Kevin Jackson’s Constellation of 
Genius: 1922, Modernism, Year One. New York: Farrar, Strauss and Giroux, 2012.
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February 2nd	 James Joyce’s Ulysses is published in Paris (1,000 copies 
printed). He liked the numerological coincidence of 
2/2/22.

February 4th	 In the Journal du Peuple, for the first time André 
Breton publicly attacks Tristan Tzara, whom he calls 
an “impostor.”

February 5th	 The first Reader’s Digest magazine is published in New 
York City.

February 6th	 The Cardinal Achille Ratti is elected as Pope Pius XI.
February 15th	 Marconi begins regular broadcasting transmissions 

from Essex, UK.
February 20th	 Vilnius, Lithuania, agrees to separate from Poland.
February 27th	 George Bernard Shaw’s Back to Methusaleh premieres 

in New York City.
February 27th	 The U.S. Supreme Court unanimously upholds the 

Nineteenth Amendment granting women the right 
to vote.

February 28th	 Egypt regains independence from Britain, but British 
troops remain on the territory.

March	 Alfred Hitchcock obtains his first contract as a 
director with Gainsborough Pictures with a two-
reel comedy, set in the Rotherhite docks of South 
London, entitled Number 13. In the film, Clare Greet 
and Ernest Thesiger are husband and wife. Hitchcock 
abandons the film after its budget falls apart; it is soon 
pulled from production and only a handful of scenes 
are shot.

March 3rd	 Italian Fascists occupy Fiume and Rijeka.
March 5th	 Murnau’s famous vampire film, Nosferatu, premieres 

in Berlin.
March 13th	 Charles Francis Jenkins files U.S. patent No. 1,544,156 

(Transmitting Pictures over Wireless), which is finally 
granted on June 30, 1925.

March 18th	 British magistrates in India sentence Mahatma 
Gandhi to six years of imprisonment for 
disobedience.

March 22nd	 André Breton organizes the Congress for the 
Determination and Defense of the Modern Spirit, 
which he sees as a declaration of war against Tzara 
and Dadaism.



Chronology for 1922 xiii

March 24th	 Central Lithuania, with Vilnius as its capital, holds a 
controversial election that is boycotted by the Jews, 
Lithuanians, and Belarusians, and is annexed by Poland.

April 2nd	 Charlie Chaplin releases his last two-reel film, Pay Day, 
in Hollywood.

April 3rd	 Stalin is appointed General Secretary of the Communist 
Party in Russia.

April 6th	 Henri Bergson, who has just published Duration and 
Simultaneity (About Einstein’s Theory) with Alcan, meets 
Albert Einstein at a session of the Société française de 
Philosophie in Paris.

April 16th	 The Treaty of Rapallo is signed in Italy. By this 
agreement, Germany and Russia renounce all territorial 
and financial claims against each other following World 
War I.

April 27th	 Fritz Lang’s Doktor Mabuse, der Spieler, Lang’s most 
lavish production, premieres in Berlin. The whole film 
runs for four and a half hours and is shown in two parts.

May 21st	 The Pulitzer Prize is awarded to Eugene O’Neill for his 
play Anna Christie.

May 22nd	 During the Festival of the Bauhaus School in Weimar, 
Tristan Tzara stages the funeral of Dada.

May 23rd	 Walt Disney incorporates his first film company Laugh-
O-Gram Films in Kansas City, Missouri. There, Disney 
produces his first real cartoon.

May 26th	 Lenin suffers his first stroke.
June 14th	 President Warren G. Harding is the first American 

president to use the radio, when he dedicates a 
memorial in Baltimore.

June 16th	 Henry Berliner demonstrates his helicopter at 
College Park, Maryland, to the U.S. Navy’s Bureau of 
Aeronautics. This is the debut of the helicopter.

June 22nd	 D. H. Lawrence publishes his novel Aaron’s Rod in 
London with Martin Secker.

June 22nd	 Walther Rathenau, a German industrialist, politician, 
and Foreign Minister of Germany, is assassinated by 
right-wing extremists.

June 22nd	 Ludwig Wittgenstein transfers the rights for the 
publication of his Tractatus Logico-Philosophicus to 
Kegan Paul in London. The book, translated by Frank P. 
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Ramsey and C. K. Ogden, is published in London 
with Bertrand Russell’s introduction.

July 5th	 For the first time, women are allowed to vote in 
Dutch elections.

July 14th	 The two German socialist parties, the SPD and 
USPD, form a common working group.

July 28th	 Adolf Hitler gives rabble-rousing speeches in which 
he develops his anti-Semitic rhetoric that brings 
Munich crowds to frenzy: “Just as the Jew could 
once incite the mob of Jerusalem against Christ, so 
today he must succeed in inciting folk who have 
been duped into madness to attack those who, 
God’s truth! Seek to deal with this people in utter 
honesty and sincerity” (from Adolf Hitler’s speeches, 
Munich).

July 31st	 Italy’s general strike against fascist violence takes place.
August 8th	 The Italian general strike is broken by fascist terror.
August 22nd	 Michael Collins is shot and killed in an ambush 

during the Irish Civil War.
September	 Willa Cather publishes her “war” novel One of Ours 

with Alfred Knopf in New York. It will be awarded 
the Pulitzer Prize in 1923.

September 9th	 Turkish troops conquer Smyrna and murder scores 
of Greek citizens.

