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TRANSLATIONS IN HIGHER DIMENSIONS



Preface

In The Book To Come Maurice Blanchot maintains that Stéphane Mallarmé’s Un Coup de dés 

“opens up a new dimension for literature . . . through the discovery of more complex structures”

(149), all of which act as poetic gateways into an environment beyond the two-dimensional 

space of the page. Virginia A. La Charité argues that this higher-dimensional environment, at 

least within Mallarmé’s text, comes to exemplify “a primary field [of space] against which form, 

shape, colour, [and] dimensions gain delineation and definition (13)—a space that “reflects 

cosmic reality” (36) more than static linearity. La Charité further maintains that this continuum 

of space showcases “one of the three major components of Un Coup de dés, [with] the other two 

being the page itself and the type of printed words” (9). Together, these three components give 

shape and add meaning within Mallarmé’s continuum. Within this continuum, these textual 

structures form constellations of signification, all of which possess the ability to transcend 

margins, change shape, and exist in an almost infinite realm of possibility (14). In essence, Un 

Coup de dés exemplifies a kind of dimensional transcendence.

 Several artists have offered translations of Mallarmé’s text, including, among others, 

Marcel Broodthaers (in Un coup de dés jamais n’abolira le hasard. Image), Guido Molinari (in 

Équivalence: Un coup de Dés jamais n’abolira le Hasard), and Michalis Pichler (in Un Coup de 

dés Jamais n’Abolira Le Hasard [Sculpture]). All three artists attempt to expose the higher-

dimensional characteristics of the poem through the literal erasure of the text. These artists do 

not realize, however, that through the abolition of the text’s components, these translations 
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unravel the topological significance of the typography in the poem’s structure. In Dimensional 

Typography, J. Abbott Miller maintains that “the histor[ians] of typography and signage have 

[always] interpreted letters as physical, spatial entities” (1)—entities that inhabit a realm in 

higher-dimensional space. Through the critical frameworks of such theorists as Charles Olson, 

Malcolm Bowie, and Virginia A. La Charité, Mallarmé’s text exemplifies a spatial entity—one 

that topologically exists, much like a constellation, within a higher cosmic continuum. To aid me 

in this argument, I visually showcase the “dimensional potentiality” in Mallarmé’s text (a 

potentiality that the translations by Broodthaers, Molinari, and Pichler neglect to consider). I 

illustrate these ideas through a trio of my own three-dimensional translations. The first of these 

translations employ computer-generated, multi-directional typography to help accentuate the 

three-dimensionality of the text. The second translation showcases the text as a set of computer-

generated, stereoscopic projections—three dimensional images that elevate the text off the flat, 

two-dimensional page. The third translation consists of computer-generated, algorithmic 

extrusions— mathematical translations that render each page as a dimensional entity within its 

own spatial environment. Together, these translations explore other untapped veins of spatial 

signification in Un Coup de dés, while remaining faithful to the higher dimensionality suggested 

by the themes of the text.

 What does Un Coup de dés signify? In his preface to the text, Mallarmé identifies the 

poem as a newer genre for expressing the most metaphysical conceptions of “la Poésie—unique 

source” (Direz)—or the unique source from which poetry originates. The poem describes the 

aftermath of a shipwreck—a shipwreck that signifies, on a textual level, the annihilation of 

syntax in which the vessel’s semantic debris drifts aimlessly, chaotically, within the space of the 
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page. According to Robert Greer Cohn, Un Coup de dés represents “one of the most 

indecipherable pieces of writing in any literature” (3) in the history of poetry due to the abstract, 

higher-dimensional conceptions and semantic fragmentations that permeate the text—

conceptions and fragmentations that syntactically shatter the rules associated with the art of 

reading. These conceptions and fragmentations include the employment of diversified type—

type that helps to expose the dimension of depth; transcendent lines—lines that break the spatial 

mechanics of the page by elevating, or transcending the text “from the edge of one page across 

the intervening fold” (4) into the opposite page; and sentence fragmentations—semantic 

disjunctions that render each particle of text as spatial organisms. These techniques invariably 

create a “manifold” with a unique capacity for a number of diversified expositions. Maurice 

