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INTERMEDIAL RELATIONS BETWEEN IMAGE AND TEXT:
BROOKLYN BRIDGE AS AN ARTISTIC AND LITERARY CHRONOTOPE
IN PHOTOGRAPHY, PAINTING, POETRY, AND FICTION
Sigrid RENAUX
Centro Universitário Campos de Andrade
RESUMO: A ponte de Brooklyn, conectando os distritos de Manhattan e Brooklyn, e uma
das pontes suspensas mais antigas dos Estados Unidos, tornou-se um ícone da cidade de
Nova York desde sua inauguração, em 1883. Ao longo dos anos, foi retratada em
fotografias, propagandas, desenhos, cartões, capas de livros, capas de revistas, como
também em literatura, filmes, artes e música. Partindo de fotografias e pinturas da ponte,
do poema introdutório “To Brooklyn Bridge” em The Bridge (1923) de Hart Crane e de um
episódio no romance Oracle Night (2003) de Paul Auster, este artigo examina a função
simbólica da ponte primeiramente como artefato tecnológico e cultural, representado nas
artes visuais da fotografia e da pintura, e em seguida como cronótopo literário e artístico na
literatura, por meio dos diálogos visuais e textuais que podem ser estabelecidos entre
fotografia, pintura, poesia e ficção. As relações intermidiais, intertextuais e ecfrásticas
entre essas diferentes formas de arte serão discutidas principalmente por meio das
considerações de Mikhail Bakhtin sobre espaço e tempo na arte e na literatura e das
perspectivas sobre poética interartes de Claus Clüver.
PALAVRAS-CHAVE: relações intermidiais; artes visuais; literatura.
ABSTRACT: Brooklyn Bridge, connecting the boroughs of Manhattan and Brooklyn, and
one of the oldest suspension bridges in the United States, has become an icon of New York
City since its inauguration in 1883. Over the years, it has been portrayed in photographs,
advertisements, cartoons, postcards, book jackets, magazine covers, as well as in
literature, films, art and music. Drawing on photographs and paintings of the bridge, on
Hart Crane´s introductory poem “To Brooklyn Bridge” in The Bridge (1923) and on an
episode in Paul Auster´s novel Oracle Night (2003), this article examines the symbolic
function of the bridge, first as a technological and cultural artifact, depicted in the visual
arts of photography and painting, and then as a literary and artistic chronotope in
literature, by way of the visual and textual dialogues that can be established between
photography, painting, poetry and fiction. The intermedial, intertextual and ekphrastic
relations among these different art forms will be discussed mainly by way of Mikhail
Bakhtin´s considerations on space and time in art and literature, and of Claus Clüver´s
perspectives on interart poetics.
KEYWORDS: intermedial relations; visual arts; literature.
Introduction
Brooklyn Bridge, connecting the New York City boroughs of Manhattan and
Brooklyn by spanning the East River, is one of the oldest suspension bridges in the United
States. With a main span of 486.3 m, it was the longest suspension bridge in the world
from its inauguration on 24 May 1883 until 1903, and the first steel-wire suspension
bridge. Originally referred to as the New York and Brooklyn Bridge and as the East River
Bridge, it came to be called Brooklyn Bridge, and was officially so named by the city
government in 1915. Since it was opened, it has become an icon of New York City, and
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was designated a National Historic Landmark in 1964 and a National Historic Civil
Engineering Landmark in 1972.
Brooklyn Bridge has a wide pedestrian walkway open to walkers and cyclists, in
the center of the bridge and at a higher level than the automobile lanes. While the bridge
has always permitted the passage of pedestrians across its span, for generations of New
Yorkers found its elevated walkway a haven from the city's bustle, its role in allowing