September 9th	 William T. Cosgrave replaces Irish premier Collins.
September 11th	 The British mandate of Palestine begins.
September 16th	 Turkish troops chase Greeks out of Asia.
September 21st	 President Warren G. Harding signs a joint resolution 

of approval to establish a Jewish homeland in 
Palestine.

September 23rd	 Bertold Brecht’s “Drums in the Night” (Trommeln 
in der Nacht) premieres in Germany.

September 24th	 At Nuremberg, the two Socialist parties of Germany 
unite, and the reformist Karl Kautsky is elected as 
the head of the new party.

September 25th	 In Paris, spurred by René Crevel, André Breton 
starts the series of hypnotic and trancelike “sleeps” 
that will become popular with the Surrealists.



Chronology for 1922 xv

September 26th	 Dada-Constructivist Congress is held in Weimar, 
with Tristan Tzara, Kurt Schwitters, and Hans Arp 
among the attendees.

September 28th	 Benito Mussolini marches on Rome.
October 1st	 Kafka’s “A Hunger Artist” is first published in Die 

neue Rundschau.
October 4th	 The protocol of Geneva is signed, by which Austria 

is granted independence.
October 6th	 The Allies of World War I withdraw from Istanbul.
October 11th	 Turkey and Greece sign a ceasefire.
October 15th	 The first issue of T. S. Eliot’s Criterion is published 

in the United Kingdom (600 copies). In it, one 
finds the first publication of The Waste Land, an 
essay by Valéry Larbaud on Joyce’s Ulysses, Hermann 
Hesse on German poets, and a short story by May 
Sinclair.

October 17th	 Scottish workers begin hunger march from Glasgow 
to London.

October 18th	 The British Broadcasting Company is incorporated. 
The British Broadcasting Company Ltd, a British 
commercial company, is formed by British and 
American electrical companies doing business in 
the United Kingdom and is licensed by the British 
General Post Office.

October 24th	 Irish Parliament adopts a constitution for an Irish 
Free State.

October 26th	 Italian government resigns due to pressure from the 
Fascists and Benito Mussolini.

October 26th	 Jacob’s Room is published by the Hogarth Press. It is 
Virginia Woolf ’s third novel.

October 31st	 Benito Mussolini (Il Duce) becomes premier of 
Italy.

November 1st	 First U.S. publication of T. S. Eliot’s The Waste Land 
in The Dial.

November 13th	 Black Renaissance begins in Harlem, New York.
November 14th	 The BBC begins its domestic radio service at 

Marconi House in the Strand, London.
November 18th	 Marcel Proust dies in Paris.
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November 20th	 The third issue of the Dadaist review, Mécano Red, 
edited in Amsterdam by Theo van Doesburg with 
the help of Tristan Tzara, is ready for publication, 
but will only be distributed in the last week of 
December.

November 25th	 The archaeologist Howard Carter enters King 
Tutankhamun’s tomb.

November 30th	 Hitler speaks to six thousand national-socialists in 
Munich.

December	 Le Corbusier exhibits his notorious plans and 
sketches for a “Contemporary City of Three Million 
People” at the Salon d’Automne in Paris.

December 3rd	 The first successful technicolor movie, The Toll of 
the Sea, is shown in New York City. It is directed by 
Chester M. Franklin, produced by the Technicolor 
Motion Picture Corporation, and released by Metro 
Pictures.

December 6th	 The first constitution of the Irish Free State comes 
into operation.

December 10th	N obel Prizes are awarded to Fridtjof Nansen, Niels 
Bohr, and Albert Einstein. The Nobel Prize in 
Literature is awarded to the Spanish playwright 
Jacinto Benavente “for the happy manner in which 
he has continued the illustrious traditions of the 
Spanish drama.”

December 15th	 The Hague International Peace Congress convenes.
December 17th	 The last British troops leave the Irish Free State.
December 20th	 The dress rehearsal of Jean Cocteau’s play Antigone 

takes place. The performance, directed by Dullin 
and with music by Honegger, is marked by 
demonstrations from the Dadaists.

December 26th	 Having suffered a second stroke that paralyzes his 
left side, Lenin dictates his “Political Testament” and 
retires from active involvement in Soviet politics.

December 30th	 The Soviet Union is organized as a federation 
comprised of Russia, Ukraine, Belorussian, and 
Transcaucasian Soviet Republics. 
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Editor’s Introduction
Jean-Michel  Rabaté

1922: The Enormous Rooms of Modernism

Why was that single year the birth date of so many masterpieces? A simple 
look at the dates can give a first clue: compare 1914–18 to 1918–22. The year 
1922 comes four years after the dire four of the first globalized war known 
to humanity. Indeed, four years was a period of time needed to take stock 
of the universal catastrophe, to assess what had changed in Europe and 
the world, and to see whether the promise of the new that was so preva-
lent in 1913 would lead to a new order or to a new chaos. This major 
shift entailed a certain time lag in the other continents, which is why this 
Collection will look primarily at Europe and how it saw its place in a 
newly globalized world. Our focus will be a post–Versailles treaty Europe, 
a battered Europe attempting to recapture itself while discovering a sud-
denly and definitively globalized world. Those four years from 1918 to 1922 
were a moment of intense maturation. Four years more were granted to 
the masterpieces that had been dormant and delayed by the war, as was 
the case of In Search of Lost Time, Ulysses, The Castle, The Duino Elegies, 
Wozzeck, and The Waste Land. This development led to a repetition of the 
clash between the old and the new already perceptible in 1913, albeit with 
more optimism then, because the new was really new, and the old more 
notably old.

