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THE. END OF HISTORY. OR
. LIS IT?
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2 ANGELES DE LA CONCHA

the positive content it obtained for itself through the human sciences is
dissipated” (1997: 371). '

That history is a narrative, and that this narrative is all we have of the
past or, to put it another way, that we no Jonger have access to facts but only
to interpretations, any interpretation being itself the interpretation of an older
one, a story of a previous story, is already an accepted assumption amongst
postmodernist historians. That these narratives are subject to what Hayden
White significantly described as a “poetic process” in an article, no less
significantly, entitled “The Fictions of Factual Representation” (1976),
highlights the literary nature of history writing, which involves the literary
procedures of selection, troping and emplotment. It is hardly surprising then
that since historiography is on the same plane as fiction, the same core
questions on the nature of reality and-its representation are addressed by both
genres, albeit from different perspectives, providing mutually enriching views
but indeed blurring their hitherto well defined borders. It is no less surprising
that fiction has eagerly seized the chance to contest history’s previous
privileged authority as regards purported truths, and has both gleefully taken
it to task and engaged in providing contending versions. Indeed, the
epistemological differences that had staunchly separated them have become
parrower in their postmodern counterparts, in that both genres radically
oppose foundational discourses that transcend the local, contingent, time-
bound stories they undertake to tell, and also, in that both articulate a
profound loss 'of faith in our ability to represent reality. Just as
postmodernist historiography alerts the reader to the illusion of the historian
as omniscient narrator, and of the “poetic” nature of narrativisation, these
novels alert us to history’s practices, as well as to their own, in spinning
stories. The change of course is crucial. It certainly signals the end of the
“great story” of Western civilisation in its two grand versions, the humanist
of moral progress and the Marxist of justice and freedom, reducing it to a
series of competing, often contradictory, accounts of the same events that
undermine the belief that historical processes can ever be objectively known
(Niethammer 1992: 8). - , .

The end of history, posthistory, or directly the death of history, is not an
isolated concept. A mood of impending end theories gradually gathered
momentum through the last decades of the twentieth century, probably under
the influence of a millennial consciousness. The end of metaphysics, the end
of metanarratives, the end of universals, the end of large-scale truths, are all
familiar tenets in postmodern criticism. No less than the theories that
proclaimed the death of the author, dissolving authorship into socially based
discursive practices, the end of the subject, reducing the ~ego-based
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autonomous individual to a product of cultural codes, or even the end of man
himself (Foucault 1997: 385). It is therefore no wonder that History should
have been drawn into the swirl, with the fiercest assaults levelled not by
literary contenders, but by philosophers of History. Yet, when reading them

it becomes clear that they complicate rather than affirm or certify thg end of
History. Furthermore, the discipline itself, not to mention the novels that
fictiqnalisc? its discourse, appears more alive and kicking than ever, feeding
precisely, in a rather necrophilic mood, upon the alleged death of its subject
matter. On the other hand, some of these assaults have been aimed not at
History its_elf but at certain specific historical practices derived from its claim
to a scientific status and to an inherent capacity to articulate the inner drives
of large world processes. For example, the devastating onslaught on History
that Michel Foucault camied out in his influential essay “Nietzsche

Genealogy, I_-Iistory” (1976), was actually a rejection of what he described a;
“the mgtahlstorical deployment of ideal significations and indefinite
teleologies”. In its stead he proposed a different historical practice which he
gallqd “gf:nealogy”, and embarked on historical enterprises, radically different
in kind, in that they relentlessly disrupted history’s pretended continuity and
teleology, such as Histoire de la Folie, translated into English as Madness

and Civilisation. A History of Insanity in the Age of Reason, Discipline and -

P.un_ish: The Birth of the Prison, or The History of Sexuality. However, the
d1fflcqlty _of radically doing away with history as a metaphysically driven
narrative is shown in the stinging criticism levelled at his method by Derrida
who, upon the publication of Madness and - Civilisation, argued thaé
Foucaul.t’s attempt “to write the history of madness itself’ (original
emphasis), and not “a history of madness described from within the langiage
of reason, the language of psychiatry on madness”, fell prey to the same
mctaphysical trap he was determined to uncover (Derrida 1978: 34). The
revolution against reason, claimed Derrida, can be made only from within
(1978: 36). On the other hand, if the origin of the history of madness is
loc_atec'l at that point in which “reason constituted itself by excluding and
o‘_DJecufy_mg the free subjectivity of madness”, then that decision, that
d1ff¢rent1ating act, “runs the risk of construing the division as an evel;t or a
structure subsequent to the unity of an original presence, thereby confirming
metaphysics in its fundamental operation” (1978:40).

A key issue in the narrativist historians’ thesis is the consideration of
emplotment as the syntax which articulates the meaning of otherwise
chscrete, even random, events. Plot, in turmy is structured in sequential units
lineally arranged in a beginning, a middle and an end. As Peter Brooks (1984:
10) perceptively stated in Reading for the Plot: Design and Intention in
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Narrative, “plot is the design and intention of narrative, what shapes a story
and gives it a certain direction or intent of meaning. We might think of plot
as the logic or perhaps the syntax of a certain kind of discourse, one that
develops the propositions through a temporal sequence and progression”. The
articulation of time and emplotment are hence crucial in the story’s encoded
significance. Depending upon the points chosen to situate the beginning of
the narrative and its closure, we shall have a story of either progression or of
decline. Both teleology and its ensuing political or moral messages are thus
unobtrusively embedded in the narrative process that, in turn, gives shape and
meaning to the events narrated.

In both History and story, the issue of a narrative voice or voices has far
ranging implications as regards the question of objectivity. The theory of
History’s neutral detached voice, of its pretension to narrate events as they
were, no longer holds. Its illusionist effects have long since been uncovered
by the distinction introduced by Benveniste between discourse and history. In
historical utterance, he claimed (1977: 208), the speaker is not implied: “no
one speaks here; the events seem to narrate themselves”. Discourse, on the
other hand, designates “every utterance assuming a speaker and a hearer, and
in the speaker, the intention of influencing the other in some way” (1977:
209). Of course the fact that this intention is not acknowledged in historical
narrative does not mean that it does not exist. In fact each historian has his
own view of the events he undertakes to narrate. As Barbara Foley (1986: 67)
shows .in Telling the Truth. The Theory and Practice of Documentary
Fiction, in both History and the novel “a truth is being told with facts to
back it up”. It is hardly surprising then that since the self-assumed neutrality
of the narrator’s voice has been unmasked and exposed, a plethora of new
voices have risen to claim the right to speak up, and have challenged the
hitherto unified omniscient view of prevalent historical discourse. Who can
speak for whom has subsequently become a thorny question. The archives of
History have been opened up to a plurality of story tellers who articulate
their contents in new stories, from new perspectives, according to the
different vantage points they explicitly assume. The categories of gender, race
and ethnicity, largely ignored by the master Western discourse, have hence
provided a rich lore of competing stories that lay mute and dormant, waiting,
as it were, for release. The monological, lineal, teleological discourse of
History has been thus swiftly overtaken by a polyphonic one, which is
overtly challenging the former unified prevalent versions, characteristically
white and, indeed, male. v

In the realm of the novel there has been a parallel process. The.new
relish in a dialectics of versions and reversions has led to a reopening and
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rewriting of canonical works, and has yielded a vast output of new stories
that enrich old plots with fresh insights, by providing in-depth explorations
of former secondary characters or hitherto unquestioned issues. Jean Rhys’s
Wide Sargasso Sea (1967) was the first well-known successful experiment,
with Rhys fleshing out a rich full past for Bertha Mason, Rochester’s mad
wife in Charlotte Bront&’s Jane Eyre. Emma Tennant’s sequels to some of
Jane Austen’s novels, for example, Elinor and Marianne (1996), where she
takes up Sense and Sensibility after the marriage of the two sisters; or
Pemberly (1993) and An Unequal Marriage (1994), in which she deals with
the fortunes of Darcy and Elizabeth and the ongoing effects of “pride and
prejudice”, offer an ironic and playfully humorous counterpoint to classic
(un)realistic closures. Marina Warner in her novel Indigo (1992) has recast
the female characters of The Tempest, Caliban’s mother Sycorax, a voiceless
shape whose portrait was painted in the harshest terms of abuse by Prospero,
and sweet-tempered, credulous and compliant Miranda. Warner fleshes them
out anew, giving them full voices of their own, which expose the ideological
undercurrents in colonial and feminine representations in Shakespeare’s age
and play. Both Jean Rhys and Marina Warner had connections with the West
Indies. The former was born and raised in Dominica and went to England
when she was sixteen. Marina Warner, for her part, though born in England,
is related to the small English-Caribbean island of St. Kitts through her
father’s ancestry, which includes black and white branches. It is hence hardly
surprising that their work should explore this hidden vein of untold stories.

Caryl Phillips, who is black and was also born in St. Kitts' and was
brought up in England, is another writer that epitomises this kind of literary
experimentation in historical revision and reversions. His first novels dealt
with Jamaican issues: the stagnant life -and enclosed horizons of a small
colony, the hazy dreams of its inhabitants, the lure of the metropolis and the
inability to adjust in either place. In Cambridge (1991) he went on to explore
the conflicts of the daughter of an English plantation owner, who goes over
to the West Indies on an inspection tour of the neglected family property.
The narrative is the untold tale of largely suppressed plantation conflicts,
silently looming in the background of canonical eighteenth and nineteenth-
century British literature. One has only to remember Mansfield Park, for
example, where the Bertrams’ wealth and position are due to their plantation
in the West Indies, or Jane Eyre, who near the end of the novel inherits a
small fortune from an uncle also in the West Indies. -~

Crossing the River (1993) is an extremely interesting story covering the
family destinies of a former black slave bound for Liberia, the land chosen for
black slaves in America to go to when they were freed after the American
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Civil War. The novel signals Caryl Phillips’ first experiments with
fictionalising the breakdown of traditional historical narrative. He does so by
defying its most salient feature, linearity, in its widest possible spectrum of
plot, social background and time. Instead of a lineal plot, we have a stark
juxtaposition of fragments of the stories of a black slave’s children, located
in distant spaces and times. Starting in Liberia, after the American Civil War
the narrative moves on to Denver, U.S., in the early 19th century, and from
there on to a small provincial town in England during the second world war,
to end in the same place some years later. The breaches in chronology, space
and social environment do away with explicit causality. Instead, they give the
effect of a broken mirror, its fragments sadly reflecting the African diaspora
and ensuing destruction of memory, land and kin ties. They are tales of
oblivion, death and dispersal, connected only by a tenuous family link that
provides the palimpsest against which the novel acquires its haunting extra-
temporal quality. The palimpsest, in turn, articulates the overall meaning of
the narrative, by highlighting behind the temporal and spatial dissemination
of the stories a pattern of recurrent exclusion and dispersion.

In The Nature of Blood (1997) Phillips further expanded the interaction
between chronology and plot. The juxtaposition of aspects of the past and the
present is here more ambitious and daring, as the narrative interweaves very
different sources: historical, literary and fictional, with disparate places and
times. It is the palimpsest which provides, in the end, the thread that holds
the random fragments in shape. The plot intertwines various threads from
distant historical times, social backgrounds and countries. The novel opens in
a camp in Cyprus under British rule after the war, where thousands of Jewish
refugees are waiting to be allowed entry in Palestine. It moves on to an
extermination camp in Germany upon the entry of the British troops and
their provision of humanitarian relief to survivors. We are then taken back in
time to the 15® century, to Portobuffole, a small city near Venice in the
Easter of 1480, when Jews and Christians are celebrating their respective
historical religious commemorations. From there on to Venice at some time
in the 16™ century, when the Republic is on the verge of war with the Turks
over Cyprus. There is an incessant shuttle between past and present, in which
all the threads gradually interweave in a pattern which we will not be able to
discern until the end of the narrative. Even at this point, it is intimated that
the narrative could be indefinitely stretched to accommodate a new range of
stories strung together by a haunting circularity. Its closure is thus arbitrary,
fully dependent on the will of the narrator to stop there and then, and only
then do we realise that the temporal and spatial ‘gaps are just as much
constitutive elements of the pattern as the recorded events. Furthermore, it is
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their empty spaces that ascribe, albeit in an oblique way, full_ meaning_ to the
story. Their recurrence constitute, as it were, visible figures Wl'Fhln a
seometry in which the voids are simultaneously backgroux}d.and/o; figures,
with respect the figures and/or backgrounc}. In this way, Phillips buﬂds up a
narrative strategy that collapses the limits between form and content in a
masterly way, as gradually the background becomes a figure and the figures
recede into background.

As the novel is not sequential, there is no need for chapters. Evepts are
arranged in no fixed clear-cut structure, but rather in a loose flow of episodes
and voices criss-crossing across centuries, with only a few blank spaces
between the shifts in time and place —Cyprus, Germany, Italy, England and
Israel, in no apparent order. Textually, the beginning and the end are
connected through a secondary character, Stephan Stern, a Jewish doctor who
once chose to leave Germany, the country of his birth, in pursuit of the
dream of a promised land. The novel is circular in structure, or perhgps
elliptical, as it spirals forward to the present, while incessantly gyrating
towards and around events in the past as it tours through distant countries and
cultures. There are Christians, there are Jews and there are blacks. Blacks that
are either Christian as Othello, or Jewish like Malka, the African girl flown
into Israel from a village in Ethiopia that briefly figures in the last egisode.
And there are those who do not fit in a particular definition, who are just
caught in the in-betweens. These are arbitrarily defined by others, or they
eventually define themselves according to the image projected onto them by
others, either by the others’ rejection of them, or by their own will to please
and adjust and become integrated in the others’ world. In some cases therg are
visible differences in skin colour, dress and/ or way of life, the latter either
chosen or imposed. But the fundamental difference goes beyond 'all
appearances. The Nature of Blood is in this sense a profoundly metaphoncal
title. On'the one hand, blood is related to the semantic field of emotion and
kinship, and is as such associated with the deepest, the tenderest, the most
violent and murderous human feelings. On the other, its physical substar_lce
does not show any outward difference, thus it is only the ideology informing
the social and cultural practices that carries the excess in meaning.

Narrators shift in this kaleidoscopic novel. There are first, second and
third narrative voices. Intradiegetic and heterodiegetic narrators. Direct report
and also free indirect style. Wanderings of memory, flux of consciousness, a
split voice of a fractured self. Instead of the neutral or absefit (in either case
monological) voice of the historical narrative, we get a polyphony, where
each voice is posited in relation to every other while remaining perfectly
distinct: a plurality of centres of consciousness, irreducible to a common
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denominator or a unifying view. Even in the instance of an omniscient
narrator telling a historical event which occurred in Portobuffole in 1480,
that of the trial of three Jews accused of child murder as their religious rites,
the narrative voice splits into double meanings. Irony reveals in this case the
unlimited capacity of language to choose, among its many layers of
meaning, those that construe reality to suit power. Oral sources of history are
by this means, unobtrusively exposed through the testimonies adduced to
prove the facts that are accepted as evidence. For example, the witness borne
by a woman who had spoken to the allegedly murdered child beggar, when he
had asked her for the name of the town. Or the report of another woman that
had seen him, though not actually spoken to him. Or yet again, the
testimony borne by a blacksmith, who is described as “a busy albeit
unpredictable temperamental man”, who, yes, recalled he had been asked the
address of one of the Jews by a child and had directed him to his place. This
last witness we are told in passing, was the crucial one, as “in those times
nobody could accept the word of a woman, unless it had been substantiated
by a man” (49). Of course this quiet side remark links together in the same
order two sets of well grounded historic phenomena: the deprivation of basic
civic rights, in the case of women on the sole ground of gender, and the artful
interpretation of law, in the service of the authority currently in power, in
matters affecting ethnic and racial minorities, both of which show in
retrospect the workings of prejudice and its fateful import in the course of
history. .

The Nature of Blood captures well the deadly power of false rumours,
their calculated effect in blood heating and the vicious violence of blood
prejudice once set loose. Expressions such as “it was widely known™ (52),
“one had to understand” (59), “the Jews were widely known to” (52), “there
was no doubt that” (59), “nearly everyone remembered” (59), attest to the
unspecific, yet- powerful force of anonymous authority. Conversely, the
novel also captures the cold-blooded form in which justice can remain both
unscrupulously at fault and yet scrupulously faultless in its procedures. Irony
is eloquent in this respect. “Jews were obliged to take an oath that they
would freely volunteer the truth”, we read. A judge, on the other hand, could
order “the individual to be tormented if he suspected either perjury or
reticence”. The neutral-seeming third person narrative ironically signals the
foreseeable outcome: “having by means of torture, loosened the Jews’
tongues to a full confession of their wickedness, the appalling details of their
crime continued to cause great indignation among the people of
Portobuffole... Andrea Dolfin [the doge’s representative] concluded his urgent
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report with a written summary of the crime, according to the Jews’ own
confession” (100). o o

In the light of the exposed unreliability of historical records, the broken
and fragmentary first person narrative of Eva} Stern, a young woman aged. 21,
on the verge of release from an extermination camp in Germany by Br1u§h
troops, though openly subjective, rings more true. Yet, her story, for all its
prototypical quality, is not likely to appear in History books. She is not an
agent of History, but only a bearer of it. And History, of course, dea.ls with
agency and change. Agents are the ones to be recorded, their acts
acknowledged no matter the outcome. Bearers, on the other hand, are lumped
together and recorded as ciphers. Eva’s narrative tells the ordeal of an
inexperienced young girl caught in a turmoil of forces she cannot understand
and for which she bears little responsibility. Significantly, she is the child of
a mixed marriage, a Jewish father and a German mother, and has no particular
religious or ethnic allegiances. Her father had estranged himself from his own
kin, being only too eager to “heal the wound of his ‘low’ upbringing” (16).
And her mother was, in turn, estranged from her own parents upon her
marriage to the young doctor, bright enough to be her father’s junior partner,
but not deemed socially fit to marry her.

The last thread to complete the novel’s complex interwoven narrative is
that of an African, the appointed General of the Venetian navy, soon to
defend the island of Cyprus from the Turks. It is once again a first person
narrative and also a leap back into the past, to Venice in the 16™ century, and
again one more tale of exclusion on ethnic grounds. In the case of the three
Portobuffole Jews accused of child murdering, the protagonists were
(self)enclosed in a ghetto and allowed no possibility of social mixing. At the
time, intimacy between Jewish men and Christian women was punished and
neither community had any wish to intrude upon the other’s ground. In Eva’s
narrative the exclusion was initially rooted exclusively on socio-economic
grounds. In her grandparents’ case, on the first generation money of their
daughter’s suitor compared with their own solidly established wealth through
a lineage of bankers. There is no other identifying sign or visible difference.
Later on, in her own case as in that of many others, the difference is even

more insubstantial as it has to do with the invisibility of blood, which, as |

such, is far beyond physical perception. It needs, therefore, to be made
apparent. First, it has to be clothed in a recognisable fashion and forced to
wear a visible outward sign, then it has to be openly and indelibly inscribed
on the body itself. It is always an “other” who has the prerogative to inscribe
and signify, and hence to set the new meaning, regulated by a new syntax, no
matter how arbitrary. “Destiny is a movement of a uniformed man’s hand”
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(163), we are told, and it is up to this hand to decide, to the point of life or
death. The depersonalisation implied by the close-up of the hand and the
uniform which grow into a centre of decision, stands metonymically for a
process of objectification in which human beings are reduced to bodies. In the
camp it is the body only that counts. Body activities, body decay, damaged
bodies. They are despoiled, scrutinised, used, manufactured, discarded and shot
or gassed and burned. Bodies made docile objects, eventually reduced to food
for rats. “Dead or alive. The distinction is irrelevant” (172). The narrative
acquires at this point a staccato feverish rhythm; sentences cut short,
grammar reduced to the barest essential as the randommness of the mind
follows the calculated, purposeful depersonalising scheme.

And yet, the tenor of the story subtly, but significantly, aims at a
different target. Once again, it does so by means of the narrative form,
without comment or explicit causal connections. It is not the brutality of the
extermination camps that the narrative foregrounds, despite the scenes
depicted, but the equally deadly effects produced by freedom, when this
freedom is set in a vacuum and its promises turn out to be a mirage. To
Eva’s eyes, untuned to the ways of the world, as the camp had encompassed
all her experience other than childhood memories, the kind, cool
impersonality of the D. P camp is as damaging as the calculated brutality and
random cruelty of the extermination one. The difference lies only in the lack
of physical violence: “[NJo killing. No last words. No cruelty. Just death”
(187). Objectifying slips into subjectifying, that Foucaultian concept by
which the individual is given the illusion of becoming a subject in his or her
own right, whilst actually being subjected and “normalised” in a no longer
visible but just as effective way. Eva feels looked at, weighed, labelled and
placed, according to an image of her she cannot control and which escapes
her. She is at a double remove from the world and from her inner self, as she
faces an unrecognisable body under the depersonalising acrostics for the
displaced. Memory and dreams start to blend in nightmares mixing with
reality and soon overtake it, as freedom looks empty and the future is void of
its promises. It is significant that release and officially granted freedom break
the resistance the camp had not succeeded in breaking. Ironically there is no
need to kill anymore. Eva herself willingly takes her life, sweetly reassuring
the other half of her divided self with the soothing words she had always been
offered, and which persistently prove to be lies: “You’ll be fine”, “everything
will be fine”, “don’t worry, everything will be fine”.

Of course the intention is fully political. It targets the aftermath of post-
colonisation and enfranchisement processes, when people are granted a
citizenship void of the actual means to enjoy it. It is Eva’s infatuation with
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the British trooper who individualises her in the German camp and gives her
the illusion of once again being a human being, a woman with the prospect
of the bare commonness of a woman’s life —love and children— and her
later disillusion, that causes her fall into madness and death. It is telling that
this happens in Britain, where she follows him in the wake of his feeble offer
of marriage and help. Indeed the narrative makes clear that he cannot keep his

romise, not out of ill will but through lack of purpose and sheer
ineffectuality. Pointedly, a strong purpose, albeit quite different in kind, is
ironically shown in the case of the British troops responsible for ensuring the
passage of the Jewish survivors from the German camps into Palestine, who
are detained yet again in a barbed wire camp in Cyprus: “A dishevelled
collections of tin huts and tents were illuminated by bright floodlights.
However this shower of electricity, far from conferring any glamour, served
only to confirm the pitiful nature of the whole shabby enterprise. The British
had taken it upon themselves to imprison the defenceless” (6), we read. The
fact that this episode is located at the beginning of the novel, with the
liberators turned into guards of a new restrictive order, proleptically points to

the fatal cycle of oppression and revolt that, according to Michel Foucault,

opposes the consolatory fable of progress of traditional history.

In his influential essay on the discourse of History as scientific
discipline, ‘Nietzsche, Genealogy, History”, Foucault launched a fierce attack
on the tendency to describe the history of morality in terms of a lineal
development. Developments, for him are wishful illusion. They “may appear
as a culmination”, he wrote (1977: 83), but they are merely the current
episodes in a series of subjugations”, in which the rulers exploited at will
their power to regulate and to punish through the emptiness of law and its
system of rules, which could be bent to any purpose. Contrary to modern
History’s attempts at unifying synthesis and meaningful teleology, he
encouraged a method of research that would record events in their singularity,
outside an imposed chain of significations. Furthermore, he (1977: 76) urged
his readers “to seek in the most unpromising places, in what we tend to feel
is without History —in sentiments, love, conscience, instincts” This is
precisely what postmodern historical novels are currently doing. Indeed what
Caryl Phillips does in The Nature of Blood in which discrete, disparate events
are explored through the deepest human predicaments to reveal the profoundly
antihuman thrust of Western History, self-fashioned as a rcpgord of moral
progress.

I mentioned earlier the import of emplotment and how it provided the
syntax of a discourse by arranging the episodes in units structured in a
sequential order, in which beginnings, middle and ends articulate the
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meaning. The temporal and spatial randomness of the stories that are gathereq
together in this multiple plot novel is of course only apparent. The lack of
sequence and the fragmentary nature of the structure are in themselves fully
meaningful. Although there is no particular order and the stories are not told
one at a time, but intermingle all the time, the links and the meaning are
there in their very absence, highlighting the lie of a metahistory of lineal
development and showing instead the pattern of repetition. Irony is one of the

- threads that link the disparate stories, conferring on them an overall negative
historical meaning. Eva’s catch-phrase in Germany “everything will be fine”,
is replicated in Malka’s story in Israel, in which it is the Jews’ turn to seize
power and we are unobtrusively shown its incipient effects: “Everywhere, we
were told the same thing. First we will teach you the language, then when
you leave the absorption centre you will be able to study at the university.
Don’t worry, your parents will find work™ (208). Eventually she ends up in a
dancing club entertaining elderly men, about to be sacked, and being black,
she is never asked to dance.

I also mentioned the elliptical structure of .the novel within which the
different stories spiralled forward in a related circular movement. In keeping
with it, they all share a pattern of initial enticing progress that augurs
personal success or liberation, inevitably to turn back into further
confinement in society and the self. The protagonists move both
geographically and socially from the margins into the centre, only to be
drawn away and ruthlessly expelled far beyond the limits of the social order.
Eva’s father moves up the ladder socially and professionally but success
almost coincides with defeat, bringing about in his fall that of his German
wife and their two daughters. Geographically, he moves from the outskirts of
the city into a four-storeyed house in the professional quarter that stands at its
centre as a symbol of his ‘acquired status, only to end up, all four, in small
hidden rooms of back streets, and later on, in the deadly confinement of the
extermination camps. .

“I'had moved from the edge of the world into the centre. From the dark
margins to a place where even the weakest rays of the evening sun were
caught and thrown back in a blaze of glory. I, a man born of royal blood, a
mighty warrior, yet a man who, at one time, could view himself only-as a
poor slave, had been summoned to serve this state; to lead the Venetian
army; to stand at the very centre of the empire” (107). This is Othello
musing over his fortune while contemplating his newly wed wife, peacefully
asleep. Indeed we do not need to be told the outcome of this story. It is
known well enough. As T. S. Eliot (1963: 194) hauntingly expressed in
“Burnt Norton”, appropriating Mary Stuart’s enigmatic motto, “in my end is
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ing”. Caryl Phillips situates the enq of Othellq’s narratiye almpst
t where Shakespeare began his, Wlth. premonitory adv1,ce urging
oade: “Black Uncle Tom... fighting the white man’s war for
iile you still have time, jump from her bed and fly away
... no good can come from your foreign adventme (183). In The Nature
hom? 4. Othello’s story is a tale of foreboding. A story of strenuous self-
of B ooer;lent and of adjustment to others, for which he will pay a high price.
adva’?}ie inclusion of a literary piece of work, such as Othello, in the midst
of other narratives dealing with historical events, though Phillips makes.a
oint of citing its historical sources, is in k;epmg with two of the main
Fenets of new historicism, initially highly indebted to Michel Foucault.
First, in that it “eliminates the old divisions between literature and its
‘background’, between text and context‘” (Veeser 1989: xi). And, seconc_i, in
the non sequential and temporally distant arrangement of the narratives,
showing the way in which “literary and non-literary texts can interpenetrate
over a great historical divide” (Veeser 1994: 16).

Othello is one of the tragedies that has undergone thq most thorough
critical revision by new historicists, not to mention femlnlst anf:l rpult1-
cultural critics. In bringing together their critical practices .and insights,
namely the juxtaposition and relating of events belongu_lg.to d1ff§rent realms
of experience, and offering different perspectives on their ideological ground,
Phillips highlights a recurring historical pattern ignored or suppressed by
History’s grand narrative of progress. In this respect,  the postmo_dern
historical novel shows itself to be particularly well fitted for the analysis of
those ideological pressures that have shaped events, both private and public.
By rejecting the portrait of the past as the self-contained and complete world
depicted by modern history and by focusing instead on the dlS.tOI:tIOl’lS and
reworkings that subjective interpretation and reconstruction entail, it has the
ability to yield ever new, often competing, meanings. Furthermore, it throws
new light on the way narrative itself shapes meaning as it brings to the fore,
on the one hand, the ways in which representation is pervaded by ideology, in
the Althusserian terms of the imaginary relationship the individual entertains
with his real life conditions. On the other, it shows how the personal is
political, as feminist theory had insistently claimed. This means, that those
practices which for ages have been largely dismissed as legally and socially
irrelevant because of their ascription to the realm of the private and the
domestic, are in fact at the basis of the social organisation and have immense
consequences at the public level. No wonder Foucault encouraged historians
to look into “sentiments, love, conscience, instincts”.

my beginn
at the poin
the African rene
him” (181), “W.
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Another related feature of the postmodern historical novel is the rewriting
of events from the point of view of those generally ignored by traditiong]
history. Women, for instance, have been and still are conspicuously absent
from historical records. By choosing a female voice and the ordinary
experience of an ordinary girl for the account of an event central to the nove],
and one as historically significant as the Holocaust, Phillips brings to the
fore the largely disregarded history of women. The Nature of Blood exposeg
their exclusion from the centres of decision and power that articulate socia]
pressures into practices, whilst showing them to be the first victims of the
ensuing social organisation. In Eva’s narrative, her mother is the first one to
see the impending turn of events. She insists once and again on the need to
leave Germany whilst it is still possible and migrate to America where they
could all make a new start. But her pleading and insistence are of no account
to her husband, estranged from her out of his social self-consciousness, unti]
it is too late. The fate of Eva’s eldest sister, Margot, is related to the sexual
abuse she suffers at the hands of the man in whose house she is in hiding.
The suicide of the German woman who gives shelter to Eva and her parents
is related to her relationship with her Jewish lover. Eva’s own death is
ultimately related to her abandonment by the British soldier that befriended
her in the camp. None of these women have any power of decision regarding
their own lives, conditioned as they are by powerful, cultural and emotional
or psychological ties. Eva herself indirectly makes her mother responsible for
her father’s stubborn refusal to listen to his wife’s pleas, guessing that if she
had been more compliant towards him, less herself in a word, she would have
been able to win him into leaving for America.

Desdemona is another such victim. From the very beginning of
Othello’s narrative she is unconsciously associated in his mind with the
prevailing reductively binary classification of woman as either virgin or
whore, the borderline between the two always being unclear. In his first long
monologue while contemplating his wife in her sleep, he wonders at the fate
that had “deposited her into such a predicament”. In his musing she is cast as
object of the public male gaze, in which he shares in full connivance with
the accompanying sexual speculations: “No longer to be gazed upon as
desirable, yet unattainable”. Imagined by others as “easy prey for their
lascivious thoughts™. “Truly, what am I to make of her?”’, he wonders. “In
her chastity, loyalty and honour, she is the most un-Venetian of women, yet
is there some sport to this lady’s actions? I am familiar with the renowned
deceit of the Venetian courtesan, yet I have taken a Venetian for a wife. Has
some plot been hatched about me?” (106).
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itics are quite unanimous in tracing Othello’s jealousy
shakespeafgeﬁldcséiiil anfiety that makes him prone to believe Iagq’s
; p:é)cusations of Desdemona. As Gayle Greene (1995: 48) puts 1't,
slandCI'OL;ls has powerful instigation in Iago, Tago has power only.becau‘se h;s
“th.ough' es ring deeply true to him”. As she goes on to show, h}s anxiety is
insmuactéOI;n men’s internalisation of women’s ambivalent 1C!ent1ty, an
groupdl ce which makes the ties between them precarious, whilst always
amb}Vi fl?e rerrogative to cut them in male hands. Desdemona’s father does
leaw?f diI;coverincr that she has eloped with the Moor. He thereupon
g el’lhcr as his ch?ld and warns Othello that having deceived her father, he
d1sownsu be the next one to be deceived. The plausible generalisation of an
actt WZon to be coupled to the generalisation of lustful sexuality that Iago
o ‘lgustes to women. It is indeed the shared male assumptions on the nature
atftr\i/omen that makes Othello believe Tago sooner than Desdemona. And yet
'Otis also quite clear from the play, that this identity which has been bestqued
:)n women by men has no grounds whatsoever as far as the three fem.mlrie
characters are concerned (Hidalgo 1996, Neely 1980): As Greene (1?95 : Sd)
highlights, “men’s misconception of women are in Desdgmona’,s words
‘horrible fancies’, projections of their own worst fears and failings” (iv, ii,

26).In the novel, CaIyI Phillips emphasises from 'the beginning of the
narrative the nature of Othello’s anxiety, and leaves it clea_r that Iagq w1}1
succeed because the seeds of the tragedy are already there in 'Fhe African’s
heart. In The Nature of Blood Othello has a wife and a son of his own, both
of whom he has left behind in his native country anq is about to betray. As
he wandered through the city of Venice, he gazed at it in awe and was lure,c’i
by its golden vision, a vision he saw as profoundl.y desirable but am'mab.le .
For months he has been sailing its intricate labyrinth qf channels sliding into
its inmost water lanes. Desdemona’s enclosed garden is at the centre of me
empire, being the daughter of one of the powerful senators in whose handslls
his destiny. The seclusion of the place, the watery surroundings apd Fhe ta eli
of self-aggrandisement make the realms of power and sexue_ll desire 1nterlo<;

metaphorically. Phillips makes clear that the sexual anxiety genera}ted in
Othello, though indeed projected onto Desdemopa, has more to dp with his
own self and past than with their mutual relation. In this he defers. fror_n
Greenblatt (1994: 70), for whom Desdemona’s frank seyglal desire - is
unconsciously perceived as adulterous by her husband, on. dccount of the
prevailing Christian conception of marriage and the suspect nature of pleasure
and sexual love. In Phillips’ version, Othello’s adultery moves beyond‘ the

back to
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sexual realm into the political, as it involves turning his back on his own
kin and people to fully embrace his white masters’ values and ambitions.

Gayle Greene perceptively remarks that Othello “indicates considerably
more interest in what made Desdemona love him than what made him love
her, and a reliance on [...] certain “props of assurance”: a dependence on the
esteem of others for his sense of himself” (1995: 50). In the same vein, in
The Nature of Blood Desdemona is the means by which he accomplishes the
successful fashioning of an identity that becomes not only acceptable to the
Western “others”, but is loved by the daughter of one of the most important
protagonists. She is the token of his centredness and hence, the possibility of
her betrayal, albeit sexual, transcends sexuality. It threatens the core of the
identity he has so laboriously fashioned.

In his seminal article “The Improvisation of Power”, Stephen Greenblatt
identifies narrativity and performance as the essential constituents of
Othello’s character. It is indeed quite evident from the play that Desdemona’s
initial attraction to him is grounded in his narrative abilities, in the tales he
tells -her of wondrous deeds and of the fearful dangers-he had run into and
overcome. Greenblatt (1994: 59) argues that “Desdemona’s falling in love
with the self fashioned by his narrative seals Othello’s ceasing to be
himself”. Phillips, for his part, reveals quite clearly in his own narrative the
self-delusive. nature of the black man’s fantasies. His self-absorption, his
keen observation of others in order to learn from them and grow in their
esteem. He even uses Desdemona as a source of valuable self-interested
information, using the occasion of their meetings “to learn from her about
Venetian society” (1997: 134). It is his narcissism and his courting of
Western values that do not allow him to be a good judge of character as he
relies too heavily on the perception of himself solely in relation to a culture
within which he is a foreigner. Caryl Phillips’ novel focuses on the close
association of ethnic and gender prejudices resulting in such a tragic output of
historical violence. Othello has internalised both. His image of himself is
constructed by his search for his reflexion in the eyes of others. He is
profoundly self-conscious of his appearance and of the impression he makes
and for all his pride and boasts of personal worth, he is only too eager to
trust, to please and adjust. Indeed when the plot is hatched, he will make an
easy prey. -

By juxtaposing stories within a wide spectrum of factual truth with texts
whose status is unmistakably literary, the novel clearly endorses the new
historicist claim to the collapsing of text and context. The reopening and
rewriting of historical texts, regardless of whether they belong to the literary
or the “historical” realm, perform the same ideological function. They display

t
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political and ideological pressures that have shape.d
f identity and social groups, and expose the outcome of their
lashing interests. At the same time, they show -the hidden links and the
o mo; nature of discreet events, encouraging the reader to reflect on the
ﬁzfcgld history that binds them together. '

Narrative closure has an ideological clinching effect, as well as belpg the
ultimate means to articulate the meaning of the st.ory. In consonance with the

marks made above on the non-sequential yet elliptical structure Qf the noyel
:;d on the apparent arbitrariness of its beginning and endlpg, I wish to point
now to the undecidable quality of its closure: The c1rcula.r1t3{ of the narrative,
after a wide span of centuries, brings us again to the beginning. Shor_tly .after,
in fact, because we are allowed the very brief, tl}ough necessary, glimpse of
the outcome of the hopes deposited in the Promised Land. This t1me' we are
told the story of a black Jewish Ethopian young woman 'and her predicament
in Israel amongst white Jews. History blends once again into another rgnfiom
story, yet again showing no development and no progress, only a sinister
pattern of recurrence. A narrative doomed to an md(?ﬁmte replay of ‘the past
with slight variations. We are left with the lonely image of Stcphen Stern,
who has briefly met this black Jewish woman and seen t.hrough her story,
sadly rewinding scenes of his own lost life and the wasted lives of his nieces,
Eva and Margot, back in Germany. His arms vainly outs.tretc}}ed to r'eac_:h
them signal the unbridgeable gaps between sequences of subjugatlong, Wlthm
which Malka’s near future prefigures yet another episode. The mood is indeed
melancholic. , _ )

It is here that the pattern of affairs between the events is brought to the
fore to reveal that single drama that Foucault’s (1977: 85) genealogy shows
History as staging: “the endlessly repeated play of dominations”. Genealogy
was for Foucault “a way of analysing multiple open-ended, heterpgeneoqs
trajectories of discourses, practices and events, and of establishing thgr
patterned relationships without recourse to regimes of truths that claim
pseudo-naturalistic laws or global necessities” (Mitchell Dean 1994: 35). But
Foucault’s alternative, and Caryl Phillips’ in his wake, though indeed
drastically “curative” of false illusions, as it was intended to be, replaces t_he
discarded “consolatory” metanarrative of moral progress with an mdeﬁmt::
recurrence of oppression. “In this perspective, the future no .longer ex1st§"',
Baudrillard (1994: 11) wrote accurately in “The reversal of h1story”_, a_nd if
there is no longer a future, there is no longer an end either. So tﬁzs is not
even the end of history” (original emphasis), but simply another point on its
endless circularity.

the cultural,
representations O
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pOST-DAROQUE. SUBLIME? THE CASE OF
PETER ACKROYD'

@W

IEAN';MICHEL GANTEAU
UNIVERSITE DE MONTPELLIER

The purpose of this essay will be to examine a postmodern British novel, i.e.
peter Ackroyd’s English Music (1992), in the light of contemporary
discoveries concerning baroque aesthetics. This dimension is inscribed in
various ways in Ackroyd’s works, through the resort to specific textual
ploys, but also thanks to the presence of characteristic zopoi, which include
the fascination with and spectacle of death, existential anguish,
metamorphosis, disguise and dressing up, illusions, etc. These thematic
characteristics and strategies contribute to the building up of an atmosphere
or colouring which is comparable to that pervading the novels of other
contemporary British authors, such as Angela Carter, Jeanette Winterson and
even Salman Rushdie, whose works will be used sporadically to illustrate our
point. This tends to suggest that the baroque is still very much present as the
distinct tessitura of the novels of some of the most prominent contemporary
British writers, and thus appears as a distinct component of postmodemn
fiction.

As may be surmised from these preliminary considerations, our approach
will be based on a transhistorical conception of the baroque as a thematic,
formal and aesthetic constant (Eugenio d’Ors), as a function or an “inflexion”
(Deleuze), or even as a way of seeing (Buci-Glucksmann), and is not directly
concerned with the periodization theory of the baroque. However, the notion
of periodization will have to be tackled in so far as one may find it difficult
to deal with a postmodern artefact without taking into account the text’s
inscription within a period, a culture, an ideology. This will be done through
Buci-Glucksmann’s (1996) notion of the “ultramodern”, a perigd characterised
by a shift away from stability and finitude towards an “infinite dispersal of
the real and the virtual” which is tantamount to a form of entropy (Buci-
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Glucksmann 1996: 18). More specifically, this essay will try to address the
question of the status of the baroque as an infinite fold or “pli infini”
(Deleuze 1988), or more particularly, that of the connection between the
baroque and the notion of infinity.

In fact, we shall try to concentrate on Buci-Glucksmann’s conundrum,
ie. does postmodern/ ultramodern/ post-baroque culture retain any link
—despite its obsession with the baroque categories of artificiality,
superficiality, ephemerality— with a culture of the sublime (in J ean-Francois
Lyotard’s (1988, 1991) acceptation of the term) or does it lead to a form of
“de-sublimisation”? This should allow us to concentrate on the relationships
between what is traditionally considered a representative of religious art from
the time of its emergence and development in the countries of the “baroque
crescent” and its post- or ultra-modern, potentially “de-sublimised” avatar.

This will be done in three stages: first by noting the presence of baroque
elements in Ackroyd’s novel converging in the building up of some sort of a
baroque diction/eloquence (which might sound paradoxical within the
framework of fiction in print). Secondly by focusing our attention on the
representation of artifice and on the artifice of representation in the novel
(bearing in mind the represented/ representing dichotomy). The last
movement will be concerned with the problem of expressiveness and
bresentation (as opposed to representation), which will lead us to ponder on
‘he necessary readjustment of mimesis (its modalities and finalities) in a
yostmodern, post-baroque context. . ' '

The purpose of this article is certainly not to broach yet another poetics of
he baroque. However, we would like to take a look at some elements which
seem to be characteristic of this aesthetic movement or manifestation.
“nglish Music is a novel concerned with reminiscing, tradition, continuity
—in other words permanence— under various guises. It thus analyses various
ispects of inheritance: the biological, the cultural, the creative, etc.? What is
emarkable is that this is done (as is often the case with Ackroyd,
1awksmoor being a case in point) through a great deal of repetition and
edundancy (at the thematic, symbolical and narrative levels among others)
eading to the establishment of a specific tonality and a superficial ornateness
raditionally associated with things baroque. In other words, the text evinces
nany of the figures of amplification analysed by Gérard Genette (1969: 195-
22) in an essay entitled “D’un récit baroque”. Not only are the style and the
lescriptions inordinately ornate (a quick look at page one will convince the
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look at the incipit will make this clear. In order to introduce the
f permanence (metaphorised . through the geogaphmal or rather
1/ archeological notion of superposition, an option ahjeady amply
Hawksmoor), the narrator gives two juxtaposed instances (_Jf

lacement and continuity, whc?re one would haye been sgfficient. This
P Jative rhetoric is a constant in the novel and will be omnipresent to the
curtnu aragraph. Interestingly enough, those repetitions are linked to the
- ca{)tionvof the permanence process evoked through the image of a fusion, a
evoltino down from one age/ generation to the next. This is conveyed through
{nhz caerle metaphor in the second paragraph: “On thg other side of thp hall
there had been a dairy, -and the family who o.wned' it kept a cow m the
packyard; they also sold soap and candles which, it was rumoured, were
melted down from its predecessor” (Acquyd 1992:. 1). The opening
description, by concentrating on the geograph1pa1 evocation of the locus of
the protagonist’s childhood, thus provides a series of spatial metaphors of the
process of permanence, transformation and 1nher%tance. The whole scene tenc_is
to appear as some pictorial composition, a vignette or tableau, and th;s
opening hypotyposis, by soliciting the reader’s eye, 1ntrqduces whe}t' is
generally considered a characteristic of the baroque, i.e. lti rehancff: on vision
or, in Christine Buci-Glucksmann’s (1986: 29, 51) term, voyure”.

Besides, the spatial metaphor of inheritance or permanence is resorteq to
time and again, in cumulative fashion, as is made glear in the following
lines: “‘Houses are always built on, Timothy. One gives place to apother.
Foundations laid upon foundations. The end of one is the 'beglr.lnmg of
another. And this one, now, is coming to its end. [...] The 1nhgb1tants of
this place have all gome their own ways, their a_dventures finished, and
whatever stories have been told beneath the roof of this old house haye come
to their conclusion’” (Ackroyd 1992: 92). In such passages, the architectonic
metaphor of permanence goes hand in hand with the literary me}aphor of th’e
palimpsest to echo and prolong a paradigm already present in Ackroyd’s
equally baroque earlier novel, Hawksmoor (1985). _ o _

Now, as announced on the first page, this notion of continuity is going
to be relayed throughout the novel, both as regards its micro- .and macro-
structure. In fact, the parrative is organised around the alternation.of odd-
numbered chapters devoted to the evocation of the protagonistfs life froxp
childhood to old age and of even-numbered chapters concerned with aesthetic
experiences, the protagonist and narrator being a highly_ gifted’ person, of_ a
very sensitive, medium-like disposition, which allows him, in true modernist
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‘orld migration (McHale 1987, 1992) under g,
;tange,.he may be seen to break through the
1 painting/ book so as to be granted access te
Jow, those alternative chapters are concatenateg
called a thematic, tonal and even structurg]
struct.ural image of the notion of (:ontinuita
3 and.1s highly illustrative of the sensation o};
sthetics of the baroque. For instance, Chaptey
ftl}e protagonist’s favourite books as a child
which his father spent reading out to him, g
d here are the Pilgrim’s Progress and Alicé in
on the following words, while the grown u
scing: “T hear the sound of his voice again 1;
nees and his glasses slipping from the brid:re
urn and I am once more curled up within rrTy
r of the ceiling and, sometimes, as he reads
r begmslwith the following polyptoton, ix;
igncy option at work in the text: “And as he
a dream”, giving the reader access to the
unl{md/ wonderland with Alice and Christian
msiderations, partly written as a pastiche 01;
mplete with allegories and archaisms): “So he
am. His father was beside him; he had fallen
on, and the book from which he was reading
frpm the outset, Chapter Three mixes litcrar;
alimpsest,” my father. said, at breakfast on the
992: 24, 27, 48).3 All transitions function in
take the meaning obvious, inescapable,
the novel, by resorting to infinite
nd re_dundancies, promotes an impression of
t which is to be found in such genres (or

al hammering and the overkill technique
ence§, other figures of excess are present in
pear in the diegesis. This is the case because
ch is generally depicted in some detail, yet
f shadows and of the imprecision linked to
» the foreignness of past time and territory)
pernatural events and characters. In faot

nities with the mode of romance (its happ};
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ending, for instance), English Music is concerned with an exotic world in
.-h magical occurTences are bound to.ta'ke place. They are accommodgted

w hlq the?ramework of a generally realistic narrative, but at the same time
WIthlgo strain realism (in the same way as the cumulative excesses and the
thciloric of redundancy alluded to above) to create what might be termed some
rhet of a baroque realism or simply atmosphere. From the beginning, the
S:;arder is presented with a protagonist whose working life as a child in
;‘dwardian London consists in being the assistant of his father’s performances
in faith-healing sessions —one might be tempted to call them numbers— in
the hall called the Chemical Theatre. Throughout the text, the reader is thus
presented with extraordinary circumstances, even though they are treated in a
realistic way: people are healed in dramatic circumstances, some sort of a
dialogue with the afterworld —or with that of the past— is also made
ossible. Likewise, through the chiaroscuro of its reminiscing shades, the
text allows for the apparition of figures of a special kind, creatures of the
night and of the circus, which in other circumstances might be called freaks.
The character of Margaret is a case in point: she is a diminutive person, a
member of the Harcombe Club (i.e. the group of eccentrics or marginal
figures gathering around Clement Harcombe, the protagonist’s father), and
she is depicted as a creature of the air, some sort of an elf, sharing affinities
with fairies or other legendary folk, or with literary precedents like Alice
herself: ““There isn’t much weight to take off,” she replied. ‘T’'m a very light
creature, you see. We light people just float around’. In fact she began to
skip along the path: I opened the door for her, she slipped past me into my
father’s room, and immediately flung herself into an old brown. armchair”
(Ackroyd 1992: 52). This elfish creature, of a very hybrid nature, half human
and half spirit, half realistic and half paper-thin in its intertextual
determination, is evocative of other such characters that people the composite
worlds of postmodern novels. This is for instance most notably the case with
Angela Carter’s creatures, and more especially with Fevvers, the winged
protagonist of Nights at the Circus (1984), with its host of freaks and
improbable allegories, but also with the heroine in Jeanette Winterson’s The
Passion (1987), Villanelle, with webbed feet and amphibious powers, or
again with Winterson’s Rabelaisian Dog Woman, in Sexing the. Cherry
(1989). Such textual constructs also people the worlds of Salman Rushdie’s
novels, as is the case with Saleem Sinai and all the Midnight’s Children who
telepathetically haunt the world of the novel bearing thé same title
(Midnight’s Children, 1981). In those cases (which represent but a sample of
contemporary British fiction) those amphibious' creatures of ambiguity
underline the limits of the phenomenal world of realism, introduce a distinct
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note of fantasy or magic into the text and contribute to the euphoric
proliferation of extraordinary elements and occurrences that decorate’ a world
richly ornamented with grotesque textual carvings highly reminiscent of ,
baroque atmosphere. Their purpose is to promote some hesitation as to their
ontological status. Being half human, half angelical, those creatures are
granted a special freedom, being apt to cross the boundaries between this
world and that of spirits. One of the consequences is to make their status ag
purely literary constructs obvious, as will be explained later.

Besides, the structure of English Music is also characterised by the
amplification devices singled out by Gérard Genette (1969: 195-205) in his
analysis of baroque narrative, i.e. development, insertion and intervention.
The first two categories are easily identifiable. In fact, English Music may be
considered as a dual book, itself a hybrid, in that it is made up of what might
be called a fairly traditional Bildungsroman structure whose ingredients
alternate with more poetical, intertextual and parodic passages. The structure
of the novel can be seen as a double helix, with two intertwined strands: the
realistic, ~ Bildungsroman, odd-numbered chapters  juxtaposed  and
interconnected with the intertextual, more modernist, even-numbered
chapters, which Catherine Lanone (1997: 17-30) might call a meeting of
incompossible perspectives, taking up Deleuzian and Leibnizian terms. In
terms of structural progression, the even-numbered chapters do not help fuel
the plot at all. They may be considered as parasitic growths of a highly
metaphorical nature, meant to give more (historical and intertextual) depth to
the surface structure of the Bildungsroman. To resort to a hackneyed analogy,
one might argue that the odd-numbered chapters are concerned with the
horizontal development of the plot and assume a syntagmatic function,
whereas the province of the even-numbered chapters is that of paradigmatic
resonance and embellishment. This distinction is quite useful in that it
duplicates two topoi of baroque art and may be applied to its architectonic
expressions (the syntagmatic structure of the building as distinct from the
paradigmatic profusion of ornaments) and its musical manifestations (the
basso continuo running horizontally as opposed to the vertical fanning out of
harmonics)* (Deleuze 1988: 184). In English Music, the use of the double
structure is not merely motivated by an illustrative function —though it
obviously is to a great extent. The even-numbered chapters gratify the reader
with parodies and pastiches of the main elements of what the narrator calls
English music —i.e. the matrix of cultural Englishness. The reader is thus
presented with revisitings of The Pilgrim’s Progress or Alice in Wonderland,
as specified above, but also of Robinson Crusoe, Gulliver’s Travels, Pamela,
Great Expectations, Wuthering Heights, etc. Besides, Ackroyd’s presentation
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English cultural tradition also extends to other arts like music (wjth
of the &, to the worlds of Purcell and Byrd) or painting and engraving
incursions 1grainsborough, Turner,  and other -architectural painters or
(Hogarth,) Those illustrations also allow for the multiplication of allusions
engraverss 'ondences, and thus are part and parcel of the saturation technique at
and co‘ﬂetlfe novel, of the metaphorical overkill which helps grant the text
work mconvoluted aspect and at the same time the impression that it is
iuCh ated in Heimligkeir* (Bemard 1994). The even-numbered chapters thus

sature; the function of textual insertions or incrustations (more on the use of
assu;live embeddings later) which is the second criterion for amplification
njll:cted by Genette, and at the same time they provide a development of the
;ovel’s main theme, by prolonging its associations and cc_)rrespondencgs,
thus contributing to the profusion of references and echoes Whlch'charactens’e
the overall tonality. Now, one may remember that development is Genette’s
i ion. .
ﬁrSt’lc‘E;e;otion of intervention may be said to be one of the copstitutlve
traits of English Music. As suggested abov.e, this noyel is characterised by a
high degree of eloquence, the main n_lodahty pf which is the recurrence of
hyperboles, cumulative devices, tropic over_k111, etc. _It may be said that
English Music as a narrative —and this gssentlally thanks to its
paradigmatic/ metaphorical components— unmistakably _be_longs to the
category of “telling’> (as opposed to “showing”). The meFaﬁcUona_l aspect of
the work will be developed in the second part of this article, but it must be
said that the saturated resort to conventions, the metaphorical hammering and
intertextual layering are conducive to the emergence of structg.ral thymes and
rhythms, and lead to the building up of a series of echoes wl_nch run through
the novel. In fact, English Music, as is made clear from the t1t%e and from Fhe
echoing presence of a pictogram representing a horn metaphorically soundmg
the chords of tradition at the beginning of some even-numbered chapters, is
an extremely vocal and sonorous text, in which sentence§, references and
fragments keep echoing each other to evoke the rust!mg atmosphere,
precisely, of an echo chamber. Yet, as a text characterlseq by a strong
hermeneutic dimension, the novel does not provoke a paranoid reading but
rather a rhythmical one. .‘ . ,
However, against this musical background which solicits the reader’s ear
and sense of rhythm, the novel generates an eloquence of ano;her type. The
narrator, whether directly or indirectly, is extremely present throughout. The
odd-numbered chapters are narrated by the protagonist, Timothy Harcombe, as
an old man reflecting on his childhood, adolescence and early .manhood. The
even-numbered chapters are voiced by an impersonal heterodiegetic narrator
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who evokes Timothy’s adventures in the imaginary loci and periods of
English music. Now, both narrators and characters harp on the theme of
permanence, and the title is taken up time and again throughout the novey, $0
much so that the general meaning, about the role of tradition as a modality of
permanence and inheritance —cultural, spiritual, biological— is redundant]

made clear throughout. Never do the narrators allow the reader to lose sight of
the general import of the novel, and they provide innumerable embeddeq
commentaries. In other words, the eloquence of the text is not only poetica,
but also structural, narrative and even narratological. The text proﬂigately
provides the keys and tools which command access to its general meaning,
thus jettisoning all hermeneutic pretensions the better to promote an
aesthetic of the obviously told and and of the well sign-posted characteristic
—in its profusion— of the baroque.

One may find an allegorical illustration of this principle in the lag
pages, when Timothy Harcombe evokes his job in a circus (a place in which
his father and grandfather plied their trade before him). Interestingly enough,
his number is that of a ventriloquist, as is made clear in the following lines:
“I would sit quietly in the middle of the ring, and my voice would come from
the region of the high wire, or from a certain row in the audience, or even
from a particular person. Sometimes there were many voices, and the ring
would come alive with sounds and echoes™ (Ackroyd 1992: 396). One might
see in this (almost) concluding vision a means to recapitulate and encapsulate
the way in which the text works, since it is essentially based on the
. polyvocal device of the palimpsest. In this passage, the protagonist is
presented as an allegory of the text and, more specifically, of the intertextual
method at work throughout, being itself a means to metaphorise the notions
of inheritance and permanence. This is a way of providing indirectly, through
an illustration taken from the represented universe of the novel, a comment
on how representation works in this text. The baroque eloquence of English
Music thus owes much to its resorting to a running commentary on the way
in which it is to be read, be it directly or indirectly, explicitly or implicitly,
and this corresponds to what Genette (1969: 213) selects as a characteristic of
baroque narrative, i.e. the prevalence of discourse over pure narrative.