Blanchot suggests, for example, that the text exemplifies the anti-linear framework found within 

the analytical mind (149-150); Bonnie J. Isaac, on the other hand, suggests that the text 

semantically and structurally symbolizes a wave-like environment found within the science of 

fluid dynamics (169). According to La Charité, however, “space is indisputably the predominant 

element of Mallarmé’s [poem], occupying . . . 72% of the text” (83), and thus space assumes an 

almost “omnipotent quality” (71). Space itself signifies the crux of the text. Mallarmé’s text 

develops these spatial themes through two main motifs: through the author’s abolition of chance, 

and through the poem’s constellational structure.

 According to Blanchot, the title phrase “Un Coup de dés jamais n’abolira le hasard,” or 

“A throw of the dice will never abolish chance,” reflects Mallarmé’s own paradoxical notion that 

an author cannot lay claim to the written word simply because a text “pre-exists its own 

realization” (143). Mallarmé argues that the authorial figure may physically write out the text 
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that comes to his or her mind, but the act of writing only merely connotes a form of textual 

extraction, not textual invention, since the act of writing involves the conscious elimination of all 

other possible lexicons that still remain hidden somewhere within the space of the page. The 

notion of chance entering a text through a moment of unintentional, or accidental, creation 

suggests an impossibility: an author does not have to abolish chance, since chance itself cannot 

exist in an already predetermined, already pre-existent text. In this sense, Un Coup de dés is a 

text that eliminates the genius of the authorial figure, while simultaneously establishing that the 

space of the page directly illustrates the continuum from which the text itself emanates. 

 In Mallarmé and Circumstance: The Translation of Silence, Roger Pearson remarks that 

Mallarmé’s “Script is the fold of dark lace, encompassing the infinity of the universe . . .” (8). 

Words and sentences, at least in Un Coup de dés, do not “project linearly” (Blanchot, A Book of 

the Book 151), but expand and scatter across the space of the page like astronomical 

constellations in a space-time continuum. The word “UNE CONSTELLATION,” found on page 

11, suggests that the text exemplifies an asterism within what La Charité calls the “expanse of 

the universe” (13)—an expanse that, in this case, represents the page itself. Structurally, the 

text’s layout generates ideograms that resemble astrophysical delineations found in the northern 

hemisphere. Cohn argues, for example, that the third page of the poem portrays the constellation 

Ursa Major, or the Big Dipper. This constellational representation, however, does not portray the 

actual image of Ursa Major as seen in the northern sky, but portrays the distorted wave-like 

reflection of the constellation as it might appear on a fluidic surface. This reflection signifies the 

wave-like motion of the text as it flows with cosmic motion through the white continuum of the 

page. On the last page of the text, Mallarmé revisits Ursa Major, but with one added feature—the 
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inclusion of Ursa Minor. The fact that the page now simultaneously holds two constellations 

instead of one suggests that the text resides within a kind of “Big Bang” that expands and creates 

more space for language. This birth and expansion invariably falls back on Mallarmé’s own 

notion that the page illustrates the fetal environment in which the text emerges, gains delineation, 

and expands into definition.  

 How does Mallarmé create this spatial continuum? In normative texts, a page usually 

signifies a lone dimensional plane segregated from the rest of the text through paginal margins 

and gutters. Typically, the “margin frames or encloses the printed elements” of the text, and this 

frame “delimits the amount of words and lines [the page] can support” (La Charité 41). When a 

reader flips through a text, he or she does not, by virtue of the text’s anatomy, see one unified 

field of space, but two page-environments segregated by left and right margins and one inner 

fold. To unify these two opposite pages into one continuum, Mallarmé composes a double page, 

or “recto-verso” layout, doing so by abolishing both the inner margins and the inner furrow. This 

structural crystallization allows a word or a line to transcend the space of the standard pageblock, 

leaping from the left, verso side of the page to the right recto side of the page without 

fragmentation or discontinuity: for example, the line, “EXCEPTÉ / à l’atitude / PEUT-ÊTRE / 

aussi loin qu’un endroit” (Cohn 11), found on the verso side, interfuses with “fusionne avec au 

delà” (11) on the recto side. Although the text’s inner furrow dissects this line between 

“endroit” (11) and “fusionne” (11), the phrase, as if spatially fused, reads as one undivided text. 