What most observers point out is that the annus mirabilis of high mod-
ernism was also a moment of return to prewar classicism, because the pre-
vious enthusiasm for experimentation was tempered by irony. A worthy 
witness to this mixture is a contemporary, who launched a long and pro-
ductive literary career with his second novel, Beverley Nichols. When he 

I want to thank Rivky Mondal who has helped me edit the contributions to this collection.
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published the witty and naughty Self in 1922, he was only twenty-four, 
and his relaxed but abrasive social comedy announced the flippant and 
cynical tone of Evelyn Waugh. Self’s amoral heroine is a modernist Becky 
Sharp, and at one point of her strenuous social ascension, she decides to 
imitate Futurist paintings, but opts for a fake Russian futurist. Her non-
plussed husband asks her what their friends will think when they know 
that she painted her “aggressive triangles.” She replies:

“I shan’t tell them I have painted. I shall say it is by – let me see – by 
a celebrated Italian. No, that’s too obvious. By a Russian. Nobody knows 
anything about Russia now, and the picture shall be by Vrodska. Vrodska 
sounds a very Russian name, doesn’t it? And Vrodska’s work is going to be 
the chef-d’oeuvre of Bolshevist art” (Nichols 1937, 187).

This slight novel makes fun of everything, including politics. Nancy 
honeymooned in Paris and made new friends in an international crowd 
in which she would “discuss the regeneration of Poland with the Polish 
minister of foreign affairs, waxing eloquent over the Ruhr coal-fields with 
French ministers of finance, and pouring out her pro-Italian sentiments 
on the question of Italia Irridenta with all the fervor of a D’Annunzio” 
(Nichols 1937, 181).

No wonder most characters realize that even though the war is over, 
peace is far ahead. The rich, sinister, and well-named Kraft with whom 
Nancy will have an affair just to make ends meet, which will bring about 
her downfall, says at one point: “I do not think that in our lifetime we 
shall see peace” (Nichols 1937, 164). In 1922, though the world of dip-
lomacy was busy with peace plans that materialized into the creation of 
a League of Nations – one of the butts of Waugh’s satire in Decline and 
Fall  – there was already an awareness that the twenties were merely a 
pause in the course to worse hostilities, as most countries were rearming 
and preparing for a second world war.

In 1922, it had become clear that Italian Futurism would ally itself with 
Fascism (after the march on Rome, Mussolini was made prime minister 
in 1922). Gramsci could write to Trotsky in 1922 that Italian Futurism had 
merged with Fascism. Meanwhile, the Russian Futurists and Formalists 
were becoming increasingly suspect in Soviet Russia, in which Lenin suf-
fered two strokes in 1922 and from which Viktor Shlovsky had to flee. 
Dadaism was slowly petering out and giving a difficult birth to surrealism. 
The tension between avant-gardes that had partly succeeded but were left 
without clear targets or sense of direction, and a general wish to return 
to calm, if not to order, was widespread in Europe. One may say that the 
lure of the new was not sufficient to underpin a movement or an ideology. 



Editor’s Introduction 3

We see a Marxist philosopher like Georg Lukács1 criticize Tagore, who 
received the Nobel Prize in 1913, mostly thanks to Yeats’s translations and 
efforts at promotion, as a reactionary writer. Tagore is taken to task for his 
recent novel, The Home and the World, from 1916, in which Lukács recog-
nizes a weak caricature of Gandhi. The novel is presented as emblematic 
of a pseudouniversalist philosophy of nonviolence that nevertheless enlists 
the help of the British police when necessary; this fake globalization of 
“eternal” belief avidly endorsed by the European intelligentsia is rejected 
as pure bourgeois delusion.

Similarly, we see Antonio Gramsci assess the evolution of Futurism in 
1922, a movement that he presents as having waned, branching off into 
straight Fascism or in Catholic offshoots represented by the most gifted 
writer, Giovanni Papini.2 Gramsci honestly recognizes a certain prewar 
sympathy among the Futurists, the Communists, and the working classes, 
but states that the war has put an end to this alliance or convergence.

What was looming was less the perception of the new as a break with 
the past, and more so the wish to reconsider and reconfigure the entire 
system, a system of values to which one would often give the name of 
“culture.” It was a more foundational mutation that brought about a wish 
to reexamine the bases of European culture: In 1922, Malinowski had dis-
covered the kula rings in his Argonauts; Carl Schmitt was launching a new 
Political Theology that would allow him to understand the phenomenon of 
a state deciding to abolish its own legal foundation; Wittgenstein looked 
differently at the truth, language, and the task of describing the world in 
his Tractatus Logico-Philosophicus whose bilingual edition was published 
in 1922. The concepts undergirding the new paradigms move from simple 
binary oppositions (order/chaos, old/new, same/other) to include more 
complex hierarchies in which a new sense of the exception confirms the 
rules while pushing their foundations elsewhere.