Hyperboles are numerous in the text and revolve around what might be
called a baroque paraphernalia: analogies and metaphors, the representation of
(inter-)textual allegories and the conception of the novel as a whole as an
allegory of permanence, an obvious predilection for the use of almost
(infinite) correspondences, together with a fascination with surfaces,
reflections, mirrors in particular and illusion in general may be said to
characterise the novel which plays on the notion of thematic, symbolical,

- form of el
toxt 1 ¥ ornateness and excess— a sense of dramatisation characterising
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i i ion. All those elements give rise to a

also discursive saturation . . ve

xal 1a11;gce and it could almost be said that English Music is a loud
Ol?ich e\’ferything converges to promote —through the use of

interte

gaturation,
things baroque. ®

be surmised from the preceding develqpments, one of thg deﬁmgg
As 08y 1 is its obsession with the idea of representation, art in
i the novel 1S 1 :

waits Of i in particular and, in a nutshell, itself (true to what has
S dern “canon”). The impression that the
ally been deemed the postmodern “ ' 1

e be left with, in this respect, is that of a high degree of textua
readgr o Independently of the fact that the Narcissus figure is a baroque
narc1ssli$-s obsession is a means of introducing instances of textual
wpos’entation within the novel (even-numbered chapters being devoted to the
repizionist’s excursuses into the world of art, the reader is allowe(_i to wander
pli?oa?l to meet many of the representative figures of the English cultural
:lradition). In other words, the text rcpeatedly uses commentalr)y and, rtn?(rte)z
specifically (and more interesFlngly, in the context of a a!‘Of]l:let ethe
ekphrasis to provide systematic narrative embeddings and to initiate ;
reader’s pondering on the nOtiollé of 111;151on. One may find this reminiscen

ue topos of the world as a stage. o
o th\i’?lzrto?:haraclieﬁses English Music more .speci_fically, though, is its
tendency to spatialise narrative embeddmgs gnd insertions, and to r_nake ghern
visual in their profusion. If English Muszg is an eloquent text, it is made to
appear so by resorting to various spatial metaphors and 'represent?tlo}?s,
paradoxical as this may seem. Buci-Glucksmann (1936) ren.nnds us ?’ 5W at
she considers the main axiom of baroque aesthetics:. “To Be is to See”. A?d
in fact, through the use of Aypotyposis, the .v1sua1 organ is regulalrlly
solicited, throughout the novel. Similarly, English Music, in spite of t is
paratextual indication suggesting the .prevalence of sound images, ;3

interspersed with visual devices. As ind1¢ated_ above, some even—numb;r
chapters start with a pictogram Tepresenting some  sort of a ct)hrn
metonymically sounding the chords of th(_a English music to be heard in the
following intertextual passage/chapter, an instrument reproduceq on the gg\{)er
of the Penguin edition. Likewise, each even—'nu.mbered ghapter is preo;d d by
the reproduction of a painting, or an engraving or etchlgg, or-a frontlsp_u:ce:i
or a map of London streets. The functions of these insertions or Vls:raﬂ

embeddings are various. Of course they refer the rgader to the imaginary

legendary territory of Englishness. They also provide tonal commentaries or
introductions to the atmosphere of the chapters for which they act as
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preludes. More than that, they may assume the role of visual analyses of the
written text itself.

This is most notably the case of the reproduction appearing on page 200,
at the beginning of Chapter Ten (the William Byrd chapter). The
composition belongs to the genre of still lifes and more specifically of
vanities as a skull appears in the shades of its top left-hand corner. Along the
lines of its diagonal layout there also appears an open book the frontispiece
of which indicates that it contains a collection of emblems, and further down,
in the bottom right-hand corner, musical instruments of various kinds,
mostly string, partially visible, partially out of frame. Those fragments give
a metonymic illustration of the novel’s general theme. The represented
written text, the fragmented instruments and the skull provide a visual
compendium of the novel’s components together with a comment on the
notion of permanence and inheritance. In this composition, the passing of
time metonymically evoked by the skull is but a correlate of its ability to
recapture the past through art, which is evoked by the reference to the written
text and the musical instruments. As-may be inferred from this evocation, the
painting represents an allegory of permanence and, interestingly, an embedded
allegory of the novel itself. In such passages, the spatial is used as a
modality of the musical, which points to the baroque predilection for things
visual. This, again, is quite illustrative of its tendencies towards
spatialisation, as explained by Buci-Glucksmann (1986) who demonstrates
that the baroque tends to introduce a spatial dimension in the temporal
continuum of writing, thus creating a “theatre of sound”,’ an analysis which
echoes that of Benjamin (1985: 218) who speaks of a “sonorous language”.

Not content with that, the relation between the written and the
iconographical is also chiasmatically interrelated, since the novel provides
many ekphrastic passages. Those appear under various guises: through the
means of amplification, as is the case with the map of London streets to be
found at the beginning of Chapter Four, a rewriting of Great Expectations.
This map obviously refers to the territory of Dickens’s novels which
provided a great deal of inspiration for Ackroyd (see his biography of Dickens
and also his layered, metaphorical, intertextual, transhistorical treatment of
London space, architecture and archaeology in Hawksmoor),7 and it is given a
textual illustration and extension, ten pages later, in a pastiche of Victorian
Gothic when Timothy and Pip meet in the foggy London Streets, by the
Thames (Ackroyd 1992: 72, 82).

“Other such passages may be found regularly, every time the protagonist
is confronted with a painting. This happens for instance in the passages when
Timothy enters a Hogarth engraving thus being allowed to take a hallucinated
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walk through eighteenth-century Bedlam or when he moves from a classical
Constable scene to a Turner seascape. In this passage, the description is
dominated by the recurrence of a multitude of colours and movements —more
than real shapes— and, though indirectly, the spatial once again becomes an
in-built modality of the sonorous/ musical/ written (Ackroyd 1992: 317).
Those ekphrastic moments are obviously of a specific type since they go
beyond the level of mere description or commentary to introduce participation
or immersion within the artefact. This particularly sensuous and
synaesthaetic way of representing the world of the novel, is a way to produce,
through a contamination of the textual by the visual, some sort of a moiré or
chiaroscuro effect. It is ‘also a means to introduce the notion of ontological
transgression or transworld migration which is generally associated with
narrative or plot embeddings, as will be underlined later. Within the context
of a baroque system, however, this technique assumes a more specific
meaning in that it allows for the introduction of a baroque cliché linked with
the notions of proliferation and saturation: that of the painting overflowing
the frame, because of its excessive and dynamic properties.

The convoluted overflowing of the frame generally ranked among the
characteristics of baroque painting is also present in English Music. In fact,
the even-numbered chapters may be said to provide textual metaphors of
musical scores, or traditional texts, or even icomographic documents, as
suggested above. At the end of Chapter Thirteen, Timothy is seen to
interrupt his tour of a picture gallery so as to enter the frame of a work by
Gainsborough: “Somehow I found myself getting up and walking towards the
painting; or, perhaps, it was coming towards me. And then, without any
surprise or hesitation on my part, I entered the frame” (Ackroyd 1992: 301).
As becomes natural with the recurrence of similar episodes, chapter after
chapter, the end of Chapter Fourteen allows the reader to witness the reverse
movement, as Timothy steps out of the painting and frame, after a long
oneiric passage of transworld migration: “Impressions. Points of light. The
vortex. Squares of colour. Abstract shapes. Shadows. This is how it all
began, he thought. Then he woke up, and found himself still seated in front
of the Gainsborough landscape” (Ackroyd 1992: 322). The metonymic,
kaleidoscopic, fragmentary vein at work in this passage, independently of the
fact that it conveys a metamorphic image of a fluctuating world linked with
the baroque theme of illusion, underlines the profusion of visual
impressions. The feeling that the reader is left with is that of an extreme
fiynamism or flow of sensations (“The Vortex”) which, under the strain and
impetus of multitudinous ornaments (which might be termed a depravity of
design) burst the constraining limits of the frame, make this aesthetic and
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ontological boundary porous, so as to spatialise and dramatise once again a
baroque tendency according to which there can never be more than directly
meets the eye. For this baroque strategy is one which postulates that
everything has to be told or, more specifically here, shown. Nothing brooks
discretion or veiling in English Music: things, bodies, sensations must be
harped on and evoked or called up (more than actually described)
ostentatiously and exhaustively. This is what Benjamin (1985: 222) explains
when he comments on the baroque’s tendency to create the impression that
space is to be filled at all costs. Buci-Glucksmann (1986: 96-97, 181)
confirms this analysis when she underlines the omnipresence of the body in
the baroque (hence Christian) tradition of representation or when she alludes
to what she terms ‘baroque sensualism”. Deleuze (1988: 166) also
concentrates on this phenomenon when he asserts that in baroque
representation, matter tends to spread, to overflow the frame, as in frompe
I’eeil motifs.® This is precisely what happens in English Music where the
frames themselves disappear. One could even contend that they are especially
used (and that the double structure of the novel is especially used) the better
to be undermined, so that their frailty and porosity should emerge clearly.
The structural constraints of the novel are but a means to promote the
absence of constraint, the tendency to overflow, the irrepressible impetus
towards freedom.

In the overall economy of English Music, the multiple self-reflexive
references have a similar function. For instance while the novel is - replete
with intertextual references, the protagonist’s father teaches him the word
“palimpsest”, one morning at breakfast, as has been mentioned above.
Besides, some passages literally teem with quotations, in true echo-chamber
fashion, as may be surmised from this short extract: ““For my part I will be
content to recede into some larger spirit, some divine original, which i$ the
ground of all our being. No man is an island’” (Ackroyd 1992: 172). Here,
the reference to Wordsworth’s Immortality Ode (“the ground of all our
being”) with its emphasis on the similar theme of permanence and on the
oossibility offered to the poet of recapturing the past vision of glory is
associated with another famous extract from John Donne’s “Devotions 177
(1986: 166-167). Here again, the stress is laid on the refusal of isolation, in
what might be considered a vindication of connection, inheritance and
sermanence. Intertextual and metafictional references are concentrated not to
doint to the presence of extraneous fragments (thus boundaries and limits)
within the text but rather to blend them into the novel as a whole. Once
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and freedom characteristic of baroque aesthetics. This is in perfect conformity
with what has been unearthed by various specialists of the baroque, among
whom 1is Buci-Glucksmann (1984: 174) who underlines its permanent
movement, its desire that nothing should be fixed.

The self-reflexive/ meta-textual dimension of the novel (relying
essentially on its intertextual dimension and on the presence of numerous
instances of self-reflexive commentaries) is also largely evocative of a ce_ntral
topos of the baroque, generally associated with baroque drama but which is at
the origin of many contemporary avatars, i.e. the notion that all the world is
a stage. From Calderén and Shakespeare to Pirandello and Borges, this
metatextual ploy based on the (narrative) device known as metalepsis runs
through baroque and baroque-inherited artefacts. The metaleptic strain of
English Music is especially remarkable, in that it helps promote a reflection
on determinism, both intertextual and narrative. This is particularly
perceptible in the pastiche passages (even-numbered chapters), when Timothy
crosses an ontological boundary and finds himself interacting with well-
known fictional characters within embedded narratives. One such occurrence
may be found in Chapter Six, when Timothy meets a detective figure meant
to be a Sherlock Holmes double:

‘All my adventures are narrated,’” Austin Smallwood explained
before Timothy had a chance to reach the end. ‘All the time I am
being invented, or created, or what you will. And do you know the
worst aspect in this affair? I cannot see the conclusion. How is this
particular plot going to end, for example? How are we going to
solve the mystery of your father’s disappearance [...]. But there is
also a larger question. How will I come to the end of my
adventures? I go on from day to day as if I were immortal, and yet
there is -someone else. Someone who is writing everything down’
(Ackroyd 1992: 130).

In this extremely Pirandellian passage, everything seems to be done in order
to create a reality effect. In other terms, such passages could be interpreted as
designed to underline contrastively the fictionality of the parodies or

pastiches. This would in turn make the story of Timothy’s life (i.e. the.

Bildungsroman element present in the odd-numbered chapters) sound more
real, since a frame looks generally more real than its contents, —by definition
a piece of representation not belonging to the same ontological plane as that
of reality. Still, the search for verisimilitude (as regards the embedding) does
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Borges-Brecht effect according to which when a reader reads a story in which
another reader is her-/himself reading a text, some sort of analogy or
contamination provokes metaphysical/ontological wondering in the firg
reader’s mind: if those people who think they are real are in fact being
watched/read about by me, this may mean that I too could be a character in a
plot/narrative at a higher level, being read and written about. This is the
device which is used in Muriel Spark’s famous metafictional first nove] The
Comforters (1957).° One might argue that this is a way to emphasise the
autotelic status of the artefact by underlining its narcissistic dimension, its
inability to refer to the world outside the text, the failure of its representative
capabilities or, from another perspective, its having reached the stage, in
John Barth’s famous words, when it has become a “literature of exhaustion”.
However, in baroque drama, this device is often used as a modality of
“replenishment” to suggest a perspective, that of the divine eye (Buci-
Glucksmann 1984: 72). It is thus a means to deny the autotelic, narcissistic
vision of art so as to promote a link with extratextual powers that do not
belong generally to representations of the phenomenal world that we
apprehend through our senses. :

Even if such passages are designed to generate an impression of textual
determinism (the characters being obviously trapped in some script or
narrative of a higher ontological level), they also point to the notion of
circulation between various ontological spheres. Once again, we are presented
with this characteristic functioning in which boundaries (whether they be
structural, aesthetic or ontological) are erected the better to be overflowed
through the irresistible baroque proliferation of matter and information. It
may be said that, seen in this light, the novel as a whole is an allegory of
flux, dynamism, communication and inheritance between generations,
families, texts, aesthetic movements, etc. English Music thus appears as a
baroque allegory of permanence which in itself is quite telling for, since
Benjamin’s groundbreaking study of baroque drama, allegory has been
considered. the most specifically baroque way of meaning and representing. "
Most contemporary commentators select this criterion as one of the most
obviously relevant in a definition of baroque texts in particular and aesthetics
in general, as is the case with Buci-Glucksmann in all three books quoted in
these pages, and with Deleuze. The latter reminds us that, with baroque
allegory (as opposed to romantic symbol), the object/ vehicle itself swells to
incredible proportions so as to overflow its frame, while the concept/ tenor is
reduced to minimal proportions.'’ This is precisely what happens in the
convoluted world of English Music which proliferates into a richly
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etitive baroque postmodern object to convey the concept
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*

omamented and rep
of permanence —an

1 i d so as to illustrate
i lish Music, everything seems to be use ' _
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in perfect conformity with the diegetic level, since the protagonist is endoweq
with supernatural powers and since his father’s job, at the beginning of the
story, is to heal people by making them connect with the world of spirits, by
calling forth the souls of the departed. Accordingly, the novel is characteriseq
by an obsession with things metaphysical, and with various manifestationg
(always of a highly hypothetical nature, of course) of transcendence. This is
all the more interesting as, stil] according to the “both...and” logic, the novej
presents the reader with both a profusion of textual matter or corporeality
—an overflowing of all frames, as demonstrated above— and a hypothetica]

absence.

This harmonious separation between and conflation of matter/ presence
on the one hand, and immateriality/ absence on the other hand may be
accounted for in the light of Deleuze’s discoveries and analyses. In fact, the
French philosopher conceptualises this tension through the architectural
metaphor of the house with two floors, This is explained in the first chapter
of his study, but also in Chapter Three, entitled “Qu’est-ce qui est baroque ?”
He defines the two floors of baroque architecture as an open, lit ground floor
representing the-body and materiality leading to a closed, dark first floor

towards the lower external hall of corporeality and matter, thus giving the
baroque a distinctly vertical orientation."” Within one and the same textual
Space or universe, the baroque thus introduces a flux and a tension between
the low and the high, the corporeal and the material, matter and the realm of
pure forces, organised along the vertical line of the infinite fold. Deleuze
gives another explanation for this tension or interaction, when he emphasises
the simultaneous workings of the baroque double vector. It is an aesthetics
characterised by a simultaneous pressure towards the bottom and a push
towards the top; within one and the same world or house, to take up the
architectural metaphor introduced above (Deleuze 1988: 41). English Music
could be said to evince the same dua] baroque pattern as the paintings by Il
Tintoretto or El Greco analysed by Deleuze. The structural double helix could
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In other words, what the reader is invited to discover in the baroque
universe of English Music is an aesthetic construct whose saturated ang
convoluted surfaces are but means to call up or even probe abyssal or
celestial depths. This is what Buci-Glucksmann (1986: 50) suggests whep
she remarks on the baroque’s ability to call forth a vacuum or a nothing
through an excess of images. She recurrently voices a similar conclusion
when she (1986: 17) comments on the baroque’s compatibility with the
evocation of a “complementary world”, and with transcendence in general,
which is quite in keeping with the religious origins of this aesthetic
manifestation. In a secularised, postmodern context, what remains of this
baroque (whose function, actually, is less to probe the depths of some other
universe than blindly to probe ar the boundaries of the phenomenal world,
without any certainty as to its uniqueness, and nothing more) is to postulate/
call forth/ envisage the possibility of a presence without using the
conventional tools of representation.

- Now, this seems to be the very foundation of the baroque mechanism. In
fact, -the ornamental proliferation, the multiplication of figures of
amplification, the various kinds of saturation, in short all the components of
baroque eloquence or diction contribute to a revisiting of traditional mimesis,
to the latter’s adaptation to the purposes of our times and to an
accommodation and updating of its workings. In the secularised, potentially
de-sublimised postmodern world, baroque aesthetics used in English Music or
in novels like The Comforters, Midnight’s Children, Nights at the Circus or
Sexing the Cherry provide a way to express what cannot be represented, what
has been called “a mimesis of nothing” (“une mimétique du rien” (Buci-
Glucksmann 1986: 49)). This is somewhat reminiscent of Barthes’s (1982)
analyses of what he called the “sens obtus”, ie. a meaning that comes in
excess of representation, or a signifier without a signified, a profusion
without a tangible/ explicit referent. The convoluted representation process of
English Music acts as a complement to its represented world of supernatural
occurrences, but its baroque profusion introduces some of that sens obfus

defined by Barthes."* It provides the means for an emotional presentation of

something that cannot be represented. It relays and prolongs traditional
mimesis when the latter has reached its limits. It lets its baroque profusion
become the instrument of a suggestion (excess becoming the means of
discretion, ostentation allowing for the emergence of veiling and indirection).
This is associated with the prevalence of a vertical, lift-like movement, as
explained before, in which both upward and downward impulses are
compatible and even simultaneous. The resort to baroque aesthetics is thus a
means to replace problematical, limited representation by the more daringly
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orkings of presentation. Its probing at the boundarie; of tl}e
menal world is highly compatible with the prevalence of its main

fhfﬁz‘ allegory which, as we are reminded by its etymology (allos for other),

lg . o - . q . .

is perfectly suited for the evocation of thikngs foreign.

emotional W

What seems tO characterise the baroque dimension of .English Mus?g is the

ion which it foregrounds between a strong emphas'1s on thp sensitive (the
o oluted proliferating aspect of the narrative) associated with the primacy
CCfmverceptions of a visual and haptic kind on the one hand, and an equally
(s)trcl)gng stress on the transcendent or, rather, on the ‘pos.51b111‘ges of
transcendence on the other hand. This opposition or interaction is aru;lllated
along the axis of the infinite fold analysed by Deleuze aqd allows. for’ a
probing at the limits of the phenomenal world and an extension of mimesis.

. This baroque artefact is governed by the conjunctive, pleorastic workings of

the “both...and” type, what might be called_ redundancy, additio? or extra-
ness. Owing to this hyperbolical dimension, Peter Ackroyd’s baroque
narrative lays the stress on effect and affect alike, so as to produce what hqs
been described as a “rhetoric of affects” and, we may add,.of effects (Buci-
Glucksmann 1984: 188). All in all, the baroque orientation of. the noyel
contributes to the establishment of a distinct form of expressionism, which
we termed “eloquence” above, and which may be seen as an avatar Qf .the
artists’ fear, in the baroque period, of the levelling power of the printing
process, baroque texts being meant to be said and perf(?rmed, and not me}rely
read. This expressionism which, according to Benjamin (19853 52-53) is 2
distinctive trait of baroque drama in particular and of ‘aesthetics in general, is
associated with a rhetoric of unmediated emotion which leaves no room, at
least in English Music, for that verbal trompe I’il, _irony. The novel is in
earnest from beginning to end, and the parodies/ pastiches of past texts and
artefacts, though at times tinged with a certain humorous distance pr.oduced
by hyperbole, are no more earnest and straightforward ways of expressing the
central notion of permanence. o
Furthermore, what the enlarged mimesis of the baroque permits is 'the
replacement of the representation of reality by an expression or presentation
of the supernatural, or by what Buci-Glucksmann (1984: 213, 229) defines as
imagination. In this respect, owing to the convergent stress on effect and
affect and on the powers of imagination, one might say thgt w}}at the baroqge
ingredients of English Music allow for is the promotion* of a romantic
undercurrent. This is perceptible not only through the insistence on the pre-
romantic and romantic intertext used in the novel (through yeferct%ces to
Blake, Emily Brontg, Turner), but also through many passages in which the
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protagonist experiences what may be defined as moments of purely romantic
ecstasy in a novel which, in many respects, may be said to be a revisiting of
or variation on Wordsworth’s “Immortality Ode,” with its emphasis on the
child’s higher vision and the possibility of recapturing it (Ackroyd 1992
278, 282). The stress on effect and affect, on the powers of the imagination,
on the primacy of emotion —whether or not recollected in tranquillity— thus
seem to point to some sort of a romantic inheritance in a text very much
concerned with things past, reminiscing and nostalgia.

In this respect, even if it is the product of what has been called a post- or
ultra-modern, entropic, de-sublimised period, English Music, by
instrumentalising a baroque aesthetics and programme, may be said to
provide an attempt at recapturing some element of sublimity. Through its
stress on affect and emotion, through its compatibility with transcendence,
and through its postulation of the existence of some other world or “world
beside” (to perpetrate a direct translation of Lyotard’s (1988: 108) phrase “un
monde a cbt€”), English Music uses baroque potentialities in a way not
incompatible with manifestations of post-modern sublime, again in Lyotard’s
meaning of the term. ,

In the last analysis, what appears after this “baroque” reading of an
instance of postmodern fiction in print, is some sort of a line or fold (that
might be infinite) allowing us to envisage postmodern fiction (or at least
some of its most acclaimed representatives) as yet another stage or hypostasis
in a transhistorical current of excess, effect and affect running through
modernism, to romanticism, and the baroque. Now, the characteristic of the
above-mentioned cultural, artistic and aesthetic movements is to provide (in
some degree at least) an opposition or reaction to —or at least a contrast
with— what is known as classicism. In the light of this conclusion, one
might be tempted to propose a synthetic, hypothetical contribution to the
debate as to the nature of post-modernism by suggesting that it can be
apprehended negatively, by means of a contradistinction, in that it seems to
be what classicism is not.

NOTES

', This text was originally meant for publication in Lettres en ligne, an e-
publication of the Universities of Lille 3 and Louvain.
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2 In this respect one might read the pages that Catherine Bernard (1995: 27-
44) devotes to English Music and to the nostalgic ventriloquism at wor}( in the
novel which she interprets as a deploration of the loss of the English tradition, as

elegiac evocation of things past, while we tend to stress the euphoric
Z?mension of the representation of permanence, in this study.

3. Interestingly, the same type of structural anadiplosis playing an
atmospheral function as part of a deliberate aesthetics of re.dun.dancy is.to be found
in Hawksmoor, in which the chapters alternate between life in .twentleth-gentury
and eighteenth-century London, providing the reader W1Fh 2  series of
correspondences which are emphasised through a resort to obvious transitions,
what might be called a taste for metaphorical overkill, the resort to hypotyposis,
but also proliferations of all kinds, etc.

* One may remember that this distinction is taken from Roman Jakobson’s
(1956) groundbreaking article on aphasia, and that David Lodge elaborated a
theory of the literary history of modern literature based on this distinction. In The
Modes of Modern Writing (1977), Lodge argues that the history of modern
literature is a constant movement between a metonymic/ syntagmatic/ realistic
pole of writing and a metaphorical/ paradigmatic/ modemist or experimentalist
pole. The two tendencies are present here, but they are not commingled, they are
merely juxtaposed, being linked only through the means of transitions, as
developed above. The two components thus eschew integration, and it might be
argued that this hesitation or undecidability constitutes the hallmark of the
postmodem aesthetics of this text. Of course, it is a brand of postmodernism
which does not reject the cultural past and acknowledges its link with the
modernist canon, among others (Bemard 1995). In that repect the baroque
postmodernism of Peter Ackroyd fits within the framework of continuity (as
opposed to break) theories of the postmodern.

5. About Monteverdi’s Orfeo, she (1986: 29) makes the following comment:
“Si bien que I’opéra énonce d’emblée le grand axiome du baroque: Etre, c’est
Voir”, before moving on to a commentary on pictorial representation and making
an analysis of the functions and values of the eye in the baroque economy: she
considers it as a divine organ, the central organ of the baroque system as is
attested by the allegories of vision that people sixteenth- and seventeenth-
century paintings. : :

5. “Aussi, s’il est vrai que le baroque tend toujours 2 introduire une dimension
spatiale et figurale dans le continuum temporel et dans 1’écriture, 14 musique serait
la “ pointe ” paradoxale de la folie du voir: mettre le son en espace, créer un
devenir spatial —un théatre du son—, fit-il, comme chez Bach, le plus intérieur,

le plus formalisé, le plus architectonique .possible” (Buci-Glucksmann 1986: 62).
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of the function of the London references, one
ish Music as a “Cockney visionary nove]” usefiy]

. Deleuze (1988: 166) even quotes Wolfflin’
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ssting is the connection which Jameson (1991:
een the allegorical and the sublime by defining
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hen [...] can be minimally formulated as the
the awareness of incommensurable distances
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u un sommet” (Deleuze 1988: 171).

ns le Baroque un affranchissement sans limites
ibles. Les plis semblent quitter leurs supports,
ans un concours infini [...]. Ce sont les mémes
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‘étendre hors de ses limites historiques, sans
b Baroque & D’art en général, I’apport du
deleuze 1988: 48).
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insi ? 1988: 49). For
. *arti t ainsi comme le haut et le bas (Delepze ‘ _
l,exténe? ;aﬁggulgﬁ the vertical doubleness/ double-storied dimensions of
e i digier (1994: 143).
’ els, see Jean-Pierre Audigie
Ackroyd’s BOV
écri ’ trairement au sens
14 «g; 1’ e peut décrire le sens obtu§, c’est 9ue, con
" Si 1 ?)ni: riel:;l: comment décrire ce qui ne représente ren? [...]. Cela veut
e (s:erlis obtus est en dehors du langage (articulé), mais cependant a
de I’interlocution”. Roland Barthes (1982:55).

obvie,
dire que le
I’intérieur
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CARIDDEAN WOMEN POETS - DISARMING
TRADITION

O

Hortense Spillers’ statement regarding the capacity of black women’s
writings for redefining and disarming tradition “by suggesting that the term
[tradition] itself is a critical fable intended to encode and circumscribe an inner
and licit circle of empowered texts” (cf. Davies and Fido 1990: 18), provides
a launching point for an exploration of the work of Caribbean women poets,
in particular by Grace Nichols, and Lorna Goodison. It is possibly somewhat
premature to talk of any Caribbean poetry in terms of tradition —if by the
term we wish to avoid the inevitable notions conjured up of Eurocentric
norms of poetry and patriarchal domination that prevailed in the early part of
this century, when writers were “generally colonial in outlook” (Birbalsingh
1996: xi)— and embrace instead the research taking place now which largely
focuses on more recent developments in writing that come under the umbrella
of post-colonial, bringing in a whole variety of other concerns. But as
Ramabai Espinet points out, the literary “canon” of the Caribbean consists
“overwhelmingly of male writers” (1992: 162) with role models coming
from the “major” recognised writers such as Walcott, Brathwaite, Naipaul,
Lamming and Harris (Wilson). What is also questionable is how to determine
what constitutes the denomination “Caribbean” writer, when so many now
live away from that archipelago. Poets such as Audre Lorde and Paule
Marshall were born and reared in the United States, yet they have embraced
the Caribbean cultural environment handed down to them by their parents as
their own. The multi-ethnic communities that reside within the Caribbean
comprise a wide range of backgrounds from both the African and Indian
continents, and however disperse they may be now it is generally recognised
and accepted that any claim to a Caribbean past counts as valid. As Antonio
Benitez-Rojo discusses in The Repeating Island there are mixed opinions
about Caribbean culture being representative of unity and diversity, as well as
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about the very possibility of the existence of a single culture, given the
extremely heterogeneous condition of the area (1996: 35-39).

It is perhaps the most striking facet of the poetry designated as Caribbean
that the authors are predominately no longer living in the geographic space of
the Caribbean, but elsewhere. However, Samuel Selvon’s elucidatOry
remarks, which, he concedes, echo those of George Lamming, go a long way
to help an understanding of how this has contributed to the growth of
Caribbean concerns in their poetry when he says how West Indians “only
started to identify themselves as such when they moved outside the
Caribbean” (1996: 63). Distancing thus provides a perspective which
permits, forces even, the writer to consolidate an identity that, as is wel]
known, for West Indians is highly complex and multifaceted. Olive Senior
lives in Canada, and Grace Nichols in Britain, for example, and while Lorna
Goodison remains a resident of Jamaica, she frequently travels abroad. Al}
would probably consider themselves, like Selvon, to be “a citizen of the
world” (66), and all would probably agree with Carole B. Davies’ assertion
about women: that creoleness, as an essentially Caribbean identity, is “the
necessity of accepting all facets of experience, history and personhood in the
definition of the self” (1994: 122).

Political, colonial, national or historical agendas, whose basic
ideological assumptions stem from black power and négritude and Marxist-
Leninist premises, have been to the fore in guiding Caribbean thought and
have prevailed in much writing that has come out of the Caribbean. By
conftrast, women poets writing from within a Caribbean culture have
collectively been considered as addressing a feminist agenda, or at least as
politicising the position of women in their poetry. Thus women poets have
generally been set apart from their male counterparts, not least because it has
taken far longer for them to achieve recognition or even to get started in their
writing —the female roles of carer, wife or mother have most often taken
precedence over other individual career pursuits. It must also be acknowledged
that Caribbean women’s literature only began to unfold on a large scale in
the 1980s when enabled by an increased international feminist awareness and
the growth -of feminist criticism, where representations of women were
examined in a new light. Male poets such as Derek Walcott or Edward
Kamau Brathwaite who have achieved acclaim for their innovative work
—innovative because they too have contributed to that redefinition of
tradition and launched the Caribbean psyche onto the international market—
have no doubt paved the way for others. However, their work remains
different nonetheless from work being produced by women. Walcott’s view of
women contrasts with that of other poets, with a frame of reference firmly
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ounded in European thought, mythology and religion. He has even bef:n
accused of treating women in his writing in ways that are “fqll pf clichés,
stereotypes and negativity” (Fido 1990a: 289),' and his prejudices about
women are conveyed through “conventiona}l” imagery. “The Schooner,
Flight”, often regarded as Walcott’s most important poem, presents the
woman figure Marfa Concepcidn purely in terms of sexpahty. It is a prime
example of work that Seamus Heaney descnbgs as having “evolved out of
one man’s inherited divisions and obse'ssn.)ns” (1991: 6§), concisely
conveying the theme that is Walcott’s principal preoccppatlon_—'—that of
weaving a language out of dialect and literature, of shaping an idiom that
fuses the old with the new. The structure of Brathwaite’s poetry can als.o be
seen to have had a pioneering influence on work by other poets; its multitude
of forms and their interplay persistently provide pictures of the Creole
continuum with the employment of Nation Language, and by extension of
the Caribbean experience, to the extent that his compositions led to the
feeling that “a revolution of some kind was taking place” (Markham .1989:
28). When similar constructions are used by women poets, they 1ndub1.tab1y
tend to be employed in terms of gender issues, but even so there is no single
voice or perspective among them. This is hardly surprising given that, as Jan
Carew points out, the West Indian experience has always been *a very
eclectic experience” (1996: 50). If it can be narrowed down at all, the women
poets’ concerns largely incline towards a commitment to gender, race,
nationality and class issues, through recurrent themes of the struggle of
survival —described by Paula Burnett as “gritty celebrations™ (1986: xxiii).
Hardly a narrowing down, they remain in themselves a broad range of
concerns, but they are inextricably inter-linked and unavoidably bound
together in any black female’s experience. Although the predominant focus
may be one of “lamenting the lost and searching for identity” (Burnett 1986:
xxiii), this is always expressed through an exulting celebration of tongue and
tradition, a tradition which comes from innovative and altered perspectives.
As Grace Nichols puts it,

I have crossed an ocean

I have lost my tongue

from the root of the old

one

a new one has sprung. (1990: 87) ~

Grace Nichols’ “Epilogue” to her first collection of poems I is a long-
memoried woman (first published in 1983 and awarded the Commonwea}th
Poetry Prize) encapsulates Selvon’s notion of finding an identity and a voice
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m her historical past. Nichols (b. 1950) grey, u
+ UK at the age of twenty-seven, and a ‘
> other women poets have similar
ything that tries to close in on me”, and from
d all think alike because we are all Women o
92: 148). Nichols has an identifiably feminig
first collection demands an acknowlcdgemem
history and are self-assured in that knowledge.
1 concisely captures these notions:

noried woman. (1990: 3)

for Nichols acknowledges that “the myths of
s of old and remain powerful sources of
ughout a demonstration of her belief in the
 certain images and archetypes”, and declares
ng and reshaping”, to offer “brown and black
-..] the miraculous” (1992: 149-150).

nce in five parts that links the present-day
¢ Caribbean with their African past and the
cycle of poems that wind their way through
‘Web of Kin”, 1990: 8-9) and the tense
1/ woman-keeper” (“Like Anansi”, 1990: 66),
1 “vengeful” daughter of Africa as she makes
m Affica to the Caribbean. The anger that
trated and focused, its content saturated with
it proceed with contained emotion.

» expresses yearnings for Africa; Part Two,

- experience of a living hell in the time of
y”, stirs up a gathering for revenge which is

dling” until finally, Part Five, “The Return”,

rneys through, “from a country of strong

Web of Kin”, 1990: 8), “whose praises go

d” (“We the Women”, 12); “traded by men”

Ithough it

: v 21), “The
objectives, :

CARIDDPEAN WOMEN POETS ©

“Jife has slipped out/ of my possession” (*“‘Sunshine”,
(“Taint”, 18B) Zgiiszo”h;f;grﬂy aglg forcefully decxjes thfa .treatment of thg,
- u rovoted as she was from her native origins. The opening
e tfnent to Another” (5-7) amply illustrates the quality of her
oets, 0% C(Zir!vided into fifteen sections, sometimes of only one wo'rd, and
work: A P 1hical layout that recalls Brathwaite’s compositions in 7 he
with 2 tpr%rip its reeling, lamenting dactylic rhythm works together with
/;r ":‘r}g:zirt;tgaeyf,fect an almost tangible anguish and pain:
the 11maz

Child of the middle passage womb

ush : .
gaughter.of a vengeful Chi

she came.

ic “ ”? j the winds that blew this daughter
matopoeic “push” conjures up hat bl er
:Ehe Otlkllg new%vorld” “from one continent/ to another”, while also conveyé?g
1nt0ain and effort of the figurative birth, and is followed by an a}udzl e,
F?c?laﬁed “moaning” which culminates in the powerful imagery contained in
l . . . ]
the following line, also isolated:

her belly cry sounding the wind.

We are reminded of the oral nature of the language in hean'ng how ° shefhastrll1 ;
foreotten/ hasn’t forgotten” how she was taken slave‘ar%d gni\_leg e\kzlen“ 02 e
" ir “deep man pride”, for which she “w
n who were made to lose their P . :
E;Zpared” to have to witness. The final three lines are forcefully spat out in a
rhythm that resounds with execration for her future:

Now she stoops
in green canefields . .
pie%:ing the life she would lead. (my emphasis, 1990: 5-7)

“ Islands” (31) marks a turning point where the woman begins to
ii}rliisfy ?n a rhglthznic chant the 'contra.sting beauty and .horr.c()ir I.qu aﬂrﬁ
Caribbean islands. The juxtaposition of 111’.165 that convey_flrst idy bllcdes”
then metaphorically brutal images: “These islands geen/ w1th~‘égr§ent aa )
whose gently swaying rhythm abrupt.ly become in .th‘e seéon ihan?1 »
dactylic beat, quickening the pace, lashing out and building up to the

lines in the third stanza:
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islands
fertile
with brutality (1990: 31)

inverting the meaning of fertile from rich and abundant and invoking insteaq
its terrifying power for the growth of pain and suffering of her experience,
The issues of slavery and the sugar plantations which provide the
backdrop to the collection are heavily conflated with issues of feminism in
poems such as “Loveact”, “Skin-teeth” and “Sugar Cane”. In “Loveact” (8.
49), her power manifestly lies in her gender; the present retrospective tense ig
firmly based in the past history of slavery, and power over the master’g
House is gained in spite of the slave’s being in a sitnation of submissjop !
Nichols employs a language full of evocation: words like “ebony hauncheg
convey the strength of a hard wood with the implication of black as beautifyy]
and seductive, while all the time it is her “sorcery” —magic and the
supernatural being a very strong part of African life— which empowers her
to find her revenge. The rich, concise and refreshing way in which Nichols
uses language gives the poems a lively feeling. “Skin-teeth” (50) —a
Caribbean term which denotes a smile of hatred, much like a grimace— is
laden  with references to slave origins, but connotations for contemporary
white male attitudes to women can be read into it. Although the poem is fuj]
of hate and revenge it contains the kind of humour that is always present in
Nichols’ work. Laughter serves as a means to protect oneself against
tribulations and hardships and is therefore often employed as “a defence
mechanism” (Selvon 1996: 61). Nichols makes it clear in “Skin-teeth” that
the slaves would mock the masters, and her use of the snake image in the
final section —*“to rise and strike’— ends the poem on an assertive note by
isolating the final word “again”, to encourage the reader to re-think history
and realise that there always was resistance, however small. But it is in
“Sugar Cane” (32-35) that the history of life on the plantation is employed
most forcefully as a metaphor for man. The shape of the poem itself is
emblematic, visually reflecting the form of the sugar cane plant, it is male-
gendered and throughout contains a double-edged meaning:

He isn’t what
he seem —

indifferent hard
and sheathed in blades

his waving arms

CARIDOEAN WOMEN POETS )

is a sign for help (1990: 32)

note of power and control of woman: “I crouch/
e?;/if -cilirarllplying t}?at although' subjugated she knows how
d wait for the moment to retaliate. . , .
: common, after Gayatri Spivak’s §emmal works. to An
It is TOF t-colonialism grouped together with postmodernism. Amm
e po; f they  are r;ovements which all share a process of
: Gtsr tsuataverting dominant hegemonic disc_ourses” on account of
“digmantling 9 im of challenging the established theories of knowledge in an
thelr ‘?Omn‘l‘o . 21stablish marginal discourses” (Brooks 1997: 105). It may b?
atemp’ r<zl_uctionistic, however, to marry the concept of a post-colonia
some® P feminist label automatically when discussing Canbbe':an
identlty’ o atr It is easy also to fall prey too hastily to the assumption
e s“g_)oi Ii;iians identity is necessarily a universal concern, when it 1cs1
that For lesa tiny facet of particular women’s concerns  in the mynﬁ
reallly. only xperiences that their poetry deals with. Nichols, for gxample, who
ind1v1d1‘1‘a : partmentalize” herself, acknowledges that she 15 influenced not
e iomg‘sex race, cultural background” but also by ‘a hegp of”oat?ter
only b’}’, }?’r hols ’1992: 151). Human beings are not “un%—dunenswnal er
fuctor” 1101997' 188), and so each individual writer brlpgs to bear on her
v (lljasz(t)l?“consc;iousl); and unconsciously”, different individual experiences
work, 1sly 2
ofe c?lmrnon Islofcc:ro ‘-‘krl(l)sottoeréflzlsg ?zllr{lirzusneise of historical “belonging” for the
bben émi € i hen trying to determine a
ibbean émigré can create a degee of cqnﬂlct when g : #
el . T e i Ao cenenee £ cclonistion may
and socially alienated as a result of the L per. ety
ive ri inclination towards a “monolithic construction identi
t(gIl)V:vir;el t9094;1:nl (l)r)lclﬁztt is to say that the West Indian (rln?y :fyag?én ;rﬁi 1::n(t)1ntz
as an African as being something more concrete an ggr,}linat,ion” o
which immediately comprises a “resistance to Europe?nAfrican ion” (Daves
1994: 10). Olive Senior frequently dravs{s on a sense of A i ,to thz
rituals of the African past aqd its re ation )
ﬁ)fgi:?rfggr;roy ;)E;erience —somewhat sceptically at times, as in “Epitaph”:

) ain,

d, once agan.
lfcllow themn/ quiet
10 bide her time an

femninism
Brooks asser

Last year the child died
we didn’t mourn long
and cedar’s plentiful
but that was the one
we buried

beneath the tree of life
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lord, old superstitions
are such lies. (1989: 219-220)

and dwelling on ancestors who make their presence felt. Much of her poe
also focuses heavily on the unification and disruption of family, and conveys
a strong feeling of pain, “isolation and displacement” (Davies and Fido 1990:
35) along with helpless desperation, as in the fourth stanza of “Cockpit
Country Dreams” (1989: 219):

Now my disorder of ancestry
proves as stable as the many rivers
flowing round me. Undocumented

I drown in the other’s history.

For those who feel a sense of displacement, clinging to the “myth of unitary
origin” (Davies 1994: 113) may therefore be the inevitable consequence of
their need to find a “home” or a “nation” to identify with. Throughout
Britain’s empire, long into the twentieth century until India’s Independence of
1947 and the Caribbean’s of the 1960s, the imposed British culture had
successfully suppressed other cultural expression. During the struggles for
independence the nation “as a source of identity, destiny and liberation”
(Persram 1997: 209) frequently prevailed as a dominant discourse. That
growing nationalist feeling had to contend with the white British hegemony
which endured throughout the transition period from Empire to
Commonwealth. Even today, male white hegemony still prevails, a problem
Nichols addresses in her poem “Spell Against Too Much Male White Power”
(1989: 18-19), which she explains derives from trying to watch television
one night only to find that on every channel the programmes were dominated
by “elderly white men” discussing different issues (Nichols 1991). The poem
ranges wide, in the most concise and compact way, from ‘“Pretoria” to the
“Kremlin”, and like a spell uses a chanting, rhythmic beat and thyming
groups of alliterative and assonantal sounds. But the irregular stanzas which
cut across a traditional spell formula all the while seek to find ways to
overcome that “Male White Power” and “persuade it/ ..dissuade it/ ...
dissipate it”. The final imagery of the need to stop the tentacles of power
from reaching too far, and the posing of the question of how a female black
can invert that power into a desire for peace and tranquillity bring the poem
to a close that inspires hope rather than frustration, the last line being the
only one in the poem to contain punctuation: :
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How can I rebound

the missiles and rockets
How can I confound
multinational octopuses
Or at least

How can I remove the ‘Big Chiefs’
from the helm ‘

How can I put them to sit on beaches
quiet, sea-gazing, retired old men.

; she hates “the one-dimensional stereotype of the black
Nicho :sa ?gzitiiit:;ta sufferer or a person who’s a victim or who’s had a
womag ressive history” (1988: 19). In 1950s Bptam, Black‘ worpex:
Xery -ffced [...] the entrenched prejudice, racism, sexism and fore1gn bias
Exgreizs 1994: 99) that subsequent generations of Black profe;smqal WoImen
greastill having to face today, and it would appear that sexism i still ' zlife allﬁ
the Caribbean” also (Davies and Fido 199_0: 41). The “fight fo%' surv1v1 ;
dignity” of the 1970s (Gilroy 1976: 10) still forms 2 part of their struggle or
equal recognition decades on. This is why Nichols’ The F‘c‘zt Black Wonrila;éV ;
Poems (1984) are so important for those; women to Stan1 u% po 1w
dignity”, —to quote from the poetry of Loulse; Benr_wtt, argua_b y tfe lria the
of all Caribbean women poets (1989: 51)—_ in their ,c:elebraponlc; : 2. 153),
ostensibly, does not meet with the “mythxcal-norm. (l?av1es. : ancé
Nichols strategically empowers women to take a pride in .the1r ar:ip?ardjn
—if she can be accused of adhering to a stereotype then‘ shf: is also defen ti
a feature that has a right to its place in society. .S.he invites the'WOHII\Iend'c
slap those norms in the face and disarm tl}e trad1t_1onz:.‘l white, slim, alora 1S
stereotype rather than be moulded by a society \1’hlch 'located4l.oef8§y H‘ane
in Buropean features and physical characteristics ”(Dav1es 1994: ). once
her fat black woman in “Looking at Miss World” can proudly be sefn “01.m
“toasting herself as a likely win” (1984: 20) over and abovg all the . ; 11
aspirants” she sees before her om her telev1.s1on screen. But1 ng 0_2
categorically states that she is not only speaking to black people, she i
“addressing the whole world” (Nichols 1991).' o ' ’ k e

There could be a danger of over-romanticising in Nichols® wor. 1nE
face of the hardship that black women in Britain have had; tcg¢ endure. vler
present is that sense of displacement, where “‘ba}ck home simultaneously
means back in the Caribbean and back in Brltmr_l. Tjh1s pecomes a kino}1lre
important concept than that of seeking a nguonahst identity, althoug] the
two are never far apart. Nichols’ third collection of poems, Lazy Thoughts of
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a Lazy Woman (1989), which subtly mocks the modern mores of her
country’s ex-colonisers, poignantly and wittily treats the experience of the
migration of a black woman living in London and her resurgent memories of
the Caribbean. In “Wherever I Hang” (1989: 10) she finds moving ¢
England’s “misty greyness” like living in a dream, and although little by
little she “get accustom to de English life” she “still miss back-home side”
and is perplexed as to “know really where I belaang”. The Creole emphasis ié
clearly defined in her outward expression of her inner identity. The woman is
‘of the “new-world-self” too, however, and in acknowledging that:

Yes, divided to de ocean
Divided to de bone

Wherever I hang me knickers — that’s my home,

she is giving others the motivation to be themselves at all times and in all
places. The idiom of pop culture, also parodied in “Invitation” in The Fat
Black Woman’s Poems (1984: 12-13), (“Come up and see me sometime”)
juxtaposed with the rawness of Creole speech suggestively underlines
woman’s capacity to have control over her personal domain and circumstance,
whatever or wherever it may be.

The concept of nation in post-colonial terms, and especially for those of
West Indian heritage, is frequently the site for retrieving histories that were
either lost or suppressed, and lies at the heart of reclaiming histories that
have “yet to be written” (Persram 1997: 209). For the majority of writers
who grew up in the pre-independence era, their educational experience under
British colonising forces was one that had “excluded any reference to slavery
or to the African ancestry of the slaves” (Ashcroft er al. 1989: 147). The
revival of their true history and its subsequent development is still a
preoccupation; as George Lamming explains in his introduction to In the
Castle of My Skin, the Caribbean writer needs to restore the fragmented
memories of his people and find the truth between “White instruction and
Black imagination” (1991: xxxvii).* The attempts to legitimise the narratives
of the oral societies by dismantling given versions of history and redefining
them with a newly-found voice is one which adopts Lyotard’s definition of
post-modern (and by extension, that of post-colonial) as “incredulity toward
metanarratives” (1992: 999). And when we consider feminist issues in the
light of post-colonial issues such as these then “traditional” feminism also
comes into question. Early theories from Luce Irigaray, for example, are
based on locating woman as a universal category whose prime challenge is to
speak out from the silence imposed by the patriarchal discourses. Yet as

- women and thet
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ins, this patriarchal oppression is expressed in relation to
H?ZCI Calr‘t;}sf i;(}lz)iltael women pa1nc1 does ncl))t embrace the oppression of black
middle €& r gender within the same terms. In variance to the framework
f white feminini":y it is also in consequence “subject to racism” (1997: 46).
° d white women’s “herstories” (45) are therefore not the same stories.
BIaCl]j arlrlla Goodison goes some way towards redressing the balance and
't'n?r more recent black heroines “into the text” (Cixous 1990: 316) in he,r
i a“For Rosa Parks” and “Bedspread” (1989: 244-245). “For Rosa Parks”
'Oentlrsibute to a simple black woman’s refusal to vacate her seat to a white
- on on a bus during the post-emancipation era, when there was dire black
perseoation in the Southern States of the US and blacks, who were only
Z?l%)rwl;d to travel at the rear of the buses, were obliged to offer their seats to a
white person when none were availablq elscwhere.l We are told in the poem
now Rosa Parks’ soft word “No” was “like the clqsmg Qf some.awefull book/
a too long story/ with no pauses for reason”. With this Goodison Wﬂls the
history books away —the archaic spelling used in aw./eﬁll connoting the
power to inspire fear or reverence and at once encapsulagng how hlsto.ry.had
been conveyed as being the whole truth to be revered without calling it into
question. She does not forget how the real history for her people harked back
to when, as slaves, they “had walked before/ in yoked formatlcins down to
Calabar” and walked “again/ alongside cane stalks tall as men”. But Rc?sa
Parks’ action marked a signal “to begin the Wal_kmg”, to enter a new period
of history when the black people began boycotting the buse’:’s in response to
segregation, and the “heroine”, who “never lowered her eyes” proudly led the
people “towards sunrise”, towards a brighter, more hopeful future. Although
it took a long time in coming; many protest marches, much bruta}hty,
Martin Luther King and the 1960s’ Civil Rights movements were the ripple
effects of Rosa Parks’ action.”

“Bedspread” tells how Winnie Mandela and the women of the land of
Africa “fought for the right to/ speak in their own Fongues” and wove a
bedspread with “notes of hope” and “ancient blessmgs”.. It heralds the
relentless struggle to fight off the “hot and hopeless” memories, work to free
Nelson Mandela and bring “glory in a Free/ Azania”, clinging always to the
“dreams” which Goodison acknowledges as providing “the only country some
people have to live in” (1996: 163). The poem’s resounding ngrall
significance is that the dreams have the power even to solxe a political
problem, and the women’s conviction of this has the powef therefore to
propel history into a forward trajectory of significant and momentous change.

Goodison’s poetry comes over as more heartfelt. anq eamnest than
Nichols’s, her references to the past and the present are implied rather than
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the past it introduces other, incommensurable cultural

stated. In “Heartease I", from her third collection (1989: 246), “We With the temporalities into the invention of tradition. (1994: 2)

straight eyes” who are looking for truth as seekers on a “spiritual journey»
(Goodison 1996: 158) are still manipulated by the “spider’s direction”; the
allusion to the trickery of Anansi as the deceit which tries to misleag ther
on their quest is used in conjunction with a more contemporary history of -
being “born/ a Jubilee/ and grow with your granny/ and eat crackers for your
tea”. The message that cuts through the allusions is direct enough thoygy,
—*“Believe” and have the conviction to pursue the quest. Elaine Savory Fig,
says of Goodison: “she is powerfully a writer of spells, incantations gpg
blessings, which work on a metaphysical level, almost, to bring us closer
together in an atmosphere of harmony and peace” (1990b: 40-41). W
interest in mysticism develops from her reading of Sufi influenced Writingg
and those of the 18th Century Trappist monks, which, as she explains in gy
interview with Anne Walmsley, she has embraced because of her concer
“more with reunification than anything else ... as the paramount task of
humanity” (1989: 233). That she is a religious person “in a very big sense”,
but in a non-denominational sense, is expressed in her poem “A Rosary of
Your Names (II)” (1989: 247), where “God is/ Infinity” and the “Architect of
Planets”; as the title to the collection “Heartease™ suggests, she believes the

e acts of restaging the past as “borderline engagements
Bhabha reflerfiit;feggze”, where “pellpst-%resent” (1994: 7) articulations are
of C-UItluratlhe result of the complex era in which society is currently living,
precise ¢ and space are no longer clearly demarcated and the prefix “post” is
where tliI(;sing its force as a defining term. Which is why Goodison’s poetry
alfeady ore to the one “essence” that is constant amidst such changing
Chng'stigllis —man’s and woman’s inner desire for peace and concern for
d.eg?;o at least one aspect that can make a disrupted, dispirited, dissipated
]f;:mg %eoin to feel whole again. It is also why Nichols’s “spir_i@ual Fevwa%”
takes onva new meaning when cc?nsidered thus; the term tradition itself is
disarmed by a past-presentness whlc“h provides a glimpse of glory and a ray of
hope for the future, as her poem “Of Course-f When They Ask for Poems
About the “Realities” of Black Women” unequivocally illustrates:

I say I can write
no poem big enough
to hold the essence

human situaFion to be one which needs to pursue a personal “spiritual -} of a black woman
Jjourney” to find relief from the pain that the heart suffers. I or a white woman

The period of history in which we live is indeed an extraordinary one. i} Or a green woman
The end of the twentieth century is witnessing such escalating changes that it} [...]
is proving difficult to keep up with them. Race, class and gender are terms Maybe this poem is to say,
which are slowly merging as politically and ecologically forced migrations , that I like to see
suddenly place people in a different position. Societies are increasingly we black women .
multicultural, but their members are slow, and sometimes unwilling even, to ‘ full-of-we-selves- walking

assimilate the implications of this. The need for a cultural identity is of
paramount importance but increasingly hard to retain; a totally universal and
hybrid society is impossible, but humanitarian goals can remain to the fore,

Crushing out
with each dancing step
the twisted self-negating

as Nichols and Goodison both appear to agree, where acts of writing poetry history .
can become “spiritual journeys” and acts of “spiritual revival” (Nichols 1992: we’ve inherited
147) in efforts to reclaim a heritage and forge a path forward. As Homi Crushing out

Bhabha explains in his illuminating text The Location of Culture: with each dancing step. (Nichols 1989:52-54) %>

The ‘right’ to signify from the periphery of authorized power and B
privilege does not depend on the persistence of tradition: it is
resourced by the power of tradition to be reinscribed through the
conditions of contingency and contradictoriness that attend upon
the lives of those who are ‘in the minority’. The recognition that
tradition bestows is a partial form of identification. In restaging
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London: Penguin- . . .
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of’siStCThOOd”' In Mirza, Heidi Safia (ed.). Black British Feminism. London:

Routledge: 45-53. . . ) .
096. “The Wild Coast”. In Birbalsingh, Frank (ed.). Frontiers of

n. 199

CAREC‘%riII?bean Literature. London: Macmillan: 42-53.

ous, Hélene. 1990. “The Laugh of the Medusa”. In Walder, Dennis (ed.).
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COBHAM, Rhonda. 1990. “Women in Jamaican Literature 1900-1950”. In Davies

and Fido. Out of the Kumbla. Trenton, New Jersey: Africa World Press: 195-
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DAVIZEi Carole B. 1990. “A Woman is a Nation”. In Out of the Kumbla. Trenton,
New Jersey: Africa World Press: 165-193.

.. 1994. Black Women, Writing and Identity. Migrations of the Subject.
London: Routledge.

Davies, Carole B. and Elaine S. Fido. 1990. Out of the Kumbla. Trenton, New
Jersey: Africa World Press.

EsPINET, Ramabai. 1992. “Caribbean Women’s Poetry”. In Walder Dennis, Cicely
Palser Havely and Michael Rossington (eds.). Post-Colonial Literatures in
English. Milton Keynes: The Open University. Offprints Collection: 158-
164.

Fpo, Elaine S. (1986) 1990a. “Macho Attitudes and Derek Walcott”. In Walder,
Dennis (ed.). Literature in the Modern World, Critical Essays and Documents.
New York: O.U.P.: 288-294.

--. (1986) 1990b. “Textures of Third World Reality in the Poetry of Four African-
Caribbean Women”. In 1990. Davies, Carole B. and Elaine S. Fido. Owt of
the Kumbla. Trenton, New Jersey: Africa World Press: 29-44.

GILROY, Beryl. 1976. Black Teacher. London: Cassell and Co.

GOODISON, Lorna. 1989. Poems “For Rosa Parks”, “Bedspread”, “Heartease I” and

! See Rhonda Cobham’s “Women -in Jamaican Literature 1900-1950”, ; CaR

Davies and Fido (1990: 195-222). Slave women and women of the Post.
emancipation period, many of whom worked in domestic roles, were regardeg a
“sexually promiscuous”, which was seen as something ‘“dangerous and evip
Cobham cites examples of literature where domestic servants “fought back
against their employers and the system in general” rather than acquiesce in being
portrayed as “victims of exploitation”.

—
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’In particular “Can the Subaltern Speak?”, in Williams and Chrisman (1993.
66-111). ' ' '

I 1977, Janelle Comrﬁissiong, Miss Trinidad and Tobago, won the Misg
Universe title in spite of the continuing “tendency towards European criteria of
the beautiful” (In C. B. Davies’s “Woman is A Nation”, in Davies and Fido 1990
189).