This fusion across the boundaries of margins and inner fold showcases the notion that all texts, 

not just Mallarmé’s, can experience a kind of spatial and metaphorical transcendence. According 

to this idea, the text, then, exists in a kind of fourth-dimensional Minkowskian vastitude, where 
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lexicons might limitlessly traverse through the solidified, spatial barriers of the paginal margins 

and furrows.

 Although Mallarmé argues that “the difference in the printed characters…dictates their 

importance for oral expression … [and] indicates their rise and fall in intonation” (Mallarmé 

105), the text’s heterogeneous typography helps to “reaffirm the … dimensionality of [the] 

space” (La Charité 60) on the page. In “Projective Verse,” Charles Olson introduces the theory of 

“COMPOSITION BY FIELD” (52). This theory argues that the “large area of the whole 

poem” (55) connotes a spatial plane where “all syllables and all the lines must be managed in 

their relations to each other” (52). In this spatial management, the “matter of [textual] 

objects” (55) (which include the images and sign-systems that they imply) forms the 

constellational lattice of the work itself, and this lattice helps to express the notion that “FORM 

IS NEVER MORE THAN AN EXTENSION OF CONTENT” (52). Although this idea illustrates 

the poem’s vocal and kinetic structure, the notion possesses a unique versatility that enables its 

critical framework to transcend the parameters of oral expression and converge upon the idea 

that the text’s typographical, if not the text’s topological, framework reflects the poem’s spatial 

context. Within this spatial framework, a number of typographical variations and topographical 

variations permeate the text. Some of these variations include: typeface diversification (like font 

sizes that range from 22 point font to 3 point font while simultaneously occupying the same 

spatial environment), lexical significations that exemplify space and dimensionality (like “UNE 

CONSTELLATION” [Cohn 11] and “DE DÉS” [1]), and ideogrammatic illustrations of 

astronomical delineations (like the constellations Ursa Major and Ursa Minor). Together, these 

variations help to create the text’s higher-dimensional context through a lattice, both 
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typographical and topological. This lattice suggests that the poem signifies a spatial entity found 

within higher-dimensional space. In Mallarmé and the Art of Being Difficult, Malcolm Bowie 

remarks that the “[p]rint [of the text] . . . gives pattern to the space which surrounds it” (116), and 

helps to express the idea of an infinite continuum between and beyond the particles of text.  

 Bowie maintains that space “is for Mallarmé no more empty than physical space is for 

Descartes or for Einstein” (144). For Descartes, empty space does not exist; space “is a corporeal 

substance … extended in length, breadth, and depth. This [three-dimensional substance] means 

that the extension constituting bodies [such as text], and the extension constituting the space in 

which those bodies are located [like the white space of the page] are the same” (Feinburg 148). 

In short, the space of the page constitutes an extension, or an amplification, of the text itself—or 

in other words, a parallelism exists between both text and the space the text occupies. In this 

respect, the “unthinkable blankness lying beyond the busy textures of the poem” (Bowie 116) is 

a form of “unknown language” (116), paragrammatic in nature, where “nothing remains to be 

perceived, or understood, or cherished, or repudiated” (116), much like the text of the poem 

itself. Even though astrophysicists, less than a century ago, might have believed that space 

constitutes an empty vacuum void of substance, Einstein is the first physicist to realize that 

empty space possesses physical properties. In Nothingness: The Science of Empty Space, 

physicist Hening Genz explains Einstein’s theory of relativity, in that within space “Mass … 

fluctuates, and empty space [sees] a constant emergence and disappearance of particles that carry 

this mass” (viii). Genz further adds that physical space “is by no means empty and devoid of 

characteristics … anything that can exist will oscillate and spin in it in a random, disordered 

fashion” (viii). In this respect, Bowie’s astrophysical ideas parallel Isaac’s notions that 
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Mallarmé’s text illustrates a spatial environment where words flow like “atoms … in a ‘chaos-

verseau’ [chaos-outpouring], or fluctuate in a ‘chaos-nuage’ [chaos-cloud])” (Isaac 169)—a field 

of complete chaotic randomness, even though the text itself seemingly appears fixed upon the 

page.

