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Introduction 

Kim Martin Long, Shippensburg University of Pennsylvania 

 

This issue marks our fifth year to publish EAPSU ONLINE, a peer-reviewed journal of the English 

Association of the Pennsylvania State Universities, an organization of teacher scholars from the 14 

state-owned universities in the Commonwealth of Pennsylvania. Since launching this journal, we have 

reached out and published works from around the world, on topics related to any area of English 

studies. We have published scholarly articles, of course, but also pedagogical essays on theoretical and 

practical approaches to teaching, critical nonfiction, short fiction, and poetry. 

 

This issue is as diverse as the universities within our Pennsylvania State System of Higher Education, and 

we are pleased to have contributors from all over the country and beyond. We have critical articles on 

literature (American, British, world), essays on pedagogy for teaching both literature and writing, 

personal narrative, and poetry. Critical essays span the range of approaches. Our authors are full 

professors and graduate students. While many come from Pennsylvania, others span the globe. This 

ƧƻǳǊƴŀƭ ŎŜƭŜōǊŀǘŜǎ ǘƘŜ ŘƛǎŎƛǇƭƛƴŜ ƻŦ ά9ƴƎƭƛǎƘΦέ I will let the pieces here speak for themselves. Enjoy. 

 

I would like to thank all of you who submitted pieces and were selected, submitted but were not 

selected, and who read manuscripts and provided the authors feedback. Thanks to the English 

Association of Pennsylvania State Universities for their support of the journal.  

 

If you are interested in joining us here, see the end of the journal for submission guidelines. We are 

always looking for quality work, as well as those who want to serve as readers.  

 

¢Ƙƛǎ ƛǎǎǳŜ ƎƻŜǎ άƭƛǾŜέ ŀǘ ǘƘŜ ŜƴŘ ƻŦ нллуΣ ǎƻ L ǿƛǎƘ ŀƭƭ ƻŦ ȅƻǳ ŀ productive and prosperous 2009! 

 

Kim Long       back to table of contents 
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Boulevards and Alleys: The Nineteenth-Century Cityscapes of Paris and St. Petersburg in Père Goriot 

and Crime and Punishment 

Janet Moser, Brooklyn College 

 

 The urban landscapes that emerge from the writings of Honoré de Balzac and Fyodor 

Dostoevsky offer students an enormously useful guide to the exploration of the rise and development 

of the modern city in nineteenth-century Europe. Balzac and Dostoevsky, writing in and of capitals as 

different as Paris and St. Petersburg, nevertheless share a family of complementary economic, social, 

political and literary concerns that provide a rewarding and appealing basis for a comparative study of 

these cities. The physical cities of these novels form an entangling web of streets and structures that 

mirrors the social drama of the newcomer trying to find his place in the modern urban center. A course 

centered on the reading of these works, novels contemporary with and descriptive of the rapid 

transformation of the nineteenth-century city, offers students a particularly rich source of authentic 

ŘŜǘŀƛƭΦ Lǘ ƛǎ ǘƘǊƻǳƎƘ ǘƘŜ ǎǘǳŘȅ ƻŦ .ŀƭȊŀŎΩǎ Père GoriotΣ ǇǳōƭƛǎƘŜŘ ƛƴ муорΣ ŀƴŘ 5ƻǎǘƻŜǾǎƪȅΩǎ Crime and 

Punishment, published in 1866, that students of both nineteenth-century history and its novels can 

begin to understand the origins of the network of social phenomena that we have come to call modern 

urban life. 

The paradox that the Paris of Père Goriot may be three decades younger but many years more 

ǎƻǇƘƛǎǘƛŎŀǘŜŘ ǘƘŀƴ ǘƘŜ wǳǎǎƛŀƴ άǿƛƴŘƻǿ ǘƻ ǘƘŜ ǿŜǎǘέ ǇƻǊǘǊŀȅŜŘ ƛƴ Crime and Punishment lends an 

instructive symmetry to the study of these two cities and these two novels. .ŀƭȊŀŎΩǎ tŀǊƛǎΣ ǿƘƛƭŜ ƴƻǘ 

quite yet the city of lighǘΣ ƛǎ ƴŜǾŜǊ ŀǎ ŘŀǊƪ ŀǎ 5ƻǎǘƻŜǾǎƪȅΩǎ ǇŀǊǘƛŎǳƭŀǊƭȅ wǳǎǎƛŀƴ {ǘΦ tŜǘŜǊǎōǳǊƎΦ {ǘƛƭƭΣ Crime 

and Punishment ǊŜƳŀƛƴǎ άǘƘŜ ŦƛǊǎǘ ƎǊŜŀǘ wǳǎǎƛŀƴ ƴƻǾŜƭ ǘƻ ŘŜŀƭ ǿƛǘƘ ǘƘŜ ƭƛŦŜ ƻŦ ǘƘŜ ƻƴŜ Ŏƛǘȅ ƛƴ wǳǎǎƛŀ ǘƘŀǘ 

ŎƻǳƭŘ ōŜ ŎƻƳǇŀǊŜŘ ǘƻ ǘƘŜ ŎŀǇƛǘŀƭ ŎƛǘƛŜǎ ƻŦ ǘƘŜ ²Ŝǎǘέ όCŀƴƎŜǊ му4). And perhaps the affinity between 

these two cities, the deliberate effort to make of St. Petersburg the Russian counterpart of the French 

capital, ƭƛŜǎ ŀǘ ǘƘŜ Ǌƻƻǘ ƻŦ 5ƻǎǘƻŜǾǎƪȅΩǎ ǇŀǎǎƛƻƴŀǘŜ ŀƴŘ ƭƛŦŜ-ƭƻƴƎ ƛƴǘŜǊŜǎǘ ƛƴ .ŀƭȊŀŎΩǎ ǿƻǊƪǎΦ 

.ŀƭȊŀŎΩǎ ƛƴŦƭǳŜƴŎŜ Ƙas always played a major role in Dostoevsky studies. Leonid Grossman, an 

ŜŀǊƭȅ ŀǳǘƘƻǊƛǘȅ ƻƴ 5ƻǎǘƻŜǾǎƪȅΣ ƴŜŀǘƭȅ ǎǳƳǎ ǳǇ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻ ƴƻǾŜƭƛǎǘǎΥ άLǘ ƛǎ ŘƛŦŦƛŎǳƭǘ 

to find in world literature a second example of such an astonishing kinship between two writers of 

ŘƛŦŦŜǊŜƴǘ ŎƻǳƴǘǊƛŜǎ ŀƴŘ ƎŜƴŜǊŀǘƛƻƴǎ ŀǎ ƛǎ ŘƛǎǇƭŀȅŜŘ ōȅ .ŀƭȊŀŎ ŀƴŘ 5ƻǎǘƻŜǾǎƪȅέ όǉǘŘ ƛƴ CŀƴƎŜǊ нпрύΦ CƻǊ 
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this same critic, Crime and Punishment ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ άŀǇƻƎŜŜ ƻŦ .ŀƭȊŀŎΩǎ ƛƴŦƭǳŜƴŎŜ ƻƴ 5ƻǎǘƻŜǾǎƪȅέ 

(Grossman 32). Dostoevsky first read excerpts and criticism of the translated Père Goriot in an 1835 

ƛǎǎǳŜ ƻŦ ǘƘŜ ά[ƛōǊŀǊȅ ŦƻǊ wŜŀŘƛƴƎΦέ CƻǊ ǘƘŜ ƴŜȄǘ ǘŜƴ ȅŜŀǊǎΣ 5ƻǎǘƻŜǾǎƪȅ ŎƻƴǘƛƴǳŜŘ ǘƻ ǊŜŀŘ .ŀƭȊŀŎΣ ŀƴŘ ƛƴ 

мупоΣ ǘƘŜ ȅŜŀǊ ƻŦ .ŀƭȊŀŎΩǎ ƳǳŎƘ-proclaimed visit to St. Petersburg, Dostoevsky translated Eugénie 

Grandet into Russian (Grossman 12-18). After his years of exile, throughout the 1860s, Dostoevsky 

ŎƻƴǎƛǎǘŜƴǘƭȅ ŘŜǾƻǘŜŘ ŎǊƛǘƛŎŀƭ ŀǘǘŜƴǘƛƻƴ ǘƻ .ŀƭȊŀŎΩǎ ǿƻǊƪǎ ƛn the journals he edited, Time and Epoch. And 

5ƻǎǘƻŜǾǎƪȅΩǎ ŀƭƭǳǎƛƻƴ ǘƻ .ŀƭȊŀŎ ƛƴ Ƙƛs 1880 speech on Pushkin attests to the longevity of the Russian 

ƴƻǾŜƭƛǎǘΩǎ ȅƻǳǘƘŦǳƭ ŜƴǘƘǳǎƛŀǎƳ ŦƻǊ ǘƘŜ ǿƻǊƪ ƻŦ Ƙƛǎ ǎŜƴƛƻǊ CǊŜƴŎƘ ŎƻƭƭŜŀƎǳŜΦ 

  While  certain ideological and sentimental affinities clearly exist between these two authors, it is 

the novel of the city as the shaper of the destinies of their protagonistsτthe notion of making the city 

ƛǘǎŜƭŦ ǘƘŜ ǎǳōƧŜŎǘ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ǎŜǘǘƛƴƎ ƻŦ ǘƘŜƛǊ ƘŜǊƻΩǎ odyssey through the social landscape, thereby 

giving a fresh new twist to the old story of the rise or fall of the young man from the country seeking his 

fortune in the big cityτthat brings together these very different temperaments with their otherwise 

very different outlooks on urban life.  