* See Chapter 3 of Lamming’s In the Castle of My Skin (1991) for an
autobiographical insight into the distorted nature of instruction of Nationalism
imparted at school during the colonial era.

* Contextual information about Rosa Parks provided by Amryl Johnson,
poet, speaking on cassette A421 produced by the Open University, 1992.
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MAY SINCLAIR'S THE THREE SISTERS AS

AN EARLY EXAMPLE OF MODERNIST
FICTION

2N
X
MARIA FRANCISCA LLANTADA DIAZ
UNIVERSIDAD DE. SANTIAGO DE. COMPOSTELA

. INTRODUCTION

Between 1910 and 1920 May Sinclair (1863-1946) was considered by many
as the most important English woman writer alive and her novels were
compared to those of the best practitioners of the art in the past. After-this
period of splendour her reputation was eclipsed by other writers and, since
then, her pioneering contribution to English modernist f1ct10n has been
generally ignored.

May Sinclair played an active role in the new literary movements of her
time. Among her friends were well-known writers such as Henry James, Ezra
Pound, T.S. Eliot and Ford Madox Ford. From 1911 until 1920, she enjoyed
the company of the young Imagist poets and was an active member of other
groups that were promoting new ideas in literature such as the Tagorephiles
and the Vorticists. Thus, Kaplan (1975: 47) has defined Sinclair as “a
popularizer of themes and techniques which belonged to the avant-garde”
(1975: 47).

In 1913, Sinclair was a founding member of the Med1co-Psycholog1ca1
Clinic of London, the first one to use concepts and techniques of
psychoanalysis in treating mental diseases.' She wrote #n article on
psychoanalysis entitled “Clinical Lecture on Symbolism and Sublimation”,
published in 1916 in The Medical Press (in Boll 1970: 463). Her familiarity
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with psychoanalysis as well as with theories of philosophy was soon to be
noticed in her novels. Another contribution to the evolution- of her novelg
from Victorianism to a more modern stance came from Imagism. Severy|
articles written by May Sinclair on Imagist poets like Richard Aldington,
F.S. Flint, Ezra Pound and, especially, H.D. reveal Sinclair’s awareness of
and sympathy for the Imagist movement. In these articles, Sinclair defendeq
the Imagist poets against criticism and showed a sympathetic attitude towardg
their principles, which she considered to be guided by Romantic doctrines,
Thus, for her, “Wordsworth’s aim and the Imagists’ is to restore the
innocence of memory as Gauguin restored the “innocence of the eye”. She
(1921a: 7) highlighted Flint’s decisive and final break with tradition and the
effectiveness of his vers libre. She (1921b: 398) also compared Aldington to
a Romantic poet: “Richard Aldington is possessed by the sense of beauty, the
desire of beauty, the absolute emotion, as no single poet since Shelley has
been possessed, with the solitary exception of H.D.”, Finally, in another of
these articles dedicated to Imagist poets, Sinclair (1920b: 663) praised Ezra
Pound for his “discovery” of the old literatures of China and Japan and the
“clearness”, “vividness”, “precision” and “concentration” that resulted from
their influence .

Sinclair was also a literary critic of notable perception and generosity.
Her most famous article, “The Novels of Dorothy Richardson”, expresses her
critical appreciation of the aims and methods of what she epochally calls
stream-of-consciousness novel. Despite the evident influence Richardson had
on Sinclair, critics have usually agreed that Sinclair has a value of her own.
Thus, in his early review of 1920, Dawson Scott (1919: 8) argues that
Sinclair does not owe her merit as an innovative writer to Richardson’s
influence:

[...] to say that Miss Sinclair derives from this writer [Dorothy
Richardson] would be doing her less than justice. For one thing,
Miss Sinclair was experimenting with this method before Miss
Richardson began to write, and for another, their work has nothin g
else in common. Miss Richardson’s is monumental. [...] Miss
Sinclair, on the contrary, is selective.

Kaplan (1975) also considers that it would do May Sinclair an injustice to
give the impression that feminine consciousness was something that
appeared only after she became acquainted with Pilgrimage. She (1975: 48-
49) argues that Sinclair’s stream of consciousness was the outgrowth of her
own ideas and development as a novelist. Thus, when she read Pointed
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Roofs, she would have recognized something in Dorothy Richardson that was
also within herself. ) it 1
As Zegger (1976: 143) points out, by reading Sinclair’s novels, one
.15 a better perspective on the genesis of the modern novel. The influence
gaHII-I ary James, Thomas Hardy, and the Brontés on the modern novel,
Ef u:ntl}; mentioned but actually difficult to trace in the works of other
wiqters, is apparent in her novels. L '

In the words of Miller (1994: 164), Sinclair’s Edwardian novels are .the
«struggle of putting new wine into old bottles”, apd her chaqge to modemlsf?
is thecacknowledgement of “the inevitable necessity qf creating new bottles”.
Sinclair was ome of ‘the few Edwardian novelists who tried formal
experimentation in her novels and sought new naxrgtlye structures apd styl_es.
For Miller (1994: 163-202), Sinclair sought new fictional forms with which
to tell the stories of women’s lives and in doing so, “she moved from a
content-driven modernism to the modernism of form™. . .

The aim of this study is twofold: first of all, the paper offers an ana.lys1s
and evaluation of Sinclair’s first novel as an early ex'ample of the transition
from the classic realist to the modernist text narratives. quthermgre, Tl?e
Three Sisters (1914) —Sinclair’s first psychological novel— is considered in
the light of some of the formal and thematic principl.cs as well as the
prototypes of female heroine that she would later use in other modern_lst
novels such as Mary Olivier: A Life (1919) and Life and Death of 'Hanjzett
Frean (1920). These three psychological novels form the core of Slgclalr’s
fiction and should be considered an invaluable link between Edwardian and
modernist fiction. _ ‘ o

Sinclair’s restless experimentalism made her change from one technique
to another, never keeping long in one direction. Sinclair was, thus,
continually fitting the experiences she wrote about into prqgressi\{ely
changing formulas and abstract frames such as the theories of philosophical
idealism, naturalism and psychoanalysis. However, eventually she would
only maintain her idealistic point of view in her later fiction because of her
criticism of the psychoanalysts’ lack of concern for absolute truth and for a
metaphysically comprehensive view of the world.

2. THE THREE SISTERS AS A LYRICAL ANE
PSYCHOLOGICAL NOVEL !

Sinclair’s crucial position as a link between literary movements has to be
understood in the diachronic context of established genres that are deeply
rooted in the history of literature. Thus, the poetic element in her narrative
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prose can be identified as a characteristic of what is called the lyrical novej
Some of the characters in Sinclair’s psychological novels undergo complex
and subtle mental processes that are adequately expressed through a poetic
medium. This poetic release is typical of Bildungsroman novels such ag
Goethe’s Wilhelm Meister. In this way, Sinclair’s novels resemble poetry ip
both their contents and language. Language in Sinclair’s psychologica]
novels calls attention to itself and turns into a medium of poetic expression.

The Three Sisters (1914) has been seen as a powerful novel, structured
around scenes of intensely realized moments that are presented by means of
epiphanical moments. Images and symbols are used in it to suggest themes,
so that the materials of fiction are transformed into patterns of imagery that
give the novel a lyric quality. Thus, metaphorical suggestiveness is increased
and the mind is rendered more effectively. Miller considers that this novel’s
characteristic features —‘the concentrated poetic style, the narrative
comprised of moments, the emphasis on consciousness, the symbolism, the
psychology”— are typical of modernist fiction. (198-199)

Unlike Mary Olivier and Harriett Frean—which start in medias res— the
first chapter of The Three Sisters gives the reader a traditional introduction to
the setting where the action is going to take place. The second chapter
descends from the general introduction provided in the first chapter to the
more particular setting of the house and the presentation of the characters.
There are three paragraphs devoted to an individual account of each sister that
begin with a set formula:® “Mary, the eldest, sat in a low chair [...]” (3);
“Alice, the youngest girl [...] lay stretched out in the sofa” and “Gwendolen,
the second sister, sat leaning over the table [...]” (4).

Boll (1973: 228) situates in this novel the appearance of pointillism in
Sinclair’s fiction. Its influence is apparent in broadly spaced sections within
the chapters, in paragraphs of a single sentence, and in the separation of the
last paragraph in a chapter from the rest. These spaces help to keep the
musical beat going. To balance the pointillism, there are repetitions and
similar or contrasting images that create an impression of continuous
movement. (1973: 228) Special arrangements of paragraphs and chapters give
the novel a poetic rhythm that differentiates it from Sinclair’s previous
novels. Sometimes, a cluster of chapters is used to develop a single scene and
present it through several points of view. A remarkable case is the group
formed by chapters 6-10. Chapter six starts with Alice sliding into the
drawing room before prayers to play the piano and concludes with her still
continuing her boisterous performance of the Chopin Grande Polonaise:
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And she played. She played the Chopin Grande Polonaise, or as
much of it as her fingers, tempestuous and inexpert, could clutch
and reach. She played neither with her hands nor with her brain,
but with her temperament, febrile and frustrate, seeking its outlet
in exultant and violent sound. [...]

And as she played the excitement gathered; it swung in more and
more vehement vibrations; it went warm and flooding through her
brain like wine. All the life of her bloodless body swam there,
poised and thinned, but urgent, aspiring to some great climax of
the soul. (13-14)

This passage characterizes Alice’s piano performance as a means of
sublimating her sexuality. Some words like “frustrate” and “outlet” in the
first paragraph are clearly derived from Sinclair’s knowledge of
psychoanalytical concepts. The second paragraph seems to present Alice’s
playing as a substitute for sexual fulfilment, which culminates with an
allusion to a sublimated orgasm: “aspiring to some great climax of the soul”.
However, the reference to the soul in this last phrase also neutralizes and
spiritualizes the too physical connotations of the preceding sentences. The
reference to physical sensations in the description of Alice’s rapturous
performances will progressively become more open in its revelation of
Alice’s sexuality. Her enjoyment of the physical aspect of music has a clear
effect on her body, mentioned twice as a receptacle of pleasurable sensations:
“She enjoyed the massive, voluptuous vibrations that made her body a
vehicle for the organ’s surging and tremendous soul, Ally’s body had become
a more and more tremulous, a more sensitive and perfect medium for
vibrations” (95). Alice’s attempts to pass her ecstasy off as something
spiritual are finally unmasked when she plays the organ with Jim Greatorex:

On both faces there was a look of ecstasy. It was essentially the

same ecstasy; only, on Alice’s face it was more luminous, more

conscious, and at:the same time more abandoned, as if all

subterfuge had ceased in her and she gave herself up, willing and
- exulting, to the unspiritual sense that flooded her (227).

Chapter seven describes the effects of Alice’s music on the holse, her sisters,
the vicar and Essy. This is a preparation for the climax of the vicar’s expected
violent reaction: “It raged like a demon. Tortured out of all knowledge, the
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. This group of chapters (6-10), 1ink§d by means gf Alice’g piano
ces, centre the characters’ attention around a single motif. The
f their unity because they divide a single scene into separate
arts that form 2 thematic whole. This phenomenon can also be found within
aoraphs and sentences. Clusters of paragraphs, formed usually by groups
p?rthal'ee’ also comprise a thematic unity. The common element that bonds
fhem is usually a character and they are responsible for the peculiar layout of
the page that suggests poetry rather than prose. A paragraph separated off
from the others — formed by one or more sentence— at the end of a chapter
is another example of the unusual layout to be found. Thus, for instance,
chapter ten ends with an isolated sentence: “The three sisters waited without a
word for the striking of the church clock” (29). ‘

The Three Sisters also marks a break from Sinclair’s pre-war novels and
opens her group of psychological novels. With this novel, she moved from
the world of external environment to the inner world of feelings and the
subconscious, from the world of Wells to the world of D. H. Lawrence.
Zegger (1976: 74) considers The Three Sisters a transitional novel in the
history of English literature, because its source is Charlotte Bront€ and its
influence leads to D. H. Lawrence. It offers a rich social history of late
Victorian and Edwardian society and, at the same time, it provides a vivid
account of the inner life of its protagonists. The parallelisms between
Sinclair’s and Lawrence’s novels studied by Zegger (1976:. 73-74) would
include similarities in the plot and in the relationships between the
characters, the representation of the moon as a symbol of the antagonism
between men and women, and the contrast between an asexual, conventional
sterile life and a fruitful sexual life (1976: 73-74). Miller (1994) also
highlights the striking stylistic and thematic similarities between The Three
Sisters and D. H. Lawrence’s early fiction.-She (1994: 199) points out that,
like Sinclair, Lawrence was strongly influenced by the combination of
feminism and realism in the new fiction of the 1890s, and that he also strove
to shift the focus of his fiction to the unconscious. Likewise, Lawrence also
showed interest in the sexual forces that motivate appareritly sophisticated
people .

For Phillips (1993: 22), The Three Sisters is an example of. Sinclair’s
transition from traditional to experimental fiction. She (1993) explores the
representation of consciousness in Sinclair’s novels, employing a close
formal analysis of voice and viewpoint, and demonstrating”that even in her
single consciousness novels, the consciousness of her characters is dialogic.
Phillips (1993: 21-22) explains Sinclair’s transitional role in English fiction
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invariably presents her subtlest, most metaphysical idea under
some living sensuous image solid enough to carry the emotion.

of qualities typical of the observer —passion, emotion,
flection™— and of the image that is perceived recalls Bergson’s idea of
Zrég as a unification of the multiplicities perceived by the subject. The
individual’s “reflection” is simultaneous with that flux of the image he is
erceiving and it includes it.* The theory Sinclair expresses in this review of
H.D.’s poems appears in Gwenda’s moments of communion with nature,
when she is contemplating a group of thorn-trees. In A Defence of Idealism
(1917) Sinclair ( in Boll 1973: 259) describgs these moments of heightened
psychic intensity, in which one perceives reality as :

This fusion

moments when things that we have seen all our lives without truly
seeing them, the flowers in the garden, the trees in the field, the
hawthorn on the hillside, change to us in an instant of time, and
show the secret and imperishable life they harbour ...

In Epiphany in the Modern Novel, Morris Beja ( 1971: 17) writes:

As men have found themselves putting less and less trust in the
truths and absolutes of the past, they have more and more come to
stress the trivia of existence. They have sought meaning in what
they could see, all around them, in the apparently inconsequential
objects and events of everyday life. Epiphanies have tended to be
attached to certain recurrent attitudes toward the meaning of
experience, the nature of reality, and the means of salvation —or
at least of enlightenment.

These sudden spiritual manifestations in Sinclair’s ‘novels point towards the
use of epiphany in a significant —modernist— way that links her to modern
novelists like Joyce and Woolf and separates her from the more traditional
techniques of her contemporaries —H.G. Wells, Arnold Bennett—. The use
of epiphany also makes The Three Sisters approach the characteristics and
standards of poetry. It functions as a structural device that marks climaxes in
the novel and gives unity to it.

The selection of objects that convey a transcendental meaning implied by
an epiphany seems to be anticipated in Sinclair’s (19157 88) previous
description of Imagism as “the naked representation of a thing [...] in no case
is the Image.a symbol of reality [...] it is reality [...] itself. You cannot
distinguish between the thing and its image”. (1915: 88) Thus, it seems
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philosophical idealism —A4 Defence of Idealism (1917).
Passion is the link that Sinclair discovers betwee

n Imagist poetr
Brontés. Mary, Gwenda and Alice, the three protagonists of thig nove],

modelled partly on the carly Victorian Brontés and also lluminateq b
Freud’s psychoanalysis. Phillips (1993: 167) has identi i

(1981) finds the parallel with the Brontss’®

deliberate. She (1981: V) points out that Sinclair had written a
introductions to some Bronté novels re-issued between 1907-1914,
in 1912 she had published a study on
Radford also points out that D. H. L
Vicar”, published in 1914, also deals
Edwardian middle-class women.

Sinclair’s reflections in her book The Three Brontés give the reader an
insight on the influence the Brontés had into her-:

Bront& comes for the first time into the kingdom of
the secret, unseen springs; in her narrow range she is master of the
psychology of passion and of suffering [...]” (The Three Brontés, 124)
“Passion” and “suffering” are, indeed, central in The Three Sisters, which also
presents “the kingdom of the inner life” and its “secret, unseen springs”. The
Innovation that Sinclair introduces is the psychoanalytical explanation of
these hitherto unexplained forces.

the inner life. She grasps

4 THE NEW HEROINES

Sinclair’s first mbdernist and psychological novel introduced prototypes of
heroines that she would dev.

elop more fully in her later fiction, placing them
in different situations and analysing their behaviour, Therefore, Mary Olivier
(1919) and Harrien Frean (1920) can be understood as variations on The
Three Sisters. Gwenda is the model on which Mary Olivier will be moulded,
ilthough some of Alice’s features —like the sublimation of her passion in
ler piano playing— will also help to fashion her. Mary Olivier represents,
hus, Sinclair’s decision to select o

atroduced in The Three Sis;ers. B

aralirfrmse Eoamel

Y and the

, ification
" sersonificatio
father’s dominat
vicar’s pe
«patience f7
intelligence
way,
. a .
tﬁnegattitude towards illness, t
S 2
attract her husbind slf
is described as “a half-
become the focgs ,o
Rowcliffe. Prissie’s del

them entitled The Three Bronts,
awrence’s story “Daughters of the
with the situation of Victorian ganq

“In Jane Eyre Charlotte
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‘ to a woman similar to
ment that could be open 1o
ities O;devd(z);; the other hand, encapsulates all the negativ
: jett Frean, :
nda- Hm taret sisters. - father
eacwrismsl\zf thear?c?I Alice Cartaret live under tgg tirrannt})llpc;fs tlé(;lrwomen'
= nsidered stereo _ :
- Guends, All of them can be co ed  of women:
e Vi f Garh, Mary the feminine type an
e e wenda’s rebell is able to attenuate her
da is the i da’s rebellious nature is at
5o o passélﬁg ' Siz:nover the two characteristics tha(t:1 det:l_r; c'g};c'
o ely “wisdom and pa :
hout the novel, nam tiehce”
i the deadly thrus
11 and wisdom before ' | her
* (168). Alice is not able to oppose k}er fath% 1r111 tsxlllci:? Zt(r)ln:ifrel:t e
; ists i ing the piano without
o e 1 ;1 Ii)lllagézssgi Harriett Frean will a}jso hf:fvgl ltlzz
issi ho makes herself 1

he same as Prlss1§, wh o
attention. Alice’s masochistic enjoyment of hzre ﬁir;eto
voluptuous pleasure” (32). She uses it as a evice 10

f her family’s attention and also as an excuse

i s —also intended to
ight at her self-provoked 111nesa remarkably similar

sonality throughot
railed before her w1

her reb X
and morbid pleasure in h

. . ) in

ttract her husband’s atte:ntlon——5 is characterized

a 33 .

“ ntent”. . . hor

manner 23 VOhrIE)trl-xlﬁ:;c? of Chopin’s Grande quonalseh epl'é?(rlxlﬁi; her
Ahci ' azflieve self-fulfilment and the sul?h.matlon of: ise;o: JE

singg® g)livier and Dorothy Richardson’s Mmam, mx;scl) o e vem

o Mary' her oppressed inner life. By playing thf: pia h, hey dl g

o rele'asmgcknowledged feelings and have a semi-epip an cvelaon o

o the;;clllc:ce6 However, Gwenda finds no ﬁ:l:ai clrI:; atﬁ; vi’o o 1

et ctivity: ion found no outlet 1 I

) tivity: “Her passion T e Besaie

mtflletthl)lzi E:)undz It was passive, rather, and attentive (340)

voluptu .

i f her
i tually end up taking care o
’s i dent nature, she will even e
g Sstm:se pl\?II;ry Olivier has to renounce her owr(l1 freezc;olrlrér;zlf e s
father, Jltlj der the pressure of her isolated state, Gwenda sh S e e
{)n?&:erﬁ hrelr former desire of freedom, of wanting to earn he:
e

i T ¢ moments when she saw herself as
o momer i%pgfaiﬁ?ﬁf'thg‘;:;:i;e;d the memory of freedom. The other
wae Women& I:lca tive creature who had forgpttf:n (337). Oliviers. Both
" Gwend ’an E tion of her inner life is similar to.Mary i TS o
Gwent.ia i floil(t;hgir inmer lives are impregnab}e against the wortrlie of e
of ﬂ;gr;l;él ?1'111;}} azsert the superiority of their solitary selves over
WOr,
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nothing moved” (339-340). The
othing moved" -340). sentence “‘Outsid i
siiking similarity with Sinclairs (1915 58) sutoment apor Tl
Riiﬁaﬁiﬁt;,. 811:1 Pilgrimage in her article “The Nov(;lllst thf
suggest that ;Nher?tllz/llzi }slé-ipplel.ls'-h is just life going on and On”o Thl')oroth
A Inclair was reviewing Dorothy Rj e coul
Zﬁ;e;‘;i egegﬁg;}llzlnzgé perhaps unawares, sogmethingyt}?;tc h:;gs%n ds Novejq
_ e Ihree Sisters. Her admissi “nothi ¢ alrea
Richardson’s novels see T ason that “nothing
ms to refer to the lack of em i
x;)cl)lrllgo:nii’ t}:] extreme importance of the internal W};EZSICS)fO
o thc.;l . Gwer:i (’19%8: 57) refers to in her article. Zegger (1976: 67) po;
courage ok ha s love of the moors, together with her inde .end) o
e » mal er resemble Emily Bronts as depicted in Ch lp B
¢y and in Mrs Gaskell’s biography. ariotte Brongg

A i '
nother feature shared by the inner lives of Mar y Olivier and Gwend i
d 13

nts

: | . S a un f GW d ’ €] t’l()]l S]l()WS h
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- ading books is a symptom of her attempts to dominate her passion:
freadlts " = o rious reader. She liked hard stuff that her brain could

R me a .
s o had becO a book and gutted it, throwing away the trash. [...] She

n. It ?:rl(l)ﬁi heavy stuff that drugged her brain. And when she found
t haveould n‘;st her intellect she set it deliberately to fight her passion”
at shsez‘)’ In her attempts to dominate passion by means of intellectual
_5'1-3 ‘she is similar to Mary Olivier, who writes poems to forget
onc'en,'f_s’“The poem would be made of many poems. It would last a long
tﬂrouah the winter and on into the spring. As long as it lasted she
,“mfl’d be thpy, She would be free from the restlessness and the endless
?;(i)otic reverie of desire”. (Mary Olivier, 234) Mental activity is paradoxically
1haracteﬁzedin this passage with images of physical violence —implied by
tche words “furious”, “outted” and “fight— and the resistance opposed by the
pooks she reads —described by the adjectives “hard”, “strong” and “heavy”.
This portrayal of intellectual activity as a physical struggle suggests
Gwenda’s efforts to sublimate her sexuality. Radford (1981: vi) mentions
“psychoanalytic theory to dramatise the tension between

Sinclair’s use of _ [ : :
conscious and unconscious motives in her characters, between the social

rationalizations and the irrational forces of their sexual drives”. However, she
(1981: vi) also points out that Sinclair had also treated women’s sexuality in
evious novel, The Helpmate, published in 1907.

The reader of The Helpmate may notice several levels of awareness in the
characters. From the beginning of the novel, irony provides the reader with a
point of view that differs from the idea the characters have of themselves.
Phillips’s (1993) analysis of the problematic area of the unconscious in The
Three Sisters demonstrates the variety of methods employed by Sinclair, and
her success in leaving open to the reader the interpretation of her characters’
unconscious minds. She (1993: 157) distinguishes three levels of thought:
“conscious articulated thought, [...] pre-verbal thought which is mnot
articulated, [...] and finally, the deepest of the three levels, the one that is
incapable of articulation because it is below [...] [the] level of awareness”.
Radford (1981: ix) is also aware of difficulties in the representation of
unconscious life in The Three Sisters, such as the parenthetical authorial
interventions to tell the reader dbout the discrepancies between conscious and

apr

unconscious mind. An instance of the discrepancy between the conscious and -

the unconscious mind can be found in Gwenda’s renunciationﬁof Rowcliffe,
so that her sister Alice can marry him. Gwenda’s renunciation is parallel to
Harriett's refusal to ackmowledge her love for Robin, her friend’s fiancé.
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dependent personality and the un
unable to accept her frustrated
sister Mary, Gwenda feels self-
“She [Gwenda] faced it [the fa
strange courag,

sublimated repression of her de
love and ruin her life co
satisfied with the idea of
ct that she would have t
¢ and a sort of spiritual exaltation, as sh
ery] that she was going to die”
this passage, as Gwenda equates her sac
immolation of herself in the name of her s

mpletely. 1. }}i
ber own googr .t
0 80 away] v,
€ would haye
(184). Irony can be percejy,
rifice with a dramatic

foredoomed, inevitable”

Chapter sixty-two is dedicated to unvei

1 these unconscious fee
Gwenda by means

“duologue”. Her per
gages in an argument g,

of what the narrator calls a

Harriett takes pri
voice” tells her she has don
onin her [...]. “You should
rather”. “Do you call this
word. For it was not in answer t
brooding mind” (370-371).
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own self-satisfied com

de in having behaved
e it 'for her soul: “And a dreadfiy]
have taken. You had your chance
[...] The unconsoling v
0 it that a certain phra

duologue went
I’d have died,
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“Twi lad. I want Mary to be happy. Why -

: d t’? ? ?rsigﬁé aIsvgllitbic%uld make any difference” (3_43—'344).
suldn’t 1 be glad? ﬁesrself to be “glad”The repetition of th.is adjective in
enda has 0 o s her obsessive repression of her sexual jealousy. This
his passas® emphasmecious reasons is also shared by Mary Cartaret, who
nawareness of ur;cfor‘l‘fgoodncss and sweetness” typical of the “wqmanly
gives a0 IMAE” tes, and uses her pretended goodness as a shield to
omal” /P S0 L idea of herself is also presented in
. W ipulations. Mary’s excellent idea o S0 presented 10

hide ber man'p her “exquisite sense of her own goodness' (334).
e ironic K€Y 59 liffe because she feels attracted to him, she. ke;ps

ing 0 et HO e ing i i Alice. This justification
yng | herself that she is doing it for her S}ster ice j tion
comvinelns eenclose:d in brackets without the 1ntervept1on of a narrator ’
is o et}nilets her self-deception and the intrigues_ hidden beneath Mary’s
: hlgx?el:ls% afld sweetness”™: “(She said to herself it would look better on
“g00 > |
Ally;;??ﬁ:égeézég; unveils her unconscious mouﬁhtih ir; 2;1 c%r;\;eﬁ:g;r;

i oachfully reminds her that she

she ha Wlt?oGI‘l)Z?ndI?I‘e\:}g%ns:?:iéipzvith “be};laving beautifully” is shared by
been. mcleﬂ an:’ ‘;[ ] Mary believed in keeping up appearances, .and the
Hare e hé mo;£ desired to keep up was that of behaving beautlfully' to
appez}ranCC[S 1” (378-379). Mary’s thoughtless comment in her conversgﬂor%
e SISGtCI'- néé allows her sister to see her true nature behmc} the veil o
“ylth Wses and goodness” and the remorse she feels. Author'1a1’comme:1;s
af;?iltﬁinask other characters’ real natures such ‘as' RoXJchffeg anduthi
Vicar's.® Rowcliffe, characteriz%c‘ibbyhthe e:t%l;ezsslo; 1ﬁsr§mairc11ugon};21ted,
throughout the novel, is pr’e,ssente y the na{‘rffe’s s sellish and coneetes
The phrase “romantic youtl} represents Rowc 1b ; ﬁimself o
his self-deception. It is an identity hq assumes before ot ot
“He knew he would not really have liked it. But. h1s,r0é'nahcﬁy uth persuaded
him in that moment that he would”.(67.). Rowcliffe S Ihp;l 1 Zo s seen In e
inner and outer dialogue that he maintains When.he is talking e o

i i e doesn’t take it [the hysterical nature of Alice’s 1 Iness]
isrilc}izet?. IEmife’llfo 1?&1:1: he said: “Well; I'll send the medicine along A?E;I:i}slt“a
(The Three Sisters, 77). In his thouggl(l)t)s, he rather cruelly refers to Ali

’ i hter” .

poorﬁ?l?gseorilssggr?xtlei;f:é iﬁf RowE:liffe is in lovg with her:;,.The narratg(r:
presents her self-deception in a more symptheUc way, grllq\gen%’ Oiaggf:;y
account of Rowcliffe’s visits from Alice’s point of view.

. She sai
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destructive to the blessed state, which was pure passivity,
contemplation in its early stages, before the oncoming of rapture” O1). 1
narrator’s description of Alice’s ecstatic contemplation of Rowcliff, Wi
words such as “ecstasy”, “blessed state” and “rapture” recalls the

of the mystical process of achieving direct intuitive experience o

aware that Mary Cartaret was sweet and good. But he had found that Sweet
and good women were not invariably intelligent. As for honesty, if they were
always honest they would not always be sweet and good” (74). Progressively,
his idea of Mary becomes more acceptable because of the Soothing
tranquillity that he associates with her: “And it struck Rowcliffe, as it g
frequently struck him before, how good her face was” (216). This effect has
the result of modifying even his Jperception of her physical appearance: “Hig
impression was that Mary had made herself beautiful. [...] Up till now it
hadn’t occurred to him that Mary could be beautiful” (237). From thig
moment, he will convince himself that she is perfect for him. The T€ason is
that Mary is always doing domestic work and seems to enjoy it. Thus, when
he sees her knitting he approvingly thinks: “How sweet she is. And how
innocent. And good” (241). Mary finally achieves her goal of presenting
herself as the only possible alternative for Rowcliffe. She has managed to do
this by portraying her sisters in a poor light and by presenting herself as the
saviour of the vicarage’s household management.

Gwenda is also seen through Rowcliffe’s eyes and judged in an erroneous
way. First he assigns negative characteristics to her —egoism and conceijt—
which later prove to apply to himself t00: “He said to himself that Gwenda
was impossible. She was obstinate and conceited and wrong-headed. She- was
utterly selfish, a cold mass of egoism” (201). His dislike of Gwenda seems to
be caused by her independent nature, which makes him think he cannot
wholly control her. Zegger’s(1976: 74) awareness of the true nature of the
relationship between Gwenda and Rowcliffe is also apparent in her comment
that “Gwenda has a core of individuality that she cannot submerge in her
relationship with Steven, and her self-contained and aloof quality exasperates
Steven” (1976: 74). Gwenda herself explains to Rowcliffe that she is neither
feminine' nor gentle, and these are precisely the qualities he will find in
Mary: “.. T am not so dependent on people. I am not gentle as Ally. T am

‘from The Three
showing that
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’ ly at all”
ly. In fact, I'm not woman
: ] I'm Dot as woman o part,
t as loVIHi%f?: ?esents her having a life of her o;vn, Whl‘ire I]tﬁrﬁl?tﬁr :‘ toppalayt
cl . ith her is what makes to

98). Rowe = disenchantment wi axes Jooe
is progressive . Gwenda is given the privileg
d his Pros 's “sweetness and goodness™. > g ! .
ftention 10 Mary’s Sl\zft‘:"e and sig;ificantly, she does it by disclosing the

£ unmasking Rowc

; i ? k has fallen from his
¢ £ his “romantic youth”. Now that the mas

i t.
- falsere® 0l’fishness —the sin he had charged her with— becomes apparen
- face, his s€

h alysed the complex interactions between the.characters
N isten yand those from Mary Olivier and Harne_n‘ Frean,
Slg: Zfot only has some positive traits that are Slmﬂ;r/[ to
ier’sGr ‘lﬁ?also shares some of the negative characteristics of Mary

d Harriett Frean.

This sectio

Mary Oliv
(Cartaret an

5. CONCLUDING REMARKS

] . ether with the rest of .her psygholpgmal
Smdair’sig;en?;crlegf Sb?iﬁgd;:l;id and analysed ;f a mtajc;r %E)I?itsrﬂ;:;;nh;c;
sy ish ficti early twentieth century.
the transmonaliréﬁgi?eﬁglotﬁizf ;lilfn byy analysing he_r first .nove%l asfutllie
atempte? tOf Crnuch of her later modernist fiction, in wh1ch’ she . Oz
o opod hO wn views on contemporary theories §uch as Imag1sm gnm o
deyeloped' e{ F)dealism The Three Sisters shows the 1r}ﬂuenge of Imaglsb.ect
PhﬂOSOPh.ICE1 1f oetic 'imaces related to spiritual mamfes.tatlons. The Sll Jn’s
iy perUSIQHSi p'th the imbave in a process that can be 111.<ened to Belr,a'sc‘)bl
feels 1dent1fjle Tvkﬁzse ecstatic tr::noments of heightened ‘intens1ty are r;clo gm:1 anzl,
;celfaat:; éuzlf:.later modernist epiphany exerrkllplifliedi C12r111 ﬂsl'fan \ré(;;gso ofo};acoetry,

i to the lyr i
WOOl'f’ 'andbbtrlllnags :Lh:trl?cotzfil icifsi; that gives coherenge anc_i ,umtﬁ/ to tl:g
np- ok its climaxes. The Three Sisters marks Smc!alr s change 0
o apd lrlnar sdernist narrative, where there is an erpphas1s on the énr;
e typlf%a ﬁ, Eﬁn and the subconscious, unsystematlcall.y repr’esente aﬁvz
r‘:gilrclls %f t1:>a?re‘r31th€:sis. Moreover, the poetic qualitt}/ 11012 ?;?fcl:llr ;o \?:fr e
i i i i category o -

comp emltlgs Iltbci(r)atz?n?rg;ld;i)ézsst:seexpreisgi in Sinclair’s psycholozg:ggc;li
COIHPIC;{ a(li] ::llitable medium of expression in poetic languz.ige. In The o ;’ ¢
29\;615; 12 iahanical moments, images and symbols. contr;bute:;gSigrne o
1151:;1 ’atrrrl)oiphere that complements the poetic medium Z ﬁasxpChapter; o
h);ghlicrhted by Sinclair’s distinctive marking of gar:lg; iin;gle apters an
Sentencces. Thus, a group of chapters can be focused o
makes them function as a thematic unity.
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This paper has also studied how the pla ;
i of
Sx}gecrlfnstigf; ?;?;};Piist of hercgnes in The IhgeeySisterrI?vlr::zr;la%ﬁ?eiﬁted NOTES
» er psychological novels reflect i ° :

of female charact - ct and distort tho o
variations on Th:rsl‘izﬂrfei%gzl;nerv?]nhd Harriett Frean can be unc?:rsrt)att ‘ 1 “May Sinclair and the Medico-Psychological Clinic of London”,
positive character ho i pa] 7s. ereas Mary Olivier is Presentegod - s Boll (1962) gives a thoroughly documented history of the founding
encapsulates all the g partly moulded on Gwenda and Aljce, Harri a g'(gi)ssolution for the clinic and of Sinclair’s activities as a founder-member, her
Frean and Prissic. b egative features of the Cartaret sisters Alic ett F % it of the clinic, and her authorship of the report of the clinic for 1918-1919.
illness. used 1 have the same morbid and masochistic enj ¢ H supP assing, Boll (1962: 310-326) says of Sinclair as an author, “her disapperance
Mo ,Ol as a device for making oneself the focus of attenti njOym.em Fncritical history is a silent witness against the narrowed perceptiveness of the

y Vltvier enjoy playing the piano as a release for their relon' Alice g f g?ntemporal'y critical world, and not a judgement against her works”.

2 Hereafter page numbers from The Three Sisters will be given in brackets.

their epiphanical experi |

periences. Both Gwen ivi i

mgments of commmin ot Ger daan a.gd tI\I;Ieat}r,y Oé1v1er enjoy simily 21 am using Dorrit Cohn’s terminology (1978).

independ ive i on.

imelfectu(;ﬁ:szy means of a progressive intellectualization. This dedicat:

oellectual profs puts their femininity at risk, as it does for Jane ;_?Ul(;n to
] agonists of one of Sinclair’s vl

earl ;
(_1909). However, Gwenda also has some similaritiesywiliﬁvels’ o et

3 Gee Deleuze (1987: 83-85).

4prissie has a masochistic pleasure similar to Harriett’s and Ally’s when she
ells Harriett that the doctors find no reason for her illness. The narrator reveals
Prissie’s secret reasons by means of the ellipses, meant to represent repressed
thoughts that cannot be voiced by the character.

In the morning Priscilla told her about her illness. [...] It seemed
to give her pleasure to go over it, from her first turning round and
round in the street (with helpless shaking laughter at the queerness
. of it), to the moment when Robin bought her the wheel-chair. ...

4 Robin. .. Robin .. “I minded most because of Robin. [...]
Robin’s a perfect saint. He does everything for me”. Prissie’s
voice and her face softened and thickened with voluptuous content.
ed thoughts and motivations | (Harriett Frean, 73-74) (Ellipses enclosed in square brackets are

: mine, the others belong to the text.)

thus, an essential m i

7 ’ odernist characteristi

i » something that Sinclair - eristic of
; would a . .

;ex.ne.w of _Dorot.hy Richardson’s novels with the sonte ls.o highlight in her
t is just life going on and on”. 0 nce:

‘ 5 Mary Olivier's inner happiness is closely related to her enjoyment of piano
“Nothing happens. plgying: “When Mary Fk}oughF of thq piano her heart beat faster, her fing‘ers
twitched, the full, sensitive fingers tingled and ached to play” (Mary Olivier,

183). This streak in Mary’s personality could be seen, thus, as the result of the
direct influence of Alice Cartaret, and also, possibly, of the first three instalments
g of Pilgrimage that Sinclair had reviewed in 1918. This would confirm the idea that
Sinclair’s Mary Olivier is not merely the result’ of Dorothy Richardson’s

influence.
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7 “Harriett was aware of a sudden tightening of her heart, of 2 cree

depression that weighed on her brain and worried it. She thought thig Was her p
for Priscilla” (Harriets Frean, 75). The last sentence shows an ironic

Harriett’s behaviour on the part of the narrator, who shows a knowip
with the reader. Both are

aware of Harriett’s jealousy.

8Ham‘ett’s self-deception ‘is also expressed in the repeated referen,
“beautiful behaviour”. Her parents had always exp

ected her «p
beautifully” (Harriezs Frean, 23). Howey

i beh
er, there are some paradoxical

15)— but red campion flowers, the sy

mbol of sexuality, are also
beautiful: “Look Hatty, how beautifyl th

ey are” (Harriett Frgan, 20).

’ Phillips conducts a deta
characters in The Three
“wisdom and patience”,
exploration of his lack of
“romantic youth”, as he ¢

iled study of ironjcal ways of alluding to some of the
Sisters. Thus, the vicar is referred to with the Phrage
which develops into a m

uch subtler and extensive
charity and his repressed sexualit

y. Rowcliffe ig called 5
an be read alternatively as a glamourous hero figure or as
an arrogant and deluded person. Mary’s self-image is characterized also by the
repeated phrase “goodness and sweetness”, which Suggests the legend of “the
angel in the houge™ (194-293).
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MARYLEE. HADLEY IN WRITTEN
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In her introduction to Home is Where the Heart is, Christine Gledhill (1987:
37) claims that :

the figure of woman, which has served so long as a powerful and
ambivalent patriarchal symbol, is also a generator of female
discourses drawn from the social realities of women’s
lives—discourses which negotiate a space within and sometimes
resist patriarchal domination. In order to command the recognition
of its female audiences, melodrama must draw on such discourses.
[Tlhe dual role of woman as symbol for the whole culture and as
representative of a historical, gendered point of view produces &
struggle between male and female voices: the symbol cannot be
owned, but it is contested.

On the other hand; David Rodowick (1987: 272) has commented on the
dangers that wish-fulfilment and desire, and especially female sexuality, pose
to successful psychological socialisation and argues that

successful socialization requires the division of sexuality from
sociality. This problem is especially crucial in the representation
of women who, split between the passive, suffering heroine and
the turbulent sexual rebels are identified in thé relations of

. patriarchal authority only by their systematic exclusion. The

e e b manrea ta the assumed right of
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atic form is thus generally identified with the bourgeois milieu
As a genre, it was initially juxtaposed to tragedy, which was
ociated with the representation of the much-loathed and
t aristocracy- Inits early days, the melodramatic conflict was clearly a

onflict, the villains always being members of the aristocracy and the
%as? c'sed hero/ heroine, a member of the bourgeoisie, the emerging class.
et the latter social group finally established itself and acquired a
o socio-economic status, the class conflict lost its relevance and the

melodf am

radi
orTup

Significant . . « »
melodfamatic form sought then to establish bourgeois values as “‘standard
values set aga
Often uphOldS b
quo. The family
was assumed,
this way, the f
the emotional
which resulte

200) puts it,

inst the background of the family, the social institution that
ourgeois ideology and its interest in maintaining the sfatus
was meant to become a kind of “Heaven on Earth”, where, it
all problems generated outside its scope could be solved. In
amily institution became psychologically overburdened since
expectations generated around it could seldom be fulfilled,
d in frustration and disappointment. As Chuck Kleinhans (1991:

[ulnder capitalism people’s personal needs are restricted to the
sphere of the family, of personal life, and yet the family cannot
meet the demands of being all that the rest of society is not. This
basic contradiction is the raw material of melodrama.

On the other hand, in the US this line of development cannot be so easily
traced because there was no aristocracy as such. However, there exist
variations on this theme, as the sophisticated “aristocratic” family
melodramas of the 1950s evince. Families of nouveaux riches substitute for
the aristocracy, but the former can hardly epitomise virtue due to the bad taste
and extravagance that often characterise them, defects that the self-controlled
bourgeoisie abominates. ‘

Along with the subgenre of the aristocratic family there exist others such
as the (extramarital) love story, the maternal melodrama and the adult film, a
subgenre to which, according to Barbara Klinger (1994: 37), Written on the
Wind belongs'. This specific subgenre is best characterised by its . brazen
depiction of male and above all, female sexuality. ‘

Partly for economic reasons and partly to counteract the success of
television, the studios financed a great deal of similar “adult film” projects
and this saucy trend became the norm rather than the exception’. That is to
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as these assumptions inevitably condition anyone’s personal reading
blert «, which may indeed result in a farfetched misreading. It seems

g WOIX,
51rk jronic undertone should be taken for granted: we may feel forced to
“:in his production as inevitably subversive in that it ironizes about the

" eorisie. Consequently, the Sirkian ironic subtext has been discussed
,Q“Iglenany different points of view. Critical reading is always historically
,‘omﬁc and it reflects the prevailing trends of its social/ historical context.
‘Tehcils mobility of meaning suggests that academic readings come to terms
f ith the formal properties of a text through a series of interpretative grids
i vided by the developments in the discipline, rather than through a rapport
0 ‘ruth’ of the text” (Klinger 1994: 25). Thus, it is
able that critics may reject and disagree with each other’s readings
e text. Feminist critics, for instance, are bound not only to find
triarchal strictures in Sirk’s works, but also to accommodate the
characteristics of the ironic Sirkian system to their attacks on patriarchy.
Commenting upon sexist readings of the character of Lana Turner as the “bad
mother” in Imitation of Life (1959), Christine Gledhill (1987: 12), for
example, rejects this labelling for it is just “a judgmental temptation few
Sirkian commentators have been able to resist, despite [the possibility],
within the logic of the ‘Sirkian system’, for ironically exposing ideologies of
motherhood. Ironic value in this context has an implicitly misogynistic
edge”. Her reading of irony works in a different direction from that suggested
by other critics. Particular critical readings may not only clash with previous
ones, but they may also overpower authorial intention. As reader-response
criticism defends, an artistic artefact becomes meaningful (if it ever does)
through individual reading, and understanding cannot be fixed. If we take, for
instance, the ending of Written on the Wind, we may see that what for some
(de Cordova 1987: 266) is an (apparently) ideologically correct ‘“happy
ending” reinforcing the bourgeois social order as represented by the main(?)
characters in the film, might easily be subverted and contradicted if we
concentrate on the position and signification of the fringe characters. This is
what the next part of my analysis will be devoted to.

Written on the Wind tells the story of the wealthy but decadent Hadley
family, whose members are either physically or mentally ill. Affluence,
ironically once again, has not provided this family with happiness, as the
capitalist myth of the fulfilled affluent family is self-conscigusly exposed.
The two Hadley children are stark embodiments of maladjustment and
decadence, which actually seems to be expanding to the small town itself,
aptly named after the family, and thus turning the Hadleys into an extended
public family. The audience is not meant to identify with them for, as

understand
of the sam
traces of pa
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be forgotten that, during the War, women were given the chance f
me measure of social, professional and economic independence. :
When the War ended, the men came back and took over the jobs that women
4 been doing meanwhile. As a consequence, the women had to return to
“ha i homes and adopt the traditional roles of mother and housewife granted to i
. ttﬁZm under patriarchy. This provoked a sense of general anxiety among the m‘“
opulation at large, as both men and women found it hard to adjust to the ‘
roles available to them within the social network: According to Mintz and }
Kellogg (1988 195-196) i

£y
Several factors contributed to a widespread sense of discontent I‘
among American women. The closing off of employment li
opportunities and freedoms enjoyed during World War II frustrated
women who had tasted the economic and personal independence of s
“men’s work”. A tension underlay woman’s need for personal ’
fulfillment and the sometimes conflicting demands of her family ‘
role. On the one hand, young women received the same education | i
as men and were encouraged to develop their skills and intellectual “‘:
abilities. On the other, women were pressured to maintain their ‘
“femininity” and to seek fulfillment as wives and homemakers, and
they were cautioned against pursuing a career. The result was a deep
sense of ambivalence and internal turmoil . toward both
homemaking and career. [...] Men’s roles, too, were subjected to
extreme stress in the postwar United States. With chagrin,

Cordova (1987: 260) asserts, th i i
lov 1 2€ » the point of view offered t i
gzlp;}rﬁatg;zt?:m f;lmlly melodramas of the 1950s is th;)t ﬂ; a;ldwme n
‘ 1ly “over and against a more public one” vt
geois f - The stylisation ¢
;n 15¢-en-scene thr.O_ugh colour and deliberate bad taste rcinff) o, sation of th
0 resist 1'dent1f1cation. Paranoid Kyle Hadley (Robrc

ﬁould not
y enjoy 5

are constantly contr. i i
Hudson) andyL asted with the sober characters, Mitch Wa n,
carried out through M?F’reﬂj({adley (Lawen Bacall). This juxtappe,
Sl acting (excessive vs. subdued ise- X
colours and cars are associated with Kyle and l\ljfar))ih:en e
:lrllfil'lower' colours are associated with Lucy and Mitch) and dj
“hollceencells meant to 1dentify. with self-control and not, in the word
o) f}t,ep aytllzllg - As Rodowick (1987: 279) explains, the general ds of Lucy,
authoritmlz Of1 World War II. “promised, through anc> accept.
stabilit 4 b tvgor‘d of economic mobility, self-determination
Placuedy,b uf elivered In 1ts stead a hierarchic and authoritari
Kyfe anc}il ears gf the internal subversion of its ideologies” Soci
subvc;rsio s ?Spticméiy Marylee, embody the much dreadeq SiCltOpath
n™ in the film and for this i . terna]
Som;—l form of ideological cOntainmem:r,eason they will be subjugated through
concest::fz:ﬁdltfrlg rgnhg;z gf}ge(:is ?fl 1Mar'yle:e and Mitch that I would like ¢,
- » TOLlOW, i :
final moments of Written on the Wind, ?ﬁigllizgggunmdytgvgé l;Ieiadmg o e

ance of jtg
and socig]
an society

lgésauilselgles might have experienced upon the release of the fgzem from | psychologists traced the decline of the traditional father and his
: . saesser (1987: 47) explains, “melodram: 1 Fhe : replacement by a bumbling “dad” who seemed out of place in the
either subversively or as escapism —cate’ i ™a appearfs] to function ] family home. [...] Popular culture was saturated with acute cravings
Fhe given historical and social context” Fgorle; Whl-Ch are :i_lways relative to ' for calm, decisive, strong, consistent, strict patemal authority, ‘

;Iégile £990s, the characters of Mitch .anéolrdnuZye I;Slllrétn?fd‘:%v Zf SPe(Ctators | but real fathers seemed incapable of meeting these needs. ik

D) relfers to as the “ideologically corre & ordova (1987: - b

. g:j:ct thldentlﬁcaﬁom as mightyhave g;:no Lig? éa;r;a?n nt?ll all\gsags be the Moreover, Klinger (1994: 112) explains that the refusal to accept such roles H

cogtés‘tzg artgedggﬁéﬁsctc;g ﬂllf ltiOmlnant ideology being constantly :xp’l;zzfie ‘ could actually be considered pathological i“‘

j{‘ “\’ patriarchal ideology and its effects ?Islyat%v;rac;l:? d 1dent1fy. the Work.ings of ' [wlhat was defined as sick often centered on deviations from “

: “{“‘”\‘“\‘ more readily with the subversive “victims” gf may entice us to identify normative ideals of proper male and female roles. In a culture still ”

“w‘\“‘\‘\‘\ (i.e. Marylee Hadley), than with the charact. :hrepresswe patriarchal system uncertain about the success of postwar civilian readjustments and I

g Elsaesser (1987: 45) argues that cters that seem to be endorsing it. » enmeshed in a Cold War that left its powers somewhat in question, e

g facts about [the melo dramatic] 1 d_? .[hjlstopcally, one of the interesting - the definition of gender roles attained paramount importance, M

to coincide [...] with period f% 1tion Is that its height of popularity seems particularly because of their implicit affiliation” with social A

p $ of ideological crisis”, such as the 1950s. This stability. Concomitantly, “failures” at assuming proper gender y

was indeed a time of deep id i isi ‘ ibiliti i

had to be forcefully restop 1deo%<;lg1cal Crisis, as the prewar social organisation responsibilities, such as wife and mother or father and H '
red. These were the years of the Cold War and it breadwinner, caused [...] sociologists [and] psychologists [...] to
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jane. After promising her that he will behave like “Tom, Dick and
[P;le will] take her to lunches and the movies”, he proposes to her. She,
\ uoh, agrees to marry him there and then without having a chance to
s hisbtransformation from a spoilt rich young man into a normalised

B - ois adult. What Lucy values above all is the marriage certificate itself,
;in ffe duly achieves it. It is this that leads Mitch —and perhaps the
dience— 10 become disappointed in her, for he thought Lucy (with whom
nad already fallen in love) was a “different kind of girl”. After their
peymoon, they move to the Hadley home and Lucy meets Marylee. Once
a0ain, the WO characters are visually juxtaposed in the scene in Lucy’s room
ﬂfrough the device of the looking glass. As Bacall brushes her hair, we can
sec Marylee’s reflection on her mirror, and they actually seem to be making
' {he same moverments, which hints at the possibility of each being the
Stairs®: wmirror image” of the other. They would represent the two faces of the
f the representation -of femininity. They would thus

category “woman”, O . '
des of the same coin, one a representative of the law, of

pecome the two sl
adherence to the establishment, and the other, a representative of subversion,

non-conformity, or in Rodowick’s (1987: 273) terms, authority and
madnesss. Such a rigid juxtaposition and typecasting for women within
patriarchy —that is, the healthy girl-next-door or the subdued sexless wife or
the whore or sexual vamp—calls for further consideration of the only roles
available to women in a bourgeois milieu. As Rodowick (1987: 273)

pathologize deviati

. ons an i

nationsl sasury d ponder their destructive P ,
| Oree

several ways:
oo drivesaZSﬁ :il;yhg:r mc})lney (her access to it is never questione
band. ahe clash ca , she 1s.hard1y Ever seen without a glass of Ii
fully st ke o , Eost Importantly, her sexual needs ne o n
visually J'uxtaiJOsed :vs)th eIfhand’ 1n the opening sequence of ﬂ;/eerf'see y
film. Magerosed i " ucy, the other important female ch, o e
characterisﬁcauy o 0e-s vouldered and shot surrounded by shadar e L
part, S T Se;;iiugedand malignant expression on her lev - o
of the sequence, Marylee afwa‘;/:TEg a prudish white nightdresg Xt }:}?r ot
. 2 Ctive and determined, goes dow.n the b

however, remains ;
, Iémains in her . .
shooting”. room and finally faints upon hearipg
"Marylee’s ch i -
! aracter is far too i
narrative and s 0 €xcessive to be accomm ,
: successfully turned into a fit figure for sympath;??ed Into the
rappo

explains
the inability to resolve these two extremes —that is, t¢ find a way
to compromise the inertia of the law (the social system defined by
patriarchal authority) and the restlessness of desire within
individual characters— constituted a real crisis of representation

assume a close Ii
: nk between these two characters, especiall ;
> especially because upon for the domestic melodrama.
This crisis characterises the ending of Written on the Wind, for, as I will try

Mit . )
itch shares. She explains that she envisages her future j iy

tire involving 4 to show, the epilogue to the film, which starts after the trial sequence,

seemingly works to uphold the bourgeois order as represented by Lucy and

husband, i
a house in the suburbs ang kids”. Kyle believes that she q
.. eserves
Mitch, who are seen happily leaving the rotten aristocratic world of the

Hadleys. But does this “happy ending” really work? Marylee is also
foregrounded through a crosscutting of images of her and the newly formed
couple and her representation remains too powerful for the” ideologically
correct bourgeois ending designed to make us forget her. She was supposed to

club for “the preventi

on of boredom”
aboard Kyle’ . m”. Thus, they end u i P
Onee theZe | 12 }ﬁiﬂrga;nd staying at a very expensive “littlpe fb}c})’gci t;:) hMlarEI
naterial wealth spo coslsdlfe sialn to Lucy that with him she could h:\?e :;)llllstizé
s ! T aspire to. It
or Lucy t'o dl_gCSt and she leaves the hnfp]alIQE‘io‘:.e.\sl:l}?thnt 00 materialistic
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be necessary to analyée her relationship to Mitch g

Lucy 1s meant to be a substitute for thepLawg, itis H’III‘BSO:IT}; :::}111e o

irilosf 1Qeolo.glcauy l.aden. Barbara Klinger (1994: 109-12) hasarac
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P! c at actors such as Marlon Brando or Robert Sty kparanmd
ormalcy” (or what would nowadays be considered a lack of aC Played

aracter

attractive in postwar American society: PPeal) vy

Hudson’s normalcy did not si
I simply operate t
{)Xs’ychoanalytlc' inflections of masculinity.p [...] Inoltheceu
ar IT era, social critics often equated troubled masc i
weakness, [which] in an ascending spiral of possibi
ielag to perversion and homosexuality.lo‘
udson’s image represented a “healthy” i
s e T y” [...] solidly hete
masculinity within Cold War perceptions about the deterri%iz)t(il;aé

of virility and its im licatio i
stability. plications for national power and familig]

Dterpoint
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On a deeper leye

g‘il‘f:_ lirik between a heflthy masculinity and national stabilit
g slaﬁi (:réd therefore urf-Americajm”) sexuality and the communist threat W
nted at. Marylee’s behaviour is openly deviant within the socizi
. sexual needs are so urgent that t
Il‘ile;'ttohba?s frequented by members of the working classg In i:hil fi}}emy tzllie
s 9a£) g)gl)clail‘};ebecgmils a hsymbol of the Red Scare. As Babington and F:van:
: noticed, she has an almost obsessive fixati i
red (her car, her clothes, the flowers in h most imporae o
: g ) er room), but most important]
mingles with the lower classes unashamed] i bariers s
. ses, y breaking class barriers —
(‘L:hrzziallelly%lg ailgre the American myth of democratig classlessness— 223
¥y breaking the law of bourgeois legitimate inheritance since

y and betweep

é?ggﬁceg;] Veé'y existence as a sexual being poses a threat to the
order, i.e., the offspring of a misalli

. , salliance between
Sro_riertled female and non-propertied male cannot be disavowed as
asily as when the sexes are reversed. The containment of female

sexuality [...] is necessary for the legiti
. . . t
In capitalist societies. (Orr 1991 382g)1. e franster of property

Marylee is about to spend an “interesti
: Lt sting afternoon” at the bar wh

Il:gltcfh, ;fter receiving a call .from the bartender, arrive and try t(:V sfcl)lpl/{)rlclae r::sl
T In the name of the patriarchal Father. Her defiance of the Law doespnot
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here and on a second instance, she is caught by the Police at a
o] with 2 petrol station attendant, whom she had actually picked up. She
Ot:k en home and the development of this section, underscored by the
T mptation” dance that Marylee performs (a powerfully sensual musical
e ent), actually leads to the death of her father, Jasper Hadley, of a heart
veg(f:l 'F;ustrated desire (Marylee frantically dances in front of the picture of
?he man she loves) defeats a decrepit symbol of patriarchal domination.
Following Jasper’s death, we are first allowed to see Mitch Wayne in the
study, thus creating a symbolic identification between him and Jasper. He
pecomes the symbolic “heir” to the aristocratic family throne since it has
pecome clear in the course of the film that neither weak and death-driven Kyle
por nymphomaniac Marylee can be turned into ideologically legitimate heirs
to Jasper’s position. In Kyle’s words, only Mitch “can fill his father’s
shoes”. Once again, decorum and “normalcy” are set against maladjustment

and deviance.
In her analysis of Rock Hudson’s persona, Klinger (1994: 113-114)

complains that

owever, StOP

the shrillest analysis of the family man linked his failure to the
looming presence of the “modern woman” [...] [who] enjoyed
increased authority in society due to [...] changing conceptions of
home life that found her sharing housework and decision-making
with her husband in a new spirit of democracy, her increased
participation in the work force, and her growing prominence as a
sexual being with equal right to satisfaction in the bedroom.

