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¹House of Leaves author Mark Danielewski (not the publisher) chose the
font Dante for the text on the cover and title page of the novel. Dante is a
mid-20th-century book typeface designed by Giovanni Mardersteig. The
original type was cut by Charles Malin. The type is a serif face influenced
by (but not directly indebted to) the types cut by Francesco Griffo
between 1449 and 1516. The name of the typeface comes from the first
book in which it was used, Boccaccio’s Trattatello in Laude di Dante,
published in 1955. The book used types cut by Malin between 1946 and
1952. The date of the typeface is sometimes given as 1954. Dante would
become one of the most used types by Mardersteig. Originally Dante was
cut for use on the private handpress, but Monotype had already
expressed interest in issuing Dante for machine composition before 1955.
This was about the same time that Malin died, and Monotype was also
interested in adding a semibold weight to the Dante family. Matthew
Carter, in his twenties at the time, was recruited to cut some of the initial
puches of the semibold. Monotype issued its Dante in 1957. Dante was
redrawn for digital use by Monotype’s Ron Carpenter in 1993.
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FOREWARD
The first edition of House of Leaves was privately
distributed and did not contain Chapter 21,
Appendix II, Appendix III, or the index. Every effort
has been made to provide appropriate translations
and accurately credit all sources. If we have failed
in this endeavor, we apologize in advance and will
gladly correct in subsequent printings all errors or
omissions brought to our attention.
— The Editors

A Note On This Edition
•Black & white or color plates, featuring the artwork of Gustave Doré and
Salvador Dalí.
•High-definition video clips from the films of Federico Fellini (1950-1990).

(Dante Alighieri by Gustave Doré, 1860. — Ed.)
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The Navidson Record
²Asked to briefly describe
House of Leaves, Danielewski
has said in an interview that
he “likes to look at House of
Leaves as a three-character
play: a blind old man, a young
man, and a very special,
extraordinarily gifted woman.”
³Anthony Quinn plays the
traveling strongman
Zampanò, Richard Basehart
plays the Fool, and Giulietta
Masina plays the clown
Gelsomina in Federico
Fellini’s La Strada (1954).
2003 digital transfer, with
restored image and sound, by
The Criterion Collection.

E.
The Three Attic Whalestoe Institute Letters
Mr. Truant wished to make known that
though some names here were not deleted
many were changed.
— The Editors
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Edith Skourja has written an impressive forty page
essay entitled Riddles Without on this one episode. While
most of it focuses on what Skourja refers to as “the political
posture” of both women—Karen as ex-model; Audrie as
travel agent—one particular passage yields an elegant
perspective into the whys and ways people confront
unanswered questions:

Riddles: they either delight or
torment. Their delight lies in
solutions. Answers provide bright
moments of comprehension
perfectly suited for children who
still inhabit a world where
solutions are readily available.
Implicit in the riddle’s form is a
promise that the rest of the world
resolves just as easily. And so
riddles comfort the child’s mind
which spins wildly before the onslaught of so much information
and so many subsequent questions.
The adult world, however,
produces riddles of a different
variety. They do not have answers
and are often called enigmas or
paradoxes. Still the old hint of the
riddle’s form corrupts these
questions by re-echoing the most
fundamental lesson: there must be
an answer. From there comes torment.
It is not uncharacteristic to
encounter adults who detest riddles.

House of Leaves Crossword Puzzle Game

(Dante’s Inferno, Canto 34 : Lucifer, The King of Hell. Illustration
from The Divine Comedy by Gustave Doré, 1882. — Ed.)

HOUSE OF LEAVES
RULES
Use of books and smartphones is prohibited. Words
with fifteen or more letters
are worth two points. All
other words are worth one
point each. — Ed.