   A linguistic example offers a good natural starting point for stǳŘŜƴǘǎΩ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘƘŜ 

ŘƛŦŦŜǊŜƴŎŜǎ ōŜǘǿŜŜƴ ǘƘŜ ǉǳƛƴǘŜǎǎŜƴǘƛŀƭƭȅ 9ǳǊƻǇŜŀƴ tŀǊƛǎ ǘƘŀǘ Ǉƭŀȅǎ ǎǳŎƘ ŀƴ ƛƳǇƻǊǘŀƴǘ ǊƻƭŜ ƛƴ .ŀƭȊŀŎΩǎ 

novel and its more slowly developing, relatively isolated Russian sister-city, St. Petersburg. The 

etymological distinction betǿŜŜƴ ǘƘŜ [ŀǘƛƴ όŎƛǾƛǎύ ŀƴŘ {ƭŀǾƛŎ όƎƻǊƻŘ ƻǊ ƎǊŀŘύ ǿƻǊŘǎ ŦƻǊ άŎƛǘȅέ may well 

reflect basic cultural inclinations that fundamentally shape the ǎǇŜŀƪŜǊǎΩ different attitudes towards 

urban space. In the sense conveyed by the Latin-derived term, a city is the abode of its citizens, its 

inhabitants; the Indo-European roots for the Russian words ƛƴŘƛŎŀǘƛƴƎ άŎƛǘȅέ ǳƴŘŜǊǎŎƻǊŜ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ 

ŀƴ άŜƴŎƭƻǎŜŘ ǇƭŀŎŜέ όaŀƎǳƛǊŜ нмύΦ ¢Ƙƛǎ ƴŜŜŘ ǘƻ ǎƘǳǘ ƻǳǘ ŀ ƘƻǎǘƛƭŜ ǿƻǊƭŘΣ ǘƻ ƎǳŀǊŘ ŀƎŀƛƴǎǘ ǘƘŜ ƛƴŦƭǳŜƴŎŜ 

of the West, can be seeƴ ǘƻ άǎƘŀǇŜ ŀ ƭƛǘŜǊŀǊȅ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ Ŏƛǘȅ ǿƘƛŎƘ ƛǎ ǇŜŎǳƭƛŀǊ ǘƻ wǳǎǎƛŀƴǎέ όaŀƎǳƛǊŜ 

22), ŀ Ŏƛǘȅ ƭŀƴŘǎŎŀǇŜ ǘƘŀǘ ŎŜǊǘŀƛƴƭȅ ƛǎ ŜǇƛǘƻƳƛȊŜŘ ƛƴ 5ƻǎǘƻŜǾǎƪȅΩǎ ŎƻƴǾƛƴŎƛƴƎ ǇƻǊǘǊŀƛǘ ƻŦ ŀƴ ƻƳƛƴƻǳǎƭȅ 

claustrophobic St. Petersburg.  

These elementary linguistic distinctions serve as a neat introduction to a brief examination of 

the very different histories of both cities, allowing students to gain a sense of the evolution of the city 

within a larger physical and historical context. Before reading either novel, students look at nineteenth-

century maps of Western Europe and Russia, addressing questions of natural and political boundaries 
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and the different roles they play in balancing the competing tendencies to isolationist inwardness and 

cosmopolitan outreach that characterize our two cities and the characters of our two novels. This initial 

map-reading exercise prepares students to consider the relationship between geography and 

modernization. Reviewing historical maps of Paris from its ancient Roman beginnings to its classic 

nineteenth-century configuration, and similar maps of the shorter and much more centrally-managed 

history of St. Petersburg, gives students insight into a range of related issues: the function of capital 

cities within the structure of the modern nation-state; crucial nineteenth-century issues of 

cosmopolitanism versus nationalism; the growth of urban space; the relationship between expansion 

and social structure.  

A reading of excerpts from literary references to these cities complements the study of the 

topographical and material evolution of Paris and St. Petersburg. Students are introduced to the 

ŀƴŎŜǎǘƻǊǎ ƻŦ ǘƘŜ tŀǊƛǎ ƻŦ .ŀƭȊŀŎΩǎ Père Goriot through descriptive excerpts drawn from such works as 

wŀōŜƭŀƛǎΩ Pantagruel όмронύΣ aƻƴǘŀƛƎƴŜΩǎ Essais (1575), RoǳǎǎŜŀǳΩǎ La Nouvelle Héloise (1761), de la 

.ǊŜǘƻƴƴŜΩǎ Nuits de Paris όмтууύ IǳƎƻΩǎ Les Misérables (1862), .ŀǳŘŜƭŀƛǊŜΩǎ Tableaux parisiens (1857), 

½ƻƭŀΩǎ Le Ventre de Paris όмутоύΦ ¢Ƙƛǎ ŜȄǇƻǎǳǊŜ ǘƻ ŀ ƭƛǘŜǊŀǊȅ tŀǊƛǎ ŜƴǊƛŎƘŜǎ ǎǘǳŘŜƴǘǎΩ ŀǇǇǊŜŎƛŀǘƛƻƴ ŦƻǊ ǘƘŜ 

nineteenth-ŎŜƴǘǳǊȅ tŀǊƛǎ ǘƘŜȅ ǿƛƭƭ ŜƴǘŜǊ ŀƭƻƴƎǎƛŘŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ƛƴ .ŀƭȊŀŎΩǎ ƴƻǾŜƭΦ  

A similar exercise focusing on St. Petersburg, with its much later and much more deliberately-

planned configuration, its construction on reclaimed swampland, introduces students to the 

implications of urban planning for the growth of cities and the concentrations of their populations. The 

literary image of the 1703 capital can be traced through various sources. In the first decades after its 

founding, St. Petersburg was heralded as a symbol of modernity and enlightened thinking, but a darker 

image emerged with the passage of time. Snapshots of a changing St. Petersburg can be glimpsed 

through a selection of excerpts from Russian literature: a Westernized, glittering image of St. Petersburg 

ƛƴ tǳǎƘƪƛƴΩǎ муно-31 Evgenii Onegin; a panorama of palaces and monuments in his The Bronze 

Horseman όмуооύΤ ŀƴ άǳƴǊŜŀƭΧǳƴ-wǳǎǎƛŀƴέ Ŏƛǘȅ ƛƴ DƻƎƻƭΩǎ The Overcoat (1842)Τ ŀƴŘ ŦƛƴŀƭƭȅΣ 5ƻǎǘƻŜǾǎƪȅΩǎ 

portrait of a fantastic, dark, suffocating St. Petersburg, a city he described in Notes from Underground 

(1864) ŀǎ άǘƘŜ Ƴƻǎǘ ŀōǎǘǊŀŎǘ ŀƴŘ ǇǊŜƳŜŘƛǘŀǘŜŘ Ŏƛǘȅ ƻƴ ǘƘŜ ŦŀŎŜ ƻŦ ǘƘŜ ŜŀǊǘƘέ όaŀƎǳƛǊŜ но-27). 

Certainly, the historical and geographical forces shaping these two metropolises provide striking 

contrasts, and the physical and spiritual cities that emerge from the novels reflect these divergent 



 

©English Association of Pennsylvania State Universities, 2008 

 

10 

sources. Yet, in their responses to the introduction of new technology and related industry, to the 

spread of the mass culture of newspapers and cheap factory-produced consumer goods, to the influx of 

provincial and foreign immigrants, to the range of economic, social and psychological problems endemic 

to the urban life associated with these sweeping changes condensed within a brief time frame and 

confined to a limited geographical area, the pairing of Père Goriot and Crime and Punishment offers a 

compelling source for a revealing study of the nineteenth-century European city.  

With this historical and literary background, students are ready to begin their reading 

of Père Goriot and Crime and Punishment. We begin again with topography. We look at a map of 

contemporary Paris specially annotated for readers of Père Goriot, noting the locations of and distances 

between key sites in the novel (Ginsburg 8-18). We follow Eugène de Rastignac, recently arrived from 

the provinces, in his excursions by foot and by carriage throughout the social and topographical worlds 

of Parisian society. This orientation to the physical city affords students a certain perspective in reading 

the novel, one that parallels the deliberate association of the social world of the city with its material 

ǎǘǊǳŎǘǳǊŜǎΣ ǿƘƻǎŜ ŜȄǘŜǊƛƻǊ ŎƻƴǘƻǳǊǎ ŀƴŘ ƛƴǘŜǊƛƻǊ ŀǊǊŀƴƎŜƳŜƴǘǎ ŀŘǾŀƴŎŜ ƻǊ ŎƘŜŎƪ ǘƘŜ ƴƻǾŜƭΩǎ ŎƘŀǊŀŎǘŜǊǎ 

in their movement through both physical and social space. Certainly, looking at the major settings of 

this dramatic movementτthe boardinghouse in the working class and student Latin quarter on the rue 

Neuve Ste Geneviève (now rue Tournefort), beneath the Pantheon and the Sorbonne; the aristocratic 

Faubourg St Germain on the left bank of the Seine; the nouveau riche ChausǎŞŜ ŘΩ!ƴǘƛƴτgives students 

a sense of the diversity of and the interplay between social milieu and physical setting in nineteenth-

century Paris.  