Let us be clear about our aim: the concept of the collection is not just 
a study of all the cultural objects and formations that came into being in 
1922, but an assessment of the dynamism of a highly productive Zeitgeist. 
This will lead us to provide a rationale for what has been called “high 
modernism,” a phrase that rings accurate if one looks at it from the angle 
of history – 1922 is indeed a “peak” – but can be misleading if by “high” 
one assumes a position of superiority, which evokes distinction, elitism, 
or a sublime revulsion from “popular culture.” This reproach has been 
leveled regularly at the main modernist authors whose masterpieces were 
produced in 1922, but it is based on an erroneous extrapolation. What 
distinguishes those masterpieces from the works that came before the war 
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is a sense of a new mission: because of the massive destruction, there was a 
general sense of added responsibility. The thinkers, writers, and artists had 
to give birth to something that would approach a totality of experience. 
Indeed, one might be tempted to replace “high modernism” with “total 
modernism.” One might even say that the main object of high modern-
ism is totality just before it turns into totalitarianism.

“Totality” was the term used by Lukács when he pointed out the diffe-
rence between bourgeois thinking and a materialist theory beginning with 
economic production and class struggle, in a historical dialectic framed 
by Hegel first, followed by Marx, Engels, and Lenin. For Lukács, history 
has to be seen from the point of view of the proletariat; class conscious-
ness cannot be given or taken as a stable point of departure but will be the 
result of an effort to understand the “concrete totality” of a whole histor-
ical process, which entails a deeper critique of the mechanism of capital-
istic exploitation. In a very different sense, “totality” was the term used by 
Wittgenstein when he asserted that “the totality of facts determines what 
is the case” in Tractatus Logico-Philosophicus. Hence the famous sentence: 
“2. 2. 04. The totality of existent atomic facts is the world.” But, as always, 
the concept of totality includes the exception to the totality: “2. 05. The 
totality of existent atomic facts also determines which atomic facts do not 
exist” (Wittgenstein 1988, 37).

A similar concept of totality was used to describe Ulysses by a very per-
ceptive critic, Hermann Broch. In his 1936 essay on Joyce, Broch sketches 
the main features defining a generation. There is the “style of the time,” 
an “expression of an epoch” fulfilling a “historic reality.” If this specific 
style is to survive its own moment, it will have to overcome its temporal 
determinations by looking beyond the past and the present and envis-
aging the future. Such a historic reality will lead to a “total reality” made 
up of the concrete lives of multitudes. The writer who engages with the 
idea of reproducing the “universal quotidian of the epoch” (Welt-Alltag 
der Epoche),3 as Joyce did with Ulysses, reshapes the Zeitgeist by giving it 
its artistic form, a crowning achievement made up of all its values. When 
an artist is able to produce a “universal work of art,” then a “universalized 
everyday” coheres into a cultural “world” that remains with us forever. 
Thus Leopold Bloom becomes the hero of a “universal quotidian” that 
takes Dublin as its site yet explores urban reality and everyday life in such 
a way that it can be shared by all. What critics have called a “novel to end 
all novels” also reflects the division of a world caught up between organic 
muteness and the excessive loquacity of universal culture. As Broch sees 
it, the most intractable problem faced by the Irish writer was that he felt 
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compelled to create a totality without believing fully in it. He gave us a 
total form without being a true Platonician: “… the more fundamentally 
the work of art undertakes the task of totality (Totalität) without believ-
ing in it, the more threatening the peril of the infinite becomes” (Broch 
2002, 94).

Broch’s essays from the twenties to the thirties combine philosophical 
sophistication with the stylish flair of a gifted novelist. This also defines 
the work of May Sinclair, novelist and philosopher. For her, too, the term 
of “total configuration of the universe” was to replace the old Hegelian 
“absolute.” Sinclair named her 1922 philosophical synthesis of the new 
trends, New Idealism. For Sinclair, who had read Kant and Hegel closely 
and used this specific knowledge in a creative manner when writing a dis-
guised intellectual autobiography in Mary Oliver, by 1922, the Hegelian 
“Absolute” was no longer credible: “Now if it fails to establish an Absolute 
consciousness carrying and covering the totality of things, Idealism 
is done for” (1922, 5). Sinclair assumed that the “new realism” ushered 
in by Bertrand Russell had not fully won yet, but could be relayed by a 
“reconstructed” idealism. In this idealism, critical pragmatism and a new 
concept of nature as sketched by Alfred North Whitehead would be rec-
onciled. In the end, this idealism would also take Freud’s unconscious into 
account: God is defined as the sum of what we do not know and what He 
can know through us. Such a mystical point of view, asserted in novelistic 
form at the end of Mary Oliver and The Life and Death of Harriett Frean, is 
congruent with Wittgenstein’s final perspective on “the mystical element” 
that cannot be erased from life.

If such a concept of “totality” can connect highly different viewpoints, 
it is because it gestures in the direction of a nondialectical synthesis of the 
opposites. As Broch would repeat in his novels and essays, the rational 
and the irrational do fuse and blend in the totality, but because science 
cannot provide this synthesis immediately, the task of literature is to 
assuage our impatience by giving birth to the new synthesis. This is why 
the modernist totality will not necessarily lead to the huge symphonic 
form deployed with such craft by Proust and Joyce. It can underpin a 
more minimalist sense of the absent center, as one finds in the render-
ing of war desolation by Woolf in Jacob’s Room, or in Sinclair’s The Life 
and Death of Harriett Frean, a slim sketch rewriting in the negative the 
previous long autobiographical novel. This proves that the new totality is 
not just formal or mythical; it goes beyond a belated Wagnerism of the 
symbolists who were harking after the mirage of the Gesamtkunstwerk. 
For the 1922 modernists, “totality” was too serious to be subsumed by 
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myth. Even if Proust, Joyce, Eliot, and even Woolf still betray a certain 
reverence for Wagner’s operatic synthesis, they aim at a different sort of 
“whole”: the “whole” will have to reconcile the everyday and the distantly 
mythical, to encompass the body in its most obscure organic functions 
and the mind in its dizzying leaps, leading readers to flashes, epiphanies, 
and all sorts of neoplatonic heights.