She goes on to quote an article in Look magazine and adds that

[0]f particular concern was woman’s “new sexual aggressivéness”,
resulting in the sexual domination of men [..]. Men suffered
symptoms that ranged from fatigue, passivity and anxiety (about
satisfying women) to impotence and the Freudian “flight from
masculinity” that resulted in homosexuality [...]. For the postwar
era Hudson represented the quintessence of the manly man, The
Great Straight Hope in an environment increasingly defined by
changing and contested conceptions of manliness (p. 114-115,
emphasis added). -

This sheds light on the reasons why Mitch constantly (and perhaps more
consciously than is generally acknowledged) rejects Marylee’s advances. He,
as a representative for the dominant ideology of the time, rejects the
castrating/sexually deviant modern woman. Orr (1991: 382) convincingly
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final moments,

¢ film
of Castry
> Mitch the
; \ ; C ce “she j
much like a sister to [him]”. However, the composition of the fr
acting and the prominence given to the (phallic) pencil that Mitep
nervously handling, suggest that Mitch is overtly anxious ang Iying 8
rejects Marylee because he is afraid of her castrating power and the 0nly.w"-
he finds to defend himself is by humiliating her: “You're sick Marylee Yoi
sickness won’t be cured by marrying me”. He indeed tries to par
attacks by asking Marylee near the end,

He is aware that he could
in her “sickness”, that i ,
Elsaesser (1987: 57-5 8) remarks:

[the] unrelenting internal combustion engine of physica] and
psychic energy [or desire], generically exemplified by the []
crackling aggressiveness of the screwball comedy, [.] shows

signs of a definite slowing-down in the 50s [...]. where raucoyg
vitality and instinctual “lust for life” is deepened psychologically
fo intimate neuroses and adolescent or not so adolescent

ignificance [...]. In the films of

Further evidence of Mitch’s anxie
Marylee and Mitch talk alone i

: ; father [through her ;xcessive ‘

Why after being driven to destroy her la derons machinations] out .

sexuality] and brother [through her s a?h rincipal cause of that ]

close to him. T would add | 4 of sexual frustration, Should thet}f: a:}feroeig clearly arbitrary—a l!

i i L 4 i alvation o ot i

another instance: when Marylee takes Mitch home after the incident at the frustration? The ¢ from above. Had Marylee been allowed to a ]
| i i ‘ resolution imposed from i t have revealed to the implied

1nst a background of oil : consistently, the film would in fact ha v [I

tine h tedl fo.‘llest hilm, how desperate i audience the “real conditions” of its existence.
ng her, repeatedly fails to

. : “tructures based
. -economic power§truc
rejects her because That is to say, the actual existence of socio-e

ho \' Il y i Y i OWET she has :‘
i to finally exercise the P l

el “Cas ation” © 1 § e reli qUiSh ; on class. But Ma‘f lee ‘IS not allO\AV’e?“ .

rit o and on the athar ““la Fevoo13 - R .

on the one hand, that would e
his bourgeois masculine aut

et mememnpmmmtler divectad AF
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i « ” and Marylee the
is assigned the “happy enq an
dem_and s"’Ll}lI?iwz:Sver, ﬂi ending works premsely to equsecg:i
d(licit;?:cc;ncilable outlets available to women in a patriar
an

have the “ideologically correct” endfng involving Mitch and I y¢

film would, supposedly, endorse. This is the traditional “happ

Y that g8
. h . . . Yy endino :
which the family melodrama often culminates, though it ig S

- : ' imposition of the
ndeeq alternative sses (female) citizens through its arplq?rt}/ émalr)ld perpermated.

eerie that two recent deaths should so unproblematically give vy a1 that reprle institution as the norm to be assimila % sy and eritically

resolution. On the other hand, we have the recently redeemed(? urgeois fam; }c;ptions open, Sirk succeeds at self-consciously

Marylee. She, however.

ur
1:ying thes
posing the p
Jvailable only tO

nation

i f women in a system that leaves personal_ dc}t{erémvr:]?fk,s

ughrtn:n and reserves to itself, to take up again ] OA?though
ment, “the right to confer social and 1SGX1$111 égleerrlt;tﬁle .is shoue!

! . : it is not clear f

earlier a1g e power of money, it is not e

Marylee ?ow hii:hprshe is not, then her punishment has become eff

ot or not.

R . iy
deology of the film has fina
~home oW thfh :}rle is, then the apparently ‘bour%ﬁoist; ol ns:ryis e ponly. 10 quot
disruptive presence throughout the film has proven far too powerfy] for it ¢4 but i C Lt would become obvious tha
be disavowed through an app . bt

i i ’t solve”.
1 describino her brother Kyle, “ravmg about thll’lgS that won \%
Mar y ee =3

NOTES

i ” often
i ithi of “Family Melodramg_ 0
 The subgeress 1nC1udedfwngI;ilﬁes§2lie§: 1—5l]/7*in‘en on the Wind typified as,
' iy aristocr » hatz 1991: 161) or an
g Conseque‘flt i istocratic melodrama” (see S_c atz or an
- i{lsgllnc’?’(sie I%lrlrllllgr ?524: 37). However, I will mainly base my analysis
“adult film

the latter definition.

Marylee, thus, has not really lost the power she had previously enjoyed,
and so, whose position (whose ending) is now more prominent? The fact that
despite everything Marylee now has the power that had previously repressed
her (she is visually connected to her father in a mise-en-abime composition)

threatens to unsettle the apparently happy ending. Rodowick (1987: 276)
" explains that

i i included within this trend:
" Klinger (1994 56) i ot e o Ly (1956 Some
mp R '
The Cobweb (1955), Tea a y '
Came Running (1959), etc.

i s. 1992. “All that
3 See, for example, Babington, Bruce and Peter Evan

irki » . Movie 34-35: 48-58.
iy ol emaise Heaven Allowed: Another Look at Sirkian Irony

inability to fully internalise
On the one hand, the affirm,
conventional “happy end”,

melodrama of the 1950 [.] is jts
[...] two contradictory demands [...].

: ¢’s whim to have a steak
ative tendency [...] restricted to the *. A typical instance: Mitch comlinentgic%nhfygﬁaracteﬁses as evidence of
[..] [and oJn the other hand, [a] i sandwich at the 21 Club in New York, W
structure of conflict common to the domestic melodrama [which] a? Kyle’s “simple-mindedness”. -
was produced internally by contradictory forces which challenged his paper kindly suggesied, “un-
the bourgeois family and patriarchal authority from within. 5. Or, as one of the readers of this pap

Americanness”.
In Written on the Wind, the ending attempts to reproduce and foreground this
conflict by having two different female characters associated to each of these
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§2§1;%gtioqs ixzherent in the staircase itself
fosc St;lrgs 1atn . Slet takes a circular staircase to bring out a gir]’
L) Do 2 ¢ X appefil go together [...] has been proveg

y one 1s singled out as a ‘staircase actress’ palr1

beh.

M ;
arylee functions ag 3 symbol for the return of the repressed and th

VICKY LUZON

S, In Melod :
. oarama and Meaning Barbara Klinger (1994- 60) comme
and reproduces sornI::S Sbon

7
- Although this is cle i
: . arly a si
i j gn of her ow
T, it works in an altogether different direction f?onixlsfarylee’
s

®. Christoph
. stopher Orr (1991: 384) claims that “[wlithin the bod

9
. As Babi
ington and Evans (1992: 54) note, “Lauren Bacall [is] here sh
Owin

.
p p > Of hel

3 She plays a Slnlllally I]leHOW IOle. HOW fo lua” 2 aMllllOl’l(Z Ie
ire

10.
The unforeseen ironic impli
Ironic 1mplications of turni
wning Hudson into the ep;
€ epitome of

unuoubICd Inascuhnlt) are a'nal) Sed b} I:hngel in t"he IaSt section Of heI bOOk

with

heightening of the ordj
ordinary gesture an
the characters’ fetishist fixations™. dan

1

river”,

11 @
. Elsaesser (1 8 . 56) c l l ,
9 ; . a.rgues that t h
) : T € m lodran'las Of . Si]k (lea
. ' What one may Caﬂ an HlteHSIfled Symbohsation Of cver y'c.lay aCtiO‘I:I'S the
s

s¢ of setting and décor so as to reflect

. AS I\/I tCh lalnents m ﬁont Of I\Ial ylee. I{OW fal we've come fIOIIl the
1

the.
ubhcit}%

ssively hysterical ‘
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. NG THE CIVILISED BARDARIAN:
B STOKER'S DRACULA AND TOSEPH

SRAM
QROI?\IRAD'S HEART OF DARKNES

SARA MARTIN
UNIVERSITAT AUTONOMA DE DARCELONA

Joseph Conrad had neither met Bram Stoker nor read Dracula (1897) before
writing Heart of Darkness, originally serialised in Blackwood’s Magazine a
ear and a half after the publication of Stoker’s novel.! Nor did early or late

reviewers notice any analogy between these two texts.? Other texts of the
‘imperial Gothic’ subgenre, to use the term Patrick Brantlinger first used,?
might seem to have closer links with Heart of Darkness, especially H. Rider
Haggard’s She (1887) and H.G. Wells’s The Island of Dr. Moreau, published,
Jike Conrad’s novella, in 1898. Kurtz, like Ayesha and Dr. Moreau, reigns
supreme Over natives subordinated to their own barbaric exploitation of
ference to the autobiographical basis of Heart of

power. Brantlinger notes in re

Darkness that “in simplifying his memories and sources, Conrad arrived at
the Manichean pattern of the imperialist adventure romance, a pattern
radically at odds with any realistic exposé intention” (1988: 263).* Still, he
d from the authors in his list of imperial Gothic

artificially separates Conra
writers, which also includes Stoker, feeling a certain unease about classing

Conrad with the fantasy writers. Yet the themes that Brantlinger identifies as
the centre of this subgenre are also present in Heart of Darkness: individual
regression (or, going native), the fear of the invasion of civilisation by the
' forces of barbarism or demonism, the diminution of opportunities for
' adventure and heroism in the modern world and the Darwinian ideology of

imperialism. Conrad seemingly differs from his peers only in~his ignoring
their interest in the occult and the supernatural.

Misceldnea: A Journal of English and American Studies 22 (2000): 101-121.




02 SARA MARTIN

The arbitrary separation between the canons of realism
made Conrad appear as a rather isolated proto-Modernist pav
the flood of literary fiction on the British Empire that followed his 0
and E.M. Forster’s. Conrad did not move exactly in the same
Haggard, Stoker or Wells but he participated in debates on the un
Victorianism, debates that involved them. He actually wrote for
still remarkably unfragmented, readership fond of adventure fiction,® fpe
popular reflection of Victorian imperialism. Both Dracula and Heart ,
Darkness can be said to invert the expectations of adventure fiction readers by

offering a distressing collision with terror instead of the exhilaration of the

encounter with the exotic in overtly imperialistic texts. Stoker’s ang

Conrad’s stories deal with the meaning of evil; in them, the horrific ig
closely associated with fears of masculine degradation brought aboyt by
contact with a foreign culture and is associated

with a situation of invasiop
and of ‘natural’ or supernatural colonial conquest on different sides of the

barrier. The effects of degradation are epitomised by a mythical man —Kurtz,
Count Dracula— who cannot tel] his civilised self from his barbaric persong,
His problematic and foreign patriarchal masculinity is presented as a model
threatening the stability of a younger Englishman, a representative of modemn

>usiness, sent to meet him in his domain: the primal central African jungle
or Transylvania, the land be

yond the forest in the centro-European heart of
larkness. -

Despite their different uses
Jarkness clearly spring from a
3oth use a Gothic framework for
be domain of evil while e

WL work
Circles o
derside of
the same

of the supernatural, Dracula and Heart of
similar late Victorian cultural atmosphere.
their work which allows them to delve into

luding the more controversial political
mplications of their mythical parables. Their common concerns —the

roblematic control of foreignness and Otherness, the status of Englishness,
e tensions accruing about the central position of masculinity in
10dernity— are cast in narratives with remarkable points of coincidence. But
1is Gothic foundation is precisely what problematises a reading of these
’xts based on a narrow notion of their historical context or their literary
atus. These texts are new myths about modernity which spring from both
1cestral and historical fears. Gothic, as David Punter notes, is not only a
ode of revealing the unconscious and exploring the boundaries of the
imitive, the barbaric and taboo, but also a “mode of history, a way of
rceiving an obscure past and interpreting it” (1980: 58). Abandoning the

edievalising atmosphere of 18® century Gothic, late 19%

century imperial
othic interprets the nrecent rathar hoe ol o o\ N L

fmd famasy hag
ing the way for
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. : i f
o them;, their interpretation, though, reJec1:t7s thefratxigzalirr:;z;éls ﬂ?e
ing 4 e ictorian novel,’ preferr. .
realistic Victorian LB
——historiogralgh};h‘:?ddizgurses that would articulate mdmduai eglli ﬁzcﬁgl’g
o 0 . “ frozen al

intuition Ot " entury. For, if Dracula seems 1ro: - 72). which
life 7 t}\lie'cfc?rian evolutionism and psychoanalysis (P}l)clk 1ti9081§ -o7f )étoker’s
betwgen ulld develop in the decade followmgftge IS; slci?luminates Jung’s
Freud WOWE | bolic structure of Heart of Darknes. 8

i the symbolic » 1982/83: 588).° Kurtz
masterpiece, had articulated them” (Young

- before he ha less specters of the
theories years ina Auerbach says of the Count, less sp .

s Nina Auer orld that is
and Dracula are, & han harbingers “of the world to come, a W
T s ooy > s o4
our OWIl : i ins alongside history. - .

. that Gothic sustains g t, I
mytue Sl}biezgde Freud and Jung, for they )Nould be part offartf;h:;fnrl%e ('Ehat
Leaving here on the shift in masculinity at the turn of th Al
want foccizusstoker dramatise in their Gothic narratives, especia 3’ 1 doible
tion;?;dtss of Englishness and the rejectiofn (})1f mafr; rs :iﬁggagetiir andience.

e . : s
> . this moment of chao )
Their nmatlvef;vr: Or(;%éltn ljfe the horror in the attention qf the m;le,gez;et;’
comad}fee;dilressi(s his tale, the women being left aside. Stoagf/e of hi;
whom 0:1 his heroine Mina to articulate the fragmented nirrtoo beautiful
1rather’ters’ encounter with evil. Forcing her. out of the womegl dangers as the
charlzcilc(Marlow’s words), Stoker makes Mina ?ace thg tsambraveon e
WOr. i - ward to a
. an finally look for a brave

menbarfg:; ll;;r,lfgf %[:g;’ tslg:r? ca future conspicuously missing in Heart of
symbolt ’

Darkness.

' suIround

I

imi ents into hell in which a young
o - Co?;iit;:rllr ?Iearlilerzﬂﬁaggf:—— is dispatched by a paternalllllfg;
Enghshmin —eet a foreign patriarch figure who rules a wild, reml\?[tg: 1(;3\/ iy
e Otm Europe:n civilisation.” The journey marks for ! ir w and
ke We_S Crnf assace into the male domain of business, bu fa 0 &
e e o ?norecmature, bitter reality that changes.,,.athem or N as
awakf'mmg res ds their view of themselves as men. The journey W(');h =
esPeilaliy:.s,,ff%ﬁ fre them in which thev must prove that faced wi
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ictori . Through Moreau and
ifi in the respectable Victorian man u
. sPemﬁcauﬁ,égnrad use the same idea to question the moral arlljd splr;tugi‘
art eusfa?he male coloniser. Dracula, on his side, forces the me
ess O

out his memories of the time spent in Dracula’s castle.
forces himself to lie to Kurtz’s Intended so as not to d
rituals that took place in Kurtz’s jungle fend and his ow

Marlow reluctantl :
isclose the dubjgy,

; i ; ; eatening
f th " eduvecal OPinioy. oundnd ut of their complacency by sedumﬁg their Woggﬁe??sntgf’el i tg
Ol them ‘ Jand O ion left to the men in
. . . . Eng ly solution le
Gothic narratives like Conrad’s and Stoker’s dramatise the beginnine o ;Eoﬁestroy them. Tlsleﬂ-?;;yare with all their weaknesses, before the women
a slow change in patriarchal masculinity that has not run its full courge. cThis show themselves a:

they #1° 0 p%:(;relct::tion between man’s dark and light sides is possibly as old
The con

ind, but its fictional representa?ion enters 2 new C}.flcl:leT w1(t:l:0 tthliecz
i mar}km ’f Gothic fiction and the rise of the Gothic villain. jothie
L the source of evil lies in human psychology, not in gnbex e "
indich® théll’tv'ous agency. The issue of the human nature of evil econ;lh s
morel OF reblcl sion in late Victorian times due, among other factors, t.o.
amos Se?m act of Darwinism on religious beliefs. Social Darxgq;gmh
overwhelming :~esp of many by convincing them that Western, man —. fn is .
cased (he anx;le 1summit of creation and that all the ‘qthers were in ﬁn};)'r.
s washt :urious gaze attuned to the charms of exoticism, of. xegotp cih;c;
abjects oF Pi nisatior: Upholders of the British Empire sgb.sc':r%be o tl s
hared O'f 0?1 ; critically presenting it as the white man’s c1v1llslpg m}fss1hq
e )g;ﬁer from degradation. Crucial to an understand}ng 0 ft_ls
st th('as the notion of degeneration, the fear th;at contact with 1:1lr11 e;g
obses,smn 1ld reverse the evolutionary path of the white man, but a%so bcr:i -
that i W'Ol%d al men losing their vitality to the attractions o unh «
thitlalllilf;‘i:/o?ﬂd revert to a previous evolutionary 1?tage, 1as Ssgg}rlnsatso Higgen
o i 1 Victorian. intellectuals s Hert
tSO ]r?zér;[sialz}gé ac;rthE(tTr?lnofGtTha;yéent\liry of the “process of rebarbarisation” of

pe

dreams of men, the seeds of commonwealth, the germs of Empire” (47),10
with his melancholy “and this has also been one of the dark places of
(47). As the text moves forward, Marlow is heard mocking the “noble ¢
(54) that inspires the Belgian colonisation of Congo; he has only words of
condescension towards Kurtz, who, despite the admiration he elicits
others, is for Marlow “hollow at the core” (131). Conrad’s intenti

abomination. “What saves us”, he tells his English colleagues, “is efficiency
—the devotion of efficiency” (50). The efficiency of the English in the face
of darkness and evil is also what Stoker endorses in Dracula. The Count ig
ultimately defeated because his “self-educated, gentle, ultimately ‘amateurish’

; i f

| : ’ . ane from the self—conSCIOUSI'IC.SS 2! '
processing of the English” (Gagnier 1990: 151). The surrender to Dracula’s 3 British SOCIer’IZ Wh{c-h siunr et:;); vsgrrld ind the fear of losing that privileged
empire is avoided just like Marlow avoids his own surrender to Kurtz’s - | ] Britain’s dominant position | .
jungle, thanks to a self-reliance based on a staunch belief in the superiority of place in the sun. that the problem of degeneration dramatised in late
the civilised English man over the foreign civilised barbarian. | David Punter notes formulated as a “question appropriate to an age of

This superiority, though, is not as straightforward as it might seem. 4 Victorian Go-thlc oS 9 }?the ask, can .one lose —individually, socially,

Dracula and Heqrt of Darkness bespeak clear signs of the loneliness and ] imperial dechnz: h(')l‘lﬂ g;;ll;h; a ‘ri,lan’?’ One could put the question much more
lisorientation of modern man in the face of the dark side of the imperial nationally— and still r

- - :
brutally: to what extent can one be ‘infected’ and still remaufl ]sntlliilé. 0(Sls9igl6y
1). The .end of the 19 century is perceived as a moment o 6;;: >is If)elt oy
no.t so much due to an actual loss of power as‘bechlseld”%e Bainltvey

ivileges cannot be enjoyed indefinitely. .The. quest1’on shou phtasec
gﬁ:nl ags ‘how much can one risk to maintain one’s place as a privileg
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parbarians. To exorcise this fear, the civilised barbarian is
xiremest as happens in these two texts, as the European Other, a European

SPfesiﬁlteg;ore threatening because of his remarkable knowledge of English
jther the

also by women through sex, seems to have been a major obsession for
of-the-century men afraid of becoming less than men. Conrad and Stoke
clearly perceived their contemporaries’ anxiety about the limits betweep
civilised and the barbaric and their fears that the blurring of boyy das

s to communicate with the English
between man and animal, the rational and the irrational, the primitive and fh - ul The means the Euliopear}sehtté% Illuslelzh e et Draoila 06 Bt
modern, the centre and the margins, man and the New Woman would Jeaq o an —Marlow or Harker—1 g

i with an impressive, deep voice. Marlow remarks
o ne;l/s gfir:/e%lﬁtggt Kurtz’s voipée is his real destinat_ion, though we
i B ery little of Kurtz’s wondrous speeches. The voice that Maﬂ?‘\_v
fnally 1657 Vnsyfor honours him nonetheless with its conﬁdence kf,cause it
somuch yicarEnglis,h to me” (117). Kurtz, Marlow continues, }_1ad been
oo tly in England, and —as he was good enough to say himself—
cduciled pj;u'e}; were in the right place. His mother was half—Engllih, his
s half-French. All Europe contributed to the making of Kurtz” (117,
fethe? vyas) To be precise, all of Western Europe. All of Eastern Europe, on
o ltallcsh;md contributed to the making of Count Dracula, originally one of
e Otheriors entrusted with the defence of Europe from the ‘darkness of
e War’;he historical figure who inspired Stoker, the Wallachian fifteenth-
- Prince Vlad Tepes, was a hero whose reputation had suffered becaqse
o rlound methods’, a frontier warrior defending the cause of the white
o ur'lrslst the dark Islamic man. When Harker meets him Eastern Europe
manbaiilfreed and has no place for him. The Count is then planning the
Bgiqqut of England, not because England is an enemy but because he has
fallen under the spell of English culture. ,

a state of terminal degeneration for the ‘race’ and, specifically, for ¢
running the Empire.

Degeneration, however, is only part of the problem in these texts:
all, Kurtz and Dracula are true survivors who adapt very well to thejr new -
environments and who may appear thus to be fitter in the Darwinian senge
than average men to carry out their ‘mission’. As Marlow notes,
communication with Kurtz was impossible because Marlow could appeq] ¢
nothing that made sense to him; instead, he had to “invoke him ~—himself._
his own exalted and incredible degradation™ (144). Late Victorian Gothic
fiction reflects, thus, not only a fear of racial degeneration but also a secret
fear that evolution may bring about a successful mixture of the civilised ang
the barbarian, that progress may prove to be in alliance with Kurtz’s amora],
barbarian ‘degradation’ rather than halted by it. When a journalist tells
Marlow that Kurtz could have been “a splendid leader of an extreme party”,
(145) any party, he seems to be drawing the portrait of someone who could
be a forefather of 20% century Nietzchean fascism rather than the herald of
impending racial involution. Dracula’s conquest, which involves turning the
English into an immortal, superior race of vam ires, also seems to point to . A ’ ches but he is
thegfear that evolution, in pthis case away f?om death, may enlt)ail the Harker expresses little admlratlon. for 1aDs€ia§<lrﬂa’lfr i n:slpflzsk Il dawn. In
paradoxical degradation of civilisation. 4 subjected to endless hours of conve-rszt;(c;rgwledgg of Britain and uses Harker

These fears have to do, specifically, with what “Englishness (that is, 3 these the Coynt d1spl_ays his 1mpr§c1851;' the foreien accent that troubles him so
“Britishness”) means. For English/British men see themselves in this period i both to practise English and get rid o bt

he mey * are described

|

I i i t the land he calls “my dear new
as the peak of civilisation and also as its most vulnerable manifestation : 3 much, and to gather”more fsrl?ﬁ‘mgéir;ta?:; e e S e e
—they seem to feel that the only way forward once the summit has been ] country of England” (25). 1 re:lia ount reverses the method of Stoker's ad
reached through the building of the British Empire is towards evil and chaos. 1 Harker’s research on Transylva e e e etins & momtal pictare
Both Dracula and Heart of Darkness anticipate thus one of the central topics avai}ab}e frgm the Br11ltlsh Mﬂ‘llrsglllmtll boo?(?,, The O o ol be tha fre
Weson world cannt el e the discovery that the modernity of the I of his idealised new home g an’s Orientalisation of Eastern Europe by
Western world cannot hold at bay the archetypal darkness lying in ambush {‘ ‘Oriental’ to deconstruct Western man

: R ransylvania was a
not beyond the margins of civilisation but at its very centre. Kurtz and using the white man’s own fFOOISS; IllcaI:lelS}Cl; gfga rgc;ls(thtaTn) isy for Dracula,
Dracula epitomise the definitive failure of the Enlightenment project of the text anFI not an ex‘Renencefrpr ; ? ez;nd he 1 his hands on some of the
18% century, which the original Gothic fiction set out to deconstruct. What i pr1mar11y: a text: ““These .1er(11 st —e and for some years past, ever since I
Conrad and Stoker propose is that, as countless Gothic villains had hinted, books— ‘have been good frﬁend(s N Ilrala;'e iven me many, many hours of
the civilised man is the worst barbarian. And if Englishmen are the most had the idea of going to London, g

civilised of all, they must also be in the greatest danger of becoming the
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pleasure. Through them I have come t
is to love her...”” (20).

Conrad himself must have surely entertained similar thoughts, 1 Wort
certainly be preposterous to suggest that Conrad and Dracula share CXactlyOth
same position as foreigners within English culture. Yet, whep Iea
passages like this in which the Count eulogises the England of hig books
foreign student of English culture can help feeling in sym .
The same happens when one learns of Conrad’s titanic efforts to Master g,
English language. Yet, little indeed has been made of Conrad’s Miracy]q,
conversion to Englishness. Neither does Harker ap

preciate Dracyly’
sensitivity towards English culture —in fact, he fears it. This ig becayge

Dracula suggests, one of the consequences of the elaborate bureaucrag.

machinery of the British Empire was to get to know the Other, in whig
colonisation, Tpe'

information was the first Step towards manipulation and

fear Stoker’s novel dramatises is that this highly efficient system might be' |
used against England itself; a fear that is hard to dispel despite the impressjye
tion into Engligh; -

0 know your England; anq to knoy, K

example that Conrad himself provides of positive assimila
culture. 5

Kurtz moves to the heart of Africa from
Soon regressing to a state of barbaric bliss not u
in his own backward domain:

the core of civilised Europe,‘ :
nlike that enjoyed by Dracula

... the wilderness had found [Kurtz ] out early, and had taken on him
a terrible vengeance for the fantastic invasion. I think it haq
whispered to him things about himself which he did not know,
things of which he had no conception till he took counsel with his

great solitude —and the whisper had proved irresistibly
fascinating. (131)

An abstract wilderness is made responsible for his fusion with the barbaric
land —or rather with Kurtz’s version of Africa as a barbaric land— in which
he, nonetheless, wants to be still a master and not a slave. Dracula, himself a
warrior representative of feudalism, a barbaric system of
if not undead, moves from the heart of d
incognita of Harker’s i

very same civilised Europe that has created Kurtz. This exchange somehow

restores the balance to a system of primitive savagery that has been disturbed

by the modernity bred by European colonisation: Europe sends Kurtz on a
dark civilising mission. Dracnila ic am  hie e . .

pathy wit Him
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irises Harker’s persona and leaves him behind .tragiped ix;lehgg
rectla V'alfrlphis respectable male identity so as to travel in iglgo c 10
ass;m lr:;an that he is a respectable Englishman. Dracula wants
re

81 an pple of England though he is apparently in two minds as to the
e peo -
tatusﬂllle seeks there:

. . . ‘
But a stranger in a strange land, he 1sIno one,trillinifkrllc;\:/n 1;:11(1‘; Itlk?e
i for. I am conte: .

— o know not is to care not ‘ it if .

incslot that no man stops if he sees me, or pause in his speaknii nlf
resI; ar my words, to say, ‘Ha, ha! a stranger! I have been so thegr
heasteer that I would be master still —or at least that none ©
m
should be master of me... (20)

ives from a position of superiority (unhlge Dracula,
tgntﬂ?zegﬁgli:h) Kurtz I;uccceds where thc_ Coqnt.fa:illicbecéiuiss
who Look> P fessional mastery of colonialist ways Wlth his indulgen !
fomixS: PP though these result in his self-destruction. Kurtz may eas}11 };
barbar’® ‘wafy : _a_r:’ which Marlow both abhors and_ understands. BL}lDt Y n?e
o ? rllc(;r’s, Englishmen is that the ba;bqnc Coqnt may ; g:seen
‘temﬁ.es, o 11 Draculiz appeared in 1897, the sixtieth anniversary oSt Jueen
‘Engh;h’ o onation, her Jubilee Diamond Year. Leav1ng'as1de o ernt
e 1(':(')rs —as a’n Irishman who had worked for thf: BI'lt?Sh governme: t
m%?l?arlﬁlo ﬁ(lzcmust have had a direct experience of_ the ;I];xpg;ilirrln;cch{fr;ze—gf
o : brates the integrity of Bri
seems safe to say thafc Dragula cel-e e o 10 what Stephen
the foreign threat of invasion. Th1§ CorTesp B O o
1990) calls the anxiety Qf reverse : ‘ °
E'aﬂ?erridt:le( obsgrves, Dracula’s “obJectlve3 then, is lth hesgl;blllllflh o
y orary empire in Britain, the fulfilment of whic o o
“ovitin 1 gssisted by British laws and customs” (1985: 109). rac1]13 does
unWlttlntg t}c; impose a foreign culture on England, ‘put‘ratk.ler to use Dno toh
al Want domIi)nate Britain and turn the English into his slaves.h rag “
o ?Lhus the xenophobic view that those who surrender to the ¢ armt. f
SUPPO&SE lish culture may want to appropriate it for then'lse?lves, corrui mf;
]_3T1t18d th:é; claim power as the new masters of England/Bntgln. Yiet, Stodel{)
;tt’o?; about how the invulnerability of Victorian Epgland is }?;’ gf vie;l{abeez
b ks aael was, s has been notedrnot English
i e in cheek. Stoker him , .
gézt{reizkg;%uhad entered English culture from the margins.

1 1_4a E Turlicni ~rlérreras Tirarila Faile ta hea

Looking down
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to counteract the pull of his vampiric foreignness and SO he
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i

Darkness is, clearly, much more problematic than Dracula as to
a > ’

E o " uch about the horrors of
destroyed. Victorian English civilisation appears to be an exclusiveu Stl o ::5‘75 ggcalj;ositi.onmg'. As a(l;ikllz, Sl%?;i(tiioinz\glﬁls ative' land to Russia.
rather than a model of integration or a model to be exported. Perjc)eg Lc ut?) “?Perialism, having Wl?;s{se 1t of Darkness are unclear. Marlow says at the
reads Heart of Darkness from this point of view, arguing that i, it Cq ey i"%eveﬂ the politics of lela conquest of the earth, which mostly means the
“who would like to believe that he, a stateless Pole, has successfyy becn;ra&; -'rp;,inning of his tale that the hav% a different complexion or slightly flatter

- an Englishman, [....] expresses a profound scepticism about whether 4 g L e ay from those who

—or even Belgians or Frenchmen— can do the same” (199g. 24
Transylvanians and Irishmen, for that matter. Stoker and Conrag Were bg
migrant writers who chose England as their new home and

texts tried to out-English the English. Count Dracula may even be gseep
Conrad’s dark double. Conrad’s native Poland had itself risen to its
role defending Europe from the infidels coming from the East Just as y

Tepes’ Wallachia had done. Like Dracula, Conrad came from eastern Burgp,
and was fascinated by England’s allure; he struggled to become not only 5
British subject (just what Dracula wishes) but also an English writer, even

though English was the second foreign language he learnt.

-Conrad was, so to speak, an exceptionally gifted, vampiric Writer
drawing literary nourishment from a language that was not eve; .
point which is often stressed by unkind literary critics. Even staunch
defenders of Conrad like Ian Watt have insisted that “Conrad’s Speech
immediately identified him. as a foreigner. Nor did Conrad’s written English

keep quiet than explain to the uninitiated the historical and national roots of
his identity as a human being, for he felt he was always misunderstood. Even
admirers such as H.G. Wells and Edward Garnett “would tend to call his
politeness Oriental, and his soul Slav, and thus in either case mortify Conrad
by outraging the Western allegiance which is at the heart of the Polish sense
of national identity” (Watt: 9). Both Conrad and Dracula understand that they
cannot expect the English to respect them for what they are and so they try to
master Englishness as the key to becoming ‘one of us’. Through Marlow,

his English alter ego, Conrad rejects Kurtz’s unsound ‘European’ methods in -

the name of English ‘efficiency’. Stoker, the Irishman, sides with the
English in the defeat of the European Other, helping re-inforce the idea that
the English and the civilisation of the British Empire will not succumb to
the degeneracy that threatens to invade them.

friean
4). Of

who through their

faking 1; ZwourselVeS is not a pretty thing when you look into it too much
2 og tha ]

i it too much, immersed as he is in
P do?s n:rtsorgzil%lalllo.%i glci?]rad’s case this hesitation betw.een the
e Ku;izdsislcjzourse and the political denu.nciatign. can be' explagiedd l?y
artisti, molra'valence as a British citizen of Polish origins, which res teh'.ln
bis 9wn'a'm : openly criticise the imperialism of the land that received him
his inabIiEY t02~ p88) Stoker could speak about the fears of. reverse
(spitt}es i 19t90 .Quecm. Victoria’s triumphant England without questioning t;t
co1omsat10dn’ (Britain’s) position as a world power. It seems right for he
ol Engin ls1t not only to expel Dracula from England but glgo to chase him
Crow of L8 lvania and kill him in his own land, as if British justice could
back 0 T;fialrnles};neted out anywhere in the world. Conrad, .hovyever, could nqt
an‘_iciht%‘; ugly truths of English colonialism except Iiln a cglcdulttc.)ﬁsp\;/:.sin;l“gz
o i i ful for him. He could sti
is why the Gothic framework'ls SO use: e e o whioh oo was 4
conflct e o §V11 andfq;flsilisation or barbarism, but he needn’t
villgm Icl)'r ; loli:f‘tfc:h —e—ftrilat):sdgrrll;r;;l?to suggest, as most Gothic _fiction did at
defm.e y t%at the difference between good and evil was becommg more and
thgrgrkl)lli}red and had more to do with the moral misbtak‘es“of pglgslzlta;rngen
i iti i d to a more basic jingois .
than with politics. Stoker S}mply appeale. X 1o Jingolstls stance.
When contrasting their texts, .thrjs irony t. at e}rln ot s Is that while
imperialist, Western, Victorian Britain proclaims her triump
g??:ntal, monstrous Dractlillla, }fhuro(pée m?na:)gnels;, t?hrréiljgt;altlgz i{clgi,n: Or?icik;
more dangerous monster than the Count, e e e St the
illness and death. Dracula’s power to threat.en ritai o o sign of the
contradiction inherent in late Victo.nan modernity bet_weegf e rationalism of
modernity and the irrationality of its uses: the funﬁtlon s destiuction 19
to reinforce the self-esteem of thF: civilised men ez/d (1)) \;a{i? S hieh oot
represent the forces of civilisation. They succ < tlliers ety s
entails the peace of mind of some, the hve§ of o ¢ es;taﬁve o, 2
man, Lucy, and the American Quincy Morr1§, a good repr
xglgh Ameri}::an masculinity Fh_at Stoker seemmgléz gear%d u;ltsz aisd;euacthtom ct)l;:
superiority of English mascuhmty. The threat fpc:;i Eir oo men catrying
insidious: he is not an outsider but one o

arrating
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civilisation to the heart of b i i
¢ _ : arbaric Africa. His failur i
arbarism are a mirror held up to Europe’s colonialism r:tha;dt}?;

alleged barbarism.™ Hig seeing the horror, which Marlow regard

trium, ;
ph but also as a warning Englishmen must heed undoesS a5 a mory

achieved by the civilised men who kill Dracula and who naiy the vierg

by killing the Count the h
become are under oo, orror and the monstrous men they

I

(=4

their t - d Marlow unabl -
civillri : :clje ]f:or ? long time, out of fear of what it micht es;; féuy articulate
1 nglishmen. Marlow finally tells his tai:e to his Z?ltd'them a
ience of

busines i
i Coni ;Zg\elzgltles in t}}c.safety of civilised London,'® where he 1
o invadz practi::l ;Jlre. T}_ns is, however, the same London Dracula islvles after
ally while Marlow speaks. The invasion is the horrop all-rlmll?g
T Clarker

Johanna Smith maintains that twi isi
o ' : win colonising ideologi i

sgeeksei :ps?lr:rtli ell’l Conlrad. s text (1996: 169). Smitl% argues %il?t ?\ffa%’?;}\)le{e a?d
Korys poone In—cDoromlse and pgcify— both woman and the darknessstao?
o o Em. oD achu_ a, there. is also a link between the ideologies of
i symbofise. an tf 1s narrative qf subtle invasion, the women g(LucO
senctation byt d;rmmsed Britain  vulnerable to unconventionyf
}vinnirjg i) e invading Count.' The men who protect them —lit 11a
bt o g tq penetrate their women in a conventional w s

ount’s ability to turn the women into monstrous doul?l}e/:_s_o;ntlils;

espectable women th
: . ey control. However i i
msogynist front here, but a fracmented cfnvlhtiljfre‘}.s .B?E a Slngle unified

S Iapse int()
n to AﬁiCa’g

ely believe
th
themselveg Ina;;t
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revalence of masculine values, but it is not the main focus of Dracula.
T(gwise, Heart of Darkness addresses only secondarily the issue of the
ésition of women, focusing primarily-ona deep conflict in man’s view of

p
:mself. . ; ; ‘ i
him Marlow has no particular reason to reorder his experiences for his

isteners at that moment in his lifg, except perhaps his.need to understand
pow they have contnbpted to'maklng him the man he is. Harker, rendered
metaphorically if not h.terally impotent by his experience of the horror, pours
his feelings into his journal which he eventually hands over to his wife
Mina. Kurtz’s death reconciles Marlow with his own barbaric self, though
his newly-found masculine self-confidence —built in opposition to the
wishes of the Company’s men to control the legacy Kurtz has left him—
falters before the Intended’s feminine notions of what a triumphant man is. In
contrast, the nightmare so vividly recorded in Harker’s diary —except,
significantly, for the month he spends alone with the three vampire brides—
opens a gap in Harker’s sense of his own masculinity that only his wife,
Mina, as his proper audience, can heal. Two main points separate Harker
from Marlow here: first, Harker is forced to have sexual contact with the
savage women of Dracula’s castle whereas Marlow never interacts with the
natives nor participates in Kurtz’s dark rites —or so he claims; second,
Harker is loyal to his fiancée and later wife Mina, while Marlow remains
ambiguously loyal to Kurtz’s memory. Dracula is pure evil and so cannot
expect to elicit any kind of loyalty, except from madmen like Renfield. The
moral victory that Kurtz wins in Marlow’s eyes when he sees the horror in
his own soul, earns him Marlow’s respect, if not downright admiration.

Both Stoker and Conrad narrate an ambiguous quadrangular confrontation
involving the young traveller, the wild man, and two kinds of woman: one a
barbarian clearly associated with a wild type of sexuality, the other a
respectable woman associated with conventional sexuality and marriage. In
Heart of Darkness, the wild scream uttered by Kurtz’s black mistress before
Marlow’s astonished eyes signals the transfer of her claims from Kurtz’s
body and soul to Marlow’s. He has to account, though, for Kurtz’s soul (his
last words) and body (how he died) to the Intended, the respectable woman
Kurtz never married. The struggle to possess Kurtz, the man, is won by none
of these three people, but it seems obvious that the Kurtz loved by the
anonymous African woman is closer to the real man —to the man Kurtz
knows he has become when he cries out ‘the horror’— than t0"the idealised
man loved by the also nameless European woman waiting for his return to

4491 S .
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gets Mina to retrieve him from the Transylvanian heart of darknegs
him immediately. Mina’s discreet femininity is expected
Harker’s mind the memory of the female “devils of the pj
him in thrall.

Harker saves English civilisation and his sanity by trusting hjg Patier
bride Mina with the narrative of his ordeal as he recorded it ip his s:ﬁi
censored diary. The ultimate threshold he cannot cross if he is stj] reger
himself as a proper, civilised man is to narrate his ordeal to her by worg o
mouth. In his view of marria

Jjournal over to Mina he selfis

10 erage

23 ﬁ
(53 that 1o

hej

hly places a heavy burden on her shoulders.

The secret is here, and T do not want to know it. I wan
my life here, with our marriage...
share my ignorance? Here is the book. Take it and k
you will, but never let me know; unless, indeed, so
should come upon me to go back to the bitter
awake, sane or mad, recorded here. (104)

t to take u

Cep it, read jt if
me solemn gy
hours, asleep o

Mina is given the diary when Harker recognises the Count in the streets of
London and feels unable to 80 on keeping his secrets to himself. When Van

Mina reads, they are
teria is balanced thus
“my belief in him”, she writes,
(157, italics in the text). In thig
ortunity for Mina to unburden her
stands surrounded and aided by the
she is fundamentally alone. Her
most magically, she never wavers,
fore the reality of evil, she never

ready to face the Count’s threat together. Harker’s hys
by Mina’s determination to stand by him:
“helps him to have a belief in himself”
scheme of things, though, there is no opp
own misery and fear onto her husband. She
men while Dracula’s attacks persist, but
voice is heard through her journals but, al
she never hesitates, she never cringes be
ceases to comfort the men.

Homosocial bonding as Eve Kosofsky Sedgwick describes it (1983), is
present in Dracula, but in this novel the men’s bonding through woman’s
body is split into two phases. The men bond first through their pouring of
blood into Lucy’s veins and, later, through their joint dismembering of
Lucy’s undead body, a scene tinged with all the possible sexist horrors. But
they realise that they can only truly bond positively through Mina if they are
to defeat evil. When a hysterical Arthur collapses after participating in the
grisly ceremony performed on his bride’s body, Mina comforts him. ‘I
suppose”, she writes in her journal “there is something in woman’s nature
that makes a man free to break down before her an

d express his feelings on
the tender or emotional side without feeling it derogatory for his manhood”

g¢, trust is. essential, but when he hands hisf s

Are you willing, Wilhelmina, tg B

115
MEETING THE CIVILISED DARDARIAN

. 1o instincts: it is easy for
is ¢ ing’ othering instincts: 1t 18 €
- qentifies this ‘something W1thm_ ing . sy o
9). She 135:1;51222 as children. Initially, Mmi is 1nv311/§g 1er111 ;Z;emenfibto
e o f her friendship with Lucy an g 1
oy a5 & i need above al
e D(riaﬁziaefﬁdency ot SCCTetaI:fy- But,Ymt f?tf;rﬂ’}:lgesr;nse of chivalry
ket & i the feelings of men. Yet, sense of chivaly
i O i c deny her participation 1n
ability 7 i otect her, they deny pai
o to d it is in this isolation that the Count
angers b3 how to stop Dracula; it is in this 1sola he Count
peetings 2 dei{lg eher. This has often been read as a literal rit;icis épped
finds and fattadcom but it would be more accurate to say that wo
ree

f y p ini y g i Stay
, ‘ \%% i Scullnlt Strucglln g to

in tl cO Ontathl’l
11 he

: lit sides
in control- forced to participate in the confrontation between the sp
Mina 18

i ivilised, leaving aside her. own interests as ,a
of man, (0 bak{ba:iréc zrtldlet:}zll:t,c very far from the false 1d<?a11<1sn% ic;fhlo(vlinszhz
woman, [ © e;he: ;eads her husband’s diary ail she cf‘eln th1p 0 s how she
imended. Wherlll overcome his “pervousness” and “ask him ?h stions e
can hP Jgnat arld see how I may comfort him” (17?) ——fo; daWh0  also
find 00 e safety and happiness. Unlike Kurtz’s Inte,n gi , ho e
et herlg\g: totally incapable of understanding Marlow’s 1sc;(; se ere
;ents egll“;gcl truth, Mina is in a privileged gositg}rlli,nf:r Ornnerll1 :fcs :nsibility to

- ir fe i est side, r g se
podl hZa:: %étvaeea;; gln: vtvt;glrfgdig tshe right sides of masculinity. She can
discrimi

i its details, even
knows the truth in all its

mderstand o ho'p Harker becaﬁiisi?mself to say, whereas Marlow finds
t=

t Harker carmot br _ s Marlow thes
do":]trllert(::o\zgglation nor sympathy in the Intended. Stoker is
nei

. though he
. : an in man’s struggle,
in this, as he involves wom L ; ion of the horror
then C(?m:di;ré either, how women can cope with the lntrgifrilniabit.
zgﬁggctl Lr;l r;glen into that ‘beautiful Wo;ld’ tktlg}t,h aerz :;?txg%feher fancé’s terrible
. ’ ide wi
will not trust Kurtz’s bride e chi n’t know why I
beh:://lizrli(r)\itx Africa, telling his listeners that tt}?ethgzcﬁi}’arl %Cl)ackness of that
: i one
iealous of sharing with any be much more
g(a;erigncgg?l(olM). Marlow’s sense og diclcorumbu‘ttuHitlSi50:111'58ot({bcmnde d by this
. ’ se of shame _ :
overwhelming than Harker s 565 tz. After having had time to meditate on and

Sessi bout Kur il 1 ’s Intended
strange possessiveness a arlow still lies to Kurtz’s ,
edit out his experience of the Congo, M namely, that Kurtz never

: strous fiction, - -
ellowing the t%erpztﬁa:fozlisﬁigaltrilgi This lie springs not so mtltlfh Iirt:rrlge?z
sqayed from ke pan faith in the name of which to challenge elf Marlow
faﬂur; o mvgvett' 2y49) but rather from his doubtsi about. hnr;lseh-ams e
fé;1§e ;d:? 11:Sh§: b:ginning of his narrative that there is nothing he
claim




i

116 P
SARA MARTIN

than a lie. He lies a
; pparently to preserve the Intended’s ;
also é::;gepfl?:egi 'hkls o;vn memories of Kurtz and eabzége:lll Wf h
slike of the, Intended’s false view » O himgeye
scems to believe that women, )should alse view of Kurtz, he If.
rovide a h, o, U
women I mean— are out of it —shoulclij be outaofai‘;erl jor e “The i

orld, by h

—

ts};lg}lagoge’t’h(a 1t4§I); izins left untold at the énd of the tale. It is not

, arlow’s never being reall i :

o . g v horrified by Kurtz i

racula must be taken. as a sign not so much of the }sltrength zsf Iglasr kceirv?ls‘ o
g the darkness in his own soul. Harkelrlcszzxcl1

SO hard to seg,

Marlow’ igui i

o stoa:lgiﬁglllt}; ggn:eg;ung Kurtz’s strange death would certainly tell th

made by the wild men ill;’ll thleﬂfiilx%:ezcﬁsp?gs abiut G g noise:

- : g wledges that “if

eno go : Z:s].}l) (;:/1(;:1;1 at<:111m1t to yourself that there was in you juZ? l;hzvefr:_ r?an

whae abon }?1 ¢ terrible frankness of that noise” (115). And thl'n P

wha n b iima Ki,t leart of Darkne_ss' is about: Marlow’s respéndin to1 sthls
sy Ir_z s, soul. And this is what, finally, woman is not t(;gld )
_ elsing’s closing remarks note, the real recipient of Dra.cula’s

fragment ive i i
gmented narrative is Mina and Harker’s son. This boy, born on the

anmversary of the Count’s de
iizlgug against Dracula but is krljzg\l:/’nbg;r ihg; ::r?}e
A . . ] :

fm erlg:;l Elaswh‘l)iid in the final fight. “This boy”, Van Helsing says “will
b o o wh at adbrav.e and gallant woman his mother is. AIrﬁad he
mon o o et ths tari] lov'1ng care; later on, he will understand how s}c,)me
o paove sak’ at they d1.d dare much for her sake” (378). Perhaps not

e as for their sake, and at the cost of killing off tlljer wﬂdi?

uincey in memory of the

appropriate’ way, -

10 be born oU
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re is at least the promise of a New Man in this boy who
to be prought up by a man and a woman sharing the same memories of
eSS and, above all, a fundamental trust in each other. Conrad’s novella,
aIleaI in its intention even for Marlow himself, offers no solution as to
’svthe radical separation between men and women may be bridged, despite
&?e fact that it clearly presents the role played by the lies between men and
women in the monstrous perpetuation of the model of heroic masculinity the

ips in Kurtz. Marlow may convince other men to abandon

Jntended worships 1 ’ aba

their beliefs in the hqs of men’s dangerous dreams, but no New Man is likely

t of their bonding.

The comparison of texts as apparently diverse as Dracula and Heart of

Darkness reveals the extent to which the sub-genre of the imperial Gothic

cuts across the canons of the literary and the popular. It also reveals that
ticulate common concerns springing from a similar

these masterpieces ar .
cultural background, crystallising around the date of Victoria’s Jubilee in

1897. Conrad’s and Stoker’s texts respond, essentially, to anxieties about the
privileged position of British masculinity beset then by fears of personal
(ie., sexual), racial and imperial degeneration. They reflect man’s attempt to
ease his anxieties by symbolically rejecting his shadow, the unwanted Other.
The civilised barbarian at the centre of Conrad’s and Stoker’s narratives
_ Kurtz, Dracula— is an ambiguous patriarchal monster used as scapegoat in
parratives that regenerate the discourse on the masculinity proper to the
Englishman. This regeneration, however, is not without its tensions. The
superiority of the Englishman over the foreign civilised barbarian is endorsed
by writers who are not themselves English: Stoker’s Irishness and Conrad’s
cultural and political allegiances as an immigrant Pole, naturalised British,
problematise their defence of English masculinity. Seemingly seeking to
reinforce their own position within English culture, Conrad has Marlow
dismiss Kurtz’s corrupt colonising project, while Stoker sides with the
English in the defeat of count Dracula in his own Transylvanian domain.
Both Conrad and Stoker write from a position that, without being necessarily
misogynist, clearly ignores women’s cOncCerns. Where they most diverge,
though, is in the different solutions they give to the problem of women’s
positioning in the face of the rejection of man’s dark double. Stoker chooses
to include women in the confrontation with the evil Dracula, focusing on
Mina as the proper model of sympathetic woman who can selflessly aid man
in his search for a new stability. Her own needs are left asidesbut she fully
participates in the defeat of the monster and in the construction of a future for
herself, her husband and their son —the New Man to be born. For his part,
Conrad excludes the women from Marlow’s audience, arguing that woman

i ster LUCY- Yet, the
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. 7 ghades of Darwin have been found in both texts, though. See Knowles
oo4) for a discussion of the parallels between Conrad and Schopenhauer and
Qa?‘fer (1993) for those between Conrad and Herbert Spencer.

8 Young argues that “Carl Jung’s African journey [in 1925 to Mombassa] led
i to formulate his theories of the collective unconscious” (1982/83: 586);
owever, argues that the transition from the late Victorian intuition of the
depths of human psychology as expressed in the literary use of pseudo-myth to
the science of psychology was over by 1905, when Freud published Three Essays

* on the Theory of Sexualizy.

9 Dracula might be regarded rather as a pre-patriarchal primordial sadistic

father. But it is important t0 notice that in the novel he has a place within the

feudal, patriarchal system of his country. Despite being immortal he belongs at
the same time to history.

101 am quoting from the 1984 edition of Heart of Darkness in Youth, Heart of
Darkness, The End of the Tether by Oxford University Press.

" Medical theories supported the idea that man lost vital fluids he had in
limited supply every time he engaged in sexual intercourse. Since semen was
supposed to be the same type of matter that made up the brain, it is easy to see
this must have caused anxiety to countless men, who responded by demonising
sexuality and woman with it. The female vampire and the later screen vamp
emerge from this context. See Dijkstra (1996).

2 In Facts and Comments (1902), quoted in Shaffer (1993: 50).
¥ I am quoting from the 1983 edition of Dracula by Oxford University Press.

" Stoker never visited Transylvania, which he reconstructed from travelogué
descriptions (Gelder 1994: 3).

Y See Achebe (1978), and Zhuwarata (1994) for an African evaluation of
Conrad’s alleged racist colonialism.

' The anonymous Director of Companies, Lawyer, and Accountant, together
with the frame narrator listen to Marlow’s tale. In Dracula Harker is accompanied
in his adventure by Dr. Van Helsing, Dr. Seward, Lord Godalming and Quincey
Morris —forming another group of five men. They finally see, though, that Mina
cannot be left aside. ~
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FFECTS OF GARDEN-PATHING IN MARTIN
MIS'S NOVELS TIME'S ARROW AND

NGHT TRAIN
@

DANIEL OERTEL
UNIVERSITY OF COLOGNE

She calls me up and says, “Get over there. There’s nobody home.”
So I get over there, and guess what. There’s nobody home. Martin
: Amis, Time’s Arrow

[. INTRODUCTION

It might seem an odd paradox to praise a novel by epitomizing it as
“Jeceptive”, “‘confusing”, or “misleading”. But when it comes to Martin
Amis’s novels Time’s Arrow (1991) and Night Train (1997), one is tempted
to think in such terms. Evidently, Amis is slyly enjoying a kind of
postmodern game with the reader, and yet (or perhaps, for this reason) both
novels are also highly rewarding reads. As I will argue here, Time’s Arrow
and Night Train both employ narrative and structural techniques that produce
what in psycholinguistic parlance is known as a “garden-path effect” triggered
by a “garden-path sentence”. As Mitchell Marcus puts it, garden-path
sentences have “perfectly acceptable syntactic structures, yet [..] many
readers initially attempt to analyze [them] as some other sort of construction,
¥ i.e., sentences which lead the reader “down the garden path™” (1980: 202).! In
# other words, garden-path sentences make readers follow up a certain
hypothesis which may lead to processing failure, mistaken intéipretation, or
even lasting miscomprehension.

Misceldnea: A Journal of English and American Studies 22 (2001): 123-140.
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..d and its central role in concept-driven information processing. Consider
5 following example by Bransford and McCarrell which illustrates the
extent tO which understanding must be considered a constructive process:

The haystack was important because the cloth ripped. (1975: 209)

Wwithout any further context, this sentence fails to be rneanirigful. But what if

| the “cloth” in question is the cloth of a parachute? This piece of information
. will make readers draw from their knowledge of [parachute jumping], and

now the haystack not only makes sense in terms of importance but also as a
life-saving circumstance.