 For La Charité, Mallarmé’s spatial continuum symbolizes, “unlimited, a-logical, anti-

linear, and asymmetrical space” (13). To revisit the typographical and topological connotations 

of the text, La Charité explains that “space is concretized by the printed text; the flat, one-

dimensional surface of the page becomes two-dimensional when it is set in relief and intensified 

by the blackness of the type” (39). The text has no concrete structure; it abolishes margins; it 

eradicates linearity. The two-dimensionality of the page unravels and transcends into a higher 

realm of asymmetrical dimensionality. In short, this text (according to La Charité), symbolizes a 

kind of non-Euclidean space—a hyperspace beyond the three-dimensional membrane of this 

universe. Blanchot remarks that within this non-Euclidean space, “seconds do not follow seconds 

in linear succession . . .  [and the text] does not contain an account of something that might have 

occurred” (Blanchot 154). In this respect, the overall sign-system within this textual hyperspace 

(the “language, [the] variable type-faces and spacing, [the] pictorial imitations”[Bowie 116])—

all of it can translate into an unknown, non-linear-based language from a “different temporal 

dimension” (Blanchot 153). This non-Euclidean-based language creates a new, higher-

dimensional form of poetry that eradicates linear “narrative time” (154), or “human time” (155), 

and visually exposes the “omnipotent qualit[ies] of space” (La Charité 71) within the “flat 

unidimensional” (La Charité 41) surface of the page.  
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 Marcel Broodthaers’ Un coup de dés jamais n’abolira le hasard. (Image) exemplifies a 

conceptual work that ferries Mallarmé’s text over into a new continuum of dimensionality. In 

(Image), Broodthaers sets out to “emphasize the spatial dimensions of language while 

eliminating its reference” (Dworkin 150). To illustrate this dimensionality, Broodthaers 

extinguishes Mallarmé’s text, and renders each word as a proportionate “series of solid, 

horizontal, black linear rectangles” (Rorimer 113) that project like shadows through the 

proceeding translucent pages of the text. The result, as Craig Dworkin argues, “is a geometric, 

constructionist design in which the calm expanse of . . . [the] page is interrupted by the hard-

edged precision of fixed forms that punctuate it” (150). These geometric shadows possess a 

series of significations that help create the spatial framework of the text. The first of these 

significations set out to exemplify the characteristics that the text has in relationship to the 

semantic indecipherability of Mallarmé’s poem. According to Dworkin, Broodthaers’ text 

represents an “extension of Mallarmé’s poetics” (Dworkin 150). This extension helps to establish 

the notion of what “Derrida would call ‘a text, that is, a readability without a signified’”

(Dworkin 150). Since the space of the page constitutes a form of non-Euclidean-based language, 

and since the space of the page represents an extension of the text itself, then Broodthaers text 

can signify yet another spatial form of paragrammatic language. The second of these 

significations sets out to exemplify the notion of textual transcendence. Broodthaers’ black 

horizontal blocks “appear to float through the depths of the book” (Dworkin 151). This flotation, 

or perhaps exudation, suggests that a kind of textual ascension and descension occurs within the 

text, since the bands on the verso side appear to gradually rise with every turn of the page, and 

then gradually fade back into the body of the text. The fact that the bands’s “edges increasingly 
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soften with each layer of the paper scrim” (Dworkin 151) helps to further illustrate this idea of 

textual transcendence. The third of these significations sets out to exemplify that these horizontal 

blocks, according to Anne Rorimer, represents Broodthaers’ “re-fusion of word and image within 

an entirely new ‘constellation’” (114) of diagrammatic text. This diagrammatic text translates the 

text’s structural layout into “purely visual” ideogrammatic images that remain faithful to the 

astrophysical delineations found within Mallarmé’s original text (such as the pictorial 

representations of Ursa Major and Ursa Minor), while simultaneously eliminating the original 

reference.