An example of the deployment of this concept of totality can be found 
in Hugo von Hofmannsthal’s Salzburger grosses Welttheater, which will be 
discussed here by Matt Wilson Smith. Hugo von Hofmannstahl wanted 
to provide a counterweight to Wagner’s Bayreuth when he launched 
the Salzburg festival in 1919. David Roberts has explained the poet’s 
motivations:

Thus against Bayreuth, dedicated to no one great artist, and against a 
Germany in the image of Weimar, Hofmannstahl sets the whole classical 
heritage of the nation, which extends from the Middle Ages up to Mozart 
and Goethe in an unbroken theatrical tradition, whose organic develop-
ment is rooted in the popular culture of the South, that is, the Austrian-
Bavarian lands.… Salzburg thus stands for the romantic redefinition of 
society as community, as “aesthetic totality.” (2011, 169)

It is no paradox that his “Catholic” totality should have come as a 
response to the recent dissolution of the Austro-Hungarian Empire. The 
“neoclassicism” deployed here has remained modernist in its desire to 
unite all aesthetic forms in a new whole. It went back to the Middle Ages, 
as evinced by the successful staging of Everyman at Salzburg in 1920. This 
was followed in 1922 by an adaptation of Calderón’s The Great Theatre of 
the World. This time, the metaphor of microcosm capable of reproducing 
the macrocosm managed to connect religious and popular features per-
taining to a long tradition going back to medieval rituals. In that sense, 
von Hofmannsthal is as much a modernist as are Joyce, Proust, Pound, 
Woolf, and Eliot when they blend archaic rituals with modern cityscapes.

Another superb exemplification of modernist neo-Wagnerism is Alban 
Berg’s Wozzeck, the most successful avant-garde opera coming from the 
Viennese school so far. In this intense, compressed, and atonal musical 
drama, Berg hews to the precepts of his master Arnold Schönberg, that 
is he remains atonal in the composition of the score but uses devices like 
leitmotifs to announce the duets between Marie and Wozzeck or Marie 
and her child, or incorporates recognizable structures like the fugue or the 
passacaglia. The intensity of his vision makes him come very close to the 
expressionist masterpieces in German cinema, and it is no accident that 
his next opera, Lulu, would echo a famous expressionist film, Pandora’s 
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Box. The free and “hysterical” expressionism of the first works of the mas-
ter Viennese composer, Arnold Schönberg, were transformed after the war 
into a rational method of composition, while the formal innovations of 
the Blaue Reiter group found a way into popular culture through the cin-
ema. This is why the full title of Murnau’s 1922 masterpiece, the free adap-
tation of Bram Stoker’s Dracula, was given a musical title: Nosferatu: A 
Symphony of Horror. The original score by Hans Erdmann, which was per-
formed by a whole orchestra during the projections, was lost soon after, 
but it has been recreated countless times by various composers and bands. 
If London was lagging behind Berlin then, it would not be for long: in 
1922, a very young Alfred Hitchcock was beginning a dazzling (if at first 
thwarted) career as a filmmaker.

In 1922, one sees a metamorphosis of the Wagnerian Gesamtkunswerk 
into an artistic totality that combines all media (music, poetry, painting, 
staging, dancing, and film) and, moreover, superimposes the most experi-
mental and the most popular; this found an equivalent in literature, most 
blatantly in poetry, because The Waste Land can be called a thoroughly 
Wagnerian poem. This is true of prose as well, because the invention of the 
interior monologue as a literary genre was first a Wagnerian device. This 
was visible in the early career of Edouard Dujardin, later credited by Joyce 
for the idea of pure interior monologue. Dujardin, a symbolist, launched 
the Revue Wagnérienne in 1885. In 1888, he published the first novel written 
in interior monologue throughout, Les Lauriers sont coupés. In this highly 
musical recreation of stream of consciousness, we hear popular refrains 
(as the title betrays) along with the most intimate thoughts of the main 
character. Dujardin was active in 1922, and remained so for a long time, 
because he outlived Joyce. Joyce dedicated Ulysses to him with a flattering 
acknowledgment of his invention. In 1931, Dujardin published a book on 
Le Monologue Intérieur, in which he analyzed its function in Joyce’s work. 
Of course, the modernity of Ulysses is not limited to this particular device, 
but one can follow its transformation from a symbolist and Wagnerian 
mode to its broader use in a more complex and more “totalizing” sym-
phonic form, which includes a whole encyclopedia of styles and language.