thousands to cross takes on a special importance in times of difficulty when the usual
means of crossing the East River to reach Brooklyn have become unavailable. Following
the 1965, 1977 and 2003 blackouts and most famously after the September 11, 2001,
attacks on the World Trade Center, the bridge was used by people in Manhattan to leave
the city after the subway service was suspended. Although John Augustus Roebling, the
original designer, could not have anticipated the massive numbers of people walking on the
bridge as well as the intense traffic of vehicles, he nevertheless designed it with three
separate systems to manage even unanticipated structural stresses. High-density traffic of
this nature, nevertheless, causes a bridge to appear to move erratically or to vibrate, on
some occasions (JULAVITS, 2003).
As contemporaries marveled at what technology was capable of, the bridge became
a symbol of the optimism of the time. John Perry Barlow wrote in the late 20th century of
the "literal and genuinely religious leap of faith" embodied in Brooklyn Bridge, which
“required of its builders faith in their ability to control technology" (BARLOW, 2010).
Furthermore, if Brooklyn Bridge “symbolized and enhanced modern America” when it was
built, this symbolism needs to be continually re-examined, for, according to Alfred N.
Whitehead, “the health of a people depends largely on their ability to question their
inherited symbols in light of contemporary actualities, to keep them fluid, vibrant, and
responsive” (apud TRACHTENBERG, 1979, p. ix).
Keeping this background information in mind, as well as the fact that, over the
years, Brooklyn Bridge has been portrayed in photographs, advertisements, cartoons, on
postcards, books, book jackets and magazine covers, as well as in literature, films, art and
music, this article, by drawing on paintings and photographs of the bridge, on Hart Crane´s
“Proem:To Brooklyn Bridge” (1930) and on an episode in Paul Auster´s novel Oracle
Night (2003), explores the symbolic functions of the bridge: first as a technological and
cultural artifact, depicted in the visual arts of painting and photography, and then as a
literary and artistic chronotope in literature, by way of the visual and textual dialogues that
can be established between photography, painting, poetry and fiction.
In Brooklyn Bridge: fact and symbol, Alan Trachtenberg has already pointed out
that the purpose of his book was “to establish the importance of Brooklyn Bridge as a
cultural symbol in America” and “to examine the process whereby the bridge, an artifact,
became a symbol” (1979, p. ix). His distinction between “fact” and “symbol” as “two
separate modes of existence: one has a specific location time and space; the other, its place
in the mind, or in the collective imagination of Americans” will consequently become
useful in our discussion of the different symbolic functions the bridge performs.
The symbolic function of the bridge as a technological and cultural artifact
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If Brooklyn Bridge, which came “into existence in a time of change – change from
a predominantly rural to an overwhelmingly urban and industrial society – seemed to
represent that change” (TRACHTENBERG, 1979, p.ix), its depiction in the visual arts of
painting and photography necessarily also reflects this continuous and unavoidable change
in time and space, from its inauguration up to the 21st century.
The first painting of a proposed East River Bridge is Thomas Pope´s Rainbow
Bridge (1811). As Trachtenberg describes it, the bridge “is a flat, graceful arch flanked on
the New York side with two spires”. Although Pope´s bridge was never built, it
represented for him “an ideal for America” (1979, p.29):