Similarly, when we read a sentence like “He ordered a cherry pie for
dinner”, we naturally presume, apart from the fact that a male person is
sitting in a restaurant, that there is a waiter who will serve him, and that the

erson will have to pay for his meal. Additionally, we may infer that the
person is slightly extravagant and/ or stingy because what he orders for dinner
is just a dessert rather than a proper meal. All of these conclusions are made
on the basis of structures or schemata that are stored in our minds.
Menakhem Perry alludes to this when he speaks of the “reader’s construction

of frames””:

Any reading of a text is a process of constructing a system of
frames or hypotheses which can create maximal relevancy among
the various data of the text —which can motivate their “co-
presence” in the text according to models derived from “reality,”
from literary or cultural conventions, and the like. Each of these
hypotheses is a sort of “label” constituting an answer to questions
such as: What is happening? What is the state of affairs? What is
the situation? [...] What is the purpose? What is the speaker’s
position? (Perry 1979: 37)

Perry’s frames correspond closely to Bartlett’s schemata and serve as guiding
norms in the encounter with the text. In the act of reading the reader
constructs “a set of frames which can motivate the convergence of as many of
the various details in the text as possible” (Perry 1979: 36). Moreover, Perry
adds, this set of frames functions as a “negative defining principle, so that
deviation from it becomes perceptible and requires motivation by another

frame or principle” (1979: 37).
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shortly after Minsky had introduced his concept of frames, many other

rerms were coined by cognitive researchers, all of which were based on

roughly the same idea: a human mind which is capable of employing
(=4

. pumerous “‘super-structures” in which certain situations and stereotypes

(“making 2 phone-call”, “seeing a film”, etc.) are stored and structured. These
structures or remembered experiences not only help us orientate ourselves in
everyday situations, but are equally relevant in the act of reading. Although
there are a number of alternatives to the term “frame”, such as “scripts”
(Schank and Abelson 1977) or “category” (Mandler 1979),2 1 will stick to
Minsky’s notion of frames in the following discussion of Amis’s two
stories. ’ .

As long as a text does not present any processing obstacles, readers will
activate and follow the appropriate type of frame, which helps them make
decisions on the specific meaning of a word, a sentence or the whole text. As
Umberto Eco once put it: “A “reading” is the choice of a path and therefore a
direction” (1976: 97). In the following I will try to locate central passages in
Amis’s novels that trip readers up causing them to use “false” frames which
have to be revised later. While specific signals in the texts persuade the reader
to draw on familiar types of frames, it becomes harder and harder in the
course of the reading process to link up incoming textual material with the
frames constructed thus far. At a certain point then —just as in the smaller
units of garden path sentences— the reader realizes that he was led up a
garden path and has to revise his or her hypotheses.

3. CONSTRUCTING A STRANGE WORLD: TIME'S
ARRONW

Time’s Arrow tells the life of .a Nazi doctor presented by means of a
technique of chronological inversion. As the critic Richard Menke quite
rightly put it, Time’s Arrow is “[a] postmodemn unbildungsroman™ [my
italics] (1998: 959): almost everything in Time’s Arrow runs backwards, as
if it were possible to press the rewind-button of a movie-tape called “life”,
creating odd and occasionally comical scenes: Garbage men for example arrive
in the morning to dispense the trash; pimps hand over plenty of cash to their
call girls; old people become younger and healthier. This mod€ of telling is
not totally new,’ but Amis is perhaps the only writer whose account is so
elaborated and perfected that “[d]isorientation is one’s initial response”’
(Diedrick 1995: 163). Catherine Bernard even claims that the whole structure
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of the novel “hurls the reader in a narrative black hole where he |
bearings” (1993: 133). Although some critical comments on the bagy of

Penguin 1992 paperback-edition gave the game away by telling ¢ th
that the protagonist’s life is told backwards, it is still likely that Teaders y;
be garden-pathed by the beginning of the story. Here it is: !

0Ses
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This opening descriptive passage provides essential expositional information,
Somebody (an as yet unspecified “I”) wakes up and does not feel comfortable
about the doctors surrounding him. Although the word “hospital” is not
mentioned at first, the scenario instantly reminds us of what we have stored
as a “hospital-”, or more specifically, as an “operation-frame™: it is quite
logical for the reader to presume that the narrating “I” awakes from some sort
of an anaesthetic or that an operation preceded the hospital stay. Naturally,
one is curious to learn about the facts that made a hospital stay necessary.
Perhaps the first-person narrator was involved in an accident, or had a serious
disease. Whatever a reader might imagine at this early stage of the reading
process (and this includes numerous possibilities) is exactly what Minsky
calls the “filling of the slots with specific data™ our frame for a “hospital
stay” is activated, and we instantly attempt to enrich it with imaginative
“concrete data. :

But in expecting a clearer account of the hospital situation, the reader is
already walking down the story’s first garden path. In the course of the next
three pages, the narrator somewhat incongruously claims that he is getting
better progressively, but at the same time, that there seems to be something
totally wrong about the world he is living in: “Wait a minute. Why am I
walking backwards into the house? Wait. Is it dusk coming, or is it dawn?
[..] Why are the birds singing so strangely? Where am I heading?’ (TA 14).
Only readers who are already aware of the story’s trick —the reverse

; ; and
Ctor’s hangs, s0-
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“Dug. Dug,” says the lady in the pharmacy.
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“Aid ut 0o y’rrah?” . .

“Mh-mm,” she’ll say, as she unwraps my hair lotion. (T4 14)

This looks rather better translated, read backwards and from bottom to top:
is .
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“How are you toda}II_’I? -
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readers at all, as it is likely that some will put the book down in frustra;
before having fully realized the gimmick of the novel. Moreover ction
readers might think it too arduous to have to translate every action d;:s Jome
into its proper sequence or might find the annulment of the laws ctibed
sequence nonsensical.

. Perhaps, what Amis hopes to gain by forcing the reader come to or;
Wlth odd patterns of chronology is the construction of a new kind of friinlps
ie., areversed-time frame that, apart from making its own kind of senge al N
sensitises the reader to the process of reading itself. %0

However, we shall see that the time trick is not the only device Amj
uses to intergogate and manipulate conventional reading strategies. T}is
novel’s narrative perspective itself is highly misleading. Seemingly helpﬁﬁ
and “conatively solicitous” (Bonheim 1982), the narrating “T” introduceg
himself quite early: “I live, out here, in washing-line and mailbox America
innocuous America [...], You’re-okay-I'm-okdy-America. My name Of
course, is Tod Friendly. Tod T. Friendly” (TA 14). This type of informa;tion
mainly helps the reader to instantiate a frame for the narrative situation, Byt
the first cause for puzzlement occurs at the end of that same paragraph, when
the narrator talks of a second language “here in Tod’s head”, adding that “Iwle
spmetimes dream in that language, too” (TA 15) —thus bizarrely turning the
first-person singular into a plural that does not look like a generalizing
plural. Perhaps even more oddly, from this point onward the reader has to
deal with a strict separation of the character Tod Friendly and an ominous
“passenger or parasite” who lives in Tod Friendly’s head (TA 16) and is in
fact the narrator of the story. Once again, then, a frame that agrees with
common reality patterns (the narrating I = Tod Friendly) has to be replaced by
an unusual frame in which the narrator acts as some kind of an inner voice in
Tod Friendly, a voice which Tod Friendly is wholly unaware of. But what or
who is this inner voice? And what is its precise status? Certain clues in the
further course of the story suggest that the narrator is Tod’s soul, no less:
“Perhaps Irene put it best [...] when she tells Tod that he has no soul. I used
to take it personally, and I was wretched at first” (TA 62). Or at another
point, when the voice remarks: “I happen to know Tod isn’t squeamish [...].
But the body I live and move in, Tod’s body, feels nothing” (TA 33, 34).

But what is the purpose of installing an innocent soul as the story-teller?
Without an idea as to why an abstract entity functions as the narrator, the
%'eader will face further confusions in the course of the story’s peculiar
Jjourney back in time: “Tod”, explains the narrator-voice, “won’t be Tod for
much Jonger. He’ll trade in that name and get a better one” (TA 74). Soon

of temp0ra1
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Jfter that, Tod goes by the name “John Young”, who works as a surgeon in
New York; and after that, he has another identity in Portugal under the name

of “Hamilton de Souza”. All of these name-changes start to make sense in

the last third of the novel, when “Hamilton de Souza” eventually
«ransforms” into “Qdilo Unverdorben”. The reader is then told that Odilo
Unverdorben is a Nazi doctor in the concentration camp in Auschwitz.
significantly, the chapter in which this clue is revealed begins with a rather
relaxed narratorial voice which claims that :

[tlhe world is going to start making sense.. Now. I, Odilo
Unverdorben, arrived at Auschwitz Central somewhat precipitately
and by motorbike, with a twirl or frill of slush and mud, shortly
after the Bolsheviks had entrained their ignoble withdrawal. (TA
124)

When we turn this passage around again, it becomes clear that the whole
action depicts the escape of Unverdorben from Auschwitz shortly after the
amrival of the Russians. Odilo thus has fled from the camp at the end of
World War II, which is the reason why he had to change his names repeatedly
—because he was an internationally wanted Nazi criminal.

Only now will the story unfold its meaning; the plot becomes
fransparent, as do the aim and the implications behind Amis’s narrative
technique. No matter how strong the sympathy the reader felt for the
protagonist in the course of the story, he now discovers —and this comes as
a shock— that he has been following the story of a Nazi criminal with
whom he identified. Again this is a clear case of recovering from a garden
path, and indicative of the way in which Amis questions traditional narrative
patterns such as the concept of “round characters” (Forster 1927) with whom
readers may identify. Significantly, in an interview with Victoria Alexander,
Amis pointed out that “Nabokov said in a lecture once you should never
identify with the characters of a novel. You should always identify with the
author of a novel and see what he is trying to do” (1994: 581).

This attitude is clearly a key to understanding Amis’s novel: by
deliberately forestalling straightforward interpretation and thus questioning
teleology and fixed meanings, Amis is giving us a new approach to seeing
history. What Amis seems to suggest is that the Nazi regime is more than
just the effect of a particular causal chain of events, and for-this reason he
does not present another account of how the Jews were treated in the Nazi
concentration ‘camps. Commenting on the conditions in Auschwitz, the
narrator states: “Hier ist kein warum. Here there is no why, [...] no when, no
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how, no where” (TA 128). Rather, to approach the Nazi issue, Amis inviteg
the reader to take a look at things upside down, or as Bernard put it, to let the
reader “become estranged from the continuum of life itself, to unlearn the
very biological processes which make up existence” (1993: 133). In thig
way, perhaps, one might better grasp the brutality of the regime and itg
“style”, as Amis calls it in his afterword. The point is that the “nature of the
offence”, Amis’s alternative book title, may be of such a bewildering
complexity that it simply cannot be explained satisfactorily. Seen from thig
point of view, Time’s Arrow’s incoherent narrative structure becomes 4
suitable metaphor for the incoherence of history, the inexplicable nature of
Hitler’s regime. And, in a sense, the garden path experienced by the reader ig
comparable to the garden path that trapped the German people.

4. CONSTRUCTING A CRIME NOVEL: NIGHT TRAIN

Night Train is Amis’s latest novel to date and belongs, like Time’s Arrow,
to the shorter forms of his artistic production. The text comes in the form of
a diary and explores two subgenres of the detective story, namely the “hard-
boiled detective story”, initiated in the 1930s by Raymond Chandler and
Dashiell Hammett. It also imitates a lesser known genre, the so-called
“police procedural”, which appeared in the 1950s and is still popular today, as
one can see in TV serials like “Columbo” or “NYPD Blue”.

Night Train’s garden-path traps can be observed on two distinct levels,
Primarily, the reader is led astray by the story’s “genre-frame”: the text
initially presents itself as a crime novel and at the end turns out to be
something entirely different. But, along with the detective-narrator, the reader

is also garden-pathed by the “case” itself, which is thrown into focus right at
the beginning:

I am a police. That may sound like an unusual statement —or an
unusual comstruction. But it’s a parlance we have. Among
ourselves, we would never say I am a policewoman or I am a police
officer. We would just say I am a police. T am a police. I am a police
and my name is Detective Mike Hoolihan. And I am a woman, also.
What I am setting out here is an account of the worst case I ever
handled. The worst case —for me, that is. When you're a police,
“worst” is an elastic concept. You can’t really get a fix on “worst”.
The boundaries are pushed out every other day. “Worst?” we’ll ask.
“there’s no such thing as worst”. But for Detective Mike Hoolihan
this was the worst case. (NT 1)
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The passage exhibits a striking clash of linguistic registers“——at. one poin,t,,
{he Narrator uses educated phrases such as “parlance”, and .elvastlc concept”,
and then moves on to slang expressions like “can’t get a fix”. Beyond this

e of stylistic experiment we are instantly led into th<=j world of the
tchandleresque “tough guy”-story with its typical mode_ of straightforward and
self-conscious narration. Stylistically, the .te?it’s simple syntax and its
frequent use of the first person sounds as if it was spoken by Marlowe,
Chandler’s paradigmatic private detective. In The Big Sleep, Mgrl?we begins
his narrative thus: “I was neat, clean, shaved gnd sober, gnd I didn’t care who
knew it. I was everything the well-dressed private detective ought to be. I was
calling on four million dollars” (1939: 9). .

In the course of the next few pages further typical features of t‘he harfi—
boiled detective story are quickly confirmed: the story takes plaqe in a big
American city where violence is nothing extraordinary. The detecgve may be
female but she is also quite tough: a chain-smoking ex-alcoholic who has
seen it all: “Jumpers, stumpers, dumpers, bleeders, floaters, poppers,
bursters. I have seen the bodies of bludgeoned one-year-olds. I have seen the
podies of gang-raped nonagenarians” (NT 4). And finally, the case she sets
out to solve involves the mysterious death of Jennifer Rockwell, daughter of
Mike’s boss Colonel Rockwell: One day Jennifer is found dead' in her
apartment —with a gun in her hand and three shots in the head. Jennifer was
raised in a secure and happy family, was married to a loving husband, wor1.<ed
as an astrophysicist, and was generally considered a cheerful and charming
person. As Mike puts it, Jennifer was a “favorite of everyboSiy. [...]. I watghed
ber grow into a kind of embarassment of perfection. Brilliant, beautlfu_l.
Yeah, I'm thinking to-die-for brilliant. Drop-dead beautiful. [...] She had it
all and she had it all, and then she had some more” (NT 7). So as the
circumstances of her death are not in line with what Mike calls a “yeah-right-
suicide” (NT 7), could this have been a murder? .

At this stage, readers will draw from their general knowledge of detective
narratives or TV crime serials and will install what could be called a
“whodunit-frame”. Of course, a search for clues and the final revelation of _the
murderer is central to any. detective story. One might even argue that crime
literature is the “garden-pathing genre” par excellence, since nothing would be
more tedious than for the villain to be identified on page one. Think, fpr
example, of Poe’s “The Murders in the Rue Morgue” which garden-paths its
readers on the strength of the natural expectation that the murderer_ must be'a
human being. As a matter of fact, a thoroughly enjoyable detective story is
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expected i i
heﬁngs. to lead to a surprise ending at the end of a path of well-strewp rd
o Ifanzghzf Train, _Manin Amis certainly gives us a surprise ending
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or the informalities in the dialogue presentation. And I guess I
apologize for the outcome. I'm sorry. I'm sorry, I'm sorry (I%T 5)
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* Pew readers will take this passage to indicate literally that Mike is sorry that
there is 1O “outcome”, no revelation in a grand “Columbo” fashion. Failing
‘1o fulfill its promise as a detective story, the text turns into a pitch-black
psychological study of womankind and human motivation. Yet there is much
value in this kind of manipulation of genre and the spoiling of our
expectations: not only does it make us aware of how we tend to read, what
general expectations we draw from certain text-types, but also springs a
:urprise on us of a fresh, though rather peculiar, nature. And perhaps it also
makes us aware of the artificial nature of other detective stories that often
create cheap showmanship, in fact having nothing to do with real life. In real
life, there isn’t always a showdown, a satisfactory closure, a “motive” that
explains what people are like and what life is about. Significantly then, the
povel’s end undermines the fictionalization of life that Mike herself finds

absurd and detestable:

With TV you expect everything to measure up. Things are meant to
measure up. The punishment will answer the crime. The crime will
fall within the psychological profile of the malefactor. The alibi
will disintegrate. The gun will smoke. The veiled woman will
suddenly appear in the courthouse [...J. I'll tell you who wants a
why. Jurors want a why. They want reruns of Perry Mason and The
Defenders. They want Car Fifty-Four, Where are you? They want
commercials every ten minutes or it never happened. (NT 108)

Refusing to arrange a “perfect” and “grand” ending, Amis eschews all natural
frames of closure, leaving behind all fictional stereotypes and conventions.
Amis’s narrative roads are roughly paved and never lead his readers to where

they think they are going.

5. CONCLUSION

David Lodge suggests in his essay “The Novelist at the Crossroads” (1977)
that critical attention should be directed towards a certain type of
“problematic” narrative, toward “...] the trick novel, the game-novel, the
puzzle-novel, the novel that leads the reader [...] through a fairground of
illusions and deceptions, distorting mirrors and trap-doors that open
disconcertingly under his feet [...]” (1977: 105). This essdy analyzed and
isolated only some of the trap-doors in Amis’s two novels, but attempted to
highlight their modes and functions as well as the consequences they may
have for the act of reading.
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thout needing to anticipate the clue of the novel here, it can be said that
y 1end of the novel is also very different from what Young promises at the
egjnning- This led a critic of the Guardian to start her review of London
?;lds as follows: “This book is a cheat. A con-trick. From start to finish,
lll 470 pages of it, it’s an elaborate tease” (Koning 1989). And in Amis’s
¢ previous novel Money: A Suicide Note (1984) there is a writer-character
ed “Martin Amis”, who, like many other characters in the book, plays
n the protagonist John Self. At the end Self is told by his ex-
d: “You know, it can be good fun deceiving people” [my italics]
(1985: 335) —and this does indeed sound as if the author is speaking through
her, thus highlighting one of his central narrative strategies.

While Amis himself once admitted in an interview that some of his
parrative devices “come [...] under the main heading of “Fucking Around
with the Reader”” (Morrison 1990: 98), I would like to go a little further and
suggest that his deceptions create what Roland Barthes termed a “writerly
text” (1975): a text that opposed to a “readerly” one turns its readers from
mere consumers into “quasi-producers” of the story. Martin Amis thus creates
ng experience where his readers gain exactly as much as they put

tricks ©

girlfrien

a readi
in. %

NOTES

! In today’s psycholinguistic literature, there is usually one example cited as
the “classical” garden-path” sentence invented by Thomas Bever (1970: 316):
“The horse raced past the barn fell”. This sentence is incomprehensible unless it
is understood as: “The horse (that was) raced past the barn fell”. Another example
of a garden-path sentence is: “They told the boy that the girl met the story”
(Fodor and Inoue 1994: 409), which confronts the reader with the odd semantic
construction of someone “meeting a story”. Naturally, it is the boy [whom the
girl met] to whom the story is told. The present articles's epigraph cited above

may be considered a (mild) garden path joke.

® Gross (1994) additionally lists the terms “sceneries”, and “story
grammars”. For a detailed overview readers may want to refer to Mandler (1984).

} According to Kakutani (1991), an inverted time scheme was used by Pinter
in Betrayal (1978); Diedrick (1995: 164) draws attention to Vonnegut's
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HE AFRICAN PAST IN AMERICA AS A
pAKHTINIAN AND LEVINASIAN OTHER. g
REMEMORY" A3 SOLUTION IN TONI

MORRISON'S BEIL OVED:

&

ANGEL OTERO DLANCO
UNIVERSIDAD DE. SANTIAGO DE. COMPOSTELA

. ALTERITY AND OTHERNESS

- An apparently insignificant linguistic parallelism found in both alterity and
. otherness enables us to understand a philosophical and literary theme that lies
. under Toni Morrison’s Beloved (1987), namely the dichotomy subject
~ /Jobject, in which I=self/ other. This similarity turns out to be a crucial key
~ to an understanding of Beloved as a literary work implying the claim that the
absurdity of black existence in white America may be regarded as a past,
nightmarish experience that must not influence black people’s present days
and coming years. :

Despite the dangers of remembering the past, African American
artists have insistently based a large part of their aesthetic ideal on
precisely that activity [...]. This insistence on the interdependence
of past and present is, moreover, a political act, for it advocates a
revisioning of the past as it is filtered through the present [...]. It
[Morrison’s work] must [...] signify on the past which has been
constructed out of a denigrative ideology and reconstructing "that
part which will serve the present. (Rushdy 1992: 567)

-~
Something is altered, but it also alters. Likewise, something is othered, made
other, but it also others, makes other(s). Stated thus, the words at issue are

Misceldnea: A Journal of English and American Studies 22 (2000): 141-158.
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smpla.r, not only semantically, but also syntactically, since syh;
object are interchangeable: ‘I alter-other you’, and ‘You otkezﬂalgeCt d
Therc?fore, if we take -into account the traditional linguistic voice.er e,
both involve either active or passive processes. Subject and object e,
are exchangeable. It is a truth universally acknowledged that the ob'goSltlons
active clause_ may be the subject of a passive one, and viceversa ]JScftthOf o
return to theq original position in the clause, to their original self, SO t oy
This reciprocity, shared also by both alter and other, accounts fo7r L ; say,
theories of Time and Bakhtin’s general ideas on the other. evinas’s
' Bakhtm posits two stages in every creative act, to wit, i) empath
zdentzﬁcatzogz, and ii) exotopy, a reverse movement whereby the indiv'ﬁ o
;etu;ng to his starting position (Todorov 1984: 99), but now realizin; -
intrinsic otherness of this original position, since living with the other ib e
a matter pf accepting the other, but also of being in its place, of ima : o
and making oneself other for oneself (Kristeva 1991: 13).2 ’ Sung
Lo otro no es de ningin modo otro-yo, un otro-si-mismo
participase conmigo en una existencia comun. La relacién con o?ue
1o es una relacién idflica y armoniosa de comuni6én ni una em atrio
mediante lg cual podamos ponernos en su lugar: le reconoceprno;1
como semejante a nosotros y al mismo tiempo exterior; la relacign

con otro es una relacién [...] con su exterioridad o, mej i
con su alteridad. (Levinas 1993: 116-117) » melor dicko,

Levinas and Bakhtin agree in considering the relationship between one’s self
and the other not only a total identifying reciprocity, empathy, but also what
I am not. This is why the fusion with, or penetration in, something or
someone else (assimilation, or even appropriation of the ’other) mus% be
followed by a keeping at a distance, a non-fusion with the other. Alterity and
f)tkemess ther} show that, given the active/passive voice (. op)position(s), the
mterchangeabﬂity regarding subject/object may be comparable to Levinas, and
Bakhtin’s Phllosophical propositions on the other. In my view, that self and
other (subject and object) can be alfered suggests the identifi’cacion of the
empgthy-exotopy dynamism with the aforementioned syntactic process; hence
the importance of regarding the time gone by, the events phenome;na and
conditions that have existed or have happened at some,earlier fimc, as

yt;rally other(s). Our past may be made present, but we must not forget that
it is also absent. -
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The alienness exists not in something not yet known [...] but in
something that becomes known only in [a] paradoxical mixture of
presence and absence, of proximity and remoteness. In this sense,
the alien resembles the past to which we gain access by
recollection. (my emphasis, Waldenfels 1995: 36)°

The quest-ion of Time as other is one of the thematic fields developed
throughout Toni Morrison’s Beloved, especially those aspects related to an
earlier period of one’s life that is thought to be of a shameful, embarrassing
and worrying nature, to the extent of endangering one’s present and future
life; hence Morrison’s neologism rememory, a complex new term that
involves a revised philosophical and literary insight concerning past events in
general, on the one hand, and the nightmarish African history in America, on

the other.

Clearly, for Morrison, the questions: “Who am I?” and “Where are
we going?” are inseparable from “Where do we come from?”, and
the two sides —the search for self definition and an understanding
of what the past is about— interact constantly throughout her
work. (Guth 1993: 575)

In order to explain the meaning of rememory I will quote the passage in
which the aforementioned term first appears. Denver has seen her mother on
her knees in prayer, which, the text says, “was not unusual. What was
unusual was that a white dress knelt down next to her mother and had its
sleeve around her mother’s waist” (Morrison 1991: 36).* Denver asks Sethe
what she has been praying for. Sethe’s answer is worth analyzing.

Not for anything. I don’t pray anymore. I just talk [...] I was
talking about time. It’s so hard for me to believe in it. Some
things go. Pass on. Some things just stay. I used to think it was
my rememory. You know. Some things you forget. Other things
you never do. But it’s not. Places, places are still there. If a house
bums down, it’s gone, but the place —the picture of it— stays, and
not just in my rememory, but out there, in the world [...] Even if I
don’t think of it, even if I die, the picture of what I did, or knew, or
saw is still out there. -

Can other people see it? asked Denver. ’

Oh, yes. Oh yes, yes, yes. Someday you be walking down the road
and you hear something or see something going on. So clear. And
you think it’s you thinking it up. A thought picture. But no. It’s
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when you bump into a rememory that belongs to somep, g
: y elSeA

(my emphasis, 44-45)

f;f—me-morzes, th;n, are. p.laces, or better, pictures of certain plac ;
Worge presentatzqns, vivid descriptions or accounts. MorpholoeS .
por “tce)frvgesn;fggl }ialipnned by preflxation_, where 1) re- occurs originally ;
o words from L 1r;_ t('memory)', used with the meaning again or agai Y in
o Indicate kvfe ; ion, or with the meaning back or backward to inlc?' o
bate cvat or bac ard motion (Webster 1989); and ii) memory, the | 1cate
b re’cauin el apacity or facu}ty of ‘reta1'ning and re-viving impressioemcal
o calli egmanticci)gmlz1n'g previous experiences (Webster). In rememons’ .
e vy Constev;: s, 1? those meanings involved in the prefix re- tory e
i , cor an alftlon'of going back (-ward) in time, and {i) ttht,
particularlyythe e ai11:i<:1r(1y)colog1cal 1oot, memory, and the word picmors‘ee
" g conveyed by (re-) vive and vivid (Latin re-vivere, tc;
prefizhfe .Slffldleféczggfh (;f ité;}é :prtlezlogmmhremains, however, incomplete The
' : ; &8 we have seen, withdrawal. Thj i
(Si?rr:ll:rrllsui(o: ricsegftltl;; w111dallovy us to upderstand the literary and philc::oéshif:}z
oot the WOr ’at 1ssue. Withdrawal may convey the meaning of
repeatodl e th(one s selt). from some activity, as when thinkin
ety oout e past. , This attitude may become an obsession thagt
zmnscend}elmal minates one’s present. I daresay that the affix adds a
ranscende meaning to the 1§x1c;a_1 root here, since it modifies, chanee.
y suggesting a very significant nuance. What is more, if we k::ei)

on studying Sethe’s wo i
rds in the sam i ;
conclusions. ¢ section we will reach more

gically, gy

Zi/'vl':;re[ I v]vafrgefoge I came here, that place is real. It’s never going

-..]. The picture is still there and what’ i

there —you who never was the i here an sanc o o
A er w re— if you go there and stand in th

g/l:ictcifn;vhfe;: it Wass, it ]v)vﬂl happen again; it will be there fornyoue
you. 50, Denver, you can’t never go there. N ’

Be_cause even though it’s ‘all over —over and gone with——e\ilzrs;

going to always be there waiting for you. (45)

She explains to her dau it i
[ ghter that it is not necessary to be
: or hi
Eggzwalliy present in thg places where those pictures Zorning fromat‘;lee };:sr;
or have had their origin. But when Sethe talks about “a thought picture”

ggerine

* other:
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4 when she says “you who never was there”, she also implies another
cading: one may feel the influence from the past even if one is absent from
.« How? Through storytelling, for instance.
We usually define presence as the state or fact of being present, as with
s or in a place; attendance or company, immediate vicinity, close
roximity (Webster). Absence, however, is the state of being away or not
peing present; not in a certain place at a given time; away, missing; not
tent (Webster). The point is that, etymologically, their

resent; non-exis
Jltimate meanings coalesce. As far as content is concerned, they seem to be

the same: ) ) .
_Latin < praesent < praesens < praeésse. That is, pre- + -esse, pre- meaning

in front of or before.
_Latin < abesse, where ab- is equivalent to to be away from.

Pure essence then is unattainable. It is something in between, a constant
process of building up one’s self through others’ selves. We can
apply this reasoning to the concept of Time. We will grasp Time’s self only
if we accept it as other, only if we comprehend its' self as a differential self,
what remains once the difference between past and present is dis-covered. Its
essence echoes Bakhtin’s two stages in building up one’s creative self and the
similar linguistic behaviour of both alterity and otherness. And so, Time’s
being resides in admitting the differential relation between past and present,
since differences are relations, neither true entities or essences nor selves.

Time as other is simultaneously presence and absence, empathy and
exotopy, alterity and otherness. One must look for the space in between, so
to speak. The intersection of remembering and forgetting, the transcendental
threshold deriving from the disjunction past/present encoded by the dynamic
recollection/oblivion, is further emphasized by Ella towards the end of the

novel.

relational

The daughter [Denver], however, appeared to have some sense after
all. At least she had stepped out the door, asked for the help she
needed and wanted work [...]. Ella didn’t like the idea of past errors
taking possession of the present [...]. She could not countenance
the possibility of sin moving on in the house, unleashed and
sassy. Daily life took as much as she had. The future was sunset;
the past something to leave behind, well, you might stomp it out.
Slave life; freed life —every day was a test and a trial [...].
“Sufficient unto the day is the evil thereof” [...]J. As long as the

ghost showed out from its ghostly place —shaking stuff, crying, .

smashing and such— Ella respected it. But if it took flesh and came
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in her world, well, the shoe was on the oth
: > well, er foot. ;
a lzttl; comunication between the two worldsO ' bﬁ?e d'l
invasion. (my emphasis, 315) , thi

As can be seen from the above, Sethe
aforem”cnt_ioned relational difference (“a little cac?l(lilm}?l’lilioc\;g)nds tnot fake
wprlds ) Into account. Denver, however, will learn this se ‘eN .
difference, while Paul D ends in a somewhat ambiguous os'Pt)‘ ool type of
see tIl;ese characters’ reactions and attitudes below. position. We vl
) ememory means to transcend one’s past wi i i
§nvolves an’ acknowledgement of one’s past (elflpath}‘j;]tgftﬁf)ultg;?rln' oI
mvade; one’s present. One must regard one’s past as other in Ozmg ‘o
conscious of the fact that its individual self is not our own self, chi o
(r:etur% to the starting-point (exotopy). Only by seeing this dif}erenc:/ : e
onsider ourselves really free. Notice that Sethe keeps on being a s o e
phys1ca11y,' of course, but figuratively, a mono-maniacal slave ogf he: e
me’ﬁsoerthe al;, g?t only victimized by he_r past. She is also the victirﬁa(sytf her
mer 'y, another word' worth commenting on, since it adds interestin da
at may he;lp us to decipher the concept of Time as other. Memory ag h
(C:Icincewed in th.e novel., stanc!s for nostalgia. This feeling prev,entss 1tt£s
aracters from interpreting their past through the rememory process. A °
we read how Sethe misses her earlier life with her children. This ca. .

< (3 . 2 u
suffering (“her terrible memory”, 7). We are also told that she smilessesat the

n the two

memory of Beloved crawling up the inner stairs of Bluestone 124 (196). -

Moreover, Sethe memories, mis B i i i
the black poople s wnie (2(39),15 ses, Baby Suggs in the Clearing praying for

Beloved’s resurrection coerces Sethe and the others j
return to aqd reenact the past, again like tragic figuresmgocgr\:ii :g
reenact it in memory and deed. Looking back, they begin to
understanc.i thqmselves and to reassess where they have been. The
know the ironically named Sweet Home to be the most illus'ory o);
Edens. Before Mr. Gamner’s death and schoolteacher’s arrival, it
camouﬂaged the evil enterprise it represented [...J]. The Garr’lers
I‘llver(? kmdhearte;d people but also participants in the system —nice
azjs, but Nazis nonetheless. By their accommodation of slavery,

they made i i
» 8}]9: 85-8%3)351b1e the prototypal evil of Schoolteacher. (Otten

S Was an
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ommentaries on the characters’ discovery of Sweet Home’s' true
qure ilustrate that the characters realize that Sweet Home was actually a
hited sepulchre. They allow this dis-covery from the past to control their
resent. Baby Suggs collapses when she realizes that her “insistence on self-
' Jove cannot counter the enormity of evil that [...] destroys Beloved, and Baby
© quogs has to accept this failure [...]. But she also accuses herself” (Otten 88).
o e?nuSt not forget her neighbours’ anger at her elaborate feast the day before
: Sethe kills her little daughter. Both Baby Suggs and Sethe go to bed to think
about colors, which have a flat, even surface with neither depth nor history.
In the novel, colors lack time. No past can be found in them. Both Sethe and
per mother-in-law allow past events to take root in their present. They lack
the knowledge of past as other. Consequently, they cannot freely return to
their present-day selves. No exotopy can be found in their behaviour. Paul D
and Denver’s attitudes are somehow different as we will see in the following

en’s ©

section.

9. PELOVED AS AN ALTERATING OTHERNESS-
OTHERING ALTERITY

Though frequently used interchangeably in English, the terms alterity and
otherness are slightly different from a semantic perspective. On the one hand,
alterity can be described, morphologically, as a deverbal noun whose
etymological root is Late Latin alterare, meaning to change; hence our fo
alter, to make different in some particular, as size, style, course, or the like;
to modify. Both change and alter mean to make a difference in the state or
condition of a thing or to substitute another state or condition. Change,
however, is to make a (usually material) difference so that the thing is
distinctly different from what it was, while alter is to make some partial
change, as in appearance, but usually fo preserve the identity. Therefore, alter

T implies that the thing itself is not exchanged for another. On the other hand,

other can be described as an adjective meaning different or distinct from the
ones mentioned or implied, the remaining of two or more (Webster).

Theories on the other usually combine both aspects. They make reference
0 the similarities and differences between my self and the others. Despite the
outer modification of my self, I preserve my identity, and viceversa, 1 can
change the other’s identity, but, substantially, it remains the same. The other
is, in some way or another, a true friend of our selves, since only someone
else’s self can give me the feeling that I constitute an individual. It is
difficult to “conceive of any being outside of the relations that link it to the
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other” (Todorov 94). I need the other (and
own subjectivity. We are really inseparable.
In Toni Morrison’s Beloved, alterity and otherness im
viewpoint regarding what / am not, by underlying one’s particu]ay
personal interpretation of the other, one’ i i
reaction towards what is not my self, the characters’ past. At the g3
both terms emphasize a collective, universal, social and common
what we are not, society’s attitude with regard to the other, the ¢
past re-presented by, made incarnate in, Beloved.
Levinas’s responsibility or responsiveness and Bakhtin’s answerqp;;
are directly connected with “the response the subject owes to the other ip
dialogue of sociality” (Nealon 1997: 131). Let it suffice to say that Beloyeg
does not respect the others’ selves. And Sethe’s res
may be regarded as obsessive. While Beloved i “
(Nealon 129), by making the most of her mother’s physical, mental apg
spiritual weakening without (unintentionally?) caring for her, Sethe is deeply

concerned in making amends for her past, fatal decision and in looking for
moral and ethical justifications.

me tj m e,
approach tq
Ommunity ’s

The relation to the other, as a relation of responsibility,
totally supressed [...]. It is impossible to free myself
‘It’s not my concern’. There’s no choice, for it is
inescapably my concemn. This is a unique ‘no choice’,
not slavery. (my emphasis, Hand 1989: 247-248)

cannot be
by Saying
always and
one that is

Sethe’s present depends on her past in an extremely dangerous way. Once
again, we must not forget that she does not rememory. She memories, and
80, she is unable to free her self from the other, her past.

3. INDIVIDUAL. ANSWER TO THE OTHER

Towards the end of the novel we read:
got, and when Sethe ran out of things
(295). Levinas explains that there are tw
and common desire. Both types might b
her self in the present as that of a hum
character as being of flesh and blood.

Common desire is explained as need:
interpretado,

“Anything she [Beloved] wanted, she
to give her, Beloved invented desire”
O types of desire, metaphysical desire
e applied to Beloved only if we regard
an being, as long as we interpret this

“En el fondo del deseo comunmente
S¢ encontraria la necesidad; el deseo sefialarfa un ser indigente e

the other needs me) to form o
. 0

Ply a Subjectiye

3

SRR &
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Ct

oy Metaphysical desire is quite different:

Y 4 3 de todo lo
5) Deseo que 1o se podria satisfacler [[...]]. %szzszlon:;s aatl)lse; 1(11;0,0 ol
i te colmarlo [...]. . _absolute

Que(fllll: ii;lén ;lirrlrcl)er?al y lo deseado, invimblle.. La 1nv;;1blléld;uci Eg
nd i i6n; implica relaciones ¢ :
indi cia de relacién; imp . | -
n:tflécil;ircl)a ?ll;s?g cual no hay idea [...]. Deseo sin satisfaccién
e ,
(Levinas 1977: 58)

. . if both
common desire parallels metaphysical desire 1(’[; arglmosnly El’.i Dot
n'n(\)/fl,ve disappointment, dis<=,1:1c;ha}1tment<.1 S:z;on desi;e, e
tﬁpeiratler; a combination of both metaphys§fea§elfc?hrou0h o s of
s i f becoming a g :
the chance o brocess o
not.be'en ‘glve\::ith the others, who re-present her past, henc:, h:; rree ‘;uild -
soaahzath;ller present, she desires to recover her past, o 15
e .fro‘m.t which is symbolically represented as a frggmst e ommer. She
Su?i%g\;l Z ,puzzle whose separate parts must k‘t})e gﬁherc;,l}; pbeer1 cther, She
Ik ince she has litera
i eate her past, sinc <
even'bc};il;ef)ftﬁa\f;ng a personal history, though the text does conv
possi ehicle for the collective past of the b.lacl‘cs'. 1977: 58). Tavisibility
e s considers infinite desire to be invisible ( . : se;lce Vs
LeV1r];a ce of the other, one’s past as not present. The ils e O e
imgllllesteilssizlrll between past and present, tO be presence and a
is the

B
same tlrnev to aChle ve the so Calle lf elentla re ation. Ihe essence Of SC. ves

tantly creating
jalization 1 e that they are constant :
i -essentialization in the sens _ SR
is bif:t?fritey in an endless process through thc; other, oIriZ 51 r}}:»as s it
n Jf ct. true essence is unreachable. What is more, oINS e e
Fn 'a'bility absence, one’s past, implies rclguo.ns What e o e 1o
;Iel;altsilons Ir’lust be moderated, c:ontrolleci].i f;fhls C;s B\vaed’s e e
i i of the erence. :

. She is not conscious Ol | _ e

tlk?g zrt;t:? dHers is an infantile, obsessive and unrestrained desire

recognize an other distinct from the self.

Furthe

! latter
Desire is sharply distinguished from. need. Whe;%il:d th;ésire o
ngzgt reveal a lack or an absence w(tluch cant beS . elk {o site 1
i i . Levinas’s desire oes nO .
1nsat1ahb;16 [[”]-]105t. What desire desires 1s .transcengleré)ct% :llt\fzﬁltcyﬁ
:I?;n :;te?i%)ri.t.)'/ of the Other [...]. This is desni:1 for tgfr ' Ei éh pich
cannot be satisfied, rather than need for the other,

(Davis 1996: 45-46)
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Like Sethe, Beloved seems not to believe in Time. T was talk;
time. It’s so hard for me to believe in it”, Sethe says when she deajg
question of rememory (44). In fact, both mother and daughter are danm
enough preoccupied with one polarity of the Tememory procegg th e.e ou
What about the return to one’s self in the present (exotopy)? P Pa
Levinas’s ideas enable us to account for this character’s unquench 3

thirst and excessive hunger. These are the consequences of hep un
ambition: “ ‘She said she was thirsty’, said Paul D. He too

‘Mighty thirsty look like’ [...]. The woman gulped water from
cup and held it out for more. Four times Denver filled it, and
woman drank as though she had crossed a desert” (64);
Denver [...] was surprised to learn hunger could
wear you out [...]. Beloved [...] whined for swe
bigger, plumper by the day” (293).

Beloved’s peculiar gaze hints also at her i
unhealthy desire: “Beloved could not take her eyes off Sethe
licked, tasted, eaten by Beloved’s eyes” 71); «
around, Beloved has eyes only for Sethe”
commentaries on Bakhtin’s fitting remarks co i
remind us of this character’s vampire-
past.

k Off hlS Caj

4 Speckleq ¢
four timeg:;
124 WAS QU

Bakhtin starts from the simp
selves as a whole; the other is necessary to accomp
temporarily, a perception of the self that the individual can
achieve only partially with respect to himself [...]. Only someone
else’s gaze can give me the feeling that I form a totality [...]. It js
not only the external apprehension of the body that needs the

other’s gaze; our apprehension of our internal selves is also ...

seamlessly bound to someone else’s perception. (Todorov 95-96)

Levinas and Bakhtin’s subjective agency does not want

unity. The humanistic, bourgeois subject’s motto was 7 desire (to

appropriate), therefore I am. But “the self is never merely an appropriation

machine —but always open, responding or answering— to the other”

(Nealon 130; 133). This is not Beloved’s attitude. Hers is an apparent
intersubjectivity. Her self is, in reality, an extremely dangerous I (eye) that

does not take into account the other’s answers, questions and reactions. In
fact, for Bakhtin, to be means to commmmirate Thic fo g oo oeiONS

or seek a monologic

18- 2y

boundas

do that: quiet yoy down sl
ets although she wag getting

lest ground: We can never see our’
lish, even jf
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t the
.«faction [...] when she listened to her mother talk abou
ol W (9sf)nss§>rytelling then becomes a way to feed her.
- g s’! .
?y d the profound satisfaction Belolve(siedgcl)gtelo’%‘:g
i ed Sethe (as much as it pleased bBel
storytelhrzfi- Ixtn::xntiizn of her past life hurt. Everythm% 51: ilrtlgw:cs’
bef:ausleoer 1§§t. She and Baby Suggs had. agreed W11th01i1 5 gistance
pamf}l s unspeakable [...]. Perhaps it was Be ove stance
e ltth:V :vents itself, or her thirst for hearing it —In any
fvf/:sman unexpected pleasure. (72-73)

Sethe learne

: s Tt offers

.+ is that Beloved’s main activity is hStemnga Sheo?ag?slginguish
e point 15 answers to the others’ questions. Sbhqldoesefls S
lanations Of ' tner in order to upbuild on ’

i onversation parnct ' o hanged as the result of

ietween using a ¢ ther hand, finding oneself chang e
» d, and, on the other hane, e 8 1991: 5). This is why
the one hand, in a conversation” (Scharlem . I
o] he otherinac ¢ . r dialogues. Actually,
Jistening 10 ¢ d then neither rememories nor diz o
dialogue cflaﬂ:r.ld?dgze storytelling, just as storytell;r;isentieggn(?fher I
“othics  dEP! nd give a figure to or re] ’
* rsonification: If I cannot name and g . 1995: 691).
‘ersomﬁcatmlonjne my ethical relation to that person (I;I;:rilei/he Sast. As 2
e (;1 fltges not respect the differential relation to thf Y re-presents the other
Belove she eventually comes to nothing. She also H}; - oeechlessness
Consequer}cfe rmer history by a thwarting of their lives. thers’p oo
o dO is an analogy for the unspeakableness of the oOt undl:;rstand such
P o ast really enslaves her present. Paul D does “hold is [...] 1 just

fingSbI;nission: “I just don’t under;ta;d v&éhat\; ethfhe c; - “cémes Pack
a T : » (83). For Sethe,

) on to her” ( ; be
et o O for ot (17), Sethe’s indifferent behaviour leads her to
whether

assimilated by her past, by the other.

thin

Beloved bending over Sethe looked the mother, SSett}fll: gil:a;";: N ]g
k?ild [...]. The bigger Beloved got, the smaller ef coame
S th ﬁlé).longer combed her hair or splashed her ' acg "hild while
gie esat in the chair licking her lipsllll§eupa ;gzs?zsegrew allor on
her life, took it, swelle ) ’ (o
}'gtelcf’\vnej ?F:g lg;der w]ocman yielded it up without @ murmur. (Y
.

emphasis, 307)

-
f T Wi itutes the first
'This empathy, this total identification Wlth. Belhoyed, 00n15t1t les the s
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step. Her voice is a “timeless present”
she wondered, a little time, some wa
busyness into the corners of the room

(226): “Would ther,

€ be 3
y to hold off eventfulnes;ttl

and just stand there a minyge .
[.].” (22). Past and present are the same for her, She regards g, Orgn
unity, an entity, not as a. relation based on differences. o

The novel reveals how the c
external world, particularly the
subject, has deep repercussions
These internal resonances are

ondition of enslavement in
denial of one’s Status a5 4
in the individua)’s interng]

genuine ex
wrestles with this central
recognizing and claiming one’s own subjectivity,
how this cannot be achieved independently ~ o
environment. (Schapiro 1991: 194)

Perience

What about Paul D? He is the character who explicity illustrates the
individuals are alien to themselves. In fact, as endless, infinj
combinations of different others, we undergo alterity within our own ge
This is the reason why Paul D’s subjectivi

others’ past. He wonders: “But what if the girl was not a girl, but somethin
in disguise?” (156). That is, what if Beloved re

scare myself”, he says (288).

Denver undergoes two different stages. At the beginning,

t Home constitute the best examples:
““How come everybody run off from Sweet Home can’t stop talking about it?

Look like if it is was so Sweet you would have stayed’ [...]. ‘Leave her be’,
said Paul D. ‘T am a stranger to her’” (16-17). As far as her past is concerned,
she is only interested in the way she was born: “Denver hated the stories her
mother told that did not concern herself, which is why Amy was all she ever

asked about. The rest was a gleaming, powerful world made more so by
Denver’s absence from it” (78).

she rejects the

individuality. When Belov.
she [Denver] is crying b
compared to this. She
nothing” (151). But she r
“She had her own quest

ed disappears in the cold house, we are told: “Now
ecause she has no self. Death is a skipped meal
can feel her thickness thinning, dissolving into
ealizes that one must not be enslaved by one’s past:
fons which had nothing to do with the past. The

ty is a mixture of others, of the.

. S
-presents his ghostly past?
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i ‘ Yy ho
i trested DC].’IVCI‘” (14/) She is the onl character w.
¢ 1ntel

i n to her self in
alon s without ignoring them. She does return

E=onds past evert

i i hat ambiguous. His is a

’s ending, however, is sOMEWI : s 2

Pal'll N 1eoI:/eldn’%: “paul D sits down in the r(')ckmgI ch;;u o
i, like BF d in carnival colors [...]. “The pieces 1 am,

ilt patche i he right order’ [...]. He wants
ines the qui! back to me in all the rig
d give them
er them an

i with
: next to her” (335). He wants to fgasri)tgfr :rliiroers her.
ut his fs;:rri}rllg from (moral) Paralyms(.3 3S§;hle{ : iza:nudinv o b roturm to
one Su . . You are’” . o
?g'lgu your bestithl:ci’ ls(flt(l;l\; ;{)2 sure whether Sethe will recover from her
e ao

. ; i ditionally
s s Y\l’) himself is depicted as sitting on a rocking chair, tradt Y
[pess. Pau :

bol standing for passivity and waverng.
sym

S~ a figure
is not only a part of Morrison’s teé(lt E‘tl;x?sc()the bfby,
Sethe ting the mother-self who generates the the headstone)
represen ogf its murder, and the inscription tohn mportance she
the story ’ “Beloved”. Hence the 1
- the figure of "Beloved ™. Hien cess of
vhich beflortl:l}fiss redugction of her identity th:rougl’(l:cj gtri?)n with
p1a§¢s %nd writing reveals  the s foar of Boloved’s being
tox 1;11g concerns. Ironically, it is Sethe’s fear (t)o a written image
te'thuted that leads to Beloved’s being made in her own imagined
Vlosath ’s image in the sense that Belox;;d is that this image
—Sethe : e in the sense
i d her written image I . . (m
self—zeﬂeecet;loz;ld anre ad by others within and outside the story (my
can be s

emphasis, Stryz 1991: 423)

i ? The novel has to
s is to say, could the ending be anything else ‘t?ftlt c;{ilen‘.‘b'l; s in
Thl's o Oitsyétherness even in its conclusion. After s’elves e e
och wi h other worlds, literature brings: us back to our_ence ;hat it changed
tOUCh'fV;Ilt c;[ ]. This encounter constitutes an e6xpe.r‘1)
erent [...]. 0 peric
31111: \ilry boundaries of self and other” (Schwab 199

R
4 SOCIAL. ANSWER TO THE OTHE

in indivi with a whole
loved is connected not only with certain 1nd1v1dual.s ;uta :IS\)?/e}l, R
o ?;s’s past, which must be socially remfhmorrlzeum,ber o B}ack peioe
o ’ ries the .
i example. It rememo : : _ Afriears
mﬁnc:il%guetl;eioieeaglaves 1:hose who died either as captives in Afri
who did no ,

the slave ships.
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Clearly she [Beloved] is a composite symbol, not Jjust Sethe
child come to exact judgement, but also the representativee -~
“Sixty Million and More” to whom Morrison alludes N
headnote [...]. Water serves not only to symbolize rebirth kl,n
tortuous passage of a slave ship en route to America [...]~th ot
as grave. (Otten 83-84) ¢ s

articulation [...] expands into a public realm what had hitherto
been a private experience of suffering, taking the individual
outside of himself and his private pains, which might otherwise
make the self so achingly present that the world disappears. (m
emphasis, Boudreau 1995: 448-449) :

he only practical solution for African people in America is a rememorying
llective struggle; hence Morrison’s historical novel about the most
pressive period of African Americans.

The blues is another element that illustrates the COMMUNItY’s judeemis
regarding Beloved, their common past. Actually, the term le Sement
. . . . b ues is
shortening for Blue Devils meaning, i) low spirits, depression, ang
delirium tremens. In fact, Beloved, alluded to on several occasions ag e
(314-315), is a true devil: Greek did-+ -dboulos, irreflexive, non-sensible,
different, careless. These adjectives match what I have explained about her
far. Besides, given her infinite and unsatisfied self, she might be said 1o
constantly depressed in spirits. The term devil may also be said to have it
etymological origin in another Greek word, namely, didbolos, from dig- '
bo‘los, where bdlos means whoever traps, throws a met to hunt or catch:
something or someone. In this sense, Beloved entraps the weakest individualg
of the community; hence the latter’s final reaction, that delirium tremens:
(blues) in virtue of which they try to rescue Sethe. At the same time, they
are liberating themselves as a community from Beloved’s (the other, their
past) thwarting power. :
Rather than a personalized form, “the blues offer a phylogeneti¢
recapitulation —a non-linear [...] nonsequential mediation— of species
experience. What emerges is not a filled subject, but an anonymous
(nameless) voice issuing from the black (w)hole” (Baker 1984: 5). This
social, freely associative artistic movement suggests History’s circular
dynamic. The novel seems to follow this structural pattern.” Indeed, it reflects -
the unchanging status of African people, a continual cycle of oppression.
Solidarity seems to be hinted at as solution (Mbalia 1991: 87). And so, after
the community’s mean reaction to Baby Suggs’s elaborate feast and Sethe’s
pride, they first group, at Denver's request, “murmuring and whispering”:: Morrison’s novel makes clear the message that Art can be used as an ex-
(319), and then they sing in front of 124 Bluestone (blues tone) in order to pressing device through which past events can be distanced from black
exorcise the ghost, their past. S people’s present. Beloved is and was a story not to pass on, neither to be
: utterly transmitted and repeated generation after generation nor wholly
forgotten. We must not ignore it (empathy). We must come to the present,
to our selves (exotopy). We must rememory and regard History as other.

It is a mark of Toni Morison’s heightened consciousness that she
depicts the life that Paul D struggles to build with Sethe as one
based on common history and a common struggle that both shared
in Sweet Home [...]. Together, Paul D and Sethe must stuggle to
forge a positive life under the most oppressing conditions. And, of
course, since the novel is to serve as a lesson for her people, the
same struggle must be waged between African men and women
today. (Mbalia 194)

Unbiased, altruistic love helps the characters to survive. African people must
rememory. They must not cry over spilt milk, as Sethe does, both literally
and symbolically. In other words, they have to learn to disremember (Latin <
" Jis-, bis); they must remember twice (re-memory). Indeed, “all the memories
: repressed and silenced [...] need somehow to be released from their bonds of
. guilt and shame, need somehow to be given a purpose that ensures renewal
and re-creation” (Bjork 1994: 158). The ending, through repetition,
strengthens the thematic and structural significance of the epilogue. African
. people must re-create their past. They must not feel haunted by it. The
" negative must be dealt with and turned away, and the positive, solidarity
through (artistic) communication (storytelling and the blues), must be
collectively remembered and accomplished again (Mbalia 194).

The celebration of suffering as a means of gaining full subjectivity,
may provide a palatable means of acknowledging the seeming
inevitable agony of the human condition. But the significant:
transition from acknowledging pain to depending on it for our own
validation is dramatic and by no means inevitable [...]. The blues
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FASHIONING THE SELF FROM THE
CHASM: DE. PROFUNDIS AND THE
CHRONOTOPE OF POST-PRISON TIME

DAVID WALTON
UNIVERSIDAD DE. MURCIA

' DE PROFUNDIS: A PROLEPTIC AGENDA

One way of describing the letter known as De Profundis, Wilde’s longest
letter (some 50,000 words written in Reading Gaol after his imprisonment
for “gross indecency”), is to leave the job to Wilde “himself”." Wilde called
the letter “the most important letter” of his life and stressed that it dealt with
his “future mental attitude towards life”: i.e. how he was to confront the
" world after release, the development of his character, his losses, self-
/ realization and goals.2 Given this proleptic agenda I shall concentrate on one
+ parrative strand within the letter: i.e. that of the future. Why the stress on
future time? Because it is the continuum in which identity (both self. and
other) can be forged with relation to the immediate past and the material
conditions of the present. This brings me on to the theoretical basis of the
essay. Within a semiotic framework, I shall adapt Bakhtin’s idea of the
chronotope (as a structuring device of narrative).” I call this management of
time and space the chronotope of post-prison time which will consist of a
certain “Lac(k)anization” of it.* So, by knitting together these diverse
approaches I attempt to account for Wilde’s fashioning of the self, whose
composition, dynamic, and survival may be seen in terms of economic and
phallic laws. This will involve discussion of the letter’s addressee, a topic
that has not received much detailed criticism.” Rather than insist, as in much
contemporary criticism of Wilde, on questions of gender, sexuality and the
homophobic,® I shall put emphasis on what I call “the economy of the
homomorphic”; which not only focuses on the fashioning of the self but
shows how that fashioning is partially dependent on the insistence that the
other fashions itself in its own image. If this sounds partially Greenblattian,
then it is. But more of this later.

Misceldnea: A Journal of English and American Studies 22 (2000): 159-174. *
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. NEGATIVE. SPACES AND THE SUPREME. VICE OF
SOCIETY: A SECTION IN WHICH THE PHALLUS
MAKES A TIMELY ENTRY

Wilde, in Reading Gaol, was paying his debt to society affirming th
lay before him in the days that remained of his sentence was “to zbs
[his] nature” all that had been done to him and “accept it without ¢q
- fear or reluctance”. This leads to the assertion: “The supreme vice i

shallowness” (Hart-Davis 1962: 915-916). This absorption of everything tg
deepen the soul involves the teaching of the self not to be ashamed of bein
“the common prisoner of a common gaol” (916). Even though Wilde admitg
that there were many things he was convicted for that he had not done (“and 5
still greater number of things” for which he “was never convicted at all”) he
concludes that he must accept the punishment because “if one is ashamed of
having been punished, one might just as well never have been punished at
all” (916).

From the Lac(k)anian perspective Wilde seemed to accept the authority
exercised in culture and symbolized in the Lac(k)anian system by the Phallus
(I capitalize the word to indicate its symbolic worth). On the one hand Wilde
is prepared to submit to or accept the punishment that has been meted out to
him; on the other (as I shall try to show), in accepting these conditions, he
was striving towards what the Phallus can concede (at a symbolic level):
namely the following old Lac(k)anian chestnuts (which might have been
dispensed with but for the fact that they may still —in the present context—
retain some descriptive value): a certain (illusory) power expressed in
authority over the self (in forms of perfection or realization), in security,
authenticity of meaning, or undivided wholeness of being (which subjects
desire but ultimately lack).” The acceptance of the rules, regulations and
prohibitions of authority effectively provide the basis for a construction of
the self. '

at what
orb intg
mplaint,

2. WILDE AS HOMO ECONOHICUS: BACK TO THE
FUTURE OR SYMBOLIC EXCHANGE AND DEBT®

In the final paragraph of the letter, which contains one of Wilde’s many
paradoxes based on a simple antithesis, he claims that: “What lies before me
is my past” (957). This involves the question of having to make himself and
others (including God) look on his past life with “different eyes”. This
follows a passage where Wilde asserts his phallic power and claims that
things in their essence are “what we choose to make them”. However, there
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was at least one area that was not open to hermeneutical or ontological
Jegotiation, where the interpretive phallus was apt to shrink into useless
deglmescence: the question of his debts. Thus one of the connecting themes
of the chronotope of post-prison time is one of the material contexts of the
Jetter, the idea of payment. At this point it may be convenient to remind the
reader that, although the addressee’s name was systematically erased from all
carly editions of the letter, it was addressed to Lord Alfred Douglas (Bosie),
whose family played such an important part in Wilde’s fate.”