Balzac devotes the greatest attention to both exteriors and interiors in his descriptions of 

aŀŘŀƳŜ ±ŀǳǉǳŜǊΩǎ ōƻŀǊŘƛƴƎƘƻǳǎŜ ŀƴŘ ƛǘǎ ǎǳǊǊƻǳƴŘƛƴƎǎΦ ¢ƘŜ ǊŜŀŘŜǊ ƳƻǾŜǎ through the streets of the 

Latin Quarter in an increasingly circumscribed and constricted journey from neighborhood, to street, to 

gate, to garden, to run-down boardinghouse. The Parisian pension itself, a creation of the nineteenth-

century urban economy, is an interesting phenomenon for students to examine and contrast with the 

St. Petersburg rooming house calling itself a pension that is a major setting in Crime and Punishment.  

The development of the pension in Paris was a response to both the influx of migrants to the city 

ŀƴŘ ǘƘŜ ŎƻƴŎƻƳƛǘŀƴǘ ƘƻǳǎƛƴƎ ǎƘƻǊǘŀƎŜ ƻŦ мумр όYŀƴŜǎ отύΦ aŀŘŀƳŜ ±ŀǳǉǳŜǊΩǎ pension houses an array 

of lodgers of various degrees of respectability, offering readers a panorama of the economically 
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depressed in 1820s Paris. Among the inhabitants are the unacknowledged offspring of an aristocratic 

father, a master criminal, a struggling student from the provinces, retired clerks and functionaries, 

servants, and the title character, Père Goriot, whose financial success and subsequent ruin serve as a 

reading of the economic ramifications of the years between the Revolution and the Restoration. In the 

monetary hierarchy of ǘƘŜ ōƻŀǊŘƛƴƎƘƻǳǎŜΣ tŝǊŜ DƻǊƛƻǘΩǎ ǇƘȅǎƛŎŀƭ ŀǎŎŜƴǘ ŦǊƻƳ ǘƘŜ Ƴƻǎǘ ŜȄǇŜƴǎƛǾŜ ǊƻƻƳ 

on the first floor to the cheapest room on the top floor equally, and ironically, traces his downfall. This 

odd assortment of lodgers, this mingling of classes and origins, is one of the effects of the economic 

changes that are reshaping Parisian society. The accumulation of details in the bottom-to-top 

description adds to the sense of suffocating misery within this house. The owner, Madame Vauquer, is 

herself immediately identifiŀōƭŜ ŀǎ ŀ ǎȅƳōƻƭ ƻŦ ǘƘŜ ǎƘƛŦǘƛƴƎ ǎƻŎƛŀƭ ǎŎŜƴŜΣ ŦƻǊ ŀƭǘƘƻǳƎƘ ǎƘŜ ǿŀǎ άōƻǊƴ ŘŜ 

/ƻƴŦƭŀƴǎΣέ ŀ ŎƭŜŀǊ ƴƻŘ ǘƻ ƘŜǊ ƴƻōƭŜ ƘŜǊƛǘŀƎŜΣ ǎƘŜ ƛǎ ƴƻǿ ǘƘŜ ǇǊƻǇǊƛŜǘǊŜǎǎ ƻŦ ŀ ōƻŀǊŘƛƴƎƘƻǳǎŜ ǿƘƻǎŜ 

seediness is inescapable. The exact location of this house, on a street approaching the outskirts of 

nineteenth-century Parisian city limits, reflects the marginal nature of those who are confined within its 

walls. 

Tracing the excursions of that typical nineteenth-century novelistic phenomenon, the youth 

uprooted from his provincial home to seek his fortune in the large city, not only allows students to 

venture into other precincts of the city, but also presents them with a wealth of telling details about 

ŎƻƴǘŜƳǇƻǊŀǊȅ Řŀƛƭȅ ƭƛŦŜΦ ¢ƘŜ ƳǳŘ ǘƘŀǘ ŘƛǊǘƛŜǎ 9ǳƎŝƴŜΩǎ ōƻƻǘǎ ŀǎ ƘŜ ǿŀƭƪǎ ǘƻ Ƙƛǎ ƛnitial encounter with 

upper-class society is an important introduction to the history of paving city streets. This is an excellent 

opportunity to discuss the condition of most Parisian streets at the time portrayed in the novel. Scenes 

outside the boardinghouse, in the courtyard that plays host to chickens and sewage, offer students a 

graphic image of sanitation and health problems that plagued many Parisian citizens. Readings from 

supplementary scholarly texts describing the sanitation problems associated with a growing, 

unsophisticated urban population acquaint students with another aspect of urban growth. Discussions 

ƻŦ ǇǳōƭƛŎ ƘȅƎƛŜƴŜ ŀƴŘ ǇǳōƭƛŎ ƘŜŀƭǘƘ ǇǊƻōƭŜƳǎ ŦƻǊƳ ŀƴ ƛƳǇƻǊǘŀƴǘ ŎƻƳǇƻƴŜƴǘ ƻŦ ǎǘǳŘŜƴǘǎΩ ƎǊƻǿƛƴƎ 

awareness of urban history. 

The conditions outside, the unpaved streets polluted with dirty water and sewage, lead us to 

consider several aspects of daily life in nineteenth-century Paris. Eugène spends some of his last money 

to have his boots cleaned of the dust and mud they have acquired on his walk ǘƻ aƳŜ ŘŜ wŜǎǘŀǳŘΩǎ 
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house. The whole topic of transportation within the city grows out of these early descriptions of 

9ǳƎŝƴŜΩǎ ŎƭǳƳǎȅ ƧƻǳǊƴŜȅΦ tŀǊƛǎ ƛǎ ŀ Ŏƛǘȅ ǿƘƻǎŜ ǎƻŎƛŀƭ ƎŜƻƎǊŀǇƘȅ ƛǎ ƳƻǊŜ ŦŀƳƛƭƛŀǊ ǘƻ ŎƻŀŎƘƳŜƴΣ ǿƘƻ 

know, for example, that the Beauséants maintain two residences in Paris, than to the newly-arrived, 

aristocratically-born student. It is also a city in which distinctions among means of transportation are 

critically observed by domestics, keenly aware of the social standing of each arriving guest. The narrator 

notes that the sound of a passing carriage was a rare event in the boardinghouse district. But Eugène is 

increasingly mobile, and his social transformation from pedestrian to passenger parallels the path of his 

social success.  

Eugène is struck by the hierarchy of carriage types that await outside the homes of the bankers 

ŀƴŘ ǘƘŜ ƴƻōƛƭƛǘȅΣ ŦƻǊ ǿƘƛƭŜ άŀ ȅƻǳƴƎ ŎƻǳƴǘΩǎ ŦƛƴŜ-ƭƻƻƪƛƴƎ ǊƛƎέ ǎǘƻƻŘ ƻǳǘǎƛŘŜ aŀŘŀƳŜ ŘŜ wŜǎǘŀǳŘΩǎ ƘƻǘŜƭ 

in the ChausǎŞŜ ŘΩ!ƴǘƛƴΣ ŀ ŎŀǊǊƛŀƎŜ ƻŦ άƛƴŎƻƳǇŀǊŀōƭŜ ƭǳȄǳǊȅΣέ ƻƴŜ ǘƘŀǘ άŎƻǳƭŘƴΩǘ ƘŀǾŜ ōŜŜƴ ōƻǳƎƘǘ ŦƻǊ 

ǘƘƛǊǘȅ ǘƘƻǳǎŀƴŘ ŦǊŀƴŎǎΣέ ƭƛƴƎŜǊŜŘ ƛƴ ŦǊƻƴǘ ƻŦ ǘƘŜ ŀǊƛǎǘƻŎǊŀǘƛŎ aƳŜ ŘŜ .ŜŀǳǎŞŀƴǘΩǎ ƘƻƳŜ ƛƴ ǘƘŜ CŀǳōƻǳǊƎ 

{ǘ DŜǊƳŀƛƴΦ .ŀƭȊŀŎΩǎ ŎƘŀǊŀŎǘŜǊǎ ǇŜƴŜǘǊŀǘŜ ōƻǘƘ ŀǊƛǎǘƻŎǊŀǘƛŎ ŀƴŘ ōƻǳǊƎŜƻƛǎ ƛƴǘŜǊƛƻǊǎΣ ǎŜǘǘƛƴƎǎ that reveal 

the intimate connection between material display and social status in nineteenth-century society. And 

ŦƻǊ 9ǳƎŝƴŜΣ ǘƘŜ ƛƴǘŜǊƛƻǊ ŘŞŎƻǊ ƻŦ aƳŜ ŘŜ .ŜŀǳǎŞŀƴǘΩǎ ŀǇŀǊǘƳŜƴǘǎΣ ǿƛǘƘ ǘƘŜƛǊ άƎƛƭŘŜŘ ǎǘŀƛǊǎΣέ ŦƻǊƳǎ ǘƘŜ 