Picture 1 – Thomas Pope´s “Rainbow Bridge” (1811)
Many other artists have painted Brooklyn Bridge, revealing the neo-Gothic
architectural style of the stone towers, with their characteristic pointed arches above the
passageways through the towers. Examples are Elizabeth O'Neill Verner´s Brooklyn
Bridge and Lower New York. circa 1900. Postcard (n.2); Theodor Butler´s Brooklyn Bridge
1900, an impressionistic painting characterized by the depiction of light in its changing
qualities and by a visual angle which encompasses the bridge, the ships in the harbor and
buildings (n.3); Joseph Pennell´s Brooklyn Bridge at Night (1922), in which “the tenebrous
effects” are achieved with aquatint, “an etching technique in which the picture is conceived
in tone rather than line” (Brooklyn Museum)(n. 4); and Brooklyn Bridge, 1950, by Herbert
Katzman, who painted the bridge “as a thick, ropy shadow, holding fast a skyline that
seems undecided whether to plunge into a turbid harbour or burst into a bilious sky”
(BUDICK , 2011) (n.5):

Picture 2
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Picture 3

Picture 4

Picture 5

None, however, according to Trachtenberg, have done so with the consistency and
the commitment of John Marin and Joseph Stella, for both painters “recognized in the
bridge and the skyscrapers fitting embodiments of the new”. In Marin´s more abstract
painting, “The Bridge” (1912) acquires “a shape expressing energy and movement” (n.6),
while Stella´s 1922 painting “conveys the physical sense of walking simultaneously under
and over the bridge” (1979, p. 133-5) (n.7):
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The different styles of these paintings, reflecting the distinctive artistic visions and
orientations of the painters, thus provide us with a small but significant sample of how
Brooklyn Bridge has been depicted in the visual arts, indicating the visual and spiritual
impact which its enormous structure has caused on the painters´ sensibility as the
embodiment of modernity.
The photographs that follow will now reveal more accurately some of the
architectural features of the bridge, its masonry and steel, during the day and also at night,
for, since the 1980s, the bridge has been floodlit at night to highlight its towers, cables, and
promenade. The photographs simultaneously register the change in the urban landscape:
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12-William Gedney: Fog,1999
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13 - Walker Evans: 1930
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The last two photographs deserve special attention, for Gedney´s “Fog” reveals the
bridge as an almost phantasmagoric being, its arches and cables surrounded by fog, while
Evans´s photograph focuses on the impressive span of the bridge “as a physical object”
(TRACHTENBERG, 1979, p. 185). Furthermore, because of the fact that Evans worked in
close collaboration with Hart Crane1, Crane´s “Proem: To Brooklyn Bridge” should,
according to Trachtenberg, be read while simultaneously looking at Evans´s photographs
(1979, p. 186).
From this quick overview of Brooklyn Bridge as seen in paintings and photographs,
it becomes evident that both forms of visual art reveal the bridge not merely as a
technological and cultural artifact, but portray it in its relation of change in space and time,
with the population in the boroughs continuing to increase and modernity dominating the
recent urban landscape. They remind us simultaneously of the symbolic associations of the
bridge (1) as a connection between two worlds: literally, between New York and Brooklyn;
metaphorically, between the past and present-day America; and (2) also as a desire for a
change (VRIES, 1976, p.65), confirming its embodiment of the optimism of the time when
it was inaugurated and the builders´ faith in their control of technology, thus
simultaneously transforming the bridge into an icon of modernity.
Consequently, these paintings and photographs will also point to, and interact with,
the function of the bridge as an artistic and literary chronotope in Crane´s “Proem: To
Brooklyn Bridge” and in the episode in Auster´s Oracle Night, as discussed in the two
following sections of this work.
The symbolic function of Brooklyn Bridge as a literary and artistic chronotope
Starting from the observation that classic accounts from such writers and artists as
H. G. Wells, Hart Crane, Lewis Mumford, and Georgia O'Keeffe present the bridge as “a
deserted, purely aestheticized romantic ideal”, whereas others, including Henry James,
Alfred Kazin, Paul Auster, and Don DeLillo, “offer a counter-narrative, as they question
not only the role of the bridge in American society, but also its function as a profoundly
public, communal place” (BOYER, 2001), we shall now concentrate on two contrasting
visions of the bridge: Hart Crane´s and Paul Auster´s.
Hart Crane´s “Proem: To Brooklyn Bridge”
Hart Crane (1899-1933) used Brooklyn Bridge as the fundamental metaphor and
organizing principle for The Bridge (1930), his second and most significant book of poetry.
The Bridge not only evokes Whitman's “Crossing Brooklyn Ferry”, with the scene of New
York Harbor used symbolically, but was composed “as a renewal of Whitman´s visionary
celebration of America” (KELLER, 1993, p. 540). As Crane declared in 1923, when The
Bridge was in its earliest stages,
It concerns a mystical synthesis of ‘America’. History and fact, location,
etc., all have to be transfigured into abstract form that would almost
function independently of its subject matter. The initial impulses of ‘our
people’ will have to be gathered up toward the climax of the bridge,
symbol of our constructive future, our unique identity, in which is
1