The idea of payment in the letter takes two forms: one which pertains to
wilde, the other which applies to Douglas. The first form of payment, which
was hermeneutically non-negotiable, was related to the paying of monetary
debts left unpaid by bankruptcy. The second form of payment (which related
to Douglas) was the symbolic honouring of the past in the form of a kind of
settling of the wages of dissipation (a form of unreturnable return). So
Wilde’s notion of future selves can be seen literarily (Wilde as bankrupt) and
metaphorically (Douglas as morally bankrupt).

Like most sections of the letter the thematics of bankruptcy can hardly
be separated from the abiding binary presence/ absence of Douglas. Wilde
begins his discussion of his future economic life by reminding Douglas of
the past, the extent of his losses, the deleterious effects of maintaining a
friendship with him, the extent of the debts accrued on account of Douglas’

_immoderate demands, and the impossibility of restitution. He reminds

Douglas that he had spent his art, life, name and place in history on him and
that even if Douglas’ family had “all the marvellous things in the world at
their command” it would not be enough to repay “one tithe of the smallest
things” that had been taken from him, or “one tear of the least tears” that had
been shed (952). This is hardly to be wondered at given Wilde’s notorious
fashioning of himself :

. I'was aman who stood in symbolic relations to the art and culture
of my age. I had realised this for myself at the very dawn of my
manhood, and had forced my age to realise it afterwards. Few men
hold such a position in their own lifetime and have it so
acknowledged ... The gods had given me almost everything. I had
genius, a distinguished name, high social position, brilliancy,
intellectual daring ... (912)

-
This exercise in positive self-fashioning at the “expense” of Douglas
establishes the impossibility of adequate repayment in terms of non-monetary
metaphorical forms of debt. Wilde follows these assertions with the phrase,
“of course, everything one does has to be paid for” thus drawing himself and
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Douglas into a complex of symbolic/ economic relations. Ho
Wilde has lost cannot be repaid —the signs of art, life, na
history have no adequate exchange value in the economy of
relations. '

wever, What
me, Place in
1nter-personal

3. LITERAL DEDPTS: FROM THE HAPPY PRINCE
THE DOOR-SCRAPER: CONFISCATION AND THETL?;\H

Wilde explains how his being made bankrupt (a condition laid at th
Queensberry family’s door for reneging on their promise to honour the
payment of the court costs of Wilde’s trials) involved the confiscation of 1(;
h1§ property (“everything in fact from The Happy Prince angd Laji
Windermere’s Fan down to the stair-carpets and the door-scraper of my hou .
... (952)). The law forces debtors like him “to pay every one of his debtsf?

and if he fails to do so leaves him as “penniless as the commonest mendicant .

who stands in an archway, or creeps down a road” (954). Wilde is

not only had the law taken everything he possessed bl)lt eve:rythilic;}v ir: 3/1::
going to possess in the future.'” This included his interest in the famil
estate which draws the comment: “Your father’s seven hundred pence - Oyr
pounds is it? - stand in the way, and must be refunded”; a reminder that it was
the unpaid court costs which the Queensberry family had promised to pay
that precipitated Wilde’s complete financial ruin. -

However, the following paragraph indicates that forms of insolvency
predated the trials (“Even when I am stripped of all I have, and am ever to
have, and am granted a discharge as a hopeless Insolvent, I have still got to
pay my debts” (952)). A long list of dinners at the Savoy, and suppers at
Willis’s brings out something of the sumptuousness of life with Douglas
and the way in which Wilde fashions the expenditure in terms of how muc};
of it was directed towards Douglas’ tastes (Wilde slipping in phrases such as
“Dagonet 1880, I think, was your favourite wine?”). Douglas seems
fashioned not only as co-consumer but also as an ingrate incapable of
appreciating the generosity that had been lavished on him. At the same time,
although Wilde shared in this opulent way of life, he tends to represent
himself as remaining on the outside —a more sober man, the creative
intellectual drawn in by the excessive demands of the young profligate.

) Why the references to the past? Part of the chronotope of post-prison
time includes the idea that if Wilde is to pay materially for the past then
Douglas will need to honour some debts of his own, which introduces the
nqtion of symbolic exchange and debt. “And what is true of the bankrupt”
Wilde stresses, “is true of everyone else in life. For every single thing that is
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Jone someone has to pay” (953). This, however, will not take the form of
ﬁnancial remuneration but “atonement”: “Even you yourself - with all your
" gesire for absolute freedom from all duties, your insistence on having
everything supplied to you by others, your attempts to reject any claim on
your affection, or regard, or gratitude - even you will have some day to reflect
seriously on what you have done, and try, however unavailingly, to make
some attempt atonement” (953). Wilde explains that this will not be
ossible, but the fact that Douglas will not be able to do so will be a part of
upis [Douglas’] punishment”. There is a sense in which, paradoxically, the
pound of flesh will need to be exacted, but its very impossibility will be part
of the punishment. Within the metaphorical terms of economy, the exchange
value of Wilde’s loss is nothing. And it is this lack, in what might be seen
as a precursor of the Lac(k)anian view of subjectivity, which will, as a
condition of being, be its own punishment. Lack, though, is insufficient
currency. It would promise no return (on the unreturnable), and so the only
thing left for Douglas is to acknowledge the unpayable debt. What this
means is that Douglas will have to go through a process of self-realization
(as Wilde claimed he himself had to) which will involve the recognition and

worth of the other:
You can’t wash your hands of all responsibility, and propose with

feast. You can’t treat all that you have brought upon me as a
sentimental reminiscence to be served up occasionally with the
cigarettes and liqueurs, a picturesque background to a modemn life of
pleasure like an old tapestry hung in a common inn ..." Either
today, or tomorrow, or some day you have got to realise it. (953)

This introduces what might be called an economy of the homomorphic:
Wilde wants Douglas to fashion himself in his own image as penitent and to
become fully cognizant of what he has done (as society must realize what it
has done to Wilde in the way of punishment). The reason why Douglas must
atone has to do with another notion which characterizes Wilde’s future life:
self-realization through the faculty of imagination. Otherwise Douglas may
“die without having done so”, which would result in a “starved,
unimaginative life”. Wilde bids Douglas to “remember that imagination is
the quality that enables one to see things and people in their-real as in their
ideal relations ... I have had to look at my past face to face. Look at your
past face to face ...” (953). The future is to be characterized (as a moral
imperative) by the two men following parallel paths of self-realization and
understanding; in the absence of the unreturnable return the two men are

a shrug or a smile to pass on to a new friend and a freshly spread
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joinf:d in the mutual homomo
avoiding trivialization.

4. MORE MORAL IMPERATIVES |
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cople”- Douglas has been living on credit too long, and abuses the political
onomy of inter-personal relations by simply refusing to pay the bill: he is
le 0 congratulate himself and revel in the moral rectitude of saving his
' mother money, but only at Wilde’s expense. Wilde, here, may be compared
0a national bank pouring money into a failing currency: his investment
akes 10 return and only serves to line the pockets of others.

Another way Douglas can achieve the goals of atonement is by speaking
¢ brother, Percy, and allowing him to read the letter that is in the
being written, just as Douglas is implored to allow his mother
(whose weakness is seen to be a contributory factor to Douglas’ selfishness
945f.) 2o read sections of it. So part of the future should be characterized by
the circulation of the letter amongst the Douglas family —something which
was never to be cealized. This connects these passages, through the
chronotope of post-prison time, to Wilde’s concern about history and how he
will be viewed in the future (e.g. Wilde’s attempt to provide, in Barthes’
terms, an alternative proairetics (Barthes 1975 :19)). The letter, then, itself is
to enter into the relations of use and exchange value. It is to be a kind of
commodity catalyst which remains stable but which will provoke others into
change by converting their vision of people and past events. One of the
proleptic functions of the letter as catalyst is in its use value: i.e. its role in
changing Lady Queensberry’s mistaken view that Wilde, as older man,
exercised a megative influence over her son. Wilde rouses himself on the

matter to excoriate Douglas as the negative other:

to hi
rocess of

I need not ask you what influence Ihad over you. You know I had
none. It was one of your frequent boasts that I had none, and the
only one indeed that was well-founded. What was there, as a mere
matter of fact, in you that 1 could influence: Your brain? It was
undeveloped. Your imagination? It was dead. Your heart? It was not
yet born. Of all the people who have ever crossed my life you were
the one, and the only one, I was unable in any way to influence in

any direction. (945)

This disclaimer seems to invalidate, or make futile, one of the dominant
strands of the chronotope of post-prison time: i.e. Wilde’s seeming efforts to
influence Douglas for the better. In this Wilde seemed to be asking a lot from
a man he had characterized as from “the mad, bad line” and whe he portrayed,
amongst other things, as witless, remorseless, reckless, thankless, heartless
and feckless. Douglas, in short, was a bad investment.
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s to the idea of homomorphism: just as Wilde had lost his social-artistic
ition SO Douglas, through the loss of his name, is no longer to be marked
his social status. Wilde here takes upon himself the phallic power in
sed forms of authority over the self and the other. Wilde, having
ited himself to the rules, regulations and prohibitions of authority,
e Phallic exchange, takes them up himself to lay down the law (of
y to Douglas. Wilde, having established the conditions of the

s: “I hope that our meeting will be what a meeting between you

S. A NAMELESS MEETING ACROSS THE, CHASM
: S

Despite the rather inauspicious signs which Wilde £
ﬁg;i;r,bgﬁgezrfl t?he cilronotope of post-prison time dealfsm\(zzsiﬂina Doug_las ‘
ol lace?t vs_/lo1 men after. Wilde’s release from prisonpoSSIbI e
Tieetie t pringi e ; tW1 .be under circumstances that will divegy WIf subm! th
o of the pri 1Zce a cel:go.rllfs that might define him: he will be 4 mallde 0 10w, mh
o :Ce on hil;n aﬁ:? " rvivslonhe{;fﬁl ;o_name.. Given that “Society” Willll }‘;V o o tFlito e;dd

» Wilde is destined to wander a av I;:;fierng’shOuld be, after everything that has occurred”. This provides one of

although “Nature, whose sweet rai i homele
’ ins fall ; L CACSS ma
4" on just and unjust alike” w; o the enigmas of the concluding paragraphs of the letter because Wilde seems
gmbiguous about what the meeting “should be”.

acégi;tlseigstshﬁ chCks” gvhere he might hide. Benign nature, if it serves t
me and purify (it will “cleanse” Wilde in  offer
2150 serve to hide Wilds from g woes op e ZVl(Iide 10 “great waters”), ipj - On the one hand the substitution of names will allow Wilde to cash in,
nd erase the visib i it were, on anonymity, for the meeting seems to herald a possible
reconciliation between the two men. This interpretation appears to receive

?Iistggizzrﬁce: “shc_ethwill hang the night with stars so that I may \al/:lliig};ls o
ness without stumbling, and A1woad
g send the - ome support from Wilde’s talk of love (“Even if I had not been waiting [for
 etter] but had shut the doors against you, you should have remembered that

wind over my footprints gq
40 one can possibly shut the doors against Love for ever ... There is 1o

that none may track me to m i

. y hurt” (955). The “clefts” i : : ‘

h ; . $” in which :

arlgze f‘l:l‘zgﬁ E?e:ilggtgv %)lrlg an 11rnpo;tant part of his identity with leelgieor 1tll

ith Douglas. This wi : 0 «
. vill relate o a series of lacks: lack of ' prison in any world into which Love cannot force an entrance” (956)). Here

in the symbolic reversal, which involves an ironic exchange, Douglas, as the
pearer of love, is put into the position not of the man of bad credit who never

home, lack of name and i i
ground” between the two I;V:r?t might be called a certain “lack of common
nonours his debts but of a criminal who will force an entrance. This entrance
(following his metaphorical deflowering) will not be into the usual deposit
(the bank), but the place which holds the sexual dissident, or the man who
has enjoyed forbidden pleasures. The symbolic debt will be paid for through
satisfying what lies behind all investment: desire. (The structure here, given
the way I have worded it, might serve another form-of desire: that of vulgar
Freudianism.)
On the other hand, the possible future coming together, if it occurs, will
threaten to reveal an unbridgeable rift between the two men. Earlier Wilde had
written that he hoped that between himself and art there was no gulf (936)
but Wilde suggests at the end of the letter that an enormous gulf had always
separated him from Douglas, which, given the recent past was even wider:
“In old days there was always a wide chasm between us, the chasm of
achieved Art and acquired culture: there is a still Wider chasm between us
now, the chasm of Sorrow ...” (956).

However, the idea of gulfs or chasms, either within the sglf or between
the self and Douglas, does not seem to stand in the way of a‘reconciliation:
“but to Humility there is nothing that is impossible, and to Love all things
are easy” (956). So the entire economy of symbolic exchanges with their
unpayable debts is conducted in the name of Eros, whose wings will bridge

6. ADANDONING A NAME, ONCE. SO MUSICAL IN

THE MOUTH OF FAME.:
FROM THE  CHASL E: A FEW SPECULATIONS

Z:(;vtzilrgs ihe ’e;nd of the l;tter Wilde outlines “the conditions, circumstances

ane the sp :;:ed esocf .1 rcrileel:)tmg vt;/:th Douglas. Within these paragraphs Wﬂde:
, ribed above, that society will have no place for hi

on to name the possible place where a meeting may takz ;T:ce?:r fimand goes

At the end of a month ... I will, if I feel able, arra

zvqﬁ 1II11 some quiet foreign town like Bruges ... ,For tﬁleg ;6}11;;1)12;:

sol Vaiivc_e todchange your name. The little title of which you were

a an 1pdeed it made your name sound like the name of a
ower - you will have to surrender, if you wish to see me: just as

my name, once so musical in the mouth of F i :
abandoned by me, in turn, (955) e, vl have o be

This symbolic exchangin ing o
b 100 g or replacing of names (a kind of metaphoric
deflowering”) for anonymity results in a form symbolic devaluation 1i;vhilc’:lh_
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the chasms_of art, culture and suffering which threaten
men. Dcsplte vitriolic attacks on Douglas, the livi
Zeitgeist of an age that has no soul, his pl,ace in W?lgd
dispensed with. Hc? may be the negative other, but his
;ilgescilsbyoiubtc})lrqunﬁg himself to something which
lysis ¢ eighteenth- and nineteenth-century adminjsras:
o . adm
gflgilll‘rrz:zg gF}c;;Jcault b1975). By subjecting himself to }elm interllzzlsitzr:él(:{l of
ot oo e c?;l ecome Worthy of continued acceptance. Beg s
warthy der oct wh% Iclecuon, he can join in the struggle to avoid the %mmg
Thioal desire ,a ich seems so 1mpprtant to the integrity of Wilde’eath of
on the chasms w%ii:tlflcsuelgrar‘;teewv&?iflélel S;:srg 't Tt‘k:, . %magraphs o e p:s::}ri
. : _ , rts that the i 4 o
illldD zh;tr ;;r}iis agcrlln their essence ‘fwhat we choose lzgsfnlsklelotilerlrl;r’?vocabl'e”
Bos ke tz; i eld de had. characterized the past as a “Symphony of AS(Earhe,r,
b hi :11 . to. re{nfor.ce the unchangeable nature of a detez;rp\y
ASS,' " scgvne with, in hindsight, a fixed and recoverable thematics). e
oo r(;,l a(a semantic posglbility, and a gap) this passage c.ould be
perpreted in I ny ways: did Wilde, towards the end of the letter, be i
e neart In b reg;ctlon of Dc_>ug1as or his construction of him? V\,foulﬁ I:ht'o
o hermeam iguous relguqn to history as fixed, predetermined, and o
oy o thneutlcal' negotiation? Did a flexible or negotiable xr’xodel ye;
Dowory e | e /pots>s1b111ty of changing his fashioning of Douglas? H;Sd
oo {:V OUIg em:‘ieha sence become so vital to Wilde’s sense of se{if tﬁat it
The final 1;11; Zéoflfeof;gat o 1 §
inal letter may lead to a plausible re i i
gts)iclgglgftslﬁl is allov&;led). Perhaps”, Wilde conclgdes, “Tam Elllzséf tg géztclg
e o gTrﬁl.uc. more wonderful, the meaning of Sorrow, and its
Sy 957 s o is ip turn puts the letter back into the conte),(t of the
ety e ha-lrfeg ization; only .here Wilde fashions himself as the
N ey other b bm the pedagogical relation between teacher and pupil
oy the let repr:se ;t es(,ieei, n:t SO cr}nuc(;,h as a confession (as a number of
: : : e.g. Gordon 1970; Kail 1979)"
Cp;fg;glg;g;cilot;act, t1n t_he ep;stolgry form. The final justificatign \?:t;ur? Sth::1
chrono epdific a;l)t?s -prison t1mells_that the prolepric Wilde will continue the
ok oF edificat otr; Tno}d or}ly In instructing and improving Douglas but, to
e e WO 10 113 s Latin .ro?‘t (_edzﬁcare), to continue the process, of
con letter' o ﬁ/ ecause E%us edification” of Douglas, within the terms
S oeitive self’ _theelnegatlve other”'so necessary to the construction of the
positive sel ; oss of the one, in gulfs or chasms, could all too easil
e loss of the Other. This would entail, from the Lac(k)anian poin};

to separate ¢

embodiment h;:f tglo
e’s future canpoy b:
place as lover can be
resembles Foucay]ps

a

: Of view,
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not only the loss of the “other” as objet petit a (if this is understood
2 @ NECessary and indistinguishable complement to the self)” but also the
joss of the desiring self, because the complement, the negative in Douglas’
case, would remove the binary structure upon which a sense of positive
identity was based. ‘

And this is where the present study, with its theoretical debts to
semiotics, Lac(k)an and Bakhtin, partially overlaps with Greenblait’s
Renaissance Self-Fashioning. Greenblatt observes that self-fashioning in
sixteenth-century England is achieved “in relation to something perceived as
alien, strange, oOf hostile” (9), a role Wilde ascribes to Douglas. This
«hreatening Other”, for the Renaissance self-fashioner has to be attacked and
destroyed; however, fin-de-siecle Wilde cannot g0 sO far because the effect
would be internecine. Another aspect of the generalizations that Greenblatt
extracts from his readings of constructed selves from More to Shakespeare
can be moulded more fully to fit the Wilde fashioned in this article.
Greenblatt concludes his introduction (which may serve as part of my
conclusion) that: “... self-fashioning occurs at the point of encounter between
an authority and an alien, that what [sic] is produced in this encounter
partakes of both the authority and the alien that is marked for attack, and
hence that any achieved identity always contains within itself the signs of its
own subversion or loss” (9).

Within this Greenblattian framework what might have looked at the
beginning like an incompatible mish-mash of theoretical approaches can be
combined into a theoretical mongrel to fashion the portrait of Wilde
concocted here. The chronotope of post-prison time can be seen as one of
perpetuation and survival: economic and Phallic laws must be obeyed (Wilde
must pay his literal debts and accept the law. But in accepting the law he
perpetuates it by attempting to exercise it over Douglas while using it to
construct a coherent self and realize desire). Douglas’ debts cannot be paid,
but as lack is insufficient currency which would promise no returm, Douglas
is to acknowledge the unreturnable. What this means is that Douglas will
have to go through a process of self-realization (just as Wilde claimed he
himself had to) in order to maintain the economy Wilde was setting up in
the letter; this involves the recognition and worth of the other. Given the
lack of any adequate return for his generosity, Wilde constructs a kind of
Phallic exchange standard —Phallic because it functions as a -moral
imperative (although there can be no literal payment there is7still a law of
obligation), and because Douglas must be primed to fulfil his role in the
realization of desire. Here emotions and attitudes become commodities with
their use and exchange values. Eros functions not only as the classical god of
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love but as he does withi
in the modern mytholo
i gy of
g::;ugze}s:yer of life. Although Wilde tends to prisisl}écg}éoznal .
at desiro. Tt (1:5 nl%tbprepf_:lred to go “beyond the pleasure pring; 11{1’01:66rln
Mytholo.oy” O:‘_lhat fh said, in a variation on a theme found in DP;; da he Stops
o) e “general ecoHomyu that Wi ’g :
tt i . ilde .
ii'r :;?}é;;léciossrog “from §00n0111ation but is based ups(:s t 11115 tl115 one thyy
; 0SS, expenditure without reserve”, whi Teat of g
on union/ love) menaces him wi . » Which (rather than cagp ;
the with an unbridgeable gap.” sh in
Wayun;g::;‘me Irtiturn the two men are to be joinedgb)I/) thgntetf1 © absence of
deepenin cthgwa lfexchange, and through the homomorphic IES qf 2 One-
triViaIiza%iolleTS;- and (through love/ desire) avoiding gaps C‘;Smess of
added to the alr ee:csl was.thfelfuture. The alternative, perhaps, w Oilld C?Sins and
a : ’ n
and other. && y paintul and rebarbative present —symbolic loss Z)’fhsae\;?

NOTES

1
The ti ;
literar;ltiiegftgroﬁl::m Wwas not chosen by Wilde (Hyde 1976: 408) by ;
posted. See Ha;t-Davei;t 1(11095789 Thleslzeftter was written in Reading Gaol ltlyutb i]xehls
s : .) for a brief i ver
publishing history. All references to the text are to the gz(lill;vx:: :diggnﬂg%;;t)teis
- At
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Genetis (1980, g ader to suck eggs... prolepsis is, of course, taken from

2
See the opening sections ‘
. of the letter and ;
writing of De Profundis (Hart-Davis 1962:a21lgine written to More Adey on the

3
The chronotope impli i
naraga onete c?rts,a iciu Zgnfhfy Bakhtm,' are coordinating principles of an
, otope Iries to give an account of what kinds of even);

govern a narrative and i
4 how these events are organized in time (Bakhtin 1981:

4
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main, critics tend fo use what they find in their own ways, and to their own
goﬁt (Althusser & Balibar 1971: 13).

Wayne Koestenbaum’s essay, “Wilde’s Hard Labour and the Birth of Gay 3
cading” (in Boone & Cadden 1990) addresses the role that Douglas played in the “i‘ii

h 1 limit the addressee here to Douglas, an argument might be made o
directly addressing other readers like Douglas’ family, Wilde's f

for the letter in 1 :
thorities, and even future generations.

friends, the prison au

6 Four fairly recent books which have made an impact in these areas of discussion i
on Wilde are Dollimore (1991), Cohen (1993), Edelman (1994) and Sinfield b
(1994). Of course, Eve Kosofsky Sedgwick’s Epistemology of the Closet (1991) “‘
has inspired much research into questions of the homosocial and homophobic. ]

7 For Lac(k)an’s Phallus, as it were, see “The signification of the phallus” (1977: i
281). b
8 Here I adapt the title of Baudrillard’s book entitled Symbolic Exchange and
Death (1993). ' '

9 For an account of the letter’s publishing history see Hyde (1976) and Roitinger
(1980).

10 Much anxiety about his financial fﬁture was brought about by the terms of an

allowance he was to receive from his estranged wife. For the terms see Ellmann

(1988: 468, 522-523). Lord Queensberry brought about Wilde’s bankruptey by
suing him for the costs of the first trial (Wilde, at the instigation of the
Queensberry family, had originally tried to sue Lord Queensberry for libel but lost

the case).

U This title is borrowed from Baudrillard (1993: 114) and has only the most
peripheral relation to the context in' which he uses it (i.e. he is analyzing the

economy of the body as a sign).

12 These words actually describe the situation of material goods, language and
sexuality (the body) since the Industrial Revolution. However, they work just as
well in the present context which could be “economized” in a similar way if space

permitted (Baudrillard 1993: 114).

-~
 To justify this claim it is worth quoting the passage more fully. Wilde wrote
that:
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So much in this place do i
i men live by pain that i
g/ootrlr,l eu;l t‘l;g ;:ay throu%h which I am forced to refanrrflr:: i ship With
e alw as a prelude consonant with tho,
y se i
?hnflllllse}i/ :IllhlZ}; ft:ECh d;y I have to realise; nay mo‘r,:ryt?g odes o
; ough my life, whatever it had see Tocessitate
and others, had all the while been a real Symphons o2 Tsels
EGSOIng_ through its rhythmically-linked movement o
ution, with that inevitableness that in Art -y
treatment of every great theme. (884) charac

ItS. Certain
terises the

14
I a; i
“curiiflieh‘;tlwﬁld’}’z(()gﬁey Shewan that the letter, while containing ¢
tract which macs ewan 1977: 194), but would add the dimensi ohtes
» as far as I can make out, has not been suggested on of pe

sion, is a
dagogical

15 )
The te j ] j »
Tm objet petit a (short for objet petit autre —literally “the little b
object of

the other”) can be unders i
) tood, very simpl i ich i

o very ply, as anything whi i

(voice, %‘ZQF Zt;r.);utdnot perceived as such. Lac(k)an,ghowe‘\:/};rlsir?ms}de fhe self

e, e readun amental Concepts of Psycho-analysis refilsedi tran;lator’s

pirae he:ersh afgbmatk.e f{lp their own minds (Lacan 1979-02d862f;ne"1t“he
. een influenced b ja Si ’ ‘ - ne

her book The’ Subject of Semiotics (1983).  Kaja Silverman Ve of sceing it in

16 . . . . . .
It 18 bCyOIld the pleaSuIe prlnCIplC Whele the hfe instinct E]() IS 1t
aim and OppOSlte (Ihanatos) (I Ieud 19 61) ( S) Freoume :

17
See the Exergue to the e
; ssay. I have adapted
which reads (an . pted the words of th ,
one thafas hso(w sdh?)lix?tes from Derrida): “For Derrida, the “gener£ ;t?ji?;ois‘ e
based upon an irre ducnilglt:%l;yszcs’s eternal attempt to profit from its veituisesthe
$s, an “ex; iture wi g o 18
there could be no idea of profit” (Dem'dierllglgl e20"(9/;thc’ut rescrve” without which
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THE CULT OF _AUTHENTICITY: INDIA'S

CULTURAL COMMISSARS WORSHIP
INDIANNESS" INSTEAD OF ART

@W

VIKRAM CHANDRA

Two years ago, Sunil Khilnani, Ardeshir Vakil, and I did a reading at the
British Council in New Delhi. As we trooped up onto the stage, I scanned
the hall, trying to get a sense of the chemistry of the room, a feeling for
what sort of beast this audience was going to be. I recognized a couple of
faces —university professors, literary editors, and suchlike— and a few others
seemed familiar from newspapers and magazines. The Delhi literati and
chatterati had come out for us. “This is going to be easy”, I thought. “Good
room”.

Sunil Khilnani read first, from The Idea of India, and Ardeshir and I
followed. The moderator then opened the floor for questions from the
audience. One of the first queries came at Sunil: “How can you live abroad
and write about India?’ Sunil answered, and as he did, I thought about what
an odd question this was, coming from a room full of Indians who had
probably studied Wordsworth under neem trees and written authoritatively
about the idea of Byron from Allahbad. A few minutes later, a passage from
Ardeshir’s novel, Beach Boy, became the subject of enquiry. In this passage,
Ardeshir’s young protagonist, Cyrus Readymoney, watches a street-vendor
make his beloved bhelpuri. Cyrus is a dedicated gourmet, and the process is a
wonder to him, and he watches in an ecstatic trance: “I swallowed hard on the
saliva that had gathered in my mouth. Flies buzzed around the food, my eye
was caught by the large bosom of a girl in a blue frock. The bhaiya cuts a
lime in half, he chops a green mango into tiny squares, he shreds some
coriander leaves, he lifts up a box and slides out a sheaf of pages torn out

Misceldnea: A Journal of English and American Studies 22 (2000): 175-200.
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from a magazine. The paper is thick and durable but not glossy —perfe,
the food it will hold. He folds one sheet over and makes a wide coﬂ@_sﬁt for
vessel. Now comes the delicate throwing together of ingredients, dry and aped
that delights the heart”. I had delighted in this evocative passage whep Iwet’
read it, in the whole of this lovely movel, which moves along streetshﬁd
grown up on. But now a member of this audience was suspicioys ;
Ardeshir’s motives: “Why was there that long passage about the preparati of
of bhelpuri? We Indians all know how bhelpuri is made. Was that -
emigrant’s nostalgia, or was it written for the Westerners who don’t knoan
what bhelpuri is?” Ardeshir answered ably, but the question seemed sw
amazingly preposterous to me that I felt impelled to jump in. To delight i?l
the mundane is what an artist does, I said. And so on. I should have saved
breath. I got it next. Y
A woman in the audience, somebody I didn’t recognize, raised her hand
and asked, “Why do the stories in your collection Love and Longing in
Bombay have names like “Dharma” and “Artha” and “Kama”?” I answered I
talked about wanting to see how these principles —Duty, Gain, Desire;
worked their way through ordinary lives. But my interlocutor was not
satisfied. “But your stories are so specific, and these titles are so abstract”,
That’s precisely what I like about the titles, I said, the burnished glow of the
Sanskrit, their seeming distance from the gritty landscapes of the stories
themselves. “No”, she said. That wasn’t it, according to her. “These titles are
necessary to signal Indianness in the West”, she said. By this time, I was

annoyed. I'm afraid I was a little short with her. Absurd, I sputtered, I used

these titles because of the energy inherent in them, in the electric charge
between the abstraction and the concrete.

After the discussion was formally closed, the audience and the writers
milled around in the courtyard of the British Council building. I was deep in
the middle of a much-needed whisky when the person who I was by now
thinking of as Title-Lady walked up. “You misunderstood what I said”, she
said. “I meant that since ordinary people don’t think about such things as
dharma, or use that kind of language, the titles couldn’t have arisen from the
stories but were tagged on to signal Indianness in a Western context”. I was
again bewildered. What I wanted to say was, “then perhaps you and I live in
different Indias, or even on different planets”. We were standing, after all, in
the capital of a nation that had watched the Mahabharata and the Ramayana
on television in numbers that had set all-time world records, a nation that had
experienced the rise of the BJP and the destruction of the Babri Masjid and
widespread riots. I myself was from a city that had been ripped apart by
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pombs, where a single saffron-wearing man ran the government by remote
control and lectured us often about dharma.

But I didn’t say any of this to Title-Lady. I'd just started working on a
new novel about the underworld, about Bombay cops and Bad Guys. So, I
told her about an evening I’d spent the week before with a police inspector, a
man who at the time was working in the criminal investigation department
in one of the western suburbs. In a bar, over a beer, he told me about a
murder case he had been investigating. He had caught one of the shooters, and
then, when he felt he was getting close to the man who had paid for the
killing, @ man of some influence and power and wealth, he had been told in
po uncertain terms by his. superiors to back off. “What did you think of
that?” I'd asked. He said, “Sometimes I feel that I'm suffocating. But you tell
me, Vikram, what is my dharma?” So I told Title-Lady about this, and she
nodded, and said, “That’s what I wanted to hear”, and was off like a shot into
the crowd. I drank the rest of my whisky feeling somewhat dazed. .

Later that evening, as we were leaving the British Council, I told m
friend Tarun Tejpal about this strange encounter. He laughed, hard, and said,
“Do you know who that was?’ I shook my head. “That was Meenakshi
Mukherjee”, he said. “You know, professor at JNU she used to be”.

“‘Ah”, I said. “Professor. INU. Of course”.

As I thought about this evening, as the months passed, I noticed the constant
hum of this rhetoric, this anxiety about the anxiety of Indianness, this notion
of a real reality that was being distorted by “Third World cosmopolitans”,
this fear of an all-devouring and all-distorting West. I heard it in
conversations, in critical texts, in reviews. And Indians who wrote in English
were one of the prime locations for this rhetoric to test itself, to make its
declarations of power and belonging, to announce its possession of certain
territories and its right to delineate lines of control. A friend told me about a
meeting of the Delhi University syllabus revision committee, where they
were trying to decide on the one Indo-Anglian novel that should be prescribed
in the one course on modern Indian literature. My friend suggested
Midnight’s Children, and she was shouted down. Salman Rushdie .isn’t
Indian, the majority of the professors asserted. Amitav Ghosh, however, was
found to be sufficiently Indian, and so his Shadow Lines was accepted into
the canon. The issue was decided not on the basis of the relative rfierits of the
books, but on the perceived Indianness of the authors, and by implication,
the degree of their assimilation by the West.
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Meanwhile, I continued my wanderings

afternqon with Ar_un Gawli, one of the grea% Bi)hr;%lghmigmbay' met ‘g
meet him at Dagc'hc{hawl, his fortress-home in the heart of ;}? Dons. 1 Went+y
Parel. I waited, sitting on a plastic chair alongside other sﬁ : i)-ld mil] arey 0
grey hulk of a building. Above us, from a balcony, Gawl;’ by S: under:
soldlersg watched. Finally, I was led up a narrow; staircaS Poys. his Yo
.took us into a large gold-Formica-paneled room, where I wesliet,ec?n ’
gcl:vir 11:1112/ trlrllalroon sofa under a very large silvery chandelier. Tlfeg
Soverec Shli ! t.'::}rlge gold-frameq pictures of gods and goddesses. GX;I-IS ezt
. a- akt,.I kneyv this .already. It was part of his legend. 1 as g

at on some days his Shiva-puja lasted for three hours, Outsidé s said

balcony, young men s i o 2 large
Y poke urgently into cell phone b o arge
watched cricket on a color television. Another fgfteens}nﬁiﬁsl Saﬁguldfen‘

) then

Gawli himself came in and led me t

: m n 0 another large ro i
;nurc()}rs rising to the ceiling, and again a chandelier. ft fel’:) Ell;etk;sd b
ut awli himself was a very small man dressed in a white s‘hlﬁtar ha.ll,
pajzlt(mas, a:rld a Nehru cap. He was very polite, and it was onl ,hWhlte
spoke of his .mortal enemy, the mafia boss Dawood Ibrahim Kaser Wthen he
ﬁye? frew still and hard, apd I felt a chill. We spoke, and he told ;ne a‘i;hls
&:isn ;selil :rgcistlll)en I asked }élmfhow a man as religious as himself could d?) ?}lllt
ing een accused of doing. “When a man is fighti justi :

s _ ghting fo »
§a1d, wl}at is adhaprna becomes dharma. We do what is necesgsar;”Jué;lce  pe
or aA x;vhﬂe about right action, and then I took my leave e spoke
most a year later, my friend the crime i ist idi
: > m) Journalist H. Zaidi and i
](;n a lzt:reet corner in Jambli Mohalla, in Dongri, the mafia-ridden loca}itwatllied
ax?dn; e;); pcewtsplz‘lipers refer to as the “Palermo of India”. My cell phoneyranzt
1Ce told us to move to a certain street corner. Zaidi :
‘ . i led th
zhgough the narrow, crowded lanes. Go right, go left, we were told. Anz t‘;lvgl};
2t ggéhasg;uenri martl, walkeccl1 o}\:er to us, nodded at Zaidi and led us rapidly
ore turns, and then through a door, u i
brown door opened for us, and as I i hed it with 1y haet ad
\ . R went in I touched it with my hand

realized that it was metal. Inside, the 2 Hhsam

j . R man we had come to meet, Hussai
Bﬁﬁl’( H?ssam the_ Ragor, Wgs.patting cologne onto his cheeks. Behind hsii;n
& Dank od closed circuit television screens switched through multiple camerasj
i e}}llﬂ ad been watching us come up the street. Ustra himself was a dapper.
1ghtly paunchy man, dressed in a tailored white shirt and pants. He woulci

one with

have been completely at home at a Nariman Point lunch for stockbrokers. He

il;t;l :é'l elteﬁgntl haircut and sophisticated Urdu and a very direct stare. He told
me hi(s)u' is life, about. his early use of straight-razors to settle arguments,
Tise to commanding his own company, or gang. He told me about his

a left tugy, '
ain, sittin, -
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¢ with Dawood Ibrahim. In passing, he mentioned that his company

- owed strict Islamic rules, that none of his boys smoked or drank. “What

¢ women?” Zaidi asked. Ustra grinned. “Who doesn’t like women?”’ he

We talked on. As Zaidi and I were leaving, Ustra passed close to me,

il asked, “What’s the cologne?” He smiled a shaukeen’s satisfied smile,

said with the pride of a connoisseur, “Paco Rabanne”.

gix months later, Ustra went to a rendezvous with his mashooq, his

The Bombay underworld says “mashooq”, not “mashooqa”, which

b ould be feminine and grammatically comrect; “mashooq” is in keeping with

¢ raditions of Urdu poetry, in which the beloved, is always male. Ustra’s

ashooq was reportedly related to Dawood Ibrahim by marriage;.to be with
or was a risk. But Ustra went alone, with no bodyguards, only a driver. He
. ent up, spent his time with his  mashooq, and then came down. He opened
*the door to the car, bent to get in, and somebody stepped up close behind
d two bullets into his temple, one into his neck as he fell, and
- one more into his back. And that was the end of Hussain Ustra. That winter,
when I came back to Bombay, I spoke to a senior police officer who had
“known Ustra. We talked about Ustra, the religiosity of gangsters, Gawli,
Shiva, and then again about Ustra. “Why did he go there?” I said. “And after
4ll his closed-circuit televisions and metal doors, why alone?” “Who knows?”
the policeman said. “How many times I told him not to go there. Bastard had
pecome a fucking Majnoon”. I shook my head, and the policeman shrugged,
and said, “But who can escape from Love? Not even Bholenath”. The
policeman’s allusion was to Majnoon, the exemplary lover of Persian and
Urdu poetry, who leaves behind sanity and life itself. But he also was
speaking of Bholenath, Shiva, who was stung by Kama’s darts, and felt
himself giving in to desire.

And now, recently, a couple of months ago, my friend Anuradha Tandon
e-mailed me. She wrote, “Hey, that Mukherjee person’s been talking about
your titles again, and this time at some lecture in Bern”. Anuradha had found,
on an Internet mailing list, an account of Dr. Mukherjee’s lecture by a cross-
culturally named “Chandra Holm”, and she forwarded this description to me.
Ms. Holm’s summary of the talk —which I've since checked for accuracy
with Dr. Mukherjee herself and rephrased accordingly— goes in part like this:
“Today (on April 12, 1999), Meenakshi Mukherjee gave a talk on “Indian
Fiction in English: the Local and the Global” .... She spoke about a book
called Love and Longing in Bombay by Vikram Chandra. It ha¥ as titles of
chapters the Sanskrit words, dharma, kama, artha, etc.... Such language (and
choice of words) would embarrass any regional writer writing in an Indian
language. The worst first sentence ever written for a novel is the first

- pim, and fire
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sentence of The Madwoman of Jogare, written by Sohaila

koel sat in the tamarind tree
and called urgently, despairi Abdulgj, «
the sun and onto the earth”. Koel and tamar}i,r’ld e:r};alzglr;glly, €00-000! Iy
mo

realities. i
es. These writers have to accentuate these realities, t, MPlace gy
2 0

Indian i . . -
landscape to signal their Indianness to the West, in the CXOticize the

’ context of g, -

the

Western market”. Dr. Mukherjee then
] quoted Borges i
‘\f{)l;gae:lsss:rttheed It{hat in the Kora}n the word “camel”%s n%liogziu%dwﬂd Gibbon*,
Arabic that theroge:;r;azviso Vgélet;e;a originally in Arabic, and th:eéla: e
}Xfritten originally in English, thc; Hvslzf)lrlg ilellr;t'l e Korag ould haile liezo
" it’It’c})l,show the Arabian connection”.! el would certainly have appeazedn
s ooRn o oo o 52 e o
1S, emic in ful i : a
Ri;lzzlbz g;lﬁt a;nother Arabic book par excellence, Tflzep(l)"l}?ilscaaldﬂlght’ 0
g cvén l tci)n camels, of caravans of camels and dogs and cat}; and One
loved The. T, f aclip;gut Jorgc? Luis Borges? Qur Borges? The waI'ld birds,
it vori translat}'i 4 One Nights so much that he Wrote an essrlter who
A quick look at the Borges essay § N
. : ges essay from which these Ii

:Efiﬁlc";;gtittiz r?’l’siildmy puzz}eme_nt. The essay is called “TIII;: sAr“éeer;tit;k e\l;vwas
of Argontine “,/rit was written in 1951 in response to a polemic b aef e
Looat i » iceés and academics who might be roughly descn%ed o
vttt ot epth aucho School.. 'These worthies demanded that Ar - 'the
colon, e one, emsgalves to writing of local color and nothing bu%e?tme
They’ pmdaﬁgzege t;n metaphgrs mﬂe;cted and infected by local vernaculOcal
engas el at Argentine writers who were cosmopolitans Wa;s.
un-Az;gentinian ds ina literary and cu'ltural conversation with Europé weo
oot a’nd eerzc;mated, ar.1d htgrary traitors. The exhaus’tivelrc
artists b b rudite Borges is arguing in this essay for the freedom o)‘;"

Argontius o iu'I trop;s from wherever they see fit. He writes, “What
oty Dy eI:i ; beh.eve that this question poses no proble;n and calrf
e, oy b. : believe that our tradition is the whole of Western
o th;t hioh o] e Le\g; that we have a right to this tradition, a greater right
Which 5 1o o o2 tn/;r abitants of one Western nation or another may have”
oDt d}cll -hat Argentine writers have the right, and the ability. to Ii

e ;11 Sat ition to gauchos. o

Ho s s aﬁ g}l: tha.t Borges has absolutely nothing against local color
have mo tioht 1o Wtﬁter who began a story like this: *“I remember him (I
and thar del;ze)z ! :g I;Zi%d v}c:,;b; o_nly one man on earth had the right,
Z er hum with a dark passionflower in his hand,

f ng It aS

V‘Amen'can—
peing one of

phelpuri is a snac

1
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no man has ever seen it, though he might look from dawn until
oht for a lifetime. I remember him, his face still and Indian-like, and
fﬁarly remote, behind his cigarette. I remember ‘(I believe) his sharp
ider’s hands. I remember, near those hands, a mate gourd engraved
:th the arms of the Banda Oriental”. These are the opening sentences of
unes, the Memorious”, which is, mind you, not a local-color story at all
e of Borges’ metaphysical paradoxes, about a man with a perfect
d yet, here we have a passionflower, as common in Uruguay as,
Yy, tamarind trees in Maharasthra; we have a stereotypically impassive
Indian face; we have angular leatherbraider’s hands (leatherbraiding
the crafts of Uruguayan Indians); we have a mate gourd (mate is
hat is as folklorically a beverage of the Southern Cone as
k of Bombay), a gourd engraved with the arms of the Banda
QOriental, meaning that colonial territory which —under the rule of the
Spanish Crown from the early sixteenth century until independence at the
peginning of the nineteenth— comprised present-day Uruguay and southern
Brazil. Even the cigarette could be accused of participating in local color,
since the practice of smoking tobacco originated with the indigenous peoples
of America. And if we stare a little longer at that dark passionflower, as
Funes does, we may begin to remember that this creeping plant, “passionara”
in Spanish, is, according to Encyclopedia Britannica, “often used to
symbolize events in the last hours of the life of Christ, the Passion of
Christ, which accounts for the name. Thus, the corona represents the crown
of thorns; the styles represent the nails used in the Crucifixion; the stamens
five wounds; and the five sepals and five petals represent ten of
the apostles, excluding Judas, who betrayed Jesus, and Peter, who denied him
three times on the night of his trial”. The passionflower is doubly local,
then: not simply an allusion to the local flora but to the Catholicism that

permeates the local culture.
blems with local color. For him, the local and the

So, Borges has no pro
global —and, indeed, the eternal— exist in the same place, in the same
passionflower. But he is against ideological restrictions being imposed on
writers, and he is very much against bad writing. To trot out too many
camels, and only camels, a surfeit of camels or a surfeit of gauchos is an
aesthetic sin, but the ruthless excision of camels or gauchos —or bhelpuri—
would constitute a bizarre self-censorship. Good artists tend to_caress the
Jandscapes they live in, to notice and delight in what is there, what is
present. In the Mahabharata and the Ramayana, for instance, we are treated to
a vast variety -of local color, including cranes and herons, lizards, turtles,
monkeys, fishes, worms, scorpions, frogs, hedgehogs, iguanas, boars, deer,

5 bitter tea t

represent the
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eagles, vultures, mongooses, cats, mice, ele i ;
rhinosceri, leopards, apes, cobras, and boas. An%h;?itss ’istlierts’ lions, do
llgt. And I mustn’t forget cows. There are plenty of cows ijn fh e V1Y shor
think we may safely assume that our epic ancestors were g o obles, an
cows as any Arab to his or her camel. My favorite epic ¢ N Cl.ose ©
Ka.madhfanu, the Cow of Plenty, or the Cow Who Grants all OV‘;‘]/' s
bprn durmg the churning of the oceans by the gods and asuras TlShe
linger lovingly over Kamadhenu, and tell us about the sv;/ e
b'reath, and the gentleness of her gaze. Lovely Kamadhenu is eTtneSS of ber
lqdpapped, and during one of these episodes she decides t S Setting
ac;t1on. She asks her owner Vashishta’s permission to retaliatz ke decisive
kldnappmg king’s armies by creating dreadful Pahlavas and Sh’ala:rl ‘ (v e
of Iranians), and Yavanas (lonians or Greeks), from her “roar” aS‘SVar1eﬁes
more Pahlavas then come from her udders, more Yavanas from h: " oellow
yoni, ar_ld more Shakas from her anus, and do dreadfi damage t " pulva, ber
unltlﬂbfmally Vazshishta burns the remaining warriors to Dash(;sthfyiiﬁcng’
syllable “Hum!™". This i i i ©
e r e T § a rather cosmopolitan cow, and I think Borges
. diBut not Dr. Mukherjee: to put a cow, any cow, even one cow, into ’
ndian story is, I suppose, to “signal one’s Indianness in the conte;q f e
Western mark@:t”. Without doubt, one koel in an Indian narrative cau o
sorts of' conniptions. This despite the fact that every day in Mahaieshall
substantial kqels sit on substantial tamarind trees in their thousands asasthtra
have bgen doing for thousands of years. And certainly, to title a stor’ w'they
iesopatmg abstraction like “Dharma” or “Shakti” is to use languao}; t}:at .
reglqnal.wqter” would be “embarrassed by”. Putting to the :ide th'al
pugzhrgg mszstence that there is shame in doing something that “reoionﬁ
writers” don’t, I had thought that in my choice of titles I wa: walking Zlon
a well-trodden path. The Hindi writer Narendra Kohli had written novels titleg
Karma and Dharma. The title of Kulwant Kochar’s Hindi novel Man
Kurukshetrq coqﬂates the mind and the fabled battlefield of the Mahabharata
The Beggah writer Sunil Gangopadhyay had written the novel Maya Moh.
whose title alludes to our attachment to the shifting illusion that is thé
world. T was certain that the iconic Hindi writer Prem Chand had written a
renowned novel called Karmabhoomi, or the Field of Karma. And certain
too, that. the famo_us Bengali writer Maitreyi Devi had written the Sahityai
Al'(ademl. award-winning novel Na-Hanyate, which is Sanskrit for It Does Not
Die and is a fragment from the famous passage of the Gita that asserts that
the soul cannot be killed. I imagined the scrupulous and ascetic Munshi Prem

di

€PiC poets

B
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and blushing with shame under Dr. Mukherjee’s strict gaze, ‘and I
df ecrstrine from a family of film directors and writers and producers, and I
s certain that I'd grown up watching movies with titles like the ones I'd
So I phoned Ashish Rajadhakshya, editor of The Encyclopaedia of
wdian Cinema, and asked him to put some queries to his database. He came
pack with some interesting numbers. It seems that to date, 31 feature films
alled “Dharma’ have been made in India; if you allow for variations on the
word (like “Dharma Yudh™), that number goes up to 84. Similarly, thirty
movies called “Shakti” have been produced; it’s 54 if you allow variations.
For “Shanti”, the numbers are ten and eighteen. For “Kama”, three and three.
For “Artha”, one and six.’ suppose some overworked clerk at the Ministry
f permissible Language forgot to send out the right memo to the film
ndustry.
I could go on, and tell you about the soldiers I met one very early

- porning at Dadar station, on their way to a northern front, who were reading
 the Gita and eating a breakfast of vada-pao and chai and Coca-Cola; about a
very famous and very good actor named Kiran Kumar speaking in a recent
interview in Zee Premiere magazine about his karma as an actor, about his
Jonging for shanti, peace. But I mustn’t. I hope you’ll forgive me for
lingering on this rather anecdotal, personal history. My purpose in lingering
is not merely to grind an attack on my beloved stories under my iron heel,
although, as you can probably tell, grinding gives me glorious pleasure. My
purpose is also to give you some sense of the texture of the world in which I
Jive and write, and therefore also a sense of the sheer effort it takes to sustain:
and drive this censorious rhetoric about correct Indianness, and a sense of the
galloping vastness of its elisions. This rhetoric lays claim not only to a very
high moral ground but also a deep, essential connection to a “real”
Indianness. Despite all their demurrals about not essentializing Indianness,
and their ritual genuflections in the direction of Bhabha and Spivak, the
practitioners of this rhetoric inevitably claim that they are able to identify a
“Real India”, and so are able to identify which art, and which artists, are
properly Indian. The maneuvers typically used in this rhetoric might be
summarized as follows: :

To write about India in English is at best a brave failure, and at worst a
betrayal of Indian “realifies”. In a 1993 essay. titled “The Anxiety of
Indianness”, Dr. Mukherjee tells us, “the normal ground conditiofis of literary
production, where a culture and its variations, a language and its dialects,
centuries of oral tradition and written literature, all interact to create a new
text —do not exist in the case of English in India. Take for example, the case
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of Malayalam, which is not only the s
. poken an i
sg:roiifip_mit ss;;i;:le(: tcaitlled.Kerala, but of its filmsCl Xrlitotte}? language of
toxt ot o5 folk a egs,_ r1dd¥es, nonsense verse, nursery rhymCOmrnercial
reverberationls) of?}cl:' in this language today draws upon esd .
ool 1118 Iecllyfered plurality that surround and nu;n?rne i
not b he o riap unctions on relatively fewer registers N, i
potave D Opegpt; Cs)lnnlg if t};;ls remgnqd a permanent liability fﬁl - would
who write in English doysczV Iiecleﬁlsae lm;lllcgeriali:r amliter’l,- o farth;wg&ghﬂle
oo i . — er what languae P
uso:g:l tothl;esy t};a\;en g;fsrgrnydctc;lrgpe.tence only in English.ﬁ?aﬁe;h;g ;geak at
u crreumstances that lead Jore
logstgler tongue than to charge these writers with for c;git;?fzii?soffththe
. . elr
Writé:do“—?izillzaz thzters write for a Western audience. Again
ﬁction’ over othere Ias;fecttzy;nci :12315:111;];1 et%le teﬂl{lographic :
always be the desired narrative mode, b ety soy
English texts of India there ma beO © oater pull e E
of reality, an esseritializing }(l)f Inadlfgreater pUH_towar
o e tial a, a certain fla
con pe ;ie;ttedb:?vgezglnfilégt.lqg contours, the ambiguous and shifting relati
oy exi 1.\/1.ua1s and. groups in a plural communj at1or}s
Cc)mhtiolonfrriay be artistically valid when the n i pites 1o s
unarﬁcugtgdacl(;eriorgrlsl?ut for the Indian Wﬁter in English there may be oth
example. an % {/91:18 —the uncertainty about his target audience fer
constimenen and. . .Secéjraygn or a Bhalachandra Nemade knows his e’:xag
rosociat Y and i e in the knowledge of the shades of response hi
Moty e wor W;;l c)y a;); ironic unde_r-statement will evoke in Malayalam éi
meseages DR s Nareqmp,ped W1th tl}e keys for decoding these oblique
o henc'e th.e neezy;.n s audience is spread wide and far, within India
Will not Gepend e R or an C_BVCI'I-tOI:ICd minimalistic representation that
and the inflections of voiceov?/htiléi glrg;czglf;;éld comfiadiCtions i the cultre
i ' . tder can decipher”.
agairlfd; rfilt;;rféza: r:zézs i?ake too much money. Herepis Dr. Mukherjee
i fevie foAa rec'e.:ntly translated Bengali novel in OQutlook
bocance e i £t aoh 1fpara]zto can’t appear on television chat shows
out of the. mests bz alf a century ago. A book launch in the capital is
the Lok, Tcstion cause 1o adyance in hard currency has been offered for
i of ek 1w cireuit in London or New York has not told us what to
ovel. Consequently one of the major fictional texts of our

€choeg

» Dr. Mukherjee
OCumentation i,
resentation shoulq
esting that in the
ds 2 homogenization
ttening out of the
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ienﬁlry is likely to remain unnoticed by the media even though it’s available
1 EngliSh now”. :
A lot of Indo
dian realities, and
Omfartable over there

Jts and queues for ph

-Anglian writers live abroad, so they are disconnected from
are prey to nostalgia; and besides, the bastards are too
and don’t have to face Delhi traffic jams and power
ones and train tickets and busses, and so they don’t
uffer like us and so they can’t possibly be virtuous enough to be good
rtists. And here is Namita Gokhale, writing in Sunday magazine about
Kiran Desai: “The daughter of a famous Indo-Anglian novelist, she makes a
- cushioned landing into the world of people-like-us literati, with a fat advance
ing visits to the fatherland.... Kiran Desai typifies a

from Faber and fleeti
nglian writing, of the author as a glib

rendency of contemporary Indo-A
wourist guide of an alien sensibility rather than an introspective insider

chronicling the life and times he or she lives in”.

You’ll have noticed that references to “regional writers” are an essential
thetorical device in these maneuvers. “Regional writers” presumably live in
regions, which is to say in properly dusty parts of India, not in faraway air-
conditioned regions of vilayat, abroad; “regional writers” write in regional
Janguages, which is to say any language other than English; “regional
writers” therefore presumably don’t write for a Western audience, or an
international one; and “regional writers” presumably don’t make money, at
least not in large hard currency amounts. “Regional writers” are therefore the
opposite of Indo-Anglian writers in all ways, and are therefore virtuous and
pure. Indo-Anglian writers are the opposite of “regional writers”, and are
therefore corrupt and impure. This moral positioning became especially
¢ noticeable and fervent in reaction to Salman Rushdie’s infamous assertion
. that “the prose writing ... by Indian writers working in English is proving to
‘|  beastronger and more important body of work than most of what has been

" produced ... in the so-called “vernacular languages™. Critics and academics
- and mandarins, especially the English-speaking and English-writing variety,
vociferously and properly defended the aesthetic achievements of the “regional
writers”. But the aesthetic argument was speedily subsumed by furious
barrages of tidy moralizing. It wasn’t nearly enough to argue that such-and-
such Marathi writer was as “strong” as or more “‘important” than his or her
Indo-Anglian peers. Tndeed, as the critics rushed forward to do combat with
Rushdie, many of them seemed to forget aesthetics altogether. Instead, many
of them assigned to “regional writing” a pristine purity of"’content and
purpose, an austere and lofty nobleness of intent, and following from this
virtuous abnegation, an ability to connect to a “Real India” that could not

possibly exist in Indo-Anglian writing.