Ƴƻǎǘ ǎǘǊƛƪƛƴƎ ƭŜǎǎƻƴ ƛƴ ǘƘŜ ŘŜƎǊŜŜ ƻŦ άǿƻƴŘǊƻǳǎ ǘƘƛƴƎǎέ ǘƘŀǘ ǎƛƎnal real social status (52). In fact, within 

ǘƘŜ ǎǇŀŎŜ ƻŦ ƻƴŜ ŘŀȅΣ ά ōŜǘǿŜŜƴ aŀŘŀƳŜ ŘŜ wŜǎǘŀǳŘΩǎ ōƭǳŜ ŘǊŀǿƛƴƎ ǊƻƻƳ ŀƴŘ aŀŘŀƳŜ ŘŜ .ŜŀǳǎŞŀƴǘΩǎ 

rose-colored one,έ Eugène, the one-time law student, has received the equivalent of three years study 

ƻŦ άǳƴǿǊƛǘǘŜƴ Parisian ƭŀǿέ όрсύΦ IŜ ǉǳƛŎƪƭȅ ƭŜŀǊƴǎ ǘƻ ŘƛǎǘƛƴƎǳƛǎƘ ōŜǘǿŜŜƴ ǘƘŜ άǘȅǇƛŎŀƭ ƳƛƴŘƭŜǎǎ ƭǳȄǳǊȅ ƻŦ 

ŀƴ ǳǇǎǘŀǊǘέ ǘƘŀǘ ŘŜǎŎǊƛōŜǎ ǘƘŜ ƛƴǘŜǊƛƻǊ ŘŜŎƻǊŀǘƛƻƴ ƻŦ aƳŜ ŘŜ wŜǎǘŀǳŘΩǎ ŀǇŀǊǘƳŜƴǘǎ ŀƴŘ ǘƘŜ ǘǊǳƭȅ 

tasteful drawing room of the aristocratic Mme de Beauséant. For models of the boardinghouse 

furnishings, so intricately described by Balzac, already second hand at the time the novel is set, we look 

at reproductions of paintings or engravings from the Revolution years. The literary portraits of life inside 

the houses of both the reigning aristocracy and the aspiring bourgeoisie are made more meaningful to 

students with visits to the period furniture galleries at the Metropolitan Museum of Art, where a 

walking tour through a chronologically-arranged suite of galleries takes the student from the rococo 

interiors of the Louis XV period to rooms decorated in the Neoclassical, Empire and Restoration styles. 

.ŀƭȊŀŎΩǎ ŘŜǘŀƛƭŜŘ ƛƴǾŜƴǘƻǊƛŜǎ ƻŦ ǘƘŜ ƛƴǘŜǊƛƻǊ ŘŜŎƻǊŀǘƛƻƴǎ ƻŦ ǘƘŜ ŀǇŀǊǘƳŜƴǘǎ ƻŦ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ǎƻŎƛŀƭ 

classes in nineteenth-century Paris invite a discussion of fashion. And fashion is a particularly 
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ŀǇǇǊƻǇǊƛŀǘŜ ǎǳōƧŜŎǘ ŦƻǊ ǎǘǳŘŜƴǘǎ ƻŦ ǘƘƛǎ ƴƻǾŜƭΣ ŀǎ άƛǘ ŜǎǎŜƴǘƛŀƭƭȅ ǊŜŦƭŜŎǘǎ ǎƻŎƛŀƭ ƳƻōƛƭƛǘȅΧΦCŀǎƘƛƻƴ ƛǎ ǘƘŜ 

training ground for a symbolization whose function is to accustom us to the new and to discredit the 

ƻƭŘέ όǉǘŘ ƛƴ aƻǊŜǘǘƛ мопΣ ŦǊƻƳ aŀǊŎ-Alain Descamps, Psychosociologie de la mode, Paris 1979). Eugène 

ƛǎ ǎǘǊǳŎƪ ōȅ ǘƘŜ ŦŀǎƘƛƻƴǎ ƘŜ ƻōǎŜǊǾŜǎ ǿƛǘƘƛƴ ŜŀŎƘ ǎƻŎƛŀƭ ŎƻƴǘŜȄǘΥ /ƻǳƴǘŜǎǎ ŘŜ wŜǎǘŀǳŘΩǎ άǿƘƛǘŜ ŎŀǎƘƳŜǊŜ 

dressing gown, ornamented with rose-ŎƻƭƻǊŜŘ ƪƴƻǘǎέ όпрύΤ ǘƘŜ ōŀƭƭ Ǝƻǿƴǎ ǘƘŜ DƻǊƛƻǘ ŘŀǳƎƘǘŜǊǎ 

ŎƻƳƳƛǎǎƛƻƴΤ ŀ ƧŀŎƪŜǘ ǘƘŀǘ Ŧƛǘ ŀ Ƴŀƴ άŀƭƳƻǎǘ ŀǎ ŜƭŜƎŀƴǘƭȅ ŀǎ ŀ ǿƻƳŀƴΩǎ ŦǊƻŎƪέ όпсύΦ Lƴ ŎƭŀǎǎΣ ǿŜ ƭƻƻƪ ŀǘ 

portraits, particularly those by Ingrès, as models for the kinds of clothes and jewels representative of 

subtle gradations of new and old money upper-class tastes. And while Dostoevsky may be considerably 

less interested in fashion than is Balzac, his novel still offers glimpses of the new fashions that 

ŀŎŎƻƳǇŀƴȅ ƴŜǿ ƳƻƴŜȅΦ [ǳȊƘƛƴΣ ŀ άǇǊŀŎǘƛŎŀƭ Ƴŀƴ ŀƴŘ ǾŜǊȅ ōǳǎȅΣέ ŀǊǊƛǾŜǎ ŦǊƻƳ ǘƘŜ ǇǊƻǾƛƴŎŜǎ ǿŜŀǊƛƴƎ 

ŎƭƻǘƘŜǎ ǘƘŀǘ ŀǊŜ άŀ ƭƛǘǘƭŜ ǘƻƻ ƴŜǿ ŀƴŘ ǘƻƻ ƻōǾƛƻǳǎƭȅ ŘŜǎƛƎƴŜŘ ŦƻǊ ŀ ǇŀǊǘƛŎǳƭŀǊ ǇǳǊǇƻǎŜΦ Iƛǎ ŜƭŜƎŀƴǘΣ ǎǇƛŎƪ-

and-span round hat testified to the same purpose: he treated it somewhat too respectfully, nursing it 

carefully in his hands. A coquettish pair of real French lilac-coloured gloves also betrayed the same 

ǇǳǊǇƻǎŜΣ ƛŦ ƻƴƭȅ ōȅ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƘŜ ŘƛŘ ƴƻǘ ǿŜŀǊ ǘƘŜƳ ōǳǘ ŎŀǊǊƛŜŘ ǘƘŜƳ ƛƴ Ƙƛǎ ƘŀƴŘ ŦƻǊ ǎƘƻǿέ όLLΣ мнпύΦ 

Père Goriot not only portrays domestic Parisian life, but also gives students glimpses of the kinds 

of popular culture that served the growing population. The reference to the performance of the Barber 

of Seville at the Théâtre des Italiens helps situate the comic opera genre historically, and conveys a 

sense of the popularity of Rossini in the Paris of 1819. .ŜŀǳƳŀǊŎƘŀƛǎΩ ōƛǘƛƴƎ ǎƻŎƛŀƭ ǎŀǘƛǊŜ ƻŦ the pre-

ǊŜǾƻƭǳǘƛƻƴŀǊȅ ǇŜǊƛƻŘ ƻŦ ǘƘŜ мттлǎ Ƙŀǎ ōŜŜƴ ǊŜƳƻŘŜƭŜŘ ƛƴǘƻ wƻǎǎƛƴƛΩǎ ŜȄǉǳƛǎƛǘŜ ŀƴŘ ƛƴƴƻŎǳƻǳǎ ōŜƭ Ŏŀƴǘƻ 

confection in the Restoration Paris of 1819. This setting, along with that of the Opera, with an audience 

drawn from the aristocratic and haute bourgeoisie, offers students some insight into the shifting of the 

once-rigid class lines that accompanies the rising importance of the wealthy bourgeoisie. The frequent 

allusions to the diorama, a common topic of playful conversation among the boarders at Madame 

±ŀǳǉǳŜǊΩǎ ǇŜƴǎƛƻƴΣ ƎƛǾŜ ǎǘǳŘŜƴǘǎ ŀƴ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ǇƻǇǳƭŀǊƛȊŀǘƛƻƴ ƻŦ ƳƻŘŜǊƴ ŎǳƭǘǳǊŜ ŀƳƻƴƎ ǘƘŜ ƭƻǿŜǊ 

ŎƭŀǎǎŜǎ ƻŦ ǎƻŎƛŜǘȅΦ ¢ƘŜ ŘƛƻǊŀƳŀΣ ŀ άŘisplay of colored two dimensional cardboard figures in a three-

dimensional space, in which controlled lighting was used to impart an illusion of movement to the 

ǎŎŜƴŜΣέ ƳŀŘŜ ƛǘǎ ŘŜōǳǘ ƛƴ tŀǊƛǎ ƛƴ муннΦ Lƴ ŀ ƭŜǘǘŜǊΣ .ŀƭȊŀŎ ŘŜǎŎǊƛōŜŘ ǘƘƛǎ ŜŀǊƭȅ ǎǘŜǇ ǘƻǿŀǊŘǎ the 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǇƘƻǘƻƎǊŀǇƘȅ ŀǎ ƻƴŜ ƻŦ ǘƘŜ άǿƻƴŘŜǊǎ ƻŦ ǘƘŜ ŀƎŜέ ό.Ŝƭƭƻǎ плύ. !ƴŘ ±ŀǳǘǊƛƴΩǎ ŦŀƳƛƭƛŀǊƛǘȅ 
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with vaudeville and comic operas reflects the wide appeal of these more popular forms of 

entertainment. 