See Trachtenberg´s chapter “Walker Evans´s Brooklyn Bridge” in Brooklyn Bridge: fact and symbol.
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included also our scientific hopes and achievements of the future. The
mystic portent of all this is already flocking through my mind…
(ELLMANN & O´CLAIR, 1973, p. 578-9)

Considered to be “a sophisticated and well-wrought version of the archaic myth of
return”, as its subject matter is “drawn from legends about American history: Columbus,
Pocahontas, Cortez, De Soto, Rip Van Winkle, the gold-rush, the whalers; and from
contemporary reality: railroads, subways, warplanes, office buildings, cinemas, burlesque
queens”, while “woven among these strands are allusions to world literature and to
American artists” (TRACHTENBERG, 1979, p. 147-8), The Bridge takes the form of a
long poem in eight parts: it begins with an ode –"Proem: To Brooklyn Bridge"– and ends,
in "Atlantis”, with a transfigured vision of the bridge as the unifying symbol of America.
Even if in 1926 Crane already acknowledges in a letter to Waldo Frank that “the bridge as
a symbol today has no significance beyond an economical approach to shorter hours,
quicker lunches, behaviorism and toothpicks” (apud ELLMANN & O´CLAIR, 1973, p.
594), his epic poem remains iconic of the initial optimism that informed Crane´s vision,
and, by extension, the American nation.
Concentrating on its initial address “Proem: To Brooklyn Bridge” in order to
highlight the intermedial relations that can be established between the bridge as an artifact
and the bridge as described in Crane´s prologue, we shall be making use of Claus Clüver´s
perspectives on interart poetics. As Clüver argues, in Ekphrasis Reconsidered, the
restriction of James Heffernan’s definition of ekphrasis as “the verbal representation of
visual representation” – which leads him to reject “verbal representations of Brooklyn
Bridge as instances of ekphrasis” – “creates considerable difficulties for practical criticism
and limits the interest in verbal representations of non-verbal texts to a concern with modes
and possibilities of representing extra-textual phenomena” (CLÜVER, 1997, p. 22-23).
For this reason, Clüver offers a revised definition of the concept of ekphrasis,
which would lead to an extension of its meaning: “Ekhprasis is the verbal representation
of a real or fictitional text composed in a non-verbal sign system”. As Clüver further
explains, “the definition does not restrict the objects of ekphrasis to representational texts:
it covers architecture, as well as absolute music and non-narrative dance” (1997, p.26).
Following Clüver´s re-definition of ekphrasis, it becomes easy to argue that Crane´s ode is
an instance of ekphrasis, for, as will be seen, it is a verbal representation of Brooklyn
Bridge as an architectural/ technological work of art.
What relationships can we find between the text and the architextual/architectural
work? Reading the poem, we become aware of how the most prominent features of the
extra-textual world of reality have been represented in its lines, as Crane has translated and
interpreted steel and stone into words. If in the first two stanzas Crane is describing the
flight of a seagull at dawn (photo n. 14), whose wings are “as apparitional as sails” while
its movement creates an “inviolate curve” over “the chained bay waters” of the harbor –
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14
How many dawns, chill from his rippling rest
The seagull's wings shall dip and pivot him,
Shedding white rings of tumult, building high
Over the chained bay waters Liberty-Then, with inviolate curve, forsake our eyes
As apparitional as sails that cross
Some page of figures to be filed away;
Till elevators drop us from our day . .
I think of cinemas, panoramic sleights
With multitudes bent toward some flashing scene
Never disclosed, but hastened to again,
Foretold to other eyes on the same screen;

– we are at once visually reminded of the bridge, as described in stanza IV, as the poetic
“I” moves from portraying the bird´s flight and thinking of the “reality” of New York City
with its multitudes, to addressing the bridge:
And Thee, across the harbor, silver-paced
As though the sun took step of thee, yet left
Some motion ever unspent in thy stride,-Implicitly thy freedom staying thee!