Even a movement as opposed to the idea of aesthetic totalization as sur-
realism was born in 1922, with its rejection of the systematic, hence empty, 
negativism of Dadaism. Dadaism used nonsense art and poetry to debunk 
the lofty ideals of a culture judged to be beyond any hope of salvation. 
Destruction was the aim  – but could one make a literary career of it? 
Combining his neo-Freudian trust in the unconscious roots of creativity 
with a neoromantic belief that the artist can still be a prophet announcing 
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a better life to come, André Breton broke with Tristan Tzara in 1922 with 
the explicit aim of ushering in a less nihilist artistic practice and abolish-
ing the divide between art and life. The surrealist totality had to bridge 
the gap between dreams and waking life, between art and everyday con-
cerns. In the same way, The Waste Land provides a jagged summation of 
a European culture in ruins. Eliot’s diagnosis aims at analyzing the roots 
of a sexual neurosis that has spread because a dangerous “dissociation of 
sensibility” found its linguistic equivalent in the poetry of the later seven-
teenth century.

If we can agree that the specificity of modernism in 1922 is that it pos-
tulates a totality before advancing to the next stage, which would be true 
totalitarianism, we have to consider its drift toward a more dangerous con-
cept of the “totalitarian.” In 1922, it was not a given fact that Eliot would 
become a reactionary Anglo-Catholic six years later, or that Pound would 
embrace Mussolini, preferring him to Lenin, or that George Sorel’s medi-
tations on violence would inspire the Right rather than the Left (Sorel had 
just then published his last book, Matériaux d’une théorie du prolétariat).

Thus, if one studies European modernism as a continuum founded 
upon the concept of totality, a different picture of the Zeitgeist in 1922 
emerges. One will verify, for instance, that the modernist “whole” includes 
and never excludes popular culture or technology – both very present in 
The Waste Land and in Ulysses. In this sense, 1922 offers altogether an apex 
and a new departure. This can be verified if one looks at the periodization 
invoked by excellent critics whose work has shaped the field; for Michael 
Levenson, whose highly influential A Genealogy of Modernism 1908–1922 
was published in 1986, the aesthetics of modernism had developed over 
a period going from 1908 to 1922, and this view is not questioned today. 
Similarly, a critic who insists more on conflict than the commonalities of 
various programs, Ann Ardis, has called her 2002 book Modernism and 
Cultural Conflict 1880–1922. This time, the line of development passes from 
the late Victorian era to the modern times. Wishing to eschew the self-
appointed myth of the “men of 1914,” Ardis pays attention to historical 
fault lines and points of tension, and takes Oscar Wilde’s taunting para-
doxes, Lewis’s aggressive strategies, and Orage’s politically committed New 
Age as more indicative of change than Pound, Joyce, and Eliot. But if we 
look at influential trends documenting what has been forgotten even by 
revisionist accounts, like technology and the “subaltern” colonial masses, 
we may reach different conclusions based on another historical vector. 
Thus, Todd Avery’s influential Radio-Modernism: Literature, Ethics and 
the BBC, 1922–1938 chooses the segment of 1922–38, while Partha Mitter 
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opts for a larger scale in The Triumph of Modernism: India’s Artists and the 
Avant-garde, 1922–1947.4 These two books highlight the relative specificity 
of the history of technology and its cultural appropriations, as opposed to 
the longer chronicle of decolonization. By deciding to focus just on one 
year, we stay in the eye of the storm and capture its dynamism.

It is with such a dynamic view in mind that the writers of these specially 
commissioned essays provide a rationale and not just a historical context 
in their effort to describe the emergence of the new in 1922. They grap-
ple with the interrelations of the principal actors, including the numerous 
American “pilgrims” then moving to Paris or Berlin. It is this cosmopol-
itan diaspora that made 1922 the “annus mirabilis” acknowledged by all 
observers.

Why Focus on Europe?

The earlier forms of radical experimentation that had been launched in the 
prewar years and the war years like Futurism, Dadaism, and Suprematism, 
all tended either to migrate elsewhere (Dada was installing itself in New 
York) or to reshape themselves (Suprematism turned into Constructivism 
and Dadaism into surrealism at the same time, i.e., in 1922). As Paul Valéry 
famously stated in 1919, the war and its chaos made him discover that 
“civilizations are mortal” and that Europe was just a tiny cape perched at 
the top of the Asian continent. In 1922, Eliot was quoting Hesse about the 
wild hordes coming from Soviet Russia, and the political polarization that 
would mark the post-1929 years was already underway.

However, in most European capitals, the mood was rather upbeat. It 
seemed that joie de vivre was triumphing, which was not exactly the case 
in the United States, with a return to isolationism and the puritanism of 
the prohibition. Hence one can argue that if, ideally, the synchronicity of 
the modern should be global and take the whole world into account, there 
was a more localized chronotope limited to Europe. Thus, with respect 
to the pedagogical use of these essays that want to hew to pedagogical 
considerations, Europe will provide a safer format. Nevertheless, it is a 
broad Europe that is not limited to England, Germany, or France and 
encompasses Russia, the Scandinavian countries, Portugal, the dismem-
bered Austria-Hungarian Empire, and the emerging New Italy. In that 
time of heightened polarization, freedom seemed to be the privilege of 
Europe: the freedom to party, experiment, and flaunt transgressive behav-
ior. Such a festive mood was not restricted to cities like London, Paris, or 
Berlin. In 1922, in a very conservative Lisbon, Fernando Pessoa praised the 
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second publication of António Botto’s explicitly gay poems. But of course 
it was in Paris that Proust was publishing his Sodom and Gomorrah, while 
Victor Margueritte scandalized his readers with tales of bisexual excess in 
La Garçonne. Gertrude Stein’s dazzling Geography and Plays (1922) could 
not have been published had she not lived in Paris, as was the case with 
Ulysses. Here, one can verify that the European exceptionalism of 1922 
included distinguished artists and authors coming from many other coun-
tries, but only insofar as they agreed to move to the new hubs represented 
by the artistic centers of Paris, London, Berlin, and Vienna.