.ƻǘƘ .ŀƭȊŀŎΩǎ Père Goriot ŀƴŘ 5ƻǎǘƻŜǾǎƪȅΩǎ Crime and Punishment appeared first as romans-

feuilletons, installment pieces in newspapers and magazines. The success of these novels in serialized 

form attests to the increasing literacy of the times. Estimates show an increase in literacy in France from 

seven to twelve million in the half century between 1780 and 1830 (Bellos 7-8). In 1834, Paris supported 

five hundred lending libraries, and for a small hourly fee, readers could visit the popular cabinets de 

lecture to sit and read current newspapers and magazines (Winders 295). This remarkable widespread 

ƭƛǘŜǊŀŎȅ ƛǎ ŀƭǎƻ ǊŜŦƭŜŎǘŜŘ ƛƴ ǘƘŜ ǊŜŀŘƛƴƎ ǇǳōƭƛŎΩǎ ŀǿŀǊŜƴŜǎǎ ƻŦ ŎƻƴǘŜƳǇƻǊŀǊȅ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ƛǎǎǳŜǎΦ 

Along with newspapers and literary reviews, caricature began to appeal to the population. Balzac wrote 

ǘƘŜ ŦƛǊǎǘ ŎǊƛǘƛŎŀƭ ŀǊǘƛŎƭŜ ƻƴ tŀǳƭ DŀǾŀǊƴƛΩǎ ǿƻǊƪ ƛƴ муолΣ ŀƴŘ ǎƘŀǊŜŘ ǿƛǘƘ ǘƘŜ ŎŀǊƛŎŀǘǳǊƛǎǘ ŀƴ ƛƴǘŜǊŜǎǘ ƛƴ 

class, types, mores. Viewing the works of Gustave Daumier and Paul Gavarni gives students a sense of 

both the physical appearance of the nineteenth-century urban citizens and the controversial issues of 

ǘƘŜ ǘƛƳŜǎΦ 5ŀǳƳƛŜǊΩǎ ŎŀǊƛŎŀǘǳǊŜǎ ƻŦ ǿƻǊƪƛƴƎ-class characters parallel literary attention to this newly-

important class.  

The rapidly increasing circulation of newspapers offered the people of late eighteenth and early 

nineteenth-century Europe an ever-expanding view of their world, keeping the population up to date on 

every aspect of urban life, including the commission of crimes (Winders 294). Balzac claimed that parts 

of the Père Goriot story were taƪŜƴ ŦǊƻƳ ŀ άǘǊǳŜέ ǎǘƻǊȅΣ ǘƘŜ ǘŜƳǇŜǊŜŘ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ǊŜǇƻǊǘ ƻŦ ŀ ŦŀǘƘŜǊ 

ǿƘƻ άŎǊƛŜŘ ƻǳǘ ŦƻǊ ǿŀǘŜǊΣ ŦƻǊ ǘƘŜ ǿƘƻƭŜ ǘǿŜƴǘȅ ƘƻǳǊǎ ƻŦ Ƙƛǎ ŘŜŀǘƘ ŀƎƻƴȅΣ ǿƛǘƘƻǳǘ ŀƴȅƻƴŜ ŎƻƳƛƴƎ ǘƻ Ƙƛǎ 

ŀƛŘέ όǉǘŘ ƛƴ .ŜƭƭƻǎΣ оо ŦǊƻƳ ǘƘŜ ǇǊŜŦŀŎŜ ǘƻ Le Cabinet des Antiques, Pl IV, 962). 5ƻǎǘƻŜǾǎƪȅΩǎ ǘŀƭŜ ƻŦ ǘƘŜ 

murder of a parasitic pawnbroker and her innocent sister has some antecedents in the 1865 newspaper 

accounts of the ax murder and robbery of two elderly women in St. Petersburg. And it is an article on 

crime authored by Raskolnikov that first arouses the interest of the police inspector investigating the 

ǇŀǿƴōǊƻƪŜǊΩǎ ƳǳǊŘŜǊΦ 

Scenes of genteel poverty in the Maison Vauquer and its surrounding neighborhood alternate 

ǿƛǘƘ  ǘƘƻǎŜ ƻŦ 9ǳƎŝƴŜΩǎ ŜȄŎǳǊǎƛƻƴǎ ƛƴǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ ǳǇǇŜǊ Ŏƭŀǎǎ tŀǊƛsian society, but the oppressive 

atmosphere of the working class slums of St. Petersburg, of its rooms and its streets, remains constant 

and unrelieved. ¢ƘŜ ŜŎƻƴƻƳƛŎ ŎƻƴŘƛǘƛƻƴǎ ǘƘŀǘ ŀǊŜ ōŜƎƛƴƴƛƴƎ ǘƻ ŀŦŦŜŎǘ .ŀƭȊŀŎΩǎ tŀǊƛǎ ƛƴ ǘƘŜ мунлǎ ŎƻƳŜ 
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later, and more vƛǊǳƭŜƴǘƭȅΣ ǘƻ ǘƘŜ {ǘΦ tŜǘŜǊǎōǳǊƎ ƻŦ ǘƘŜ муслǎΦ !ŎŎƻǊŘƛƴƎ ǘƻ .ŀƪƘǘƛƴΣ 5ƻǎǘƻŜǾǎƪȅΩǎ {ǘΦ 

tŜǘŜǊǎōǳǊƎ ƛǎ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ .ŀƭȊŀŎΩǎ tŀǊƛǎ ōŜŎŀǳǎŜ ŎŀǇƛǘŀƭƛǎƳ ŎŀƳŜ ǎǳŘŘŜƴƭȅ ŀƴŘ άŎŀǳƎƘǘ ƛƴǘŀŎǘ ŀ 

variety of social worlds and groups which had not, as in the West, begun ǘƻ ƭƻǎŜ ǘƘŜƛǊ ŘƛǎǘƛƴŎǘ ŀǇŀǊǘƴŜǎǎέ 

όǉǘŘ ƛƴ CŀƴƎŜǊ нмлύΦ Lǘ ƛǎ ǘƘǊƻǳƎƘ 5ƻǎǘƻŜǾǎƪȅΩǎ ǊŜŎǊŜŀǘƛƻƴ ƻŦ ǘƘƛǎ άŘƛǎƳŀƭΣ ŦƻǳƭΣ ŀƴŘ ǎǘƛƴƪƛƴƎέ Ŏƛǘȅ ǘƘŀǘ 

readers can witness the effects of uncontrolled urban migration and poverty on this enclosed, Russian 

city (Fanger 184).  

The relentless constriction of life in St. Petersburg is underscored in both its interior and exterior 

descriptions. The opening, claustrophobic domestic arrangements of the boardinghouse in Père Goriot 

find their much intensified, darker parallels ƛƴ 5ƻǎǘƻŜǾǎƪȅΩǎ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǘƘŜ ǊƻƻƳǎ ƛƴ {ǘΦ tŜǘŜǊǎōǳǊƎΦ 

wŀǎƪƻƭƴƛƪƻǾ ƻŎŎǳǇƛŜǎ ŀ άŎƻŦŦƛƴέ ƭƛƪŜ ǊƻƻƳΣ άŀ ǘƛƴȅ ƭƛǘǘƭŜ Ŏǳōōȅ-hole of a place, no more than six paces 

long, and so low that anybody of even a little more than average height felt uncomfortable in it, fearful 

ǘƘŀǘ ŀǘ ŀƴȅ ƳƻƳŜƴǘ ƘŜ ƳƛƎƘǘ ōǳƳǇ Ƙƛǎ ƘŜŀŘ ŀƎŀƛƴǎǘ ǘƘŜ ŎŜƛƭƛƴƎέόLΣ ноύΦ ¢ƘŜ ǊƻƻƳǎ ǘƘŀǘ aŀǊƳŜƭŀŘƻǾ ŀƴŘ 

Sonya rent, the hotel where Dunya and her mother stay, the room that Svidrigaylov takes on the eve of 

his suicide, the police station: all these spaces are cramped, stuffy, angular, low-ceilinged; the staircases 

ǘƘŀǘ ƭŜŀŘ ǘƻ ŀƴŘ ŀǿŀȅ ŦǊƻƳ ǘƘŜǎŜ άƘǳǘŎƘŜǎέ ŀǊŜ ƴŀǊǊƻǿ ŀƴŘ ŘŀǊƪΣ ǊŜŜƪƛƴƎ ƻŦ ǘƘŜ Ǌŀƴƪ ƻŘƻǊǎ ƻŦ ŘƛǎƘǿŀǘŜǊ 

and stale oil. 