The “flashing scene” of stanza III thus presages our envisaging this “silver-paced”
bridge, shining in the sun, simultaneously in motion but contained in its freedom over the
water. Stanzas V to VI continue the physical depiction of the bridge, as its parapets,
girders, cables and derricks are seen and then transmuted into art objects, movement,
human beings:
Out of some subway scuttle, cell or loft
A bedlamite speeds to thy parapets,
Tilting there momently, shrill shirt ballooning,
A jest falls from the speechless caravan.
Down Wall, from girder into street noon leaks,
A rip-tooth of the sky's acetylene;
All afternoon the cloud-flown derricks turn . . .
Thy cables breathe the North Atlantic still.
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And obscure as that heaven of the Jews,
Thy guerdon. Accolade thou dost bestow
Of anonymity time cannot raise:
Vibrant reprieve and pardon thou dost show.

The bridge is now ready to be addressed as “harp and altar”:
O harp and altar, of the fury fused,
(How could mere toil align thy choiring strings!)
Terrific threshold of the prophet's pledge,
Prayer of pariah, and the lover's cry,--

The symbolic associations of the harp, as the instrument of the wind-deities,
contemplation, elevation, and of the ecstatic prophets (VRIES,1976, p. 239), and of the
altar (= “high place”) as devotion, worship, faith (VRIES, p.1976, p. 11), corroborate the
amplitude and depth of Crane´s vision: a factual bridge, a concrete historical object,
participating, through the iconicity of its cables and towers with the harp and the altar, in
their symbolic, mystic and religious associations.
As night approaches, the bridge is now seen against a background of city lights and
stars, while the poetic “I” waits, by the piers, for the night to intensify its shadow, so that
he can be covered by its ever vigilant structure as he delivers his prayer that the bridge
might become an epiphany of the divine:
Again the traffic lights that skim thy swift
Unfractioned idiom, immaculate sigh of stars,
Beading thy path--condense eternity:
And we have seen night lifted in thine arms.
Under thy shadow by the piers I waited;
Only in darkness is thy shadow clear.
The City's fiery parcels all undone,
Already snow submerges an iron year . . .
O Sleepless as the river under thee,
Vaulting the sea, the prairies' dreaming sod,
Unto us lowliest sometime sweep, descend
And of the curveship lend a myth to God.
(CRANE, 1973, p. 594-5) (emphasis mine)