TR
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It’s a curious term, this “regional writing”. It clumsily clyp
» dozens of literatures, and thousands and thousands of writers. Th.
locgte Indianness in “regional writing” is inevitably probleme.itic Z‘
pation battling numerous secessionist movements— regional ; oot
inevitably in conflict with generalized national traits. But “re:giogelclﬁc-1 s
‘1‘s always cpnnected to the soil, to “Real India”. And when it’s c? rlting”
Indq-An_ghan writing”, the term “regional writing” implies that \sp‘o wed fo
Enghsl} 1s not regional, that it’s pan-Indian or, worse cosmmm'g -
belongmg to nowhere and everywhere. “Regional Writing’,’ is 800p01'1tan,
ref'er.red to, in a fashion more au courant on Indian campuses ;n ehmes
writing. Bhasa is literally “language”, and therefore Indo-Anglian’wrS't'bhas-a
non~1anguage writing. Indo-Anglian writers, then, are writers from ri e
who write in a non-language. This is all rather neat, and one has t OWhefre
the elegance of the construction. ’ 0 admire
And yet, gnd yet. Life, or at least the life I live, is Very messy indeed
My entire region is entirely messy. Yes, I must respectfully submit that T
too am-a “r@glonal writer”. I will not presume to claim Maharashtra or I
the entire city of Bombay as my region. I will only claim part of the Wesetven
suburbs, let us say north from the highway junction at Mahim cauge -
roughl}{ an area containing Dharavi, Bandra West, Khar, Santa Cruz JK}?Y’
Andhen West, and Goregaon West. This is my region. I live in it ’in t}tl ,
locdltzy of Andheri, in the colony called Lokhandwalla. ’ °
. My region. is a hugely cosmopolitan place. Every single
lives in my region is a cosmopolitan. I am oIf) course a ?c,)smo%)oli?:;:solntr:v\g
away from my region every few months to make a living. My neigilbors do
also. There are the Gujarati diamond merchants who spend three weeks out of
every four travelling from Africa to Belgium to Holland; flight attendants
who fly to Beijing; businessmen who sell textiles in Australia: mechanics
and welders and engineers who keep Saudi Arabia running; me;chant navy
sallo.rs who carry cargo to Brazil; nurses who give care and nurture in
Sharjah; and gangsters who shuttle between Bombay and Indonesia and Dubai
as part of their everyday trade. But there are many other cosmopolitans in my
regions. I mean the men who have left their homes in Muzzafarnagar and
Pqtna to drive cabs in Bombay; the chauffeurs who send money hgme to
Trivandrum; the road-laborers from Madhya Pradesh; the maids from the
Konkar} coast; the cooks from Sylhet in Bangladesh; the Tamil bakers; the
str}igghng actresses from Ludhiana; the security guards from Bihar; the
painters frorp Nashik who stand on roped lengths of bamboo three hu;ldred
feet in the air to color Bombay’s lofty skylines. They are all cosmopolitan.

5 together
attempt to
nce —ip ,

A woman born and bred in Dharavi, in the heart of the ‘city, is a
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cosmopolitan because she lives and works in this city of many nationalities
and languages, this city that has become a vatan or homeland for people who
pave travelled very far from their vazans.

Now, in this, my region, it is very very common for a person to speak
one language at home, use another on the street, do business in a third, and
make love in a fourth. We do it so often and so universally that to do so
excites no comment. It is a part of the way we live. Indians have lived in
many languages simultaneously for thousands of years. Did the great
Sanskrit playwright Kalidasa speak Sanskrit at home? Maybe he did, and
maybe he spoke a Prakrit. We’ll never know for sure. But we do know for
certain that the Bombay poet Kalidas Gupta, whose takhallus or nom-de-

lume is “Raza”, was born in Jullunder, Punjab, in a Punjabi-speaking
household. Raza first wrote in Farsi, then in Urdu and English. Raza told me
that there are many, many other Urdu poets like him in Bombay, poets like
Khawar Bankoti, who speaks Konkani at home, and Abdul Ahad “Saz”, who
is a native Kutchi speaker. If we look a little further into the subcontinent,
we encounter writers like Kaka Saheb Kalelkar, who was a Maharashtrian,
but who wrote his travelogues, memoirs, and short stories in Gujarati, and
was so ardent about the language he wrote in that the Gujaratis themselves
called him “Savai Gujarati”, or “One-and-a-quarter-times Gujarati”, more
Gujarati than the Gujaratis. Vaidyanath Mishra Nagarjuna was born in Bihar,
and spoke to his mother in Maithili; he first wrote poetry in Sanskrit, then
in Maithili. He won a Sahitya Akademi prize for a Maithili collection, but
then switched to writing in Hindi. Raj Kamal Chaudhari was also a Maithili-
speaker at home, but wrote his pathbreaking novel about homosexual love,
Ek Machili Mari Hui (One Dead Fish) in Hindi. Abbas Wasi “Mareez”, the
hugely famous poet who is widely regarded as the “Ghalib of the Gujarati
ghazal”, was an Urdu speaker. Rajinder Singh Bedi was from a Punjabi-
speaking Sikh household, but he created literary landmarks in Hindi.

1 was born into a household that on a census form would undoubtedly be
tagged as “Mother Tongue: Hindi”. But I called my mother “Mummy” and
my father “Daddy”. They spoke to me in Hindi sprinkled with English.
Sitting on my mother’s lap, I read newspapers in English. English was
everywhere in the world I grew up in, and continues to be an inextricable
thread in the texture of every day I live in Bombay and in India. English is
spoken on the playgrounds, and we tell folk tales in it, we riddle each other
and joke with each other in it, and we make up nonsense verse and nursery
rhymes and films in it. Along with many other languages, it is spoken in the
slums, on the busses and in the post offices and the police stations and the
court rooms. English has been spoken and written in on the Indian
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subcontinent for a few hundred years now, certainly longer than
and literary Hindi that is our incompletely national language today. T £
hear registers aplenty ringing away in it, and as it is spoken and writtenOr one
widely, these registers will expand. A language is a living thing. A ore
born in soldiers’ camps not so long ago became Urdu, whose beauty ragfifls
our hearts. To love Urdu for her low origins and her high refinements folrsheS
generous heart and her reckless love, is not to give up Punjabi. What, am -
economy of love and belonging it must be, in which one love is alwean
traded in for another, in which a heart is so small that it can only contain s
Jannat, one heaven. How fearsome must be this empty land where each I'?en ;
connection must inevitably mean the loss of all roots, all family, each sonW
you may have ever sung in the past. Any ghazal-maker, any Mareez, I think
would flee from such a hellish wasteland. But my region, where Ka_[jdas’
Gupta Raza continues to sing his passion for Urdu, is different. If Hindj is
my mother-tongue, then English has been my father-tongue. 1 write in
English, and I have forgotten nothing, and I have given up nothing. And I
know the tastes and quirks and nuances of my regional audience, of the
people who live in the locality of Andheri, in the colony of Lokhandwalla, as
well as or better than any Bengali poet knows her regional audience. ,
Every citizen in my region understands the uses of English, and the costs
of not having it. Those who have no English understand that certain avenues
to power are closed to them, that there are many jobs for which they are
instantly considered unfit, that they are closed out of certain discussions, that
they are socially marked. English in India today is very obviously the lingua
franca of power, of business, of cultural exchange, of politics. It is possible
to become powerful and rich and content without English, but to be poor
without English is to know that this is the language of opportunity, of
money, of advancement. The advantages of having English are grindingly
obvious: a journalist who writes a story in, say, Kannada, will know without
doubt that a colleague writing exactly the same story, or a lesser one, in
English, will be paid three times as much. To not speak English, or even to
speak broken English with a strong Tamil or Gujarati accent, is to identify
yourself as not belonging to a certain class, as being an obvious non-member
of a very powerful club. That is why walls in very small towns are covered
with hand-stencilled messages offering “English Coaching Classes”. To those
who have never had English, who don’t have it, the advantages that flow
from it are as palpable as the healing effects of amrit, ambrosia, and the
struggle to acquire it is frequently lacerating and painful: you can swallow the
poisonous metallic mass of this sharp language, but it will cut your throat
and linger in the skin like a blue bruise.

the Ofﬁcial ’
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For the sins of their advantages, the gods visit upon some of the
omfortable in India a powerful guilt. Those who are comfortable and speak
English are burdened by a double guilt. Convinced that they are marooned by
b their comfort and their language, these good burghers are assailed by a
£ _onstant, oppressive sense of unreality. If you’ve spent any time in Delhi, or
read much Indian critical writing, you will have met the Fablndia-kurta
wearing gentleman and the ethnic-bindi wearing lady who will wave their
Scotches in your face and tell you that the “Real India” is anywhere but
where you are, that the “Real India” is in the urban slums, in the faraway
villages of Bihar, in the jungles of the tribals. So if you write in English,
and are improperly contaminated by the West, if you’ve travelled across the
Black Waters and lost your caste, then the “Real India” is by definition
peyond your grasp. “Real India” is never here, it is always there. “Real India”
is completely unique, incomprehensible to most, approachable only through
great and prolonged suffering, and unveils herself only to the very virtuous.

Qur friend Jorge Luis never wrestled with this ancient mystery, but he
struggled in a comparable fashion with the belief that the “Real Argentina”
was so new that it was completely unique. He writes, “According to this
singular point of view, we Argentines are as if in the first days of creation;
our search for European subject matters and procedures is an illusion, an
error; we must understand that we are essentially alone, and cannot play at
being European. This opinion strikes me as unfounded. I understand why
many people accept it: such a declaration of our solitude, our perdition, and
our primitive character has, like existentialism, the charms of poignancy.
Many people may accept this opinion because, having done so, they will feel
themselves to be alone, disconsolate and, in some way, interesting”. I must
confess that as I quote him here, I feel a strong onrush of affection for my
Argentinian friend; I shall from now on refer to him as “Borges-bhai”. ‘Bhai”
is, of course, “brother,” but in Bombay it also means a Man of Respect, a
Wiseguy, a Made Guy. Borges-bhai, then, in his ever-inimitable fashion,
offers a hint that might help us unlock that opposition so beloved of certain
literati: the Indo-Anglian writers versus the Regional Writers. If we are here,
comfortable and Anglicized, then “regional writers” are there. If we, as
cosmopolitans, wear the colognes of globalization, then “regional writers”
give off whiffs of the poignantly original and primitively undiluted perfumes
of there. .

This is why Indo-Anglian writers are told, by critics of various political
hues, to be more like their elder “regional” brothers and sisters, and this is
why Indo-Anglian writers are forbidden to engage in activities that their
“regional” siblings would be “embarrassed” by. Virtue lies in being more like




190 VIKRAM CHANDRA

the virtuous “regional writers”. Therefore, Dr. Mukherjee praises A Suit,
Boy, which, she asserts, “might just as well have been written in Be abl€
where a tradition exists of long three-decker realistic stories about familrilg%{l
Therefore, the critic Namvar Singh asserts that Shadow Lines is a good nc? .
because “it is a Bengali novel in English”. Now, it is true that Suitable Bvel
and Shadow Lines share elements and tropes and structures with eaIroy
Bengali novels, but I think they’re good Indo-Anglian novels because thleer
are good Indian novels in English, books of their time and place anﬁ
language, not because they’re faux Bengali novels, imitating Bankim
Chandra and Tagore. To see these books as Bengali novels in English drae
requires a muscle-straining skipping around the shape and textures of these
narratives, and a mind-bending faith in the untouched and original Indiannegg
of “regional writing”. The Indian novel itself is a form that grows out of
interactions between Indian and western forms of narrative. Good Indian
writers have never been self-isolating, inward-looking mandarins afraid of the
pollutions of foreign contact. Bankim Chandra was an avid reader and
follower of Sir Walter Scott and Charles Dickens, and Tagore —whose very
name is an Anglicization— was ‘widely despised by his orthodox Bengali
contemporaries for his loose Westernized ways and his new-fangled, imported
ideas. Indeed, these writers were cosmopolitan in their very Indianness, and
this has been true of novelists and artists all over India. Hindi literature, for
instance, has had a long and extended conversation with ideas from other parts
of the world, and has necessarily struggled with and absorbed everyone and
everything from Marx to Freud to modernism.to post-modernism. In fact, the
critic Jaidev has issued stern diatribes against various Hindi stalwarts,
accusing them of indulging in mere “bandarpana”, a monkey-see-monkey-do
aping of the latest Western intellectual and artistic fads. I cannot help
savoring the fact that in order to be able to recognize this bandarpana, Jaidev
must himself be a walking, talking perfect model of the postmodern. A
similarly delicious irony flows from the damning Bengali-centric praise of
Meenakshi Mukherjee and Namvar Singh: if one has written an Indo-Anglian
novel that is exactly like Bankim Chandra’s Ananda Math, then one has
written a novel that is at least something like Ivanhoe. Alack! Pollution is
everywhere! .

The greatest pollution, in this view, flows from the market, from the
awesome sums that distort gravity and cause tidal flows of media. In some of
the recent agonizing over the Western interest in Indian writing, Indo-Anglian
writers have been reconstructed as the hapless tools of a global market. Thus,
Dr. Mukherjee asserts that “R. XK. Narayan’s audience is spread wide and far,
within India and outside, hence the need for an even-toned minimalistic
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representation”. What is bizarre about this contention —about this “hence”—

© js its absolute confidence, its tone of intimate and inside knowledge, its

umwillingness to concede the slightest ethical or aesthetic volition to the
artist himself. It apparently never occurs to Dr. Mukherjee that style is
something that one feels in the pit of the stomach, that Narayan may be
interested in a minimalistic representation because it grows from the marrow
of his Malgudi bones, that perhaps when Narayan sits down at his desk with
his pen and his paper, he is not thinking of his pan-Indian or international
audience, not any more than Ernest Hemingway and Raymond Carver were
thinking of their audiences in Ghaziabad and Vishakapatnam when they
chiselled their laconic turns of phrase. But no, in this understanding of the
universe, to write in English is to be transparently vulnerable to the demands
of the market, any market. And conversely, to write in anything but English
is to be preternaturally chaste and upright.

And yet, and yet. In 1998, the ever-watchful Namvar Singh, along with
the Marathi writer G. P. Deshpande, publicly accused the Jnyanpeeth Award-
winning and popular Marathi writer V. S. Khandekar of being *“‘commercial
and Mammon-hungry”. Ranks of other Marathi luminaries lined up to defend
Khandekar, and as this developed into a lovely dust-up, the Marathi poet
Grace remarked that the Marathi literati had now formed gangs along the lines
of Dawood Ibrahim’s D-company. The next year, even as the official
sammelan or convention of Marathi writers spoke out against the rightist,
fascist tendencies of our state government, two rival sammelans were
organized against the official sammelan, to protest against the allegedly
exclusionary and Brahmanical character of the official sammelan. Further
porth, in Gujarat, almost two decades after the death of Mareez, the Ghalib of
Gujarat is still not part of the university curriculum, despite the extraordinary
quality of his ghazals. Mareez, a Muslim from Surat with a fourth-grade
education, was very much from the wrong side of a lot of tracks. A friend of
mine describes the efforts by academic poets to keep Mareez out of the
Gujarati canon, both before and after his death, as “shameful, disgusting”.

Dr.. Henry Kissinger, that seasoned academic and grandmaster of
realpolitik, warned us that sometimes the most egregious corruption and
vicious combat happens when there is precisely no money at stake. To
imagine that “regional writers” work in an Eden of innocence, free of the
temptation to write badly, free of the pressure to write according to some
prevailing ideology, is to indulge in fantasy-making of the most profoundly
nostalgic sort, and to indulge in nostalgia for something that has never
existed, that never will exist. There will always be a prevailing market and a
prevailing ideology, and a head of department who fiercely upholds that
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prevailing ideology, a head of department whose cousin owns the
publishes the books, whose cousin’s best friend reviews the books

Sunday paper, whose cousin’s best friend’s cousin gives out the gove or the
grants and the fellowships to Paris. All art is born at this crgssrozgnent
ambition and integrity, between the fierce callings of fame and the hunee s of
the belly and the desires of one’s children and the necessities of art and trs of
Michelangelo knew this, and Ghalib knew this. There is no writer in ILl:ith
or in the world, no artist anywhere who is free of this eternal chakrgy ;;Z’
this whirling circle that is life itself. To have less money does not rneag .,
are more virtuous, to have more money does not mean you are less capgﬁu
of integrity. Those who believe in the salutary effects of poverty on artiste
have never been truly hungry, and are suspicious of money from the safety 0;
their own middling comforts. Finally, I suspect, whatever language we write
in, we are all equally capable of cowardice and heroism. And I don’t mean to
cast particular aspersions on Marathi or Gujarati writers, so please, no angry
brickbats, at least on this score. In case it makes anyone feel any better, let
me state for the record my considered opinion that for sheer incestuousr;ess
for self-serving pomposity, for easy black-and-white moralizing, fo;
comfortably sneering armchair wisdom, for lack of generosity, for pious self-
interested victim-mongering, for ponderous seriousness and a priggish
distrust of pleasure, there is no group on earth that can match the little
subcaste that is the Indo-Anglian literary and critical establishment. I say this
with full cognizance of my own somewhat contested membership in said
establishment. But, to get back to “regional writing” —if you write in
Marathi or Gujarati, of course it is hugely angering to be told that you are
not as f‘strong” as a bunch of toffee-nosed English-speaking brats, and of
course it is annoying to enjoy less than your fair share of any pie. But when
a certain set of people start referring to you collectively and generally as
“regional writers”, and when they start locating in you a paranormal
connection to reality and lost innocence and original virtue, and using you as
a stick to beat other writers over the head with, you may be absolutely
certain that you are being simplified, exploited, and used. Saintliness may
have its temporary and ethereal satisfactions, but for any artist, it is finally a
trap. But why this search for saints? And why this inquisition, this desire to
fix and vanquish sin? Why, I wonder, this frantic searching for purity of
purpose? I recall, now, E. M. Forster’s observation about “reformers who are
obsessed with purity and cannot see that their obsession is impure”. Perhaps,
to extend Forster’s notion, the ones who see the anxiety of Indianness
everywhere are in truth eaten at by this anxiety themselves, and the ones who
battle the malign hand of the West in every action of every day are
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completely determined by the West. To be obsessed with defeating the devil

is to be his servant.

And the devil is of course within ourselves: the-most vociferously anti-
Western crusaders I meet are inevitably the ones who are most hybrid. It is
these comfortably situated citizens, these Resident Non-Indians, who, beset
py a consciousness of their own isolation from “Real India”, feel an
overpowering nostalgia for an Indianness that never was, for a mythical,

aradisaical lost garden of cultural and spiritual unity. From their fear of the
mongrel nature of their own selves, from their fear of the new Indian tongues
spoken by their mongrel children, grows the golem-demon of the All-
devouring West, in whose dread shadow a koel becomes a secret signal of
petrayal, and the word “dharma” a fatal compromise. To alleviate this loss, to
vanquish this terror, they perform a rather complicated ritual war-dance
against the West, or against an idea of the West. The central mystical paradox
in this ritual is the absolute necessity of Western recognition, or even any
foreign recognition, as an imprimatur of quality, and a simultaneous belief in
the corrupting power of such recognition. Indian, in-house awards are all very
well, but only an award from somebody in Singapore or London can mark
you as a world-class player; but winning such an award also means, without

~ doubt, that you must have sold out, that you’ve gone far from “Real India”.

So, “regional writers” are luckily isolated from the dread forces of
globalization, their virtue kept intact, and yet the lack of recognition for
“regional writers” by those very forces is the wellspring of much anger. So
also, the comedy of Pankaj Mishra’s review of Ground Beneath Her Feet in
the magazine Outlook. In this review, which felt to me more like an Oedipal
assassination attempt than a critique, Mr. Mishra accused Rushdie of being
merely a subcontinental importer of narrative methods from other parts of the
world, of producing —over an entire career— only a commodified “anti-
literature” that the Western market is eager for. And yet, Mr. Mishra’s own
tag line, the only introduction thought necessary by the magazine, was this
single sentence: “Pankaj Mishra’s novel The Romantics, due to be published
next year, has been sold around the world for over half a million dollars”.
This double movement, this love-hate, may have its origins in the crushing
defeats of colonialism, in the Brahmanical obsession with pollution; in the
tumbling disillusionments after Independence, in the self-rending narrative of
the Indian state during the American century, in the ontologicai uncertainties
of the bourgeois Indian self. Wherever its origins, this complex ambiguity is
widely noticeable in India, not just in literature but in politics, in business,
in film. And so, curiously, in a culture famously open-ended and various and
hybrid, writers and other artists are subjected to tests of Indianness, to
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interrogations of authenticity, and their books are rejected or accepted
according to these mysterious and arbitrary calculations.

How should a writer work, in these circumstances? What must an Indian
artist do? We could of course turn around and ask these self-proclaimed
guardians of purity and Indianness exactly how authentic they are themselves
We would speedily discover that when judged by their own rather bizané
standards, these gatekeepers are about as “authentically Indian” as Pamela
Anderson. When we hear a sentence that starts, “I am neither trying to
Privilege ethnographic documentation in fiction over other aspects nor
insisting that mimetic representation should always be the desired narrative
mode”, should we raise our hands and ask, “Sister, how freely and
authentically Indian a sentence is that, and exactly who are you writing for?’
Should we point out that all modern Indian institutions, and especially Indian
academies of learning, are products of interaction between India and the West?

- Should we argue that Indian universities are wholly-owned subsidiaries of the
huge engine of Western academia, that Indian campuses are off-shore
production plants where Indian academics are farm-grown and encouraged to
perform what Ashis Nandy has called “gladiator-like acts of ritual defiance’™?
And when we hear of Indian academics lecturing in Bern, should we be
suspicious of titles like “The Local and the Global”, and charge the speaker
with peddling false oppositions to a rich Western audience? Should we stand
up and wave our fists and thunder, “Madam, you have sold us out for Swiss
chocolates?” :

No, no, no. That way lies madness, or at least quivering insecurity and
profound defeatism. So what must we artists do? I was pondering this
recently, in Lokhandwalla, in my region, and my mother noticed my
furrowed brow, and said, “Vikram, go for a walk”. My mother is a wise
woman, and so I picked up a proof-copy of “Selected Non-Fictions”, by
Borges-bhai, to keep me company, and I went for a walk. I walked to the rear
of Lokhandwalla, past the power station, along the road that leads into a
swamp. I walked further out towards the sea than I usually do, and now I
noticed a pathway I’d never seen that angled off from the road. Down this
pathway I went, and I walked for a long time. I was lost in thought, and
when I came back to myself I saw that I was walking in a great flat
wasteland. And then suddenly the ground fell away beneath my feet, and I
rolled down a slope, and when I stood up, a quick thrill went jigging up my
spine. I knew instantly that I had found, without really looking, the Lost
Valley of the Lefties. I knew this was the Lost Valley of the Lefties because
there were absolutely no koels in it. Looming over me was ‘Mount
Restoration of the Righties, and on their common border the Lefties and

THE CULT OF AUTHENTICITY 193

Righties were blasting away at each other. I could hear their war cries. “This
is Indian”, they were shouting. “That is not Indian”. And then again, *“That is
not pure of intent. This is”. As the shells whizzed over my head, I was afraid.
I hid under a rock and read Borges-bhai. “I believe that this problem of the
Argentine and tradition is simply a contemporary and fleeting version of the
eternal problem of determinism”, Borges-bhai wrote. “Everything we
Argentine writers do felicitously will belong to Argentine tradition, in the
same way that the use of Italian subjects belongs to the tradition of England
through the work of Chaucer and Shakespeare. I believe, moreover, that all
the foregoing discussions of the aims of literary creation are based on the
error of supposing that intentions and plans matter much.... Therefore I
repeat that we must not be afraid; we must believe that the universe is™ our
birthright and try out every subject; we cannot confine ourselves to what is
Argentine in order to be Argentine because either it is our inevitable destiny
to be Argentine, in which case we will be Argentine whatever we do, or
being Argentine is a mere affectation, a mask. I believe that if we lose
ourselves in the voluntary dream called artistic creation, we will be Argentine
and we will be, as well, good or adequate writers”. So I read Borges-bhai and I
was comforted. But now it grew dark and the clamor of the fighting ceased. I
emerged from my shelter, and saw a glow in the distance. As I walked
towards the flickering light, I saw that the Lefties and Righties were now
holding hands, and were moving in circles, and now I could hear the words
they were singing: ‘“Be pure in location, be pure in tradition, be pure in
audience, be pure in intent”. And now I saw that the Lefties and the Righties
were dancing around a god, a huge idol who sat on the border between the
Lost Valley of the Lefties and Mount Restoration of the Righties. Standing
next to this god, I realized that the Lost Valley and Mount Restoration were
exactly alike, that they were mirror-images of each other. The god towered
over me, gigantic and terrible, and he was double-faced, and looked both ways
at once, and he had huge bronze arms, which the Leftie and Rightie priests
moved by means of intricate mechanisms. The god’s mouths opened and
closed, opened and closed, and the arms gathered up offerings and dropped
them into his maw. Long processions of Lefties and Righties brought these
offerings, and I saw that these offerings were books, and paintings, and
sculptures, and poems. The offerings were eaten by the god, and in his belly
was a furnace, and the books burned in a roaring flame. I was afraid again,
and I cried out, “Who is this terrible god you worship witli these living
sacrifices?” And the Lefties and Righties answered in one voice, “This is our
God of Authenticity. Pay homage or you will suffer”.
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With Borges-bhai hidden under my shirt I fled from them. As I ran
around their god, I heard a voice from his belly. As I looked into the fire I
saw pale blue eyes, a toothbrush of a moustache, and I heard a thousa;ld
argplified voices speaking as one, “In art, too, there will be only one
guideline fqr action from now on, and that guideline is a philosophy drawn
from a passionate national and state consciousness anchored in the realities of
bloqd and history! Art shall serve the growth and strengthening of this
folkish community.... [We] expect not only that materialism, Marxism, and
Communism will be politically persecuted, outlawed, and eradicated but’also
that the spiritual battle ... will also be taken up by the people as a whole and
that Bolshevist nonart and nonculture will be doomed to destruction....All
products of cosmopolitan or Bolshevist nature will be removed from German
museums and collections.... In the future we in this country will not have to
loc_)k at apartment blocks or churches that look like greenhouses with
chupneys or glass boxes on stilts and ... ways will be found to claim
rest1tuti.on from the criminals who grew rich perpetrating such insults against
our native culture.... Sculptures that are offensive to the national sensibility
and yet still desecrate public squares and parks [will] disappear as quickly as
possible, regardless of whether these works were created by geniuses like
Lehmbruck or Barlach. They must give way to the scores of artists loyal to
the German tradition™.’

Frightened, I ran to the other aspect of the god, and again I heard
loudspeakered voices. In the belly of the god, I saw an avuncular man with a
bald head and greenish teeth. Again, amplified voices proclaimed in unison,
“New-democratic culture is national. It opposes imperialist oppression and
upholds the dignity and independence of the Chinese nation. It belongs to our
own nation and bears our own national characteristics... To advocate
“wholesale Westernization” is wrong. China has suffered a great deal from the
mechanical absorption of foreign material... Chinese culture should have its
own form, its own national form. National in form and new-democratic in
content —such is our new culture today.... New-democratic culture belongs
to the broad masses and is therefore democratic. It should serve the toiling
Masses.... To attain this objective, written Chinese must be reformed, given
the requisite conditions, and our spoken language brought closer to that of
the people”.®

And I was afraid. And then I heard a dry chuckle from inside my shirt,
next to my chest, and I realized that Borges-bhai was laughing. I stopped
running, and I began to laugh. Loudly I laughed. And in my laughter, I was
restored. I shouted the syllable, “Hum”, and I was delivered from the Lost
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Valley of the Lefties and from Mount Restoration of the Righties. I was back
in Lokhandwalla.

Such was my journey into the wilderness, from which I was delivered by
the laughter of Borges-bhai. Having made this journey, I must speak now to
my own biradari, my brothers and sisters who are artists. To them, I say:
ignore the commissars, whether they come from the left or the right, up or
down, India or abroad. Be wary of their praise, because their hospitality is a
prison. They will kidnap the cow of your plenty. Be ruthlessly practical, like
the bhais of Bombay, those CCTV-using, Glock-firing, Bholenath-
worshipping gangsters. Do whatever it takes to get the job dome. Use
whatever you need. Swagger confidently through all the world, because it all
belongs to you. And don’t worry about tradition. Whatever you  do
felicitously will be Indian. It cannot be otherwise. If Bholenath speaks to
you, put him in your painting, or your story. The inevitable fact that some
reader in New Jersey will find Bholenath’s tiger skin and matted hair “exotic”
is wholly irrelevant. To be self-consciously anti-exotic is also to be trapped,
to be censored. Be free. Give up nothing, and swallow everything. In your
work, don’t be afraid of elephants and snakes and mystical India. If repetition
and misuse have emptied out an image, a metaphor, a trope, rendered it void
of meaning and substance, your job as an artist then is to be wily; you must
slide sideways under the metaphor, take it onto your skin and inhabit it, then
twist it, mangle it, pervert it, until it becomes your own and therefore comes
alive again. You have to repossess what was once yours, what is still yours.
To give up a metaphor because someone else has abused it is reflexive
stupidity; you are again letting “them” take the initiative, letting them decide
what is still yours and what is not. You are giving up ground. India is full of
elephants and snakes and mysticism, and also cell phones and nuclear
weapons and satellites. Give up nothing, and swallow everything. Be
fearless, like that suave cosmopolitan M. K. Gandhi, that most international
of khiladis, who told us repeatedly that while his political gurus were
Gokhale and Ranade and Tilak, his spiritual gurus were Tolstoy and Thoreau
and Ruskin, and that he got his non-violence not from the Gita, but from the
Sermon on the Mount. Remember that Gandhi’s audience was not just
Indian, but also everyome else; that all his actions, the spectacle of his
revolution and the revolution of his self, were performed simultaneously
before a local audience and a global one. He spoke to us, to those he loved,
but in speaking to us he was also speaking to all the world, and’in speaking
to the world he wanted nothing less than to change all of it. Be fearless,
speak fearlessly to your readers, wherever they. are, and be aware that as you
speak, you will inevitably be attacked by some critics for being not Indian
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enpugh, for being too Indian, too Westernized, too exoticized, too rich for
belng' a foreigner, an agent of the CIA. This is also wholly irrelevant, Do
your job. Be kind to other artists, whether they paint in Gujarati or Marathj
or English. Be generous. Take care of each other, and give shelter to each
other against the depredations of the commissars. Finally, once our personal
qugrrels are over, what is good for a Gujarati painter is good for an English
writer is good for a Marathi poet. \

As you work, don’t fear the God of Authenticity, for he is a weak god, a
fraud, a fake, and —for all his posturing— completely irrelevant. Do yc;ur
Job, and your goddess will protect you and bless you. She is your mashoogq
this One who is always absent. You know who she is, this One you follovJ
glways, the One who is untidy, elegant, blowsy, impossibly glamorous. She
is the goddess Beauty, who has been frozen in liquid oxygen by the party
bosses on Mount Restoration of the Righties, who has been declared dead in
the Lost Valley of the Lefties. But you know your mashooq, and you can feel
her power and her grace, how alive she is. She will always elude you, but
you must risk everything for her. At the end of each day of work, the only
question she will ask you is, did you write well today? And if you can
honestly say, yes, I wrote well today, she will come a little closer to you,
anq you will sense her presence, and as you caress your mashoog, as she
ravishes you with pleasure, you will know how absolutely real she is, this
shape-shifting phantom. Then she will flee again. This absence is the only
true grace you will ever know, or need. Believe in your mashooq, lose
yourself in the dream of Her, and you will be Indian, a good artist or an
adpquate one, local and global, soft as a rose petal, and as hard as thunder, not
this, not that, and everything you need to be. You will be free. #&

NOTES

' Such is the awful majesty of Gibbon that I accepted his assertion about
camels unquestioningly, as Borges apparently did also. But an earlier draft of this
essay was recently being discussed online, and two friends told me about a
posting by a properly skeptical Fatima Hussain. Ms. Hussain searched on online
Koran and found no less than eighteen mentions of the unprepossessing camel.
So therq is local color even in the holy book, and perhaps a sharp moral lesson
—especially for writers of essays— about not trusting great authorities, and about
the powers of cyberspace.
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’I'm grateful to my colleague Alf Hiltebeitel for introducing me to this
vengeful aspect of the gentle Kamadhenu. Lest Dr. Mukherjee accuse me of
alluding to an epic cow who “ordinary people” have no connection with, I hasten
to add that not very far from my home in Lokhandwalla is the Kamadhenu
Shopping Centre, where ordinary citizens avail themselves of a veritable plenty
of electronic goods, computer lessons, make-up salons, chartered accountants,
and so on. For reasons of space, I'll leave aside the interesting problem of why
Dr. Mukherjee feels that artists must only use allusions that “ordinary people”
would understand; and also the problem of exactly who is “ordinary”.

* The relative numbers are certainly interesting: 31 movies titled “Dharma”,
and only three called “Kama”, and one called “Artha”? Does this truly reflect our
national preoccupations, or perhaps only our willingness to talk about certain
preoccupations? But that’s another essay.

“It is certainly true that regional writers don’t get enough attention in the
pational press. They don’t even get enough attention in the various regional
presses. And they usually make even less money than the average Indo-Anglian
writer. But this is a situation that predates the current “boom” in Indo-Anglian
writing, that has existed for long decades due to the complex inter-workings of
many national and regional factors. But that, too, is another essay.

* From a 1933 manifesto, “What German Artists Expect from the New
Government”, published in Deutscher Kunstbericht (German Art Report) by the
Fuehrerrat der Vereinigten Deutschen Kunst (Fuehrer’s Council of the United
German Art and Cultural Associations). Quoted by Sherree Owens Zalampas in her
book Adolf Hitler: A Psychological Interpretation of His Views on Architecture,
Art, and Music (Bowling Green, Ohio: Bowling Green State University Press,
1990).

¢ From “A National, Scientific And Mass Culture”, part XV of On New
Democracy, by Mao Zedong. Excerpted in Selected Works of Mao Tse-tung,
Foreign Languages Press, Peking, 1967. This text worked as a manual for the Red
Guards, the shock troops of the Cultural Revolution. In his book, The Search for
Modern China, Jonathan Spence observes, “Red Guards eager to prove their
revolutionary integrity turned on anyone who tried to hold them in check, anyone
who had Western education or dealings with Western businessmen or missionaries
and all intellectuals who could be charged with “feudal” or “reactionary” modes of
thinking. The techniques of public humiliation grew more and more complex and
painful as the identified victims were forced to parade through the stfeets in dunce
caps or with self-incriminatory placards around their necks, to declaim their
public self-criticism before great jeering crowds and to stand of hours on end with
backs agonizingly bent and arms outstretched in what was called “the airplane
position”. With euphoria, fear, excitement, and tension that gripped the country,




200 VIKRAM CHANDRA

violence grew apace. Thousands of intellectuals and others were beaten to death or
died of their injuries. Countless others committed suicide.... Many of the suicides
killed themselves only after futile attempts to_avoid Red Guard harassment by
destroying their own libraries and art collections”.

&
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Working on Vikram Chandra’s fictional writing is much more than an
academic experience. For me, he is not only an author to read and admire. He I
has become a daily presence, a real person that I can reach, somebody to talk I
! to. Thus, the purpose of these pages is to go on engaging in a dialogue with “
| him, listening to his own voice. Vikram Chandra spends his time shuttling i
between Bombay, where he writes, and Washington, DC, where he teaches \
j creative writing at George Washington University. Born in New Delhi in :
I 1961, he was educated both in India and America. He completed most of his i
‘ secondary education at Mayo College, a boarding school in Ajmer, ‘
Rajasthan, a desert state in the north-west of India, and traditional home of
the Rajput warrior clans. After that, he stayed some time at St. Xavier's !
College in Bombay, and finally went to the United States. Vikram graduated ;}‘1‘ :
!

from Pomona College (California) in 1984, concentrating on creative

writing. Later, he attended the Film School at Columbia University in New

York. There, in the Columbia library, by chance, he found the autobiography

of Colonel James “Sikander” Skinnet, a legendary nineteenth-century soldier, L
half-Indian and half-British. In a. way, this became the inspiration for il
Vikram’s first book, the novel Red Earth and Pouring Rain. Reading the i

English translation of Sikander’s autobiography, originally written in Urdu, e

Vikram began to consider “the large interpolations and excisions made by the “\i‘j‘ |

, translator.” I thought, then, about language, about speaking in alien tongues, i
‘ and being made to speak in someone else’s voice, and about history and ‘
|

memory and the preservation of the past” (personal communication, 17th
September 1999). ‘M

! Misceldnea: A Journal of English and American Studies 22 (2000): 201-213. i
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At that moment, Vikram left school to start exploring and working on
the novel, which was written over six years, at the writing programs at Johng
Hopkins University and the University of Houston. The author obtained an
MA at Johns Hopkins, where he worked with J ohn Barth, and an MFA at the
University of Houston, with Donald Barthelme. While writing Red Earth gng
Pouring Rain, Vikram taught literature and writing, and also worked
independently as a computer programmer and software and hardware
consultant. His clients included oil companies, non-profit organizations, and
the zoo of Houston. Finally, Red Earth and Pouring Rain was publishf;d in
1995, by Penguin/ India in India, Faber and Faber in the United Kingdom
an.d. Little, Brown in the United States. The book was received with greag
critical acclaim, and in 1996 it won the David Higham Prize for Fiction and
the Commonwealth Writers Prize for the Best First Published Book
Egsentially, oral storytelling is the heart of Red Earth and Pouring Rain. Iri
this text we find a nineteenth-century epic story intermingled with g
contemporary road trip across the United States, from California to Texas.
One of the main narrators is Abhay, restless and confused, alienated both in
USA, where he studies anthropology, and India, where his parents live, where
his memories are. The other principal storyteller, Sanjay, is a nineteenth-
century Indo-Anglian poet now reincarnated as a monkey. He will only stay
ahvevlf he can entertain an audience with his storytelling, that constantly
ent}V{nes with that of Abhay. Both storytellers share the hybrid condition of
then identities. Chandra’s multifaceted book develops as a knot of stories, a
literary zapping, a huge tapestry, a spiralling quest. Diverse narrative frames
construct the whole texturc, by means of different first-person discourses that
create a kaleidoscopic interacting of past and present, from the battlefields of
the British Raj to the freeways of contemporary United States.

Chandra’s second delivery, Love and Longing in Bombay, a collection of
short stories, appeared in 1997, edited by the same publishing houses. Two
of the stories had been formerly published in the Paris Review and The New
Yorker. Indeed, in 1995 the story “Dharma” was awarded the Discovery Prize
by the Paris Review. Love and Longing in Bombay obtained the
'Commonwealth‘ Prize for the Best Book for the Eurasian Region in 1998. As
in Vikram’s first work, the five stories gathered here are linked by a powerful
oral storytelling frame. In a smoky Bombay bar, Subramaniam, the
storyteller, is able to captivate the book’s main narrator, Ranjit. This young
man, as Abhay in Red Earth and Pouring Rain, evolves from his initial
§keptlclsm towards a deep appreciation of the storytelling rite. As the title
11}dlcates, all the stories speak about love, longing and Bombay. In fact, the
city itself becomes one of the main characters throughout the whole
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collection. Bombay is depicted as the modern city it is, with its traditions,
contradictions, differences, great passions and mysteries.

At the moment, Vikram Chandra is working on his third book, a new
novel, a detective story set in Bombay. As a sort of foretaste, in a special
issue of The New Yorker (June 23 and 30, 1997) he has already published
“Eternal Don”, which will be the first chapter of this new work.
Furthermore, he does not forget one of his beloved projects: writing a film
script. Indeed, cinema is a very familiar world to Vikram, who comes from a
filmmaking family of producers, directors and script-writers. The deep
influence of his mother’s passion for writing can be clearly seen in his work.
About her, Kamna Chandra, a successful screenplay writer for Indian cinema,
Vikram states that he cannot remember a time when she was not creating.

Apart from writing, teaching and lecturing, Vikram Chandra carries out
many other activities that echo his ideas about the creative process. In 1998,
together with the literary agent Jenny Bent, he set up a living forum in

“ Washington DC, named Adda. This Hindi word could be translated in many

different ways, the most important being stand or base, meeting place, or
resort. Local writers, published or not, gather at this literary space on the
first Tuesday of each month, at U Street’s Chi-Cha Lounge. However, the
origins of Adda, chiefly designed to foster interaction and conversation
between artist and audience, should be traced back to Bombay. There, in J uly
1997, Vikram created a first Adda with his filmmaker friend Anuradha
Tandon, who runs it now.

Step by step, Vikram is being recognized as one of the leading voices of
Indian literatures in English. Favourable reviews and international awards
praise his creation, which is beginning to be included within undergraduate
and postgraduate literature programs at different universities around the world.

Without a doubt, the Indian oral tradition of storytelling is the matrix of
Vikram Chandra’s narrative project, both living and fictional. Stylistically
charming, Vikram is a virtuoso creator of vivid descriptions that enliven
smells, tastes, thoughts, feelings, that show how voices sound, how silences
appear.... In spite of the technical complexity of framing intercormected
stories, his prose carefully introduces the reader into a calm, flashing, yet
ever-changing narrative flow, constantly showing an ongoing dialogue
between tradition and modernity. Hopefully, certain traditions survive in our
paradoxical’ (postymodern times, and Vikram’s fiction helps™ to restore
memory to its true abode.
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IN CONVERSATION WITH VIKRAM CHANDRA®

DS. Let’s start with a big question. What role do you think literature plays
nowadays, in a world in constant transition and change at the beginning of
the twenty-first century?

CHANDRA. Well, much has been made in recent times of the “death of
the novel.” And yet, we are also told that more novels, more fictions are
b_eing published now than ever before in the history of the human race. So
literature is still very much alive, as a living presence in the lives of ordinary
people. What has happened, certainly, is that the novel has been moved aside
from a kind of cultural centrality, from its occupation of a space that has
been now taken over by film and television and, lately, perhaps the Internet.
If one reads accounts, for instance, of novel-reading in nineteenth century
England, one sees that the novel, which is itself a kind of technology, had an
immense glamour, an all-encompassing power. Lending libraries were chic
places, the rich and powerful competed to read the latest novels first, and the
guardians of public morality and order preached angry sermons against the
hugely destructive effects of novel-reading. So, other technologies are now
understood to have that kind of transforming power. But it’s clear that the
birth of a’new technology doesn’t necessarily kill other technologies.
Television should have killed radio, but it didn’t. Centres and peripheries
shift and dissolve, but much remains alive that is supposed to be already
dead. And reading is still very much alive, and so is writing.

DS. Reading your books, it seems clear that you consider stories as living
entities, and writing as a communicative and dynamic process. Though
definitions are always difficult, how would you tell us what literature is and
means for you?

CHANDRA. “Literature” is a big word, isn’t it? And one that raises a lot
of questions and hackles. Let’s talk about stories and story-telling instead.
That I can be very clear about: stories are life. We are narrative beings,
compelled to tell stories, and listen to them, and live through them and inside
them. We are human because of stories, and we are trapped in stories. I
cannot imagine a life without listening to a story, or a day of not telling one.
To tell a story to someone is to change theit insides, and it also means that
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you need them. To be a storyteller is to be most powerful, and also
powerless.

DS. How would you say that the big publishing houses influence a young
writer? Have you felt any limit or restriction of any kind?

CHANDRA. I suppose one could argue in rather generalized terms that the
big corporate houses set an agenda, etcetera, etcetera. Certain academics often
claim to be able to identify the workings of this invisible, all-consuming
agenda in specific works of fiction. I'm somewhat resistant to this kind of
claim, because it’s often made in a very very vague, unsupported fashion, and
it removes all volition and intention from the artist. The art becomes just the
working-out of these mysterious movements of language and commerce. The
interaction between individual writers and this notion of what publishing
houses want is of course a much more complicated one. I suppose if you
were worrying about it as you wrote, it might be very destructive to the
narrative you are trying to construct. When I was writing my first book, I
had no idea of whether it would ever be published, or who would publish it,
or when. I had an urgent need to write out this story, and I did. That
somebody wanted to publish it was very pleasing, but it wasn’t something
that I knew for certain, or depended upon. In fact, I wrote this novel within
an American creative writing program, as a thesis for my Master’s degree. At
my thesis defense, one of the professors on the committee, an American
fiction writer herself, laughed and said, “Well, you’ve written a big book.
Good luck with ever getting it published.” The possibility that it would get
published looked pretty bleak, then. In general, I think young writers have to
do what young artists have always done: know what you are doing, and why,
and defend your voice and preserve it. It is a good thing to be published and
read, but you have to decide exactly what you are willing to do for this, how
much of yourself and your work you are willing to risk.

DS. Are you aware of the market when you write? Have you a particular
audience in mind?

s

CHANDRA.. I do have a very particular audience in my mind when I write.
I write for a few people I love: my sisters, my mother, and a couple of
friends. These people read my manuscript as I work on it, page by page. So
they are the audience I am telling the story to, these well-known and well-
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loved faces. Just as in my previou i i
3 s two books, in which the stor
. , yteller
?id an audience, a group of people they tell the stories to. As for the nfagjve
ave no idea how to imagine a market. How do you imagine this huoe N
bes

anonymous, faceless audience? How do i
anor you write to them? I really have pg

DS. Neither do I, indeed. But, how do i

, - But, you feel being a successful
What are the rewards and difficulties of being read acr%ss different co?t?(')r?
and cultures? Do you feel a privileged person? s

CHANDRA. Well, being a successful author, whatever the degree of one’
success, is a lot better than being a struggling or unsuccessful author I;? :
one thing, you’{e not worried about where the next rent cheque is goir; ?r
come ﬁom. Which, in my very firm opinion, makes for better work bitt ;
art. It 1s‘of course very strange to imagine that something that wa{s 0 -
inside your head is now an object being read and being ir;aOined»into n]:e
peoplt? on the other side of the globe. It’s certainly Vzry pl%asurable anZl,
_ﬂattermg, b'ut.I don’t think —at least for me— that this knowledge ent
Into a very intimate dialogue with the actual making of the work. As I saideri
imagine a very small audience, of people I know well. That other &9) ’1
outside t%us smz}ll circle want to read your work is amazing and WOHECI‘fPille
but I can’t imagine them. I can’t see them. In Red Earth and Pouring Rai ’
the narrator-monkey tells a story to his adopted family, inside a smatlig roog,
Th? pages h? types are then passed outside to a much larger audience on the;
maidan. This larger audience, that stretches away to Ele horizon, is an
unknowable beast. .What they do with the stories you tell i’s also
unknowable, unpr.edl_ctable, and very often, completely surprising. And yes, I
do feel‘ very anﬂeged. I make a living doing something I Dlov '1}‘,h e
something quite rare in the world. - £ o

DS_. ‘Do you consider the study of Indian literatures by Western readers as
posmvc‘ or do you have reservations regarding academic readings and label

such as “post-colonial literatures”? In any case, you know that I would rath ;
speak about narrative transculturation. ’ v e

CHAN;)RA.. Oh, I think everyone should study Indian literatures. Of
course there w111. be readings I love and some readings I hate. But that’s the
way of all readings. To feel perpetually threatened and to. be perpetually
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defensive is silly. I think we’re complicated enough and strong enough and
old enough to withstand a lot of readings. That said, it seems to me that the
“post-colonial” reading is sometimes used in a reductive way. Modern Indian
literatures come after thousands of years of other histories, as well.
Colonialism was one event among many, a late one that itself was post-
Mughal, post-Vedic, post-everything-else. All those complexities hum
through the literatures, and the culture.

DS. Where do you get your inspiration from? Or what happens to personal
experience in your hands to make it grow into a story?

CHANDRA. That’s a hard question to respond to in a really coherent
fashion. I usually start with an image, a fragment of sound and smell. If I
pay enough attention to this persistent image, it starts to reveal itself to me,
starts to become more complicated and interesting. A story then unreels out
of it. I usually have a strong sense of the general direction of where the
narrative is going, but not a specific outline of the plot. That reveals itself as
1 write. I sometimes recognize, as I write, little bits of information or ideas
or incidents or people that I have observed in the world. But they are usually
quite transformed, mixed up together and changed quite considerably. There’s
no one-to-one correspondence between fiction and reality.

DS. You really appreciate audience’s responses and feedback, mainly because
you define yourself as a storyteller, not as a writer in the traditional sense.
Indeed, the narrating act and the transmission-reception process is staged in
your works. I believe that this identification subsumes a relevant ontological
difference in your view of what literature is, what an author is, and how the
interaction between author and audience is meant to be. Comment?

CHANDRA. Perhaps, under the glossy celebrity skin of every author is a
dusty old storyteller. That primal desire to tell somebody “Once upon a time”
is where all authorship comes from. In our time especially, the relationship
between “autor” and “audience” is complicated by modern methods of mass
production, by the whole structure of industry and packaging and
consumption. One might feel the impulse to retreat from this whole
spectacle, into the interiorly-directed world of the author, to one’s country
villa where one composes perfect lyric gems. And yet, even the most
reclusive of authors has an ideal listener inside his or her head, this loved one
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you caress with your poem. Maybe you find this reader in the world

not. But you speak to this reader anyway. The danger of course is éhmtaybe
pressure to speak to that huge mass audience —which may be intei1 tlklle
created or externally— this pressure may cause you to lose sight of that r'lg d
reader. I.m interested in the reactions of individual readers to m -y
because in those interactions there is the movement of a story, 23;1 z;zrtli(c’

exchange. But I'm not so interested j i
X in the rea ; ;
collective “they” . ctions of some imagined,

DS. When I asked you two years ago about which literature i

you most, you named first and above all the traditional Indliléitli clenpfilélse n:ﬁd
Ramayana anq the Mahabharata. Also Indian authors such as R. K Narz; ¥
Khushwant Singh, Anita Desai and Salman Rushdie; Victorians. incluc}lfian’
Trollope anfi Thackeray, and Americans, namely Fitzgerald, Hemingwa aﬁﬁ
the noir writers. From this heterogeneous and intercultural ,“family” I IZn
that you feel emofcionally attached to the Ramayana, the Mahabharc’zta th(c;",V
great poets, Valmiki and Vyasa, and the way in which narratives enéwinclar

Could we say that these epi ' i ian ci
pics, together with Indian c
references for your fiction? e, &re the deepest

1CHANDR;A Yes, I think that’s right. That's quite a mixing of high and
low, isn’t it? I suppose tha_lt’s another kind of border area that I’m interested
in, another kind of crossing. There’s a tremendous energy I feel in the

intertwining of these contradictory connecti ;
ions,
and my life. y that I draw upon in my work

D_S. Traditionally, Indians who wanted to study abroad went to the United
I?mgd(ﬁ)m.. However, now there seems to be a shift towards the United States
I m thinking about contemporary Indian authors settled there, namely you.
Vikram Seth, Bharati Mukherjee, or Chitra Banerjee Divaléaruni amon,
others. Can you comment on this? Do you feel related to them? C,ould wi

speak of any sort of group or generation, or are i i
share a birthplace called India?b* ’ you ereative voices that only

CHANDRA. This shift would be obviously part of the larger cultural
movement towards the United States, in the age of the American zmpire It’s
inevitable that people would be drawn towards New York, which is the.new
centre of the world, as London once used to be. And it’s also inevitable that
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people will also resist New York, in the way that London was resisted. I
know some of these writers you’ve named, and share a cultural kinship with
them, and a certain commonality of culture and class and location, we're
mainly urban, English-speaking, middle or upper-class. I don’t think there’s
really an ideological grouping, or an aesthetic drawing up of ranks, which
I’m rather grateful for. People are doing a lot of interesting work in different
modes. I have friendships with artists in Bombay and elsewhere, in various
disciplines, and those relationships are nourishing to me. These people, these
friends aren’t necessarily writers.

DS. In Red Earth and Pouring Rain you introduce the experiences of a
young Indian educated in America: Abhay, who studies anthropology in the
United States. All in all, I would not speak about exile, but about a constant
travel or migrancy, a permanent liminality, being in both places at-the same
time. Regarding the cultural and emotional problems of borders, cross-
cultural or transcultural identities and living experiences could be really
tragic, as it is revealed at some points in Red Earth and Pouring Rain. But
nowadays multiculturalism defines most of our societies, and migrancy is
something we live with, day after day. Intercultural communication is
something we need to face and creative writing can be a bridge towards the
understanding of differences. In this sense, once you told me that Indian
identity is like a knot of stories, their knottiness is enhanced and they
become something. Indeed, transcultural identities are mixture, addition,
multiplicity of interspersed threads, twist, exchange, dialogue between
cultures. But, they are also loss, somehow. Memory is endless, but is it
powerful enough? Do you feel you have lost anything on the way?

CHANDRA. Travel, journeys, and “multiculturalism” have always been
with us, I think. We tend to think of these trends as uniquely modern, and

look with nostalgia at a past in which we imagine people to have stable -

cultural and psychological identities. We tend to exaggerate the arcadian,
unchanging stability of a medieval and ancient world that was actually very
tumultuous, full of encounters that were at least analogous to ours. The story
of homo sapiens is a story of movement, of change, from that very first trek
out of Africa. What we become is a result of what we carry within us and its
interaction with what is outside. The contours of your body and your self are
memory itself. Of course, in these changes, many of which are forced on us,
there is tremendous pain, sometimes damage, loss, suffering, death. There are
stories which will no longer be told, and that is a tremendous loss. But to be
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frightened into only clinging to these stories, and refusing the ones that
a

might be forming, that are in th
( , emselves memory and
that are action, that is also a great loss. / more then memory,

DS. In Red Earth and Pouri ;

Re : 1 ng Rain we can observe East
f}ﬁrsru:il;l;’lscerlntlon a}rid dlallE:EUCs, whereas Love and Longing in Bombgdde‘;ng:
: any hues. The novel you’re writing right
in Bombay. This being so, Abhay’ ing in Red o aares lif

, y’s homecoming in Red Earth
be a statement that fin?ls its continuity i i e, Tn 2 reve
' ntinuity in your later narrative. I
article, Rachel Dwyer (1998) discu ndinn, sty
A : sses the novels of the Indi
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that it makes is my world, and that world is as Indian as any Gujarati or
Punjabi landscape.

DS. Regarding multi-lingualism, multi-culturalism and creative writing, I
remember how the Puerto Rican author Rosario Ferré, who has written in
English part of her work, has underlined the fact that, above all, Spanish is
the language of her dreams, while writing in English remains for her a
cultural translation. Which is the language of your dreams, Vikram?

CHANDRA. It’s a hearty, rich mixture of Hindi and English and Punjabi
and all the other languages that are spoken on the streets of Bombay.

DS. Reading Read Earth and Pouring Rain, we would say that at some
points there is an ironic gaze concerning history and chance. Moreover, it
seems that you prefer to account for history and reconstructions of the past

. by means of personal (hi)stories. Do you think that literature can heal big

historical wounds somehow?

CHANDRA. As many writers have done with fiction, I like imagining a
version of history that is an alternative to official and semi-official narratives.
The substance and pleasure of doing this is a certain complexity you might
open up, a tracing of the network of connections that make an event, a
history. If your readers understand and engage with this complexity that you
are positing, their understanding of this history may change. Certainly they
may experience what one could call “healing,” although I'm reluctant to
assert that the first task of literature is to apply bandages to old wounds. One
should also remember that various kinds of fictions, that are literary and
otherwise novels, but also news reports, songs, cartoons, films, all of these
narratives can be used also as weapons. Political mass murderers, for
instance, always have a historical narrative, a history, that justifies their
actions. Literature can cause wounds as well as heal them:.

DS. The storytelling form and structure of Red Earth and Pouring Rain and
Love and Longing in Bombay show an overt concern with time, space,
memory and voice. At the same time, thematically, love is a central axis for
both works. Would you say that these outlines define your narrative project

as a whole?
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CHANDRA. Yes, I think that’s an interesting insight, one that didn’t
occur to me except in retrospect, that at the centre of the stories there is thig
unquenchable longing for love, and always the risky exercise of the ability to
love. I suppose that’s not so surprising really, since one might argue that
this longing is the first and last human impulse.

DS. The idea that storytelling will never end is clearly put forward in your
narrative. In Red Earth and Pouring Rain diverse forces of religious and
political fights try to silence the storytelling circle, though they fortunately
fail. Above all, Abhay has learnt Sanjay’s vital lesson. A lesson that
Subramaniam passes on to Ranjit in Love and Longing in Bombay. Do you
mean that literature is an aesthetic socio-cultural discourse that goes beyond
any kind of restriction?

CHANDRA. Yes. But also that in a more basic sense, human beings
cannot exist without stories, that we exist only through stories. And to
paraphrase what a critic said about Love and Longing in Bombay, that we can
only know ourselves through the stories of others.

DS. Finally, could you let us know anything about the work in process of
the book you’re writing at the moment? “Eternal Don” is promising to grow
into a detective novel where storytelling finds new and surprising paths.