At this point in our study, students consult their maps of St. Petersburg to follow Raskolnikov on 

Ƙƛǎ ŎŀǊŜŦǳƭƭȅ ƳŜŀǎǳǊŜŘ ƧƻǳǊƴŜȅǎ ƻǳǘǎƛŘŜ Ƙƛǎ ǊƻƻƳΥ тол ǇŀŎŜǎ ǘƻ ǘƘŜ ǇŀǿƴōǊƻƪŜǊΩǎΤ ŀ ŦŜǿ ŦŜŜǘ ǘƻ ǘƘŜ 

Haymarket, the center of the slum he inhabits. The stifling streets he walks are as closed-in as his room, 

for they are fillŜŘ ǿƛǘƘ άǎǘǳŦŦƛƴŜǎǎΣ ǘƘŜ ƧƻǎǘƭƛƴƎ ŎǊƻǿŘǎΣ ǘƘŜ ōǊƛŎƪǎ ŀƴŘ ƳƻǊǘŀǊΣ ǎŎŀŦŦƻƭŘƛƴƎ ŀƴŘ Řǳǎǘ 

everywhere, and that peculiar summer stench so familiar to everyone who cannot get away from St. 

tŜǘŜǊǎōǳǊƎ ƛƴǘƻ ǘƘŜ ŎƻǳƴǘǊȅέ όLΣ нύ.  

Both Paris and St Petersburg experienced dramatic increases in population that accompanied 

their economic growth. Between 1801 and 1851, the number of Parisians doubled, but the Paris of the 

mid-nineteenth century, even with its congestion, poverty, and crime, is not the closed-in, hellish city 

that emerges from the pages of Crime and Punishment (Nesci 152). For Balzac, Paris remains a 

άǊƻƳŀƴǘƛŎ ǿƛƭŘŜǊƴŜǎǎΣ ǘƘŜ ǎŎŜƴŜ ƻŦ ŦŀƴǘŀǎǘƛŎ ŀŘǾŜƴǘǳǊŜǎ ŀƴŘ ƳƛǊŀŎǳƭƻǳǎ ŜƴŎƻǳƴǘŜǊǎΧŀ ŦŀƛǊȅƭŀƴŘ ƛƴ 

which dazzling riches and picturesque poverty live next door ǘƻ ŜŀŎƘ ƻǘƘŜǊέ όIŀǳǎŜǊ мрлύΦ LŦ ǘƘŜ 

characters that people Père Goriot are driven by their varied responses to their economic 
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circumstances, and even flirt with the idea of scandalous schemes and murder, they still inhabit a city 

with tantalizing alternatives, with the potential to surprise.  

The economic conditions of Raskolnikov and his even more miserable acquaintances, the 

aŀǊƳŜƭŀŘƻǾ ŦŀƳƛƭȅΣ ŎǊƛǇǇƭŜ ŀƴŘ ōƭƛƴŘ ǘƘŜǎŜ ŎƘŀǊŀŎǘŜǊǎΣ ŎƻƴŘŜƳƴƛƴƎ ǘƘŜƳ ǘƻ ŀ ǇƭŀŎŜ άƻŦ ǳǘǘŜǊƭȅ ŘŀǊƪΣ 

ŎƻƭƻǳǊƭŜǎǎ ƳƛǎŜǊȅέ όIŀǳǎŜǊ мрлύΦ Similar to the population surge in Paris, the influx of freed serfs from 

the countryside swelled the population of St. Petersburg from almost half a million in 1858 to 667,000 

ƛƴ мусф ό±ƻƭƪƻǾ ппύΦ CƻǊ 5ƻǎǘƻŜǾǎƪȅΣ {ǘΦ tŜǘŜǊǎōǳǊƎ ƛǎ άŀ ǘƻǿƴ ƻŦ ƘŀƭŦ-crazy peƻǇƭŜΣέ ŀ ǇƭŀŎŜ ǘƘŀǘ 

άŜȄŜǊŎƛǎŜώǎϐ ǎǳŎƘ ǎǘǊŀƴƎŜΣ ƘŀǊǎƘΣ ŀƴŘ ǎƻƳōŜǊ ƛƴŦƭǳŜƴŎŜǎ ƻƴ ǘƘŜ ƘǳƳŀƴ ǎǇƛǊƛǘέ ό±LΣ офпύΦ 

 New kinds of social concerns are associated with the rising level of nineteenth-century urban 

poverty and crowding. And as students accompany Raskolnikov on his walks through St. Petersburg, 

they share, in their particularly Russian incarnations, the particularly urban social problems that 

ǳƴǊŜƭŜƴǘƛƴƎƭȅ ŎƻƴŦǊƻƴǘ ƘƛƳΥ ŀƭŎƻƘƻƭƛǎƳΣ ŘƛǎŜŀǎŜΣ ǇǊƻǎǘƛǘǳǘƛƻƴΣ ŎǊƛƳŜΦ 5ƻǎǘƻŜǾǎƪȅΩǎ ǊŜŀƭƛǎƳ ƻŦŦŜǊǎ 

students a concrete approach to this teeming city and its problems. Students can consult newspaper 

accounts describing the actual street that the fictional Raskolnikov inhabits, a street of sixteen houses 

ǿƛǘƘ άŜƛƎƘǘŜŜƴ ŘǊƛƴƪƛƴƎ ŜǎǘŀōƭƛǎƘƳŜƴǘǎΣ ǎƻ ǘƘŀǘ ǘƘƻǎŜ ǿƛǎƘƛƴƎ ǘƻ enjoy merrymaking liquids and who 

come to Stolyarny Alley do not even have to look at the signs: come into any house, even any porch---

ŀƴŘ ȅƻǳΩƭƭ ŦƛƴŘ ǿƛƴŜέ όǉǘŘ ƛƴ ±ƻƭƪƻǾ ппύΦ !ƭŎƻƘƻƭƛǎƳ ŀǎ ŀƴ άƛǎƳΣέ ŀ ǎǇǊŜŀŘƛƴƎ ǎƻŎƛŀƭ ǇǊƻōƭŜƳ ǊŀǘƘŜǊ ǘƘŀƴ 

an issue of personal moral character, is a recurrent theme in both the life of St. Petersburg and 

5ƻǎǘƻŜǾǎƪȅΩǎ ƴƻǾŜƭΦ DƻǾŜǊƴƳŜƴǘ ŎƻƳƳƛǎǎƛƻƴǎ ǿŜǊŜ ŦƻǊƳŜŘ ǘƻ ǎǘǳŘȅ ǘƘŜ ǇǊƻōƭŜƳΣ ŀƴŘ ǘŀȄŜǎ ǿŜǊŜ 

imposed in an effort to control alcohol consumption. Journals, including DostoevskȅΩǎ ƻǿƴ Vremya 

(Time), frequently featured articles detailing the devastating social effects of alcohol abuse (Fanger 

мурύΦ ¢ƘŜ ŘƛǎƛƴǘŜƎǊŀǘƛƻƴ ƻŦ ǘƘŜ aŀǊƳŜƭŀŘƻǾ ŦŀƳƛƭȅ ƛǎ ŀ ŘƛǊŜŎǘ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ŦŀǘƘŜǊΩǎ ǎǳǊǊŜƴŘŜǊ ǘƻ ŘǊƛƴƪΣ ŀ 

downward spiral that seems unstoppable. 

Closely linked to the theme of alcoholism is that of prostitution. Contemporary public concern 

ǿƛǘƘ ǇǊƻǎǘƛǘǳǘƛƻƴ ƛǎ ŜǾƛŘŜƴǘ ƛƴ ƴŜǿǎǇŀǇŜǊ ŀǊǘƛŎƭŜǎ ŘŜǎŎǊƛōƛƴƎ άŦŀƭƭŜƴ ǿƻƳŜƴΣέ ŀƴŘ ƳƻǘƘŜǊǎ ǿƘƻ ǎƻƭŘ 

their own daughters into prostitution. One particular piece called on authors to see beneath the 

external signs of degradation, to probe the inner, psychological world of the prostitute (Fanger 185-86). 

In Crime and Punishment,  Sonya maintains a childish innocence that insulates her from her life as a 

prostitute. The theme of enforced registration of prostitutes as a way of controlling venereal disease, a 
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movement that is often traced to the British Contagious Disease Act of 1862, is a topic that can 

stimulate classroom discussion. It is also interesting to note that the Vauquer pension, with its Cupid 

statue, is located only a few doors from the hospital for venereal diseases.  