 For modernist and neo-plasticist painter Guido Molinari, “Mallarmé represents the 

‘starting point’ from which poetry” (Marchand 11) should venture further beyond its own 

“‘descriptive need’” (11) for expression and signification. According to Molinari, “poetry [is] 

intended to dissociate the word, in its physical component, from the meaning” (11). In 

Équivalance: Un coup de Dés jamais n’abolira le Hasard, Molinari severs the physical 

component of the word from its meaning through the employment of, what he calls, “phonetic 

colour” (11). For Molinari, colour exemplifies the “phonemic building blocks” (10) of the text. 

In Équivalance, Molinari replaces Mallarmé’s text with a series of monochromatic bands, or 

monochromatic phonemes, in which “colour helps to define space, or spaces” (Beaupré 11) 

within the field of the page. In Équivalance, Molinari uses only three different colours to 

delineate space: purple, red, and yellow. Each recto-verso page layout utilizes only two of these 

three colours—and while one page might showcase bands of purple text against a continuum of 

red, another page might portray bands of red on a yellow sea. Art historian Marie-Eve Beaupré 

suggests that these bands against monochromatic backdrops create a “unique pictorial 
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vocabulary stemming […from] a non-figurative spatial structure organized around [the] dynamic 

chromatic area” (12) of the page. This use of chromatic vocabulary not only introduces a kind of 

“vibratory visual rhythm” (13) to the text, but helps to generate a “non-Euclidean, energetic field 

of infinite possibilities” (Marchand 16) through the interactions and relationships of colour. For 

Molinari, “‘plastic reality lies in . . . the dynamic function resulting from the relationship 

between . . . colour and plane’” (10). In other words, the relationship and interaction between 

colours and the field of the page create a three-dimensional form on the two-dimensional surface. 

The combination of these chromatic and spatial elements creates a plastic structure, the spatial 

experience of which “plunges the viewer straight into the colours” (Beaupré 12) of the page 

through the “dynamics of active perception” (Marchand 13). This active perception helps the 

reader “remain in a constant state of creation” (10) that allows either him or her to “discern the 

optical effects activated by the [multiple] juxtaposition[s]” (Beaupré 12) of colour—optical 

effects that “generate an infinity of [three-dimensional] spaces” (Marchand 11) on the two-

dimensional page.

 Visual artist Michalis Pichler offers another conceptualized variation of Mallarmé’s 

poem. In Un Coup de dés Jamais n’Abolira Le Hasard (Sculpture), Pichler erases the referential 

text so as to uncover the non-Euclidean motifs hidden within the space of the page itself. Unlike 

Broodthaers’ and Molinari’s texts, Pichler’s translation takes textual erasure one step further by 

literally removing the text in its entirety through incision. These lacerations create a series of 

negative spaces that act as doorways into the proceeding pages of the text. These significations 

illustrate the idea that, by casting streams of light onto the following pages, these gateways help 

to unlock notions of dimensional interconnectivity between and throughout the pages of the text. 
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They also illustrate a comparison between (Sculpture) and its referential text through a literary 

technique called apophaticism, the “allusion to something by denying that it will be 

mentioned” (Gibbons 23). By alluding back to Un Coup de dés, these negative-spaces essentially 

create another form of paragrammatic language, much like the indecipherable, non-Euclidean-

based language found in Mallarmé’s text. This language sets out to illustrate that both the 

omitted text in (Sculpture) and its referents exist in a kind of anti-space—a space that consists of 

neither page nor text. These anti-spaces help to convey the higher-dimensional motifs and 

connotations of Mallarmé’s text—ideas that, at times, remain too abstract for any language to 

convey adequately. Although the referential text has been excised from (Sculpture), a kind of 

anti-text still very much exists nevertheless; however, this existence remains hidden somewhere 

within a field of higher-dimensionality, or in a kind of metaphorical Minkowskian space—a 

space where deeper levels of semantic signification remain buried beneath the surface of 

lexicons in seemingly empty space, much like hyper-spatial icebergs.    