Appendix
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Existentialism
After the 1940s, there was a widespread tendency in new writers
to view a human being as an isolated existent who is cast into an
alien universe, to conceive the universe as possessing no inherent
truth, value, or meaning, and to represent human life—in its
fruitless search for purpose and meaning, as it moves from the
nothingness whence it came toward the nothingness where it
must end—as an existence which is both anguished and absurd.
The philosophical premise of existentialism is that temporality
and historicality—a situation in one’s present that looks back to
the past and anticipates the future—is inseparably a part of each
individual’s being; that the process of understanding something,
involving an act of interpretation, goes on not only in reading
verbal texts but in all aspects of human experience; and that
language like temporality, pervades all aspects of that experience.
The understood meaning of the text is an event which is always
the product of a “fusion of the horizons” that a reader brings to
the text and that the text brings to the reader.
— The Editors

• Despite being exceptionally gifted, a true
genius in every sense of the word, Stephen
Hawking lacked motivation early in life.
Teachers and family members spoke of him
as brilliant but lazy, and, as we’ll see in the
documentary, he frequently skipped classes to
drink with friends. What events changed
Hawking’s work ethic? Have you had any
similar life-changing experiences?
• In describing the area of an event horizon,
Hawking says, “One might say of the event
horizon what Dante said of the entrance to
Hell, ‘Abandon all hope ye who enter here.’”
Danielewski also quotes Dante to foreshadow
what awaits readers in the Navidsons’
mysterious house on Ash Tree Lane. Can any
of Hawking’s research into black holes be
used to help us understand what the
Navidsons discover in HOUSE OF LEAVES?
• Did the universe have a beginning, and if so

what happened before then? Where did the
universe come from and where is it going?
• How real is time? Will it ever come to an
end? Where does the difference between the
past and the future come from? Why do we
remember the past but not the future?

Appendix II
Due to the unexpected number of
inquiries regarding the first edition, Mr.
Truant agreed for this edition to provide
the following additional material.
— The Editors
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A.
Sketches & Polaroids

#175079

POE AND THE SURREALISTS

(Illustration from “The Raven” by Gustave Doré, 1882. — Ed.)

Soon after Edgar Allan Poe’s brief and unceremonious
funeral, Poe’s many enemies worked tirelessly to
discredit his work by defaming his reputation. He was
portrayed as a minor writer whose debauched
character had ruined his talent. As this view became
generally accepted, no one could have predicted that
Poe would become the most influential American
writer of his time, perhaps of any time.
That influence was first felt abroad, especially in
France. When the foremost French poet of the age,
Charles Baudelaire, first read Poe’s work, he had the
eerie sensation that not just his ideas and feelings but
actual sentences formulated in his own thoughts had
been written down twenty years earlier by this
unknown author in faraway America.
Baudelaire respected the logical part of Poe’s mind
seen in his so-called “tales of ratiocination.” But what
truly interested him was Poe’s imaginative penetration
of the mind’s psychological states, especially the
abnormal ones. Poe, Baudelaire believed, had “plunged
into the least explored abyss of the human intellect” to
describe nervousness, physical and mental disease,
the extremities of terror and horror, and dreams.
Through Baudelaire, Poe’s writings became a part of
the modernist concern with the nature of human
consciousness.
One result of this interest in abnormal
psychological states was Surrealism, a revolutionary
movement in the arts. Surrealism first appeared in
French literature around the time of the First World
War. Soon it had spread to other countries and to

POE AND THE SURREALISTS

(Illustration from “The Raven” by Gustave Doré, 1882. — Ed.)

painting, sculpture, photography, and movies. The
Surrealist definition of reality included—in fact,
celebrated—the irrational and the fantastic. The
irrational as we see it in random mental associations,
in dreams, even in madness, is always evidence of the
“deep mind” that underlies the conscious mind. To
Surrealists these “abysses of the intellect” are the only
valid source of art. Poe’s stories of dreams, opium
trances, hallucinations, extreme terror, and suspended
animation were all explorations of this deep mind.
Just as Poe’s stories were highly visual, so
Surrealism flourished best in the visual arts.
Surrealistic movies abandoned accurate depiction of
the world for sequences of unrelated images. As
viewers saw relationships and made connections
between disparate images, meanings would “rise
subterraneously.” Sculpture distorted all forms
(including the human form) to make new
arrangements of life. Painters, especially, took up this
new language of the deep mind of the unconscious—
with results that were sometimes silly, occasionally
profound, and often stimulating.
As we can see in the illustration to the left, the
renowned nineteenth-century artist Gustave Doré
fashions a world which ultimately evokes rather than
describes the text. Often we’re reminded that the
“reality” we see is governed by our own subjectivity.
Most of all, Surrealists insisted, as Poe had long
before, that there is no clear line between subject and
object, or between the night life of dreams and the
waking reality of daylight life.