Even E. E. Cummings, who embodied the spirit of Greenwich Village 
at the time and had published his poetic masterpiece “Buffalo Bill” in 
1920, later reprinted in Tulips & Chimneys in 1923, published his fam-
ous war novel, The Enormous Room in 1922. If it is about the war, it 
evokes a very particular experience. Having volunteered to serve in the 
American ambulance corps, Cummings had sent letters that expressed 
antiwar views. He was arrested by the French military on suspicion of 
espionage. He only spent a few months in a military detention camp, 
but used his experience as material for a novel that doubles as a mem-
oir. The Enormous Room was praised by F. Scott Fitzgerald, who saw in it 
a defining portrayal of their “lost” generation. Thus the quintessentially 
American poem of “Buffalo Bill” was buttressed by a poetic recreation of 
a European nightmare: Cummings had been accused of having derided 
the French war effort and of having sympathized with the German side. 
His “pilgrim’s progress” in the maze of delirious bureaucracy – none of 
the detainees knew exactly what crime they had been accused of – and 
the jostling of other nationalities  – there were Dutch, Polish, Belgian, 
Austrian, Danish inmates, and even an African man, all suspected of 
being traitors or spies, in the triage camp of La Ferté Macé – eerily resem-
bles Robert Antelme’s memoirs of the German death camps, his fam-
ous The Human Race. Cummings’s own title evokes the strange locale in 
which the men are detained: a huge hall of eighty feet by forty feet with 
rows of wooden pillars, ten windows on one side, and a high vaulted 
ceiling. The detention camp, in which arbitrary rules reign, is not as dire 
as Auschwitz, nor is it even a very severe jail, but Cummings presents 
the modern age as the myriad stories of displaced men and women all 
accused of unknown crimes by an invisible bureaucracy, all waiting for 
punishment or a sudden and unmotivated liberation. Their absurd pre-
dicament can be explained away by a “normal” war situation in which 
foreigners can be found out and exposed as spies, and the usual rules of 
politeness and respect for the other are suddenly canceled.
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When Cummings’s last paragraph describes his return home after the 
horrors of collective confinement and the sleazy seductions of Paris, it 
contrasts starkly the perversity and meanness of an unaccountable French 
bureaucracy with a free and “vertical” New York, which calls up for him 
an “immensity” mixing up aesthetic awe and ethical relief:

The tall, impossibly tall, incomparably tall, city shoulderingly upward into 
hard sunlight leaned a little through the octaves of its parallel edges, lean-
ingly strode upward into firm hard snowy sunlight; the noises of America 
nearingly throbbed with smokes and hurrying dots which are men and 
which are women and which are things new and curious and hard and 
strange and vibrant and immense.… (Cummings 1934, 242)

Because New York is repeatedly described as “immense,” this transcenden-
tal (hence supremely American) immensity figures an exact reversal of the 
“enormous” space of the army camp. “Enormous” derives from a Latin 
adjective denoting the negation of the norm; its first meaning was “out 
of rule,” “exorbitant,” “irregular,” “shapeless,” and “extraordinary.” The 
sense of an outrageous power being conferred to any type of bureaucracy 
pervades Cummings’s honestly impressionistic chronicle. This became 
the question for many modernists after the Great War: how to measure 
the enormity of the catastrophe, when the catastrophe has shaken all our 
beliefs in norms and standards?

This was the question that led Le Corbusier to offer his own sense of 
a new norm – and he scandalized the French public when he presented 
in November 1922 at the Salon d’Automne of Paris his radical plans for 
a “contemporary city.” Typically, Le Corbusier did not explain, but sim-
ply showed revolutionary plans for a three-million people city. These con-
sisted in a series of identical high-rise buildings in the shape of a cross, 
separated by green spaces. Flaunting a rigidly symmetrical grid pattern, 
lining up rows of geometrical sixty-story skyscrapers, the Swiss architect 
ushered in a new concept of the city. In 1922, he presented his scheme 
for a “Contemporary City” (Ville Contemporaine) for three million inhab-
itants. The centerpiece of this plan was the group of sixty-story, cruci-
form skyscrapers including steel-framed office buildings encased in huge 
curtain walls of glass. These skyscrapers were set within large, rectangu-
lar parklike green spaces. At the center, one found a transportation hub 
including depots for buses and trains, highway intersections, and even an 
airport on top of it all! Le Corbusier glorified the use of cars and airplanes 
as means of transportation. According to Norma Evenson’s apt summary, 
this bold proposal for Paris appeared either as “an audacious and compel-
ling vision of a brave new world,” or as “a frigid megalomaniacally scaled 
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negation of the familiar urban ambient” (1969, 7). This stark vision could 
not but take the Parisians by surprise, even more so when Le Corbusier 
added that this proposal was not a distant utopia but a rational plan cal-
culated for the present age. Today, we see that a similar grid has been built 
in most emerging capitals of the world, from Brasilia to Kuala Lumpur. 
If Le Corbusier developed further the ideas underpinning such a bold 
plan in the years to follow, in 1922, he had launched the blueprint for 
the “modern” urban mapping to which we have been accustomed: huge 
high-rise towers, straight roads, functional green spaces, a beautiful but 
terrifying symmetry reigning over a rationalized and abstract landscape. 
The aim was less to control the unruly masses (such had been the aim of 
late-nineteenth-century modernist urbanization, as with the new Paris of 
Baron Hausmann, e.g.) as to make a new and radiant machine for living 
a better life. Indeed, Le Corbusier’s Contemporary City is total modern-
ism with a vengeance, because a universalizing concept aims at curing the 
ills and diseases left over from previous periods. Social harmony, urban 
functionality, and moral well-being should be conceived and produced 
together; this can be made possible by a complex urban utopia combining 
the ethical and the aesthetic, the practical and the spiritual. Was Joyce so 
far from this dream when he claimed that he had written Ulysses so that 
the city could be rebuilt from his pages if it happened to be destroyed dur-
ing the Irish Civil War?