 Although Broodthaers, Molinari, and Pichler visually create breathtaking translations, 

their renditions only explore, rather than not fully expose, the higher-dimensional motifs of 

Mallarmé’s text. Even though each artist uses a different technique to exhibit spatial themes, the 

one common approach they all share lies solely in the elimination of the referential text. 

According to Dworkin, “Mallarmé’s work [is] predicated . . . on the materiality of the word”

(150). By abolishing the text’s literal components, Broodthaers, Molinari, and Pichler do not 

realize that their translations lineate any addition layer of dimensional signification. These 

lineations occur in three ways. First, by abolishing the text, any metaphorical kernel of meaning 

that the typography might connote in relation to the text’s theoretical context vanishes. Second, 

 12



by abolishing the text, the typography’s own spatial characteristics invariably deflate and flattens 

into linearity. Third, by abolishing the text, the volumetric properties of the page itself loses its 

Cartesian geometric dynamics, and renders each page as flat, two-dimensional planes of textual 

significance. 

 J. Abbott Miller remarks that “letterforms are agents in an increasingly complex layering 

of information” (1)—a layering that helps assist in the development of spatiality. In Broodthaers’ 

translation, for example, the removal and replacement of the text with horizontal bands 

neutralizes an important layer of historical significance that the typeface plays within Mallarmé’s 

text. In The Alphabetic Labyrinth: The Letters in History and Imagination, Joanna Drucker 

remarks that the modern Didot typeface, the typeface employed by Mallarmé in Un Coup de dés, 

exemplifies a “departure from earlier roman faces . . . and [is] a type developed through the 

course of 18th century [France]” (202). Temporally, this 18th century development makes Didot 

a textual design from the Age of Enlightenment—a period in history that not only marks 

scientific exploration and advancement, but portrays a time of philosophical flirtation with 

higher-dimensional concepts of space. The type’s notable origin structurally places Mallarmé’s 

text in a direct temporal relationship with the philosophical notions that accompany this time 

period, such as Sir Isaac Newton’s theory that space connotes a “‘substantial entity’”

(Winterborne 70) that possesses form. This Newtonian view of space ultimately alludes back to 

Bowie’s Descartian notion that the space found within Mallarmé’s text exists as a corporeal 

substance—a substance that possesses length, width, and depth, and exemplifies a physical 

extension of the text itself. By removing this typographical layer of information, Broodthaers 

loses these spatial connections suggested through the type’s historical significance. 
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 In Équivalance, Molinari’s removal and replacement of the text with monochromatic 

bands of colour inadvertently deflates the typography’s spatial properties. Although Molinari 

employs colour to help generate a kind of paragrammatic language possessing a “non-Euclidean, 

energetic” (Marchand 16) structure that plunges the viewer into a dichromatic field of plasticity, 

the typography’s spatial and temporal properties lineate through this process of colour 

transmogrification. Miller notes that the “SCULPTURAL AND THREE-DIMENSIONAL 

FORMS” (2) of modern typography derive from older typefaces created by “historical figures 

like [François] Ambrose Didot” (8), the father of the Didot typeface. In this respect, the Didot 

typeface exemplifies a kind of first-generational form of three-dimensional typography. Like the 

typography found in graphic design, Didot, too, possesses an array of spatial characteristics, such 

as directional curvature, extrusion, and tubing. The only difference between these temporal and 

seemingly contradistinctive typeface designs lies solely in the limitations caused by 

technological accessibility. By replacing the original typeface with monochromatic bands, these 

spatial characteristics essentially flatten the already rich spatial characteristics of the Didot 

typeface—and thus another layer of dimensionality becomes lost, this time through the process 

of monochromatic transmogrification.