Crane has thus translated a visual sign – the bridge – into another system based on a
different medium – language – thereby achieving an intersemiotic transposition. As an
instance of ekphrasis, the poem is as “faithful” a translation of the bridge – as an art object
– into poetry, as the paintings and photographs of the bridge are “faithful” renderings of
the bridge – as a technological artifact. The ekphrastic relations established in the poem
create, simultaneously, a visual and textual dialogue with the photographs and the
paintings, for one cannot read the poem without constantly having the shifting images of
photographs and paintings of the bridge before one’s eyes, as one can feel the silvery shine
of its structure illuminated by the morning sun (stanza IV) in photograph n. 9; the glare of
the city lights shining (stanza IX) in Andreas Feininger´s photograph of Brooklyn Bridge
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by night; the weight of the bridge as the poet stands under its shadow (stanza X) in Evans´s
photograph as well as in Pennel´s painting.
The dialogue that can be established between painting, photography and poetry will
now be extended to the narrative genre, as we examine the bridge episode in Auster´s
Oracle Night.
The Bridge episode in Paul Auster´s Oracle Night
Sidney Orr, the protagonist of Paul Auster’s Oracle Night, is a convalescing writer
attempting to write a new novel. Among the different layered plots Orr develops, the central
plot for the reader continues to be his own relationship with his beautiful young wife, Grace.
On the night of September 18, 1982 both are invited to have dinner at the apartment of an old
friend of hers, the writer John Trause. Still a naïve interpreter of John and Grace’s
relationship, Orr’s comment “John loved Grace, and Grace loved him back, and because I was
the man in Grace’s life, John had welcomed me into the inner circle of his affections”
(AUSTER, 2003, p.25) nevertheless presages the nature of their true relationship, as will be
revealed. As soon as they leave Trause´s apartment, the full implications of their forthcoming
crossing of Brooklyn Bridge on their way home become apparent, for the whole trip back will
become an objective correlative of Grace´s anguish and doubts.
First, the crowded streets. As Orr comments, “Saturday nights in New York are
always crowded, but that night the streets were even more packed than usual, and what with
one delay and another, it took us over an hour to get home.” As they finally got into a taxi,
after “threading our way past gangs of raucuous, drunken kids and half a dozen demented
panhandlers”, Grace “inexplicably began to cry”, something that intrigued Orr, for “Grace
never cried or gave way to excessive shows of feelings”. When Orr asked her what was
wrong, “she only shook her head and turned away” shrugging him off as he tried to soothe her
(AUSTER, 2003, p.42).
Then, as they reach the intersection at Varick and Canal, the traffic jam which did not
allow them to move on: “It was a monumental jam-up (…) New York mayhem in its purest
form”. But, “in the middle of all that ruckus and confusion”, again suggesting Grace´s
troubled state of mind, she apologizes for having been rude to him, explaining “It´s just that he
[Trause] looked so terrible tonight (…) so done-in. All the men I love are falling apart. It´s
getting to be a little hard to take”. Although Orr does not believe her, he manages to make her
relax by stroking her hair repeatedly, as they made their way down West Broadway and “crept
toward the Brooklyn Bridge” (AUSTER, 2003, p. 32-43).
If the images of the crowded streets and the traffic jam increase our awareness of
Grace´s anguish about Trause´s health, her confused feelings towards her husband and also
Orr´s awareness of it, it is when they approach Brooklyn Bridge that this parallelism reaches
its climax. As Orr continues,
We didn´t say anything to each other for several minutes. By the time the
cab turned left on Chambers Street and started to approach the bridge,
every ramp was clogged with traffic, and we could hardly advance at all.
Our driver (…) no doubt lamenting the folly of trying to cross over to
Brooklyn on a Saturday night.(…) as we mounted the roadway of the
bridge, crawling along at one mile an hour, suspended over the river with
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a blaze of buildings behind us and the Statue of Liberty off to our right,
I started to talk to her. (AUSTER, 2003, p.43-44) (emphasis mine)