 Crime surfaces in tempting ways in Père Goriot, in the provocative offers of Vautrin, in the 

ƘƛǎǘƻǊȅ ƻŦ tŝǊŜ DƻǊƛƻǘΩǎ ƻǿƴ ŀŎŎǳƳǳƭŀǘƛƻƴ ƻŦ ǿŜŀƭǘƘΣ ƛƴ bǳŎƛƴƎŜƴΩǎ ǎƘŀŘȅ ōŀƴƪƛƴƎ ŀƴŘ ǊŜŀƭ ŜǎǘŀǘŜ 

ǎŎƘŜƳŜǎΣ ŀƴŘΣ ƻŦ ŎƻǳǊǎŜΣ ƛƴ .ŀƭȊŀŎΩǎ ƻŦǘ-ǉǳƻǘŜŘ όŀƴŘ ƳƛǎǉǳƻǘŜŘύ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ άǘƘŜ ǎŜŎǊŜǘ ƻŦ ŀƭƭ ƎǊŜŀǘ 

ŦƻǊǘǳƴŜǎΧƛǎ ŀƭǿŀȅǎ ǎƻƳŜ ŦƻǊƎƻǘǘŜƴ ŎǊƛƳŜέόфлύΦ Lƴ ŎƻƴǘǊŀǎǘƛƴƎ 9ǳƎŝƴŜΩǎ ƘǳƳōƭŜ ǎǳǊǊƻǳƴŘƛƴƎǎ ǿƛǘh those 

ƻŦ ǘƘŜ ŀǊƛǎǘƻŎǊŀǘƛŎ ŘƛƴƴŜǊ ƘŜ ƘŀŘ Ƨǳǎǘ ƭŜŦǘΣ .ŀƭȊŀŎ ǿƻƴŘŜǊǎ άƘƻǿ ƻƴ ŜŀǊǘƘ ǘƘŜ ǿŜŀƭǘƘ ŘƛǎǇƭŀȅŜŘ ōȅ ƳƻƴŜȅ 

changers keeps from sprouting wings and flying right out of their alms-ōƻǿƭǎΧ!ƴŘ ȅŜǘ ǿƘŜƴ ȅƻǳ 

consider how few serious crimes in fact take placeΧtǊƻǇŜǊƭȅ ŘǊŀǿƴΣ ǘƘŜ ǇŜǊǇŜǘǳŀƭ ǎǘǊǳƎƎƭŜ ōŜǘǿŜŜƴ 

impoverished students and the city of Paris would constitute one of the most dramatic canvases of our 

ŜƴǘƛǊŜ ƳƻŘŜǊƴ ŎƛǾƛƭƛȊŀǘƛƻƴΦέόфрύΦ .ǳǘ ǘƘŜ tŀǊƛǎ ƻŦ Père Goriot is not the scene of the kind of brutal 

murder that opens the story of Crime and Punishment. St. Petersburg newspapers carried stories of 

ǊƻōōŜǊƛŜǎΣ ŦƛǊŜǎΣ ƳǳǊŘŜǊǎΣ ŀƴŘ 5ƻǎǘƻŜǾǎƪȅΩǎ ƻǿƴ ƧƻǳǊƴŀƭǎ ǇǊƛƴǘŜŘ ŀ ǎŜǊƛŜǎΣ άCǊƻƳ ǘƘŜ /ǊƛƳƛƴŀƭ !ŦŦŀƛǊǎ ƻŦ 

CǊŀƴŎŜΣέ ǿƘƛŎƘ ŘŜǎŎǊƛōŜŘ ŎǊƛƳŜǎ ǘƘŀǘΣ ŀŎŎƻǊŘƛƴƎ ǘƻ 5ƻǎǘƻŜǾǎƪȅΣ άƛƭƭǳƳƛƴŀǘŜ ǎǳŎƘ ŘŀǊƪ ǎƛŘŜǎ ƻŦ ǘƘŜ 

ƘǳƳŀƴ ǎƻǳƭέ όCŀƴƎŜǊ мусύΦ  

!ƴŘ ǘƘǊƻǳƎƘ ǘƘŜ ǇƻǊǘǊŀȅŀƭ ƻŦ wŀǎƪƻƭƴƛƪƻǾΩǎ ŜŦŦƻǊǘǎ ǘƻ ƧǳǎǘƛŦȅ Ƙƛǎ ŎǊƛƳŜ ōȅ ƎƛǾƛƴƎ ƛǘ ŀƴ ƛŘŜƻƭƻƎƛŎŀƭ 

ǳƴŘŜǊǇƛƴƴƛƴƎΣ ƭƛƴƪƛƴƎ ƛǘ ǘƻ ƻƴŜ ƻŦ ǘƘŜ Ƴŀƴȅ ƴŜǿ άƛǎƳǎέ ǘƘŀǘ ŎƘŀǊŀŎǘŜǊƛȊŜ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ century, 

5ƻǎǘƻŜǾǎƪȅ ƛƴǘǊƻŘǳŎŜǎ ǘƘŜ ǘƘŜƳŜ ƻŦ ǘƘŜ άƴŜǿ Ƴŀƴέ ŎƻƳƳƻƴ ǘƻ муслǎ wǳǎǎƛŀΦ ¢ƘŜ ƴƛƘƛƭƛǎƳ ǘƘŀǘ 

Raskolnikov sometimes preaches, the concept of a division of humanity into the few extraordinary men 

and the masses of ordinary men, reflects popular ideoloƎȅΦ wŀǎƪƻƭƴƛƪƻǾΩǎ ŘŜŎƭŀǊŀǘƛƻƴ ǘƘŀǘ ǘƘŜ ƪƛƭƭƛƴƎ ƻŦ 

ƻƴŜ άƭƻǳǎŜέ ƛǎ ƧǳǎǘƛŦƛŜŘ ƛŦ ƛǘ ōŜƴŜŦƛǘǎ ǘƘŜ Ƴŀƴȅ ǿƘƻ ǎǳŦŦŜǊ ƴŜŀǘƭȅ ǊŜŎŀƭƭǎ ǘƘŜ ŎƻƴǾŜǊǎŀǘƛƻƴ ōŜǘǿŜŜƴ 

Rastignac and Bianchon about the hypothetical murder of one distant Mandarin, missed by no one, but 

whose ŘŜŀǘƘ ŀƭƭŜǾƛŀǘŜǎ ƻǘƘŜǊǎΩ ǎǳŦŦŜǊƛƴƎΦ ¢ƘǊƻǳƎƘ ǘƘŜǎŜ ƴƻǾŜƭǎΣ ǎǘǳŘŜƴǘǎ Ŏŀƴ ŎƘŀǊǘ ǘƘŜ ǎƘƛŦǘƛƴƎ 

ideological trends of the times, linking them to the urban social conditions in which they flourished. 

Money, whether gained through business ventures, loans, gambling, theft, or, in the more 

traditional mode, inheritance, assumes a powerful, prominent role in the cities of Père Goriot and Crime 

and Punishment. In the opening scenes of Père Goriot, each boarder is identified by the rent he pays for 

his room. For Eugène, money borrowed from his poor relatives, money won through gambling, money 
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gained through pawning his possessions, supplies the necessities that fund his social ascension. But 

9ǳƎŝƴŜΩǎ ƴŜŜŘ ŦƻǊ ƳƻƴŜȅΣ Ƨǳǎǘ ƭƛƪŜ 5ŜƭǇƘƛƴŜΩǎ ƻǊ !ƴŀǎǘŀǎƛŜΩǎΣ ƛǎ ǇŀǊǘ ƻŦ ǘƘŜ ǎƻcial requirements of the 

tŀǊƛǎƛŀƴ ǿƻǊƭŘΦ aƻƴŜȅ ŜȄǇƭŀƛƴǎ ōƻǘƘ 9ǳƎŝƴŜΩǎ ǊƛǎŜ ŀƴŘ tŝǊŜ DƻǊƛƻǘΩǎ ŘŜǎŎŜƴǘ ƛƴ ǘƘŜ ǎƻŎƛŀƭ ƘƛŜǊŀǊŎƘȅΦ !ƴŘ 

in a parallel, criminal world, Vautrin safeguards and distributes the money that keeps the families of 

prisoners from starving.  

In Crime and Punishment, money is a factor in almost every aspect of the plot. Stories of 

collapsing currencies and failing businesses filled the newspapers of 1860s Russia, a country new to 

capitalism. In the Communist Manifesto, Marx and Engels descriōŜ ŀ ǎƻŎƛŜǘȅ ǿƘŜǊŜ άŀƭƭ ŦƛȄŜŘΣ Ŧŀǎǘ-frozen 

relationships, with their train of venerable ideas and opinions, are swept away, all new-formed ones 

ōŜŎƻƳŜ ƻōǎƻƭŜǘŜ ōŜŦƻǊŜ ǘƘŜȅ Ŏŀƴ ƻǎǎƛŦȅΦ !ƭƭ ǘƘŀǘ ƛǎ ǎƻƭƛŘ ƳŜƭǘǎ ƛƴǘƻ ŀƛǊΣ ŀƭƭ ǘƘŀǘ ƛǎ Ƙƻƭȅ ƛǎ ǇǊƻŦŀƴŜŘέ όǉǘŘ 

in Moretti 145). Poverty permeates every aspect of St. Petersburg life: the streets are filled with 

beggars, with abandoned children performing for rubles, with organ-grinders, with bizarrely-dressed 

women, with drunks. Poverty accelerates the downward spin of the Marmeladov family, drives Sonya to 

ǇǊƻǎǘƛǘǳǘƛƻƴΣ ŘŜǘŜǊƳƛƴŜǎ 5ǳƴȅŀΩǎ ƳŀǊǊƛŀƎŜ ŎƘƻƛŎŜΣ ŜȄǇƭŀƛƴǎ ōƻǘƘ {ǾƛŘǊƛƎŀȅƭƻǾΩǎ ƳŀǊǊƛŀƎŜ ŀƴŘ Ƙƛǎ Ŝŀǎȅ 

access to young girls. Like Eugène de Rastignac, Raskolnikov comes to the city to study. He struggles for 

money for tuition, for food, for rent, and even views murder in economic terms. The pawnbroker that 

Ǉƭŀȅǎ ŀ ǇƛǾƻǘŀƭ ǊƻƭŜ ƛƴ ǘǊŀƴǎŦƻǊƳƛƴƎ DƻǊƛƻǘΩǎ ǊŜƳŀƛƴƛƴƎ ǇƻǎǎŜǎǎƛƻƴǎ ƛƴǘƻ ǘƘŜ ŜȄǘǊŀƻǊŘƛƴŀǊȅ ǎǳƳǎ 

ƴŜŎŜǎǎŀǊȅ ǘƻ Ƴŀƛƴǘŀƛƴ Ƙƛǎ ŘŀǳƎƘǘŜǊǎΩ ǎƻŎƛŀƭ ŀƳōƛǘƛƻƴǎ ŀǎǎǳƳŜǎ ŀƴ ŜǾŜn more parasitic, predatory 

incarnation in Crime and Punishment. In the somber streets of St. Petersburg, the pawnbroker lives off 

the miseries of the truly miserable. And in the nihilistic philosophy that so tempts Raskalnikov, the 

ƳǳǊŘŜǊ ƻŦ ǘƘƛǎ άƭƻǳǎŜέ can be justified by his fantasy of redistributing her hoarded money to the poor.  