 Although Pichler’s incisions act a kind of doorway for textual transcendence, anti-space, 

and as a non-Euclidean-based language that apophatically expresses notions of higher-

dimensionality, the elimination of the typography altogether invariably abolishes the poem’s 

volumetric properties of the space within the page. According to Miller, typography adds “near-

to-far SPATIAL AND TEMPORAL dynamic[s]” (1) that help to accentuate the notion that the 

continuum of the page exists in an almost Cartesian, geometric field—a field that contains 
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length, width, and depth. La Charité’s upholds this idea that the space of the page constitutes a 

kind of a geometric field when she notes that the “dramatic appearance of the printed line [in 

Mallarmé’s text] reaffirms the three-dimensionality” (60) of the page. By abolishing the text 

through incision, Pichler only creates physical depth within the text as a whole rather than 

showcasing the Cartesian characteristics of each individual page through the dimensional 

dynamics of the typography—typography that holds the spatial gravity of the poem itself. By 

avoiding the volumetric significance of each individual page, Pichler only manages to partially 

uncover and exhibit the rich, higher-dimensional properties and aesthetics of Un Coup de dés in 

its spatial totality.
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P O É M E

UN   COUP  DE   DÉS   JAMAIS   N’ABOLIRA   LE   HASARD

par

STÉPHANE   MALLARMÉ







UNIVERS REVOLVED



According to artist and graphic illustrator Ji Lee, “The ever-growing mass of written material we 

are exposed to every day yokes our brains to the unvarying linearity of the reading process. As a 

result, we tend to apply the same linear  . . . tool we use to communicate to limit our perceptions 

as well as our possibilities for expression” (1). To combat these typographical limitations and 

intellectual limitations, Lee developed  Univers Revolved — a typeface that helps to move 

readers “beyond the conventional linear way of reading and develop more creative strategies to 

decipher the meaning of each page” (1). With Univers Revolved typeface, Lee applied “a simple 

geometric formula to the capital letters of the widely used Univers typeface” (1), and then, with 

the assistance of a three-dimensional computer program, “revolve[d] each of these letters 360 

degrees around a vertical axis drawn at its left-most point” (1). The end result creates a three-

dimensional, multi-direction kernel of signification that a reader can decipher from any possible 

angle. To emphasize the spatial dimensions of language, Broodthaers eliminates Mallarmé’s text 

and replaces each line with black rectangular bands. Lee’s replacing each letter of text with his 

symmetrical typography allows for the spatial properties of language, and the spatial properties 

of the page, to be exposed without having to eliminate the type altogether. Through a simple 

process of transliteration, each letter morphs into a true geometric entity that possess length, 

width, and depth—a spatial entity that floats within the expanse of the page much like how an 

astrophysical body floats within the continuum of space. Lee’s typography showcases a true 

coalescence between word and image. This coalescence helps to illustrate the constellational 

validity—the cosmic actuality—in Mallarmé’s diagrammatic text, while simultaneously 

illustrating that the text possesses dimensional dynamics.   
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STEREOSCOPIC PROJECTIONS



Much like how Molinari utilizes the relationships between colours to initiate a field of infinite 

space on a two-dimensional surface, computer-generated anaglyphic images, or monochromatic 

stereograms, generate a field of dimensionality through the interactions between colours. Unlike 

Molinari, however, who employs purple, red, and yellow to generate spatiality, anaglyphic 

images employ only two channels of colour: red and cyan. These images rely on three different 

elements to induce the illusion of depth: stereoptic superimposition, angular displacement (called 

parallax), and optical filters. To generate a three-dimensional image, I initially created two 

identical images, one image in the red channel and the other image in the blue channel. I then 

superimposed these images and horizontally skewed one of these images either to the right or to 

the left—the greater the angular displacement, the greater the image will either extrude off the 

page, or sink deeper into the space of the page. To experience this anaglyphic effect to its fullest 

potential, the viewer must wear special filters that optically translate these dichromatic images 

into one cogent monochromatic entity. The end result is a true plastic structure resulting from the 

relationships and interactions between colour and textual plane, which produces a dynamic 

spatial experience that not only plunges the reader directly into the page, but literally showcases 

the notion of textual transcendence in real time, as every letter and every word ascends from the 

two-dimensional surface of the page into space itself. This ascension illustrates Mallarmé’s text 

as a true spatial entity—one that exists within a kind of liminal continuum that simultaneously 

resides both on the two-dimensional surface of the page, and off the paginal surface in three-

dimensional space.
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ALGORITHMIC EXTRUSIONS: 
TRANSLATIONS THROUGH 

MATHEMATICS



Unlike Pichler, who excises the text to create a field of dimensionality to the text as a whole, 

algorithmic translations use graphic imaging software to introduce an entirely new element of 

dimensionality to the text by reconfiguring and redesigning each page as a non-Euclidean entity. 