In their ensuing conversation, and in response to Orr’s recollections of his adolescent
commitment to the Blue Team, whose members represented “the dream of a perfect society”,
Grace’s comment that “people don’t always act the same way. They’re good one minute and
bad the next. They make mistakes. Good people do bad things, Sid” will become prophetic of
her feelings about her renewed relationship with Trause (she has become his lover again, as
she despaired about Orr´s critical condition in the hospital), and will continue to reverberate in
Orr’s mind throughout the novel. Similarly, as Grace accuses Orr of still believing “in that
junk”, his reply – “I don’t believe in anything. Being alive – that’s what I believe in. Being
alive and being with you. That’s all there is for me, Grace. There’s nothing else, not a single
thing in the whole goddamn world” (AUSTER, 2003, p.48) – not only prefigures his decision
to forget the past events when Grace decides she wants to stay married to him, but
simultaneously foregrounds his very stance in life, which will be corroborated at the end of the
novel.
The fact that during their conversation they were slowly crossing Brooklyn Bridge is
again revealing: symbolizing the connection between two worlds – that of the boroughs of
Manhattan and Brooklyn, as we have seen – the meaning of the bridge becomes even more
significant if we remember that they were also crossing “the link between what can be
perceived and what is beyond perception”, for “the bridge is always symbolic of a transition
from one state to another” (CIRLOT, 1971, p. 33), as well as of the above-mentioned “desire
for a change”.
In this way, as they move from one state of mind to another, the portentousness of
their debate about the “pro et contra of the ultimate questions of life” (BAKHTIN, 1973, p.
95) is corroborated by the symbolic associations the bridge brings out, for the crossing of the
bridge, “suspended over the river”, establishes a new level of understanding between the
couple. As Orr continues, as soon as they “had made it over the bridge (…) and were
travelling down Henry Street (…) that led from Brooklyn Heights to our place in Cobble Hill
(…) and headed into the final leg of the journey, Grace reached out her hand and took hold of
the back of my neck (…) for a long, provocative kiss” (AUSTER, p. 50). The fact that they
had the sight of the Statue of Liberty to their right as they were crossing the bridge is also
revealing in its suggestion of freedom lying ahead – literally from the traffic jam and
figuratively from their transition from debate to understanding.
The whole bridge episode, consequently, besides being seminal for the development of
the plot as a precursor of events, has fulfilled several purposes. If the crowded streets of
Manhattan and the traffic jam already served as an objective correlative for Grace´s confused
state of mind as they left Trause´s apartment, and the protracted crossing of the bridge
“clogged with traffic” expresses their gradual transition from one state of mind to another
while arguing in the taxi, their leaving the bridge and heading home becomes a metaphor of
Grace´s changed state of mind, from “brooding about the nameless thing that was tormenting
her” (AUSTER, 2003, p.49) to reaching out to Orr to kiss him.
In this way, Brooklyn Bridge, as a geographical space, is directly related to the drama
that unfolds on it; it is not merely a background, but a kind of projection of the conflicts
experienced by the characters, something like an inert character, as it “participates in the
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psychological tension among the characters” (MOISÉS, 1970, p. 108). Recalling Bakhtin´s
definition of “chronotope” – “the intrinsic connectedness of temporal and spatial relationships
that are artistically expressed in literature” – the bridge episode, by placing the characters in
time and space, 2008 in New York, also fulfills its role as a literary chronotope, for, as
Bakhtin continues,
In the literary artistic chronotope, spatial and temporal indicators are
fused into one carefully thought-out, concrete whole. Time, as it were,
thickens, takes on flesh, becomes artistically visible; likewise, space
becomes charged and responsive to the movements of time, plot and
history. This intersection of axes and fusion of indicators characterizes
the artistic chronotope. (1983, p.84)

The symbolic function of the bridge is thus continually being examined, as it has
moved from being a symbol of modern America when it was built, as seen in the paintings
and photographs, as well as in Crane´s idealistic portrayal of it in his “Proem: to Brooklyn
Bridge”, to becoming an ambivalent symbol in Auster´s novel: on the one hand, the
protracted crossing of it due to an intense and sometimes unbearable traffic jam increases
its function as an objective correlative to Grace´s state of mind, as well as recalling
Marin´s frenzied, abstract painting of the bridge; on the other hand, the Statue of Liberty
can still be seen on its right side, suggesting Grace´s freedom from anguish and her
reconciliation with Orr.
Therefore, going back to Whitehead´s comment in our Introduction, if “the health of
a people depends largely on their ability to question their inherited symbols in light of
contemporary actualities, to keep them fluid, vibrant, and responsive”, Brooklyn Bridge as
a technological and cultural artifact, and also as a literary-artistic chronotope in literature,
will continue to be explored and questioned as a symbol of modernity by artists and
writers, establishing new visual and textual dialogues between reality and art, image and
text.
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