The remarkable impact of Dante on the human
conscience has revealed itself in the way generation
after generation has found its world view congruent
with many aspects of The Divine Comedy. In
interpreting that world view, the artist transposed the
Dantean vision through his own aesthetic idiom or
conceptual mode. When rained upon with a number of
exacting questions—unlike Gustave Doré’s classic
woodblock
engravings—Salvador
Dalí’s
color
woodblock prints of The Divine Comedy open up like
an umbrella and gather under its dome all kinds of
aesthetic, indeed also philosophical, attitudes,
including pragmatism and existentialism, the rigors of
reality and the fantasy of dream, expressionism and
surrealism, the ways of the conscious, and the
subterfuges of the subconscious.
Not so much in the Purgatorio and Paradiso but in
the Inferno do we detect a turbulent procession of
images that denote a psychic disturbance. The images
align with what Dalí described as a “paranoiac”
process of thought: appearances and counterappearances which call attention more to themselves
and how they relate to each other through quick and
systematic associations, rather than to how they relate
to the Dantean text. The “paranoiac-critical method,”
according to him, represents a “spontaneous method
of irrational knowledge based upon the interpretivecritical association of delirious phenomena.” For this
reason, the subject of Dante’s canto may not be
recognized at first sight, but it remains subtly
pervasive, suggesting that in his dream world Dalí
feels more liberated from the Dantean text than does
Doré in his more realistic world.

SKETCHES OF HELL
What does the titular House of Leaves look like? Despite
Zampanò’s 500-plus page opus and a reported documentary
film on the exploration of its hallways, readers and viewers
still lack closure on the specifics of the Navidsons’ house.
“Is it possible to think of that place as ‘unshaped’ by human
perceptions? Especially since everyone entering there finds
a vision almost completely—though pointedly not
completely—different from anyone else’s?,” asks Zampanò
in Part X of The Navidson Record (172-174). Later in the
novel, a teacher at Chad and Daisy’s new school is alarmed
by the drawings of their house; as Zampanò recounts, “In
some respects, the distillate of crayon and colour traced out
by the hands of two children captures the awfulness at the
heart of that house better than anything caught on film or
tape, those shallow lines and imperfect shapes narrating
the light seeping away from their lives” (315). Similar to
Chad and Daisy’s creative process, use paper, colored
pencils, and your imagination to construct the infamous
house on the corner of Succoth and Ash Tree Lane.
Explore the limits of virtual space and the recesses of
your subconscious to design a fantastic and surreal ‘dream
home’: do not feel limited by everyday notions of physics,
time, place or any other definitions of ‘reality.’ Try to
incorporate specific imagery from Danielewski’s novel as
well as haunting visions from your own dreams. Feel free to
also design outdoor areas, or play with the notions of
‘inside’ and ‘outside’ perspectives. Examine Gustave Doré
and Salvador Dalí’s illustrations from The Divine Comedy for
ideas. A direct quotation from House of Leaves which helped
inspire your design is also required somewhere on your
paper. Your completed drawing of the Navidsons’ house will
count as a class participation grade.
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Music from the artist Poe appears courtesy of Atlantic Records, 1995, 2000.
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Vintage Books: Excerpt of poem from The Ink Dark Moon by Jane Hirshfield and Mariko Aratami. Copyright © 1990 by Jane Hirshfield and
Mariko Aratami. Reprinted by permission of Vintage Books, a division of
Random House, Inc.
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Special thanks to the Talmor Zedactur Depositary for providing a VHS
copy of “Exploration #4.”
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All interior photos by Andrew Bush except pages 549 & 662 captured
by Gil Kofman and page 659 scanned by Tyler Martin.

What miracle is this? This giant tree.
It stands ten thousand feet high
But doesn’t reach the ground. Still it stands.
Its roots must hold the sky.
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⁴Yggdrasil in Norse mythology
is an ash tree that supports
the universe. In Mythology (1942), Edith Hamilton records, “A
wondrous ash-tree, Yggdrasil,
supported the universe. It
struck its roots through the
worlds. The roots were Urda
(the Past), Verdandi (the
Present), and Skuld (the
Future). Here each day the
gods came, passing over the
quivering rainbow bridge to sit
beside the well and pass
judgment on the deeds of men.
Over Yggdrasil hung the threat
of destruction. A serpent and
his brood gnawed continually
at the root beside Niflheim,
Hel’s home. Some day they
would succeed in killing the
tree, and the universe would
come crashing down” (461).