Through a series of algorithmic calculations, the computer program extrudes a sequence of 

abstract images based upon the original positions of the type on the page. Within the cyberspace 

continuum, these abstract Mallarméan images possess an array of spatial properties that allow for 

each entity to be viewed from all angles in a more Cartesian, geometric space. To create these 

images, I digitally reproduced Mallarme’s original, precisely recreating all the typographical 

characteristics of Un Coup de dés (such as the design, the layout, the typeface, etc.) and the 

topographical placement of the text on the space of the original pages. Once this mimetic 

operation was complete, I transfered the forgery over to a graphic editor, where the text then 

mutates three-dimensionally through a series of processes based upon the program’s own 

algorithmic computations. This randomized algorithm transforms each individual letter into 

dendrites of signification that extrude off the shell of the page, like non-Euclidean stalagmites 

into a transcendent, dimensional continuum of textual space. Each algorithmic translation is thus 

inimitable; each image can never be recreated due to the program’s seemingly aleatory function 

during the mathematical transliteration. While the entirety of the text experiences this kind of 

crystalline metamorphosis, the letters and words (along with their dimensional significations 

within the content of the poem) remain unscathed, preserved, since erasure technically does not 

occur—only a form of textual transcendence from one spatial plane to another. In this respect, 

these algorithmic translations can exemplify a kind of dynamic, spatial equivalence that 

reproduces the non-Euclidean kernels of meaning found within Mallarmé’s text, while 
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simultaneously transporting this structural lattice of meaning into a higher, planar ascension. 

These algorithmic images suggest a kind of miniature “Big Bang” burst of frozen sound, 

photographed a few moments after the acoustical waves produced through phonetic 

pronunciation propagate through space. These images illustrate a new genre of computer-driven 

translation, or textual replication, that pushes the lexical, semantic, and structural boundaries of a 

text into a new realm of conceptualization.
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Afterword



Computer technologies play a quintessential role in the daily mechanics that govern our lives. In 

Prehistoric Digital Poetry: An Archaeology of Forms, 1959–1995, C.T. Funkhouser remarks that 

“the growing numbers of digital poets—and poetry readers—reflects a burgeoning interest in the 

expressive capabilities of computers” (221), and the dynamic programs these computers utilize. 

For poets, the expressive capabilities of computers play an integral role in the composition of 

poetry, and creates a kind of point of departure for new avenues—new dimensions—of textual 

creation and exploration that could not otherwise exist, such as three-dimensional typography, 

computer-generated anaglyphs, and algorithmic translations. Together, these three elements not 

only help to expose the Cartesian field of geometric space that exists within the margins of the 

page, but also answers the question Jacques Derrida poses when he attempts to establish an 

alternative form of mimetological commentary in his venture to juxtapose Maurice Blanchot’s 

L’arrêt de mort with Percy Shelley’s The Triumph of Life: “[h]ow can one text, assuming its 

unity, give or present another [text] to be read, without touching it, without saying anything 

about it, practically without referring to it?” (Ulmer 91) By visually showcasing the higher-

dimensional motifs of Un Coup de dés, these three-dimensional translations spatially neither 

touch nor textually alter the poem’s semantic and structural lattice. My translations illustrate the 

purity of the text’s dynamic and metaphysical content without overtly providing any additional 

commentary that would pollute the poem’s constellational beauty.

 In the preface to Un Coup de dés, Mallarmé identifies his poem as a new genre for the 

expression of the most metaphysical conceptions from which poetry originates. To Mallarmé, 

this origination lies not within the poet, but within the higher-dimensional continuum of the page

—the poet merely acts as a textual excavator rather than a creative genius. In Un Coup de dés, 
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Mallarmé exposes this higher-planar source from which the text originates through the restrictive 

mechanisms and apparatuses found in nineteenth century technology. With the exceeding 

advancements in the science of computer engineering, this higher-dimensional level of textuality 

edges closer and closer to visualization.  
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