The concrete details of sums expended, wasted, offered, acquired in both Père Goriot and Crime 

and Punishment, invite a discussion of the economics of urban life. Anchored in the precise financial 

accounts that Balzac and Dostoevsky present, the daily routines of nineteenth-century Parisians and 

Petersburgians become more accessible to twenty-first century readers. We know exactly how much 

money Eugène receives from his provinŎƛŀƭ ǊŜƭŀǘƛǾŜǎΣ Ƙƻǿ ƳǳŎƘ tŝǊŜ DƻǊƛƻǘ ǎǇŜƴŘǎ ǘƻ ŦǳǊƴƛǎƘ 9ǳƎŝƴŜΩǎ 

ƴŜǿ ŀǇŀǊǘƳŜƴǘΣ Ƙƻǿ ƳǳŎƘ ǘƘŜ ǇŀǳǇŜǊΩǎ ŦǳƴŜǊŀƭ ŦƻǊ tŝǊŜ DƻǊƛƻǘ ŎƻǎǘǎΣ Ƙƻǿ ƳǳŎƘ YŀǘŜǊƛƴŀ LǾŀƴƻǾƴŀ 

spends on the funeral dinner, how much Raskolnikov gives or throws away, how much Svidrigaylov 
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gives to the parents of young girls. The financial transactions that saturate these novels attest to the 

subtle and not-so-subtle connections between money and social change in these urban societies. 

Money is also responsible for the dissolution of family ties, a disintegration that alters the very 

ŦŀōǊƛŎ ƻŦ ǎƻŎƛŜǘȅΦ Lƴ ǘƘŜ tŀǊƛǎ ƻŦ мумфΣ tŝǊŜ DƻǊƛƻǘΩǎ ŘŀǳƎƘǘŜǊǎ ŀōŀƴŘƻƴ ǘƘŜƛǊ ǎŜƭŦ-sacrificing father when 

his money is gone. Eugène de Rastignac, living in a boardinghouse among strangers, only calls upon his 

family for money or for help in obtaining his entry into the social world. In the 1866 St. Petersburg of 

5ƻǎǘƻŜǾǎƪȅΣ ǘƘŜ ŦŀƳƛƭȅ ŀǎ ŀƴ Ŝƴǘƛǘȅ Ƙŀǎ ŜŦŦŜŎǘƛǾŜƭȅ ŘƛǎŀǇǇŜŀǊŜŘΦ wŀǎƪƻƭƴƛƪƻǾΩǎ ǎƻƭƛǘǳŘŜ ƛƴ ǘƘŜ Ǌǳƴ-down 

pension he inhabits is underscored by the absence ƻŦ ŀƴȅ ƳŜƴǘƛƻƴ ƻŦ Ƙƛǎ ŦŜƭƭƻǿ ōƻŀǊŘŜǊǎΦ wŀǎƪƻƭƴƛƪƻǾΩǎ 

mother and sister would sacrifice their lives to advance his, but their sacrifice is a burden he cannot 

bear. Svidrigaylov is bound to his wife through her payment of his gambling debts, and he uses the 

money she leaves him to buy his very young next fiancé. 

The portrait of the Marmeladov family, who occupy a room that is actually a passage connecting 

other rooms, who nostalgically recall less brutal, provincial times outside the city, only serves to 

highlight the disarray and desperation of their present, urban existence. As Marmeladov famously 

ǇǊƻƴƻǳƴŎŜǎΥ άtƻǾŜǊǘȅ ƛǎ ƴƻ ŎǊƛƳŜΧ.ǳǘ ōŜƎƎŀǊȅΧōŜƎƎŀǊȅ ƛǎ ŀ ǾƛŎŜέ όLΣ фύΦ wŀǎƪƻƭƴƛƪƻǾ ǿŀƴŘŜǊǎ ǘƘŜ 

streets of St. Petersburg and is himself mistaken for a beggar; MarƳŜƭŀŘƻǾΩǎ ǿƛŘƻǿΣ ŀŎŎƻƳǇŀƴƛŜŘ ōȅ 

her three young children, finds her final, most devastating humiliation as a beggar. Indeed, the 

ƛƳǇƻǾŜǊƛǎƘŜŘΣ ŘŜǎǇŜǊŀǘŜ ǇƻǇǳƭŀǘƛƻƴ ƻŦ 5ƻǎǘƻŜǾǎƪȅΩǎ {ǘΦ tŜǘŜǊǎōǳǊƎΣ ǘƘŜ άƳƻǳǊƴŦǳƭƭȅ ǊŜǇŜƭƭŜƴǘ ǇƛŎǘǳǊŜέ 

they compose, represents an indistinguishable confusion of beggars, prostitutes, drunks, lechers, a 

ŎǊƻǿŘ ŀƳƻƴƎ ǿƘƻƳ ŜǾŜƴ άǘƘŜ ƻŘŘŜǎǘΧŎƻǳƭŘ ƘŀǊŘƭȅ ŀǊƻǳǎŜ ŀƴȅ ǎǳǊǇǊƛǎŜέ όLΣ нύΦ !ƴŘ ŀƳƻƴƎ ǘƘŜǎŜ 

oppressive crowds, the unwelcome presence of foreignersτGermans, Jews, Finnsτintroduces a further 

texturing of this urban portrait, another perspective on the complex, composite urban society that St. 

Petersburg is becoming. 

In nineteenth-century Europe, new urban conditions give rise to a new literature, one that 

details with precision the forces shaping the shifting of social hierarchies, the rise of new social groups, 

the daily lives of a population adjusting to the vicissitudes of the emerging bourgeois society of post-

Napoleonic Europe. In their parallels and in their peculiarities, BalzacΩǎ Père Goriot ŀƴŘ 5ƻǎǘƻŜǾǎƪȅΩǎ 

Crime and Punishment, written 31 years and thousands of miles apart, offer their readers a detailed 

experience of the nineteenth-century city. This experience can be easily enhanced by the use of 
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supplementary materials that enrich the understanding both of the literature and of the cities whose 

stories they tell. Primary sourcesτmaps, contemporary art, fashion, decorative arts, newspaper and 

journal accountsτoffer students multiple perspectives on the changing urban landscape. Discussions of 

philosophical currents (Hegel, Schiller, Nietzsche, Marx, social Darwinism), political trends, legal 

initiatives (registration of prostitutes, divorce law, marriage contracts, debt) provide additional insight 

into the intellectual temper of the times. Old social problemsτcrime, alcoholism, prostitution, 

diseaseτnewly compounded by growing concentrations of population in fixed areas, continue to 

resonate in the present.  

.ŀƭȊŀŎΩǎ ŦƻǊƳǳƭŀ ǘƘŀǘ ōŜƘƛƴŘ ŜǾŜǊȅ ŦƻǊǘǳƴŜ ƭƛŜǎ ŀ ŎǊƛƳŜ ǇǊƻǾƛŘŜǎ ǘƘŜ ƭink between the fantasies 

of romance and the social realities of the novel, between literary imagination and the depiction of the 

world as we actually find it. On the tour that has taken us from the broad boulevards of the wealthy in 

.ŀƭȊŀŎΩǎ tŀǊƛǎ ǘƻ ǘƘŜ tortuous, vice-ǊƛŘŘŜƴ ŀƭƭŜȅǎ ƻŦ 5ƻǎǘƻŜǾǎƪȅΩǎ {ǘΦ tŜǘŜǊǎōǳǊƎΣ ǎǘǳŘŜƴǘǎ ƘŀǾŜ ǎŜŜƴ ǘƘŜ 

city from many different angles, both physically and socially, coming away with a concrete image of the 

subtle and complex ways that inhabitants of the urban world connect to one another, an image that 

perhaps only the novel can provide. 
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²ƘƛǘŜ ¢ƘƛƎƘǎΥ ! vǳŜǎǘƛƻƴ ƻŦ CŀǘŜ ŀƴŘ {ŜȄǳŀƭ tƻƭƛǘƛŎǎ ƛƴ ¢ŀȅŜō {ŀƭƛƘΩǎ Season of Migration to the North 

Sheila Sandapen, Immaculata