CHANDRA. The novel starts in Bombay, in an encounter between a
Bombay police inspector and a gang boss, a Don. So, the story starts in the
world of cops and organized crime, in that deadly terrain. But the narrative
then moves outside of Bombay, and engages with larger cultural and political
forces. It’s becoming a much larger book than I had originally thought it
was, both in size and conception. Which makes it very pleasurable and very
terrifying to be in the middle of writing it. When something grows like that,
you know it’s alive. But you also don’t know where it’s taking you. It’s

another one of those long Jjourneys into the unknown, full of its own rewards
and risks.

DS. Well, Vikram, thank you very much for sharing your feelings . and
thoughts so generously. Now we are going to “listen” to your essay, “The
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The contributions to this volume by Dieter Meindl, Gordon Collier,
Elizabeth Deed Ermath, Jon-K Adams and John Pier originated as papers
presented to the ESSE narratology panel (Debrecen, 1997) convened by
Monika Fludernik, whose paper is also included. There are additional
contributions by Martin Lschnigg, Ansgar F. Niinning, Pierre Gault (a good
paper), Manfred Jahn (one of the best) and Uri Margolin (the best). All the
articles are readable and interesting enough in the questions they address,
although was often the case that the answers which suggested themselves to
me as L read differed from the answers proposed by the authors. As the editor
John Pier makes clear in the introduction, narratological theories are by
nature given to model-building, and model-builders will certainly find much
to engage their attention in this volume. The models proposed here tend to be
local ones, addressing a given problem of literary expression or a particular
genre. Indeed, several papers suffer in my opinion from the lack of a
comprehensive theoretical framework for the pragmatics of narrative, of the
overall phenomenological structure of narrative and of the general discursive
processes involved in narrative. Such is the case with John Pier’s paper on
the dimensions of space in the narrative text: the term “space” is used in
various senses (some of them literal and some metaphorical) which do not
exhaust the possible dimensions of the analysis of space that might emerge
from a more fully worked-out semiotic model of narrative. The models most
authors in this volume propose remain likewise t00 narrowly conceptualized.
Take, for instance, the discussion in Dieter Meindl, “A&Model of
Narrative Discourse along Pronominal Lines”, abounding in ‘unwarranted
generalisations. For example, “In structural terms, every character speech in

third-person narrative is a first-person narrative in nuce, provided the

characters make statements about their reality (identical realms of existence of




216 REVIEWS

the enL}nciator and the enunciated) rather than narrating a fiction” (1999: 21)
There is, obviously enough, a partial truth contained in this sentence bﬁt th .
caput mortuum dwindles the closer we look into it. What if the ’charactee
speaks “in the third-person” about another character, not h(er/im)self? What i;
the speech is an order, or a description, or any type of non-narrative speech
act? Dc_)e_sn’t this happen in first-person narrative as well?— etc. This kiII)ld of
imprecision plagues the writing of several contributors. That is, the
1nd1v1dual sentences work reasonably well in the context of the aroumen’t but
quite often they cannot be relied on for overall conceptual accura:y. Meir’ldl’s
paper draws on Benveniste’s and Hamburger’s theories, which emphasize the
contrast 'between first person and third person narrative modes. One of the
main points of the paper is that “first-person narrative invites us to entertain
the notion of the (un-)reliability of the enunciating subject, a fictional
chara_;cter”.. Meindl uses two pairs of oppositions
(parnc;ulanzation/generalization and concretization/ abstraction) to define four
narrative movements: comment, scene, report and metaph6r. These modes
figure “as theoretical reference points that narrative discourse can in practice
only approach, but never reach” (18). Meindl then defines the concept of
“trgnsposition” of pronominal reference (narratorial “I”, narrateerial [my
coinage, please do not blame Meindl for this!] “you™) to another frame of
reference, or another level, understood in Genette or Bal’s terms. That there
are many useful elements in the model proposed can easily be granted. But
tl'le.notlon of level is too mechanically conceived, since for icnstance the
f1ct1.o'na1 editors in Gulliver’s Travels or Lolita are considered to introduce
additional frames of reference; the specific discourse acts “editing” or “writing
a prefage”, not to speak of their fictional modalities, are shochorned into thz
categories provided by a theory based on verbal enunciation. The analysis of
free indirect discourse often rests here exclusively on the pronominal frame of
reference, obscuring other important issues which transcend the model being
propogec}, such as the narrator’s evaluation and attitude. An excessivz
aprioristic reliance on the (supposed) potentialities of the pronouns informs
much of Meindl’s approach, often resulting in sweeping generalisations.
Thus, on the matter of second-person narration, Meindl holds that “the reader
confronted with one character addressing another or the self as “you” anci
thf:re’t}y providing a story, finds it easier to conceive of the addressor as
Fhlnkll’ig than as speaking”. But the addresser may well be writing, and the
1ssue may well be clear to the reader beforehand by the use of a Tetter as a
motivating device. Genette’s classification of narrators and his differentiation
between voice and perspective also come in for some criticism, which for the
most part I think unjustified. '
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Martin Loschnigg (“Narratological Categories and the [Non-]distinction
between Factual and Fictional Narratives™) draws special attention to the
applicability of discourse-level narratological categories (time, mode, and
voice) to the analysis of historical texts. Formalism here surfaces in the
question “whether we can identify discursive criteria to distinguish between
fictional and factual narratives” (35). Surely those criteria should be
established not at the intratextual level, but in the discourse protocols which
regulate the production and use of fiction and of non-fiction —if our theory of
discourse is aware of the actual circumstances and uses of speech events and
of the disciplinary constraints on discourse, the distinction between factual
and fictional is a given, not a problem to be solved by stylistic analysis. It
may become a pseudo-problem if we try to solve it on purely formalist or
structural terms. (Structural in the narrow sense, that is —personally I am in
favour of a wider interpretation of “structuralism”, one which does not favour
structure at the cost of neglecting context and process, and which takes into
account the social system of communication as well as of interpretation, not
merely what we usually understand as the “structural” characteristics of texts,
defined within a formalist paradigm).' Loschnigg explores some differences in
the application of time, mode and voice. In time, “different patterns are very
likely to emerge” in fiction and nonfiction, although any given temporal
structure may appear in fiction as well as in historiography. His dnalysis of
mode abounds in too sweeping generalizations, following Hamburger’s
dichotomy of an ontological difference between first-person and third-person
parratives, and ascribing to linguistic structures (and necessity) what is a
matter of traditions or conventions (and convenience). A quotation he draws
from Northanger Abbey is self-defeating: ... a great deal of [history] must be
invention. The speeches that are put into the heroes’ mouths, their thoughts
and designs —the chief of this must be invention” (quoted in Loschnigg, 39).
For Loschnigg, this shows that Jane Austen already knew “that the
presentation of a character’s thoughts and feelings can serve as a criterion to
distinguish between factual and fictional discourse”. But surely it shows, too,
that so-called “fictional” discourse and its modes pervade the supposedly
“factual” genre of history so that quite often we will be hard put to tell
between fact and fiction in history (as Ricceur has shown, factual/ fictional
does not equal truthful/ untruthful). Then Loschnigg abandons description and
becomes prescriptive when he argues that “a historian’s account of-a person’s
inner life should either be accompanied by a ‘perhaps’ or a ‘maybe’ or, when
there is reason for more conclusive conjectures, a ‘he/she must have
thought’”, and should reserve free indirect discourse for the “sole grammatical
locus” reserved to it by Hamburger, namely “nparrative literature” —which
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leaves one wondering whether Lytton Strachey’s biographies, which are being
chided here as insufficiently scrupulous in their use of f.i.d., are not “narrative
literature”. In sum, L&schnigg’s claim that focalization presents “a decisive
criterion in such a distinction” (i.e. fiction vs. nonfiction) scems unwarranted,
As to the analysis of “voice”, Loschnigg joins Genette (and Niinning, see
below) as one of those who think one can do away with “that eminently
superfluous category, the ‘implied author’” —as if one did not need this
concept and all of the refinements and sub-divisions one can think of in order
to account for actual narrative communication. A review is not the
appropriate context for the refutation of such notions.?> Any informed reader
will immediately grasp that authors do manipulate their self-image, and that
any belief that a textual image of the author is “the author” fout court is
naive. In order to theorise criticism which addresses these problems in
illuminating ways, such as Maurice Couturier’s La Figure de I’auteur or
Michael Wood’s The Magician’s Doubts: Nabokov and the Risks of Fiction,
we need authors, implied authors, unreliable authors, implied narrators and
more things than are dreamt of in many a narratological model. The
conclusion that “voice (...) does not necessarily become distinctive on the
level of discourse” is unsatisfactory, since it leaves out of the level of
“discourse” the very heart of the matter, the author’s use of literary discourse.
One cannot but agree with Loschnigg that narratology should address the
question of the difference between fiction and nonfiction, and contribute to its
theorisation; but in order to do that we need a more comprehensive
narratology than the Genette/ Hamburger models favoured by Léschnigg.

In “Story Modalised, or the Grammar of Virtuality”, Uri Margolin
contributes much of the material also published as “Of What Is Past, Is
Pgssing, or to Come: Temporality, Aspectuality, Modality, and the Nature of
Literary Narrative” in David Herman’s volume on Narratologies (a highly
recommendable book for narratologists, incidentally). Basically, Margolin
deals with areas of “non-factivity” in literary narrative (the disnarrated,
counterfactuals, hypothetical inferences, possibilities not actualised, etc.), as
they occur in present-tense, past-tense or future-tense narratives, as well as
some speculations on the possible reasons for the growth of non-factual
narrative in contemporary fiction. He leaves largely out of consideration,
though, the major non-factual phenomenon, namely fictionality itself, as he
brackets the problem of truth within the narrated world —what is factual or
nonfactual for the narrating voice. Margolin might also want to consider a
more complex classification of narrating time, one which took into account
the author’s time, and not just the narrator’s. Nonetheless, the analysis is
often illuminating and especially fruitful in approaching contemporary
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metafictions and experimental novels. Students in a postgraduate seminar
where I used both papers by Margolin as set texts thought them useful,
suggestive and readily applicable for analytical purposes. We also discussed in
the seminar Jon-K Adams’s paper, “Order and Narrative”, and found there both
interesting observations and muddled general notions. Adams addresses the
cognitive structure of anachronies, and points out that narrative does not aim
to establish an absolute chronology of all events, since many temporal
relations between the anachronical segments will be left indeterminate as they
are not cognitively relevant. Some good points in Adams’s paper are marred
by a confusing discussion of the way plot is “destroyed” if we restore
chronological order (which any reading must do, we might argue, and that in
order to construct plot). '
Ansgar Niinning’s paper suggests ‘Reconceptualizing the Theory and
Generic Scope of Unreliable Narration”. We should avoid postulating
“anthropomorphized” entities such as the implied author or the unreliable
narrator, and reinterpret unreliable narration in the context of frame theory, as
an interpretive strategy used by the reader (a definition which does not account
for the use of unreliable narrators as a deliberate strategy on the part of the
author). One wonders how the.process of constructing textual characters could
avoid a measure of “anthropomorphization”, since it is human
communication we are dealing with here, and any narrator, whether he is an
“anthropomorphic” character or not, derives in the last analysis from the
model of a human speaker. Niinning suggests, furthermore, that “the implied
author’s norms are impossible to establish and that the concept of the implied
author is dispensable”. Here I can only refer the reader to Wayne Booth’s
works on the subject, and recall that reading narrative fiction consists to a
large extent in establishing those norms; any given construction will be open
to critical debate, but reading without establishing them amounts to reading
only superficial linguistic aspects of the text, not the coherent narrative
discourse of literature. Of course Niinning’s critique is based on a basic
misunderstanding of the notion of the implied author. The implied author is
supposedly “voiceless”! One wonders to whom we should attribute then the
overall act of discourse of “writing a novel” or “a play”. “To the real author”,
Niinning would no doubt answer, but “implied author” is a way -of saying
“real author as inferred from the work”. The ghostly and voiceless implied
author attacked by Niinning is a man of straw, a figment of the mind of
critics who like him oppose the notion of implied authotr “which is -ill-
defined” —as is the case here— “and potentially misleading” —but then
anything is potentially misleading if you are easily misled. As to the
unreliable narrator, a careful reading of Niinning’s third paragraph on page 69
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shows that he does not understand this notion. A discrepancy between a
narrratf)r’s view and the reader’s grasping of the state of affairs seems to him a
sufficient definition of unreliability —this would make Homeric or Miltonic
narration unreliable to me, for instance, since my values are at odds with the
narrator’s. In this paragraph Niinning is unable to differentiate unreliabilit

from mere ideological discrepancy, and no wonder, as he has Jettisoned thz
overall values of the work, as distinct from the narrator’s, as a relevant third
set of values. Note however that the overall set of values of the work
resurfaces in the following paragraph (p. 69, par. 4) —a muddle, once again

As Niinning says, the limitations of his question “Unreliable, compare% to'
what?” “can be summed up in one brief sentence”: “unreliable, not compared
to the; implied author’s norms and values, but to the reader’s or critic’s
preexisting conceptual knowledge of the world and to his or her (usually
unacknowledged) frames of reference” (p. 81; sic). For Nﬁﬁning, the term
“uqreliable narrator” is not “‘structural”, but “pragmatic” (p. 74), a definition
yvhlch shoyvs that Niinning does not contemplate the structure of a work as
Incorporating pragmatic elements —represented pragmatic protocols which
are the‘refore structural. The application of interpretive frame theory can indeed
result in a more adequate definition of the notions of “implied author” or
“unreliable narrator”, but that will hardly be the case if the analysis proceeds
from a basic misunderstanding of both concepts.

Manﬁed Jahn’s “More Aspects of Focalisation: Refinements and
App11c'at10ns”- uses concepts drawn from cognitive science which provide
many 1nteresting perspectives on concepts which have already been studied;
still, not much is added to the initial formulations by Genette and Bal, apa;;
from some theoretical corollaries and the streamlining of the most useffil
central _notions which results from their being reformulated from an
alternative perspective. Bal’s conception was already “cognitivist” enough,
even though it lacked the terminology of modern cognitive science. But there
is .still much work to be done in the interface of narratology and cognitive
science, and this paper is recommended reading to any narratologist.

“Gordon Collier’s analysis of “Apparent Feature-Anomalies in
Subjectivized Third-Person Narration” is also inspired by frame analysis; it
deals with subtle effects of voice and perspective in the work of Patrick
White', with characters absorbing elements of third-person narration; it is a
very interesting paper on the analysis of the modalities of reference in
represented speech and thought. As is the case of other papers in the
col]ection., this one deals with exceptions, interstices and modulations of the
more'ordmary or central narratological structures. Experimental or style-
conscious fiction figures prominently in most papers of this volume as.an
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object of analysis, as in most works on narratology. Thus, Elizabeth Deeds
Ermath (in a paper reprinted from EJES) analyzes some narratological

- consequences of postmodern parody as it relates to the workings of the

different levels of the narrative text: style plays against plot; the voice- or
perspective-building categories modulate a story which is deliberately plotted
along time-honoured lines.

‘Monika Fludernik’s “The Genderization of Narrative” deals with
problematic or ambiguous cases of sexual or generic identity in narrative
voice, analyzing the textual clues we use to determine gender identity,
including a survey of readers’ responses and cross-linguistic 'grammatical
observations. This is an extremely interesting paper -in many respects,
although the analysis is weakened by a partial neglect of the very point of the
experimental texts playing on generic ambiguity. Fludernik argues that the
refractority of novelists like Winterson in Written on the Body, “refusing a
very determinate gender allocation, ultimately destroys the interpretative
accessibility of the text, since any evaluation of the novel needs to first
establish the ‘facts’ of the plot, and these, in our cultural understanding,
crucially relate to the over-all schemata that we project on the text” (171-
172). But surely the point of these texts is to play with interpretive
accessibility —that is, they place the reader in a position in which s/he is
required to deconstruct preconceptions about gender, and it is that frame of
reference, one requiring a more complex reading and not a reading for the plot,
that makes the text accessible, even though some aspects of plot or character
will remain strategically inacessible. What I miss most from the discussion
iS, once again, the higher-level discursive parameters: what is the point of
sexual or generic ambiguity in narrative? The answer would have to consider
the authors’ sexual politics as well -as the contemporary feminist debates and
the issue of gay .and lesbian rights; these texts seem to be much more
ideologically driven than Fludernik’s analysis suggests. Such a reading,
however, would work on the interface of narratology and ideological critique,
while Fludernik’s interest is more strictly narratological.

Although strictures or disagreements are prominent in this review, many
of the articles are interesting, carefully written and rewarding; the volume is
well worth buying for any researcher interested in narratology, and deserves a
wider print run than the “250 exemplaires” of the copyright page. The efforts
of the editor and the convenor of the Debrecen narratology panel to make
these papers available deserve recognition. There are, I insist, flany untenable
or mistaken notions in some papers, of the kind which should not be allowed
to survive a more “intrusive” editing. Still, I am aware that the fact that I find
in many papers so many things which I consider to be downright mistaken




222 REVIEWS

does not reflect so.much on the quality of the volume as on the stij]
undertheorized status of narratology, a field of study ' with Promising
foundations in poetics, semiotics, pragmatics, linguistics and cognitive
science which, however, do not yet amount to a disciplinary consensus on
many seemingly basic issues,

JOSE ANGEL GARCfA LANDA
UNIVERSIDAD DE ZARAGOZA

1. That Loschnigg is working within a formalist paradigm seems especially clear
when he opposes the “discourse” of the work to the “work itself” 41) —
distinction which is surely artificial and formalist. ‘

2. See my Accién, Relato, Discurso: Estructura de la ficcién narrativa (Ediciones
Universidad de Salamanca, 1998). .
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four authors contest the closure imposed by mainstream editors and
publishers who attempt to make them into postmodern ethnic commodities.
Diversity is celebrated in order to silence ‘disturbing social contradictions
which these writers manage to point out. Chapters 2 and 3 discuss how
master texts are decentered in order to question received notions of history and
a gendered ethnic identity. Chapter 2 focuses in particular on how writers
engage with the politics of signification in the construction of identity
discussing the texts of Graciela Limén, Mickey Fernindez, Aurora Levins
Morales, Rosario Morales (mother and daughter as co-authors), Helena Marfa
Viramontes, Nicholasa Mohr, Luchi Corpi, Roberta Ferndndez, and Demetria
Martinez. Chapter 3 deals first with Latina narratives that stress the role of
community and its creation and then goes on to link these ideas with
questions of individualism within the novels and short stories of Denise
Chavez, Aurora Levins-Morales and Rosario Morales, Sylvia Lépez-Medina,
and Sandra Benitez. Chapter 4 deals with orthodox and non-orthodox religious
practices of U.S. Latinos illustrated by discussion of texts by Roberta
Ferndndez, Sandra Cisneros, Lucha Corpi, Demetria Martinez, Julia Alvarez,
Cristina Garcfa, Judith Ortiz Cofer, Mary Helen Ponce, and Denise Chavez.
Chapter 5 points out the breaking of sexual taboos, and the subcultural
transgression of norms through the linking of sexuality to religiosity in texts
written by Alma Luz Villanueva, Ana Castillo, Nicholasa Mohr, Cristina
Garcia, Pat Mora, Julia Alvarez, Mary Helen Ponce, Denise Chavez, Sandra
Cisneros, Aurora Levins Morales, Rosario Morales, and Helen Maria
Viramontes. Finally, Chapter 6 looks at gender, ethnicity, and politics, and
whether they are viewed as integrated elements of the fiction by Sandra
Cisneros, Helen Marfa Viramontes, Carmen de Monteflores, Graciela Limén,
Cherrie Moraga, Julia ‘Alvarez, Roberta Fernindez, Himilce Novas, and
Margarita Engle. Throughout all of the chapters the two dozen Latina authors
mentioned are used as illustrations of the points made about the self, religion,
politics, ethnicity, and subculture and transgression.

Mc Cracken warns of the dangers of creating a “monolithic conception
of the Latina narrativist” arising from the grouping of these women of
different descent into one single category. The author is in fact conscious that
even her own decision to bring all these authors together may in some way
contribute to their homogenization and commodification. The constant
tension between the foregrounding of difference and the pull of assimilation
through containment of the elements that make them different from one
another and from traditional American culture, is not only analyzed in the
pages of the study but it is also a danger and an issue that lies within the
study itself. However, the diversity of examples provided by McCracken and
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the many possible implications of the narratives analyzed provide the reader
who wishes an overview of the fiction written by women of Latina Descent
within the United States with a very extensive picture of the possibilities of
this “feminine space of postmodern ethnicity”.

VICKY GIL CARASOL
UNIVERSIDAD DE ZARAGOZA
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Bronfen, Elisabeth.

DOROTHY RICHARDSON'S ART OF MEMOR)Y. SPACE,
IDENTITY, TEXT.

(Trans. of DER  LITERARISCHE RAUM. FINE
UNTERSUCHUNG AM DFISPIEL. VON DOROTHY M.
RICHARDSONS ROMANZYKLUS PILGRIMAGE.
Tiibingen: Niemeyer, 1986.)

Trans. Victoria Appelbe. Manchester and New York: Manchester University
Press, 1999.
254 pp.

The translation of Elisabeth Bronfen’s book on Dorothy Richardson,
published fourteen years ago in German, constitutes an outstanding
contribution to scholarship on Pilgrimage. Since its publication in German,
there has been a feeling among Dorothy Richardson’s readers and scholars that
Bronfen’s work should be available to .a wider readership. In fact, the
announcement of this. translation was greeted with great enthusiasm by the
majority of delegates to the Conference “Dorothy Richardson and
Modermnism™, held at Queen Mary and Westfield College (University of
London) on 11th June 1999. In the context of this Conference, mainly
featuring postmodern interpretations of Richardson’s work, Bronfen’s
monograph was feel to be a serious and thoughtful survey of Dorothy
Richardson’s fiction, carried out from a more traditional approach. Bronfen’s
preface acknowledges the doubts that may arise when one is publishing “a
piece of scholarship based on work done in a rather different form more than a
decade ago in another language”. However, she also points out that “precisely
because Pilgrimage has been recuperated from oblivion primarily as a voice
of feminine modernism, the philosophical underpinnings to Richardson’s
work are sometimes overlooked”. It is precisely to call attention to the
philosophical issues present in Pilgrimage that is precisely the task of
Bronfen’s book, whose subtitle, Space, Identity, Text, highlights the
importance of “how identity emerges as a result of both corporeal as well as
cultural enspacement” (vii). In her preface to the translation, Bronfen explains
that she has chosen not to reformulate her discussion of the importance of
corporeal emplacement, psychic topologies, and spatial textuality in terms of
the more recent terminology dealing with these issues, in the hope, she says,
that the phenomenological discourse she had initially used might invigorate
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the current debate due to its unfamiliar ring. However, she has updated her
bibliography, notes and appendix of critical literature on Dorothy Richardson
including references to texts published between 1986 and 1999.

The author finds a principle of unity for Pilgrimage in the semantization
of textual space, and the study of these aspects was in 1986, as it is in the
year 2000, a rescue from a critical preoccupation mainly focused on
biographical and feminist studies. By calling attention to an analysis of
space, Bronfen demonstrates that Pilgrimage contains both intellectual and
formal coherence. Her exploration of how tangible and metaphorical spaces
are used, functionalized and semanticized in Pilgrimage could be taken as a
valid model for the creation of a model for describing literary space in other
works of fiction. The book is tightly structured around three parts of space:
actual, material spaces, metaphorical spaces and textual space/ spatial
textuality.

Part one provides an analysis for space in Pilgrimage in its more literal
and tangible sense, focusing on the localities inhabited by Miriam, especially
the correlation between location and human existence. The interior spaces of
houses, churches, flats, cafés, restaurants and clubs and exterior spaces like
gardens, fields, and streets are systematically classified and explained. Here
Bronfen draws on the theoretical approaches of phenomenologists such as
Binswanger and Heidegger, architecture theorists such as Bloomer, Moore,
and Norberg-Schulz, and literary critics such as Bachelard, Lotman, Lodge,
and Bakhtin. Thus, the author attempts to establish the precise relation
between space and character development. The subject’s mood alters the
expression of the world, so that any change in experience brings about a
change in the subject’s experience of the spatiality of the world. In
Pilgrimage, Miriam’s moods are transposed onto her lived surroundings,
which come to register her emotional state: “This correlation between spatial
situation and psychic reality gives voice to the fact that- an expansion of the
psychological horizon [...] is mirrored by a corresponding expansion of the
spatial horizon” (58). For Miriam, her room is a place that engenders a
feeling of transcendence which heightens and accumulates impressions.
However, neutral space involves an ecstatic transcendence into nowhere,
which disperses and scatters thought and does not encourage any
transformative synthesis. Only in her room can Miriam convert
. transcendental experiences into writing and transform an experience of
dematerialisation or of experiencing places simultaneously into artistic
representation. Bronfen adopts Elisabeth Stroker’s tripartite model of
phenomenological existence, which discusses the subject’s enspacement
according to three experiential modes: atmospheric. space, action space and
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contemplative space. Finally, part one concludes by discussing Pilgrimage’s
remembered and imagined spaces, which provides an adequate transition to the
second part, entitled “Metaphorical spaces”. =

In part two, Bronfen draws upon Goodman’s definition of world-making
in order to describe Miriam’s cognitive strategy. The spatial self-
consciousness of Pilgrimage is highlighted by maintaining Richardson’s
terminology, such as “surface”, “inside pattern of life”, “world within”,
“centre”, and “distance” among others. For Bronfen, Pilgrimage possesses
an organizing principle that makes it unfair to read it as a random succession
of Miriam’s impressions and feelings: “The text is not a mere accumulation
of Miriam’s immediate impressions; rather it depicts ‘her own images’ and
expresses her mode of organizing experience and of understanding it by
organizing it” (114). Miriam “recognises that it is not by rejecting the world
completely, but rather by upholding a dynamic interplay between subject and
world, that she will preserve her own reality [...] as well as those moments
of ecstasy, ‘happiness and realization’ which may only be experienced in
solitude” (131). For Miriam, solitude is not conceived as a place of
recognition of the real, but as a place which actually effects a recreation of
reality. She imagines her own world as a synthesis of different irreconcilable
aspects belonging to the outside world. Her self-image is in an intermediary
position that is caused by her desire to share in multiple worlds. The
treatment of memory in Pilgrimage involves presenting time as space. Thus,
Miriam’s understanding of her own past is conceived as a spatialization of
time. Her creation of a coherent autobiographical narrative involves
substituting a method of ordering events temporally for one which is
determined spatially.

Part three, “Textual space/ spatial textuality”, provides a spatial analysis
of the text itself. This discussion is theoretically supported by Eco, Frank,
Genette, and Barthes, and it explores issues such as the relation between
speech and writing, space and textual time, and between writer, reader and the
text. In Bronfen’s view, the reader must be prepared to engage in creative
writing. Textual omissions encourage the reader to appropriate the spatial
experiences and reconstruct the significance of events. In this part, Bronfen’s

argument reaches its highest degree of abstraction after a laborious dissection:

of the most literal and tangible spaces in Pilgrimage. The final chapter
concentrates on a discussion of the formal treatment of spatial textuality and
its implications for the reader. :

Although Bronfen’s detailed readings of some passages from Pilgrimage
are sensitive and fair, a lack of precision can be felt in her statement that
“Miriam does not associate London, her room at Mrs Bailey’s nor her work
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as [sic] the Wimpole Street practice with role-play and pretence” (124).! In
fact, London is sometimes seen as a massive theatre for the performance of
fictional works. In Revolving Lights, London’s porticoes are referred to as
“permanent exits and entrances on the stage of the London scene; [...] on the
pavements, the trooping succession of masked life-moulded forms, [...]”
(240). Miriam’s work at the Wimpole Street practice is also far from being
free of role-play. Bronfen herself contradicts her previous assertion on page
126 —“the precise significance of role-play, which is necessary in order to
participate successfully in Hancock’s social world, now becomes clearer,
since it is seen in direct relation to a specific understanding of reality which
Miriam can accept”— and page 132 —‘Miriam’s recognition that she is capable
of entering the masculine world only by practising a certain degree of
deception is not confined to Hancock’s ‘social world™”. In fact, the dentists’
world is a privileged site of theatrical displays. Thus, in Deadlock, Miriam
mentally compares “a society novel” (52) with a conversation that is taking
place between her and the dentists about a bizarre hat that she is wearing
while they are having lunch. Mr Leyton tells Miriam that her hat looks like
“a musical comedy” (Deadlock, 51) and Miriam is glad about “the pantomime
effects” of her hat (Deadlock, 52). Miriam places herself on a superior level to
that of the dentists by adopting a detached and patronizing attitude and
claiming that she has access to both their theatrical displays and the real
situation behind them: .

the shifting of the love-story into the midst of the Wimpole Street
household, making her room like a little theatre where at any
moment the curtain might go up on a fresh scene. Knowing them
all so well, being behind the scenes as well as before them, she had
watched with a real cruel indifference, [...]. The acting of the play
had been all carefully according to the love-stories of the
sentimental books, would always be, for good kind people brought
up on the old traditions [...]. They were all proud of playing these
recognizable parts. (Revolving Lights, 274)

Miriam ironically considers the dentists “one and all bright figures of
romance” (Revolving Lights, 243) and she herself is identified as a heroine of
romance when her sister Sarah presents her to the Babingtons as “a sister who
had chosen not to marry into Harley Street” (Clear Horizon, 392).

Bronfen’s book requires careful and slow-paced reading, so that the
various theoretical approaches on which the author draws can be satisfactorily
understood in relation to the copious textual evidence provided. The
exhaustive thoroughness of Dorothy Richardson’s Art of Memory makes it a
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monograph of invaluable significance for the study of the textual space of
Pilgrimage. Its translation into English will undoubtedly be welcomes by
Dorothy Richardson’s many English-speaking enthusiasts and should enliven
the ongoing debate on her work. .

MARTA FRANCISCA LLANTADA DIAZ
UNIVERSIDAD DE ZARAGOZA

1. The translation of Bronfen’s Dorothy Richardson’s Art of Memory is
plagued with misprints. Eleanor Dear is referred to erroneously as “Eleonor” on
several occasions (112 and 124), Vereker is called “Vereka” (153), Guerini is
called “Guerinin” (173) and Mendizabal is called “Mendizabel” (180). Sometimes
omissions—“instead emphasising” (162)-or repetitions mar the translation, such
as in the following sentence: “[. . .] during her stay in London, Miriam talks to
Amabel about Richard Roscorla with Amabel, [. . .]” (161) Elizabeth Stréker’s
three experiential modes of phenomenological existence—atmospheric space,
action space and contemplative space—are quoted as “the space of human action,
the space of human action and the space of human contemplation.” (47) The
sentence beginning “For, by shifting her gaze on to the spatial dimension” on
page 186 lacks clarity and seems to be translated inadequately. Some misprints
include “perpection” (28) (perception), “particalar” (61), “mannner” (73),
“contians” (95), “listening for the first tune”-instead of “for the first
time”—(118), “her work as the Wimpole Street practice” (124), “immitable” (162),
“Bernecke Rare Book Library” for Beinecke Rare Book Library (172), “one of the
key’s to Miriam’s poetics” (167), “ecstacy” (181), “intelligible though
spatialization” (187), “representating” (191), “Hanscome” for Hanscombe (231),
“a second of feminist criticism” (231), and “Gevritz” for Gevirtz (241). Finally,
Bluemel’s Experimenting on the Borders of Modernism is quoted as
Experimenting on the Border of Modernism (241) and Fromm’s article “Through
the Novelist’s Looking-Glass” is quoted as “Through a Novelist’s Looking-Glass”
(241).

Works Cited
Richardson, Dorothy. 1992. Pilgrimage. 1915-1967. 4 vols. London: Virago.
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THE END OF HISTORY. OR, IS IT? ClRCULARlT)’ !
VERSUS PROGRESS IN CARYL PHILLIPS' THE
NATURE OF BPLOOD

B

v,

A2, 5
o
9

N

Angeles de la Concha 3

In the wake of the revisionist thinking of the Enlightenment and its self-
legitimising narratives, history is no longer accepted as linear time projected !
into a future ever open to gradual progress and freedom. This breakdown of !
linearity together with the acknowledgement of the discipline’s textual fabric
and discursive nature are accountable for a new, apocalyptic version of the . i
ultimate stage of historical development termed the end of history, in which il
circularity and bleak repetition are now rampant. i

In this essay I explore one of the ways in which the central grand story of i |
Western civilisation has been questioned through the narratives of novelists i
belonging to alternative races and, therefore, hitherto excluded from canonical \‘ |
historical versions. For this purpose, I have chosen The Nature of Blood It
(1997) by Caryl Phillips, as a dramatisation of the endless recurrence of :
subjugations which, according to Foucault, need to replace history’s self-
complacent narrative of ideal significations and indefinite teleologies.

Key words: Historibgraphy, historical novel, postmodernism, Caryl Phillips.
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POST-DAROQUE. SUBLIME? THE CASE OF PETER
ACKROYD.

Jean-Michel Ganteau

This paper focuses on Peter Ackroyd’s English Music as a landmark in
contemporary manifestations of the baroque tradition in British literature. It is
based on contemporary approaches to the baroque as an aesthetic constant or
‘strain —more than on a periodization-theory of the baroque. The
demonstration is tripartite in structure. I first concentrate on the ingredients of
what may be called a “baroque diction” (flux, hyperbole, overflowing of the
frame, etc.). I then move on to the representation of artifice and the artifice of
representation, by concentrating on the baroque zopos of the world as a stage,
the examination of metaleptic ploys and their implications in terms of
ontological or transcendent potentialities. The last part addresses the question
of the baroque as a way to probe at the boundaries of traditional, phenomenal
realism, as a force meant to extend the province of traditional mimesis by
replacing representation with presentation. I conclude with some reflections
on the expressionist functions of the baroque as an avatar of romanticism.

Key words : Allegory, baroque, diction, excess,
expressionism, postmodernism, presentation,
redundancy, romanticism, sublimity
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CARIDBEAN WOMEN POETS - DISARMING TRADITION

* Christine Harris

This article sets out to explore the way in which women writers of Caribbean
origin express various concerns relating to their heritage through poetry
which encompasses not only their position as women seen from a feminist
perspective but also from historical and contemporary positions in confrasting
societies. It argues that an overall need to find an identity linked to the past is
paramount for establishing a position for women in the future, and that the
poetry achieves this through breaking with the traditional notions of women
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and poets. The article focuses particularly on the work by Grace Nichols and
Loma Goodison.

Key words: Caribbean, Postcolonial, Poetry, Women Poets, Tradition,
Culture, Creoleness, Feminism, Slavery.
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MAY SINCLAIR'S THE THREE SISTERS AS AN EARLY
7 EXAMPLE. OF MODERNIST FICTION

Marfa Francisca Llantada Diaz

i ¢ analyses May Sinclair’s novel The Three Sisters as an early
;rf;;ugf?gl% t?xe tzlansitionyfrom the classic realist text to modernist f1f:t1on in
English literature. The Three Sisters is here characterized as a ly§1ca1 .and
psychological novel, influenced by Imagism and s.trucn'lr’ed ground cp1phan}ca1
moments, images and symbols. In addition, Sinclair’s first psychologlcgl
novel is considered here in the light of some of the formal and thgmatlc
principles and of the prototypes of female heroine that she was to use in her
later more fully modernist novels. Thus, her later novels Mary Olivier and
Harriett Frean can be understood as variations of The Three Sisters, wl_lere the
representation of the unconscious feeling§ of the characters points to
Sinclair’s deep knowledge of psychoanalysis and the relevance of internal

reality, a typical modernist trait.

Key words: Sinclair, modernism, Imagism, psychoanalysis, epiphany.

e

iF




236 ADSTRACTS

RAVING ABOUT THINGS THAT WON'T SOLVE.
MARYLEE HADLEY IN WRITTEN ON THE WIND

Vicky Luzén

The contemporary feminist vindication of classical Hollywood melodrama has
attempted to identify the conflicting views on gender and the family that
constituted the raw material for this genre. The aim of this paper is to
identify these clashing discourses on femininity and female sexuality within
the framework provided by Douglas Sirk’s popular film Written on the Wind
(1956). T will try to demonstrate how the workings of ideology, which
usually culminate in the ideologically correct traditional “happy ending”, are
subverted through the imposition of an arbitrary and quite implausible
resolution. From here, I shall attempt to read the ending of the film against
the grain of received “ideological correctness” in order to vindicate the role of
the marginal characters in the story, and that of Marylee Hadley in particular.

Key words: Melodrama, Douglas Sirk, Written on the Wind, Gender issues,
the family.
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HEET‘NG THE CIVILISED BARDARIAN: BRAM
STOKER'S DRACULA AND JOSEPH CONRAD'S HEART
OF DARKNESS.

Sara Martin

Even though there was no direct relationship between Bram Stoker and Ji oseph
Conrad, there are sufficient grounds for a comparison between their two
masterpieces, Dracula and Heart of Darkness, respectively. Both texts were
first published in the same year, 1898, and both voice similar concerns
regarding the onset of the crisis of masculinity still making itself felt today
and the position of Europe regarding the margins of the colonial world. Both
Conrad and Stoker were aliens living in England, which lent an intriguing
dimension to their views of the colonial and imperial question. These links
have been recently stressed by the filming of Apocalypse Now (an adaptation
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of Heart of Darkness) and Bram Stoker’s Dracula by the American director
Francis Ford Coppola. Coppola has re-read the crisis of masculinity and the
imperial question, transforming them into a valediction to the death of a form
of patriarchal masculinity that he romanticises.

Key words: Stoker, Conrad, Coppola, masculinity, colonialism.
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GARDEN PATHING IN MARTIN AMIS'S TIME'S ARROW
AND NIGHT TRAIN

Daniel Qertel

Critics often describe the novels of British writer Martin Amis as prankish
artefacts that neglect story and plot for a highly misleading set of postmodern
pyrotechnics. In this article I attempt to explore a literary phenomenon that is
often paraphrased as “teasing the reader”, arguing that one of the chief glories
of Amis’s prose lies quite paradoxically, in the ambiguous narrative
structures and in the ways readers are “led up a garden path” in the course of
his fictional worlds. Drawing on a selection of recent criticism from Artificial
Intelligence (Minsky), cognitive narratology (Jahn) and general reader
reception theory, I will analyse Amis’s novels Time’s Arrow and Night
Trains and propose that the narrative traps employed are highly functional.
Rather than just Hanoi readers, they actually lead “somewhere”, producing
various aesthetical effects and ultimately turning the novels into what Roland
Barthes has termed “writerly” texts.

Key words: Martin Amis, Time’s Arrow, Garden Path Phenomenon,

Cognitive Narratology, Reader Reception, Al Theory, Contemporary British
Literature.
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THE AFRICAN PAST IN AMERICA AS A BAKHTI
AND LEVINASIAN OTHER. REMEMORY ASNMN
SOLUTION IN TONI MORRISON'S PAELOVED.

Angel Otero Blanco

A _relati_onal linguistic explanation of alterity and otherness in terms of
reciprocity or interchangeability of subject and object positions constitute
the starting-point for an application of Levinas and Bakhtin’s approaches tcs;
the thgme of Time as other, to Toni Morrison’s Beloved. The writer’s
neologism rememory implies physical and material designations which turn
out to be con-fused with close-to-metaphysical claims about identity and
comgc_lence. Consequently, the need, thirst or hunger, for a contingent and
prov1sxpnal sense of subjective and objective reality is reinforced by another
re(a)lative distinction, to wit, the apparent opposition in the binomial
presence/ absence, eventually amounting to the same. I also examine
Levmas’.s metaphysical and common desire applied to beloved the character
storytelling as a way to enrich the characters’ selves and the blues as a;

musiqal form that has evolved out of the African’s terrible experience in
America. -

Key_ words: Toni Morrison, Beloved, Postmodern Afroamerican Literature
Levinas, Bakhtin, Alterity. C '
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FASHIONING THE SELF FROM THE CHASM: DE
PROFUNDIS AND THE. CHRONOTOPE. OF POST-
PRISON TIME

David Walton

This paper focuses on Wilde’s letter, De Profundis, with relation to various
forms of debt (economic and moral-metaphorical), which, it is argued,
function within an economy of symbolic exchange and desire. The Bakhtinian
concept of the chronotope is merged with semiotics, Lac(k)anian

psychoanalysis, and Greenblatt’s notion of self-fashioning to explore how

Wilde negotiates time and space as a means to narrate the self and the other.
Counter to claims that De Profundis is a confesién, it is suggested here that
it may be seen as a pedagogical tract in epistolary form: one which constructs
the letter’s addressee as a negative “other” in order to preserve the integrity of
the writing itself. .

Key words: Oscar Wilde’s De Profundis, Lacan, lack, the phallus, Bakhtin,
the chronotope, Greenblatt, self-fashioning, homomorphic, symbolic
exchange.
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THE. END OF HISTORY. OR. 15 IT? CIRCULARITY
VERSUS PROGRESS IN CARYL PHILLIPS THE
NATURE OF BLOOCD

Angeles de la Concha

In the wake of the revisionist thinking of the Enlightenment and its self-
legitimising narratives, history is no longer accepted as linear time projected
into a future ever open to gradual progress and freedom. This breakdown of
linearity together with the acknowledgement of the discipline’s textual fabric
and discursive nature are accountable for a new, apocalyptic version of the
ultimate stage of historical development termed the end of history, in which
circularity and bleak repetition are now rampant.

In this essay I explore one of the ways in which the central grand story of
Western civilisation has been questioned through the narratives of novelists
belonging to alternative races and, therefore, hitherto excluded from canonical
historical versions. For this purpose, I have chosen The Nature of Blood
(1997) by Caryl Phillips, as a dramatisation of the endless recwrrence of
subjugations which, according to Foucanlt, need to replace history’s self-
complacent narrative of ideal significations and indefinite teleologies.

Key words: Historiography, historical novel, postmodernism, Caryl Phillips.
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POST-BAROQUE, JUBLIME? THE. CASE OF PETER
ACKROYD.

Jean-Michel Ganteau

This paper focuses on Peter Ackroyd’s English Music as a landmark in
contemporary manifestations of the baroque tradition in British literature, It ig
bas;d on contemporaty approaches to the baraque as an aesthetic constant or
strain —more than on a periodization-theory of the baroque. The
demonstration is tripartite in structure. I first concentrate on the ingredients of
what may be called a “baroque diction” (flux, hyperbole, overflowing of the
frame, etc.). I then move on to the representation of artifice and the artifice of
representation, by concentrating on the baroque fopos of the world as a stage.
the examination of metaleptic ploys and their implications in terms 0%
ontological or transcendent potentialities. The last part addresses the question
of tl}e baroque as a way to probe at the boundaries of traditional, phenomenal
realism, as a force meant to extend the province of waditional mimesis by
replacing representation with presentation. I conclude with some reflections
on the expressionist functions of the baroque as an avatar of romanticism.

Key words : Allegory, barogue, diction, excess,
expressionism, postmodernism, presentation,
redundancy, romanticism, sublimity
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CARIBBDEAN WOMEN POETS - DISARMING TRADITION

Christine Harris

This article sets out to explore the way in which women writers of Caribbean
origin express various concerns relating to their heritage through poetry
which encompasses not only their position as women seen from a feminist
perspective but also from historical and contemporary positions in contrasting
societies, It argues that an overall need to find an identity linked to the past is
paramount for establishing a position for women in the future, and that the
poetry achieves this through breaking with the traditional notions of women
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and poets. The article focuses particularly on the work by Grace Nichols and
Lorna Goodison.

Key words: Caribbean, Postcolonial, Poetry, Women Poets, Tradition,
Culture, Crecleness, Feminism, Slavery.
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MAY SINCLAIR'S THE THREE SISTERS A3 AN EARLY
EXAMPLE OF MODERNIST FICTION

Maria Prancisca Llantada Diaz

This paper analyses May Sinclait’s novel The Three Sisters as an early
example of the transition from the classic realist text fo modernist fiction in
English literature. The Three Sisters is here characterized as a lyrical and
psychological novel, influenced by Imagism and structured around epiphanical
moments, images and symbols. In addition, Sinclair’s first psychological
novel is considered here in the light of some of the formal and thematic
principles and of the prototypes of female heroine that she was to use in her
later more fully modernist novels. Thus, her later novels Mary Olivier and
Harriett Frean can be understood as variations of The Three Sisters, where the
representation of the unconscious feelings of the characters points to
Sinclair's deep knowledge of psychoanalysis and the relevance of internal
reality, a typical modernist trait.

Key words: Sinclair, modernism, Imagism, psychoanalysis, epiphany.
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of Heart of Darkness) and Bram Stoker’s Dracula by the American director
TFrancis Ford Coppola. Coppola has re-read the crisis of masculinity and the
imperial question, transforming them into a valediction to the death of a form

of patriarchal masculinity that he romanticises.

Key words: Stoker, Conrad, Coppola, masculinity, colonialism.
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GARDEN PATHING IN MARTIN AMIS'S TIME'S ARROW
AND NIGHT TRAIN

Daniel Oextel

Critics often describe the novels of British writer Martin Amis as prankish
artefacts that neglect story and plot for a highly misleading set of postmodern
pyrotechnics. In this article I attempt to explore a literary phenomenon that is
often paraphrased as “teasing the reader”, arguing that one of the chief glories
of Amis’s prose lies quite paradoxically, in the ambiguous. narrative
structures and in the ways readers are “led up a garden path” in the course of

his fictional worlds. Drawing on a selection of recent criticism from Axtificial

Intelligence (Minsky), cognitive narratology (Jahn) and general reader
novels Time’s Arrow and Night

recepiion theory, I will analyse Amis’s
Trains and propose that the narrative traps employed are highly functional.

Rather than just Hanoi readers, they actually lead “somewhere”, producing
various aesthetical effects and ultimately turning the novels into what Roland

Barthes has termed “writerly” texts.

Key words: Martin Amis, Time's Arrow, Garden Path Phenomenon,
Cognitive Narratology, Reader Reception, Al Theory, Contemporary British

Literatore.
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THE AFRICAN PAST IN AMERICA AS A DAKHTINIAN
AND LEVINASIAN OTHER. REMEMORY AS
JOLUTION IN TONI MORRISON'S PFELOVED.

Angel Otero Blanco

A lreIational linguistic explanation of alterity and otherness in terms of
reciprocity or interchangeability of subject and cobject positions constitutes :
the starting-point for an application of Levinas and Bakhtin's approaches to 1
the theme of Time as other, to Toni Morrison’s Beloved. The writer’s
neologism rememory implies physical and material designations which turn
out 1o be con-fused with close-to-metaphysical claims about identity and
coincidence. Consequently, the need, thirst or hunger, for a contingent and
provisional sense of subjective and objective reality is reinforced by another
re(a)lative distinction, to wit, the apparent opposition in the binomial
presence/ absence, eventually amounting to the same. I also examine
Levinas’s metaphysical and common desire applied to beloved the character
storytelling as a way to enrich the characters’ selves and the blues as e;

musical form that has evolved out of the African’s terrible experience in
America.

Key' words: Toni Morrison, Beloved, Postmodern Afroamerican Literature,
Levinas, Bakhtin, Alterity.
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FASHIONING THE SELF FROM THE CHASM: DE
PROFUNDIS AND THE CHRONOTOPE. OF POST-
PRISON TIME

David Walton

This paper focuses on Wilde’s letter, De Profundis, with relation to various
forms of debt (economic and moral-metaphorical), which, it is argued,
function within an economy of symbolic exchange and desire. The Bakhtinian
concept of the chronotope is merged with semiotics, Lac(kjamian
psychoanalysis, and Greenblatt’s notion of self-fashioning to explore how
Wilde negotiates time and space as a means to narrate the self and the other.
Counter to claims that De Profundis is a confesidn, it is suggested here that
it may be seen as a pedagogical tract in epistolary form: one which constructs
the letter’s addressee as a negative “other’” in order to preserve the integrity of
the writing itself.

Key words: Oscar Wilde’s De Profundis, Lacan, lack, the phallus, Bakhtin,

the chronotope, Greenblatt, self-fashioning, homomorphic, symbolic
exchange.
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global interest and originality, their theoretical and methodological rigour, the
development of a well defined thesis, the quality of their style and the general
observance of the norms required of work of an academic nature. The papers
submitted should evince serious academic work contributing new knowledge or
innovative critical perspectives on the subject in question. Articles that are of a
merely popularizing nature will not be accepted. Readers will be required to weigh
up the articles that are sent to them and make out as soon as possible a written
report describing the article in terms of the points itemized in an evaluation form.
In the case of articles that have not been accepted or need revision, an additional
report will be made out indicating the reasons for non-acceptance, or the changes
to be made as the case may be. Although every effort will be made to publish
contributions that have received favourable reports, the Editor reserves the right
to make a further and final selection when the number of contributions with
favourable reports is in excess of the number of articles that can be conveniently
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well as positive ones on the same article, the final decision will lie with the
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the subject matter of the article. Additional reports may also be sought.
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7. Las siglas y abreviaturas se especificardn con toda claridad la primera vez que
aparezcan,

B. Las citas de mds de 40 palabras irdn separadas del cuerpo, sin comillas y sip
numerar (Times, 10p.). Si la referencia figura al final del texto sers como sigue:

. narrative to their function, (Labov and Waleizky 1967: 12)

Las citas que vayan en el cuerpo irdn entre comillas. Si Ja referencia va completa a]
tinal de la cita:
“... narrative to their function” {Labov and Waletzky 1967; 12,

Si se omite parte del texto original de la cita, debers indicarse mediante [..] ¥no
mediante {...).

Otras referencias para nombrar autores deben ser:
...following Blakemore (1987: 35),...
...perform a distinctive function in discourse (Blakemore 1987).
. --.this issue has received a lot of attention by relevance theorists
{Blakemore 1987, 1992: Wilson and Sperber 1993),

9. Las referencias bibliogrdficas figurardn al final del artfculo bajo el epfgrafe
WORKS CITED/ OBRAS CITADAS, e irdn por orden alfabético, sin separacién de
lineas entre una y otra entrada. Titulos de obras y nombres de revista irdn en
cursiva., Titulos de articulos y capftulos de libro irfn entre comillas. Deberdn
aparecer las referencias de todos los autores que se citan en el texto y no deberg
aparecer la de ningtin autor que no se haya citado, Si un mismo autor aparece en
més de una entrada, deberd indicarse mediante una linea ———. (tres guiones cortos
seguidos de punto), y no deberd repetirse el apellido y la inicial. Los ntimeros de
paginas irdn asf: ...: 655-664, y no asf: ...: 655-64.

Monografias:

APELLIDO AUTOR (en versales), nombre completo del autor, Afio. Titulo en
cursiva. Ciudad; Editorial,

APELLIDO AUTOR, nombre completo del autor. (Afic 1° edicion) Ado edicién
utilizada. Titulo er cursiva. Ciudad: Editorial,

APELLIDO EDITOR, nombre completo del editor. {ed.). Afio. Timlo en cursiva.
Ciudad: Editorial.

APELLIDO AUTOR 1, nombre completo del autor 1, nombre completo del autor 2
APELLIDO AUTOR 2 ¥/ and nombre completo del autor 3 APELLIDG AUTOR 3.
Ao, Titulo en cursiva. Ciudad: Bditorial,

APELLIDO AUTOR, nombre completo del autor, Afio. Tftulo en cursiva, Trans./Trad.
Inicial nombre traductor. Apellido traductor. Ciudad:  Editorial.
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Capltulo o articulo de manografia:

§i sélo se ha utilizado un cap./ art. de esa monografia:

“Titulo entre comillas”. En/ In

tor, Afio,
APELLIDO AUTOR, nombre completo del anto s . e oty on

Apellido editor, nombre completo del editor.
cursiva. Ciudad: Editorial: 00-00.

i a:
Si se han atilizads dos o mds cap./ art. de esa monografl

fio. “Ti! illas". En/ In
APELLIDO AUTOR, nombre completo del autor. Afio. “Titulo entre comillas

Apeilido editor, Inicial editor. {ed.); 00-00,
Si lu edicidn es una recopilacién de las obras de otro escritor:

O AUTOR, nombre completo del autor. (Afio _1". ediciénl)) eAfzi(;l egé?:g:
AI)ELLIDt'lizada ,Tim[o del volumen en cursiva. Bd. Inicial nomlr editor.
lf]\;aellidol del editor. Trad. Inicial nombre del traductor. Apellido nombre

iraductor. Ciudad: Editorial.

Articulo en publicacidn periddica:

autor. Afie. “Tfulo entre comillas™.

to del
AFPELLIDO AUTOR, nombre completo A olumen): e

Nombre revista en cursiva numero

Ejemplos
GERLACH, JoH arg
e Poem and the Lyric™. En .
Ei?:.;’t Story Theory al a Crossroads. Baton Rouge:

84,

i The

¢ i f Narrative: The Very Short Story.
LR e Lyrie B gusan Lohafer and Jo Ellyn Clarey. (eds.).
Louisiana U.P.: 74~

i i1d7: i d
NEALE, STEVE. 1992, “The Big Romance or Something Wild?: Romantic Comedy

Today”. Screen 33 (3) (Autumn 1992): 284-299.

? ] ] . A
WILLIAMS, TENNESSEE. 1983. La gata sobre el tejado de zinc caliente. Trans
f)iosdado. Madrid: Ediciones MK.

i i decir, asi:
i irdn sin formateado automdtico, es g ol
10 Los lhsg;ié); ;rticulo debe incluir un resumen {méximo 150 palabras) el

idioma correspondiente, espafiol o inglés, segu'ido de cinc? palali);ais r;:éarl;:é
l2 lNo se insertarin ndmeros de pdgina en el diskette. En la cop

se procederd a una numeracién a mano.
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1. qua articulo debe incluir un resumen {mdximo 150 palabras) en el
I?wma correspondiente, espafiol o inglés, seguido de cinco palabras
clave,

2.

se procederd a una numeracién a mano.

I'l. En cuanto a la puntuacién, debersn seguirse las siguientes pautas:

10.1. Los niimeros de las notas a pie de pégina irdn detrds de los signos

de puntuacién,

10.2. Los comentarios intercalados, deberfan estarlo entre  guiones
largos (—), no breves (-): —esto es un gjemplo—; sin espacios entre log

guiones y el texto a que éstos corresponden,

10.3. Detrds de los signos de interrogacién ¥ exclamacién no deberfy

haber nunca un punto,

10.4. Después de dos puntos la primera letra ird en mimiscula, a no ser

que sea nombre propio,
10.5. L:?s corr}illas: no deberfan aparecer nunca después de los signos de
puntuacién (Ej. “esto es correcto”, pero “esto no.".
* 10.6. Puede ser que las comillas no sean las que “deben ser” y aparezcan
otras que estarfan “mal colocadas, como éstas” o que no fueran las que

:corresponden a la letra "como éstas”. Lo mismo puede pa
Martha’s y Martha's. p pasar con

10.7. No se usard el signo “&”.
12, El tipo de letra utilizado serd Times [12p.]
13. No se ﬁtilizarﬁn plantillas para el formateo del texto.
14, No se creardn saltos de secciones ni secciones automdticas dentro del texto.

I5. Palabras procedentes de otras lenguas (latfn, francés, etc.) ¥ que no sean de uso

comin se escribirdn en cursiva. Por ejemplo: per se, ab initio, par excellence,
trobadour, ete. ‘ '

16. En ninglin momento se utilizardn comillas simples, ni atn conando se trate de
una cita dentro de otra.

[7. Como norma general se tratard de ser coherente con la puntuacién y ortografia

(br]tangca” o americana) a lo largo del articylo. Por ejemplo:  “emphasise/
recognise” y no “emphasize/ recognise™; *

; “colour/ colour” y no “colour/ colar™.

Los editores se reservan el derechio de introducir mejoras de estilo y de corregir
errores factualas o materiales. Se requerird un ejemplar det trabajo en disco
informdtico (preferentemente Word 6.0) para preparar las prucbas una vez haya

No se insertardn nimeros de pégina en el diskette. En la copia impresa
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sido aceptado para su publicacion. No se editan separatas. Los autores recibirdn

algunos cjemplares de la revista. . .
¢ Para mds informaci6n, pueden dirigirse a la Directora, Marfa Dotores Herrero,

a la direccidn arriba indicada, o por correo elect_rémco:
dherrero@posta.unizar.es
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