Le Corbusier’s high modernism derives from the issue that Carl 
Schmitt also faced in 1922: how to structure the exorbitant new spaces 
generated by a war that had transformed the world into enormous, 
excessive, and amorphous “rooms”? There was a formalist answer in a 
neocubist minimalism, whose staple vocabulary is a crisscrossing pattern 
of rigid geometrical grids, or a conceptual answer that added an excep-
tion to the norm. This was the origin of Schmitt’s thinking at the time: 
encompassing both the norm of democratic regimes and their excep-
tions, the sovereign power could decide to suspend all laws. Uniform 
spaces peopled by displaced minorities or by “normal” citizens who need 
functional machines to dwell and work in, in other words, offices, fac-
tories, and bedrooms, would all fall under the pervasive logic of a mod-
ernism that knows itself to be just another name for the “contemporary,” 
meaning a radical adequation of technological progress to the needs of 
growing and sprawling human multitudes. This is why the third section 
of this collection deals with the new epistemology of 1922, comparing 
the early works of Carl Schmitt, Walter Benjamin, and Karl Barth, with 
the new teachings of comparative anthropology based on the works of 
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Frazer, Malinowski, and Freud, in the context of a new understanding of 
relativity that pitted Einstein against Bergson in the syntheses provided 
by Bertrand Russell and Whitehead. Meanwhile Ludwig Wittgenstein 
was once more transforming the field of language philosophy. The year 
1922 also saw a rethinking of the foundations of Marxism after the suc-
cess of the Russian revolution, as one sees with Georg Lukács and Karl 
Korsch.

The second section focuses more on art and movements, because it 
treats the constant hesitation one witnesses in 1922 between the avant-
gardist wish to keep on experimenting and a need to return to some sort 
of order. Russian formalism finds its final expression before the Stalinist 
repression; Picasso chooses a new classicism while the Futurists and the 
surrealists still fight over the true path to a revolution linking art and 
life. Jorge Luis Borges has returned to Buenos Aires and is ready to dis-
til what he has learned from the experimental writings of Ultraism and 
the Spanish avant-garde, while Vicente Huidobro and César Vallejo con-
tinue to invent new forms and idioms. Hofmannsthal and Cocteau agree 
that a rethought and refounded classicism should undergird their verbal 
explorations.

The first section begins where one should begin, that is by situating 
in the enormous room the main monuments of 1922 modernism, from 
Ulysses and The Waste Land to The Castle, Geography and Plays, Jacob’s 
Room, The Garden Party and Other Stories, and Life and Death of Harriett 
Frean. There was of course the productive month of February when Rilke 
penned the last Duino Elegies and most of the Sonnets to Orpheus. We can-
not omit Proust’s Sodom and Gomorrah, and also the surprising emergence 
of Albert Cohen’s first texts. Willa Cather was right when she observed 
in her prefatory note to Not under Forty (1936) that “the world broke in 
two in 1922, or thereabouts” (1988, i). Unhappily, she felt that the water-
shed moment did not apply to her own work, believing as she did that 
she belonged to the camp of the “backward” – along with luminaries like 
Thomas Mann, who, she sensed, tried to remain on both sides of the div-
ide. A world broken in two evokes the traditional trope of the Greek sym-
bolon: two pieces of a pottery that can be reunited to claim an identity. It 
is to such a work of critical discrimination and synthetic reunion that the 
following essays welcome you.

Notes

	1	 See Georg Lukács, Essays and Reviews (1922; reprint, London: Merlin Press, 
1983).
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	2	 Letter to Trotsky sent by Gramsci from Moscow, dated September 8, 1922, 
added by Trotsky at the end of chapter 4 of the French version of Littérature et 
Révolution.

	3	 Hermann Broch, Schriften zur Literature 1, Kritik. Edited by P. M. Lützeler, 
64. Frankfurt: Suhrkamp, 1975. Hermann Broch, “Joyce and the Present Age.” 
Translated by Maria Jolas, in Geist and Zeitgeist. Edited by John Hargraves, 67. 
New York, Counterpoint, 2002.

	4	 See Todd Avery’s Radio-Modernism: Literature, Ethics and the BBC, 1922–1938 
(London: Ashgate, 2006) and Partha Mitter’s The Triumph of Modernism: 
India’s Artists and the Avant-garde, 1922–1947 (Oxford: Oxford University Press, 
2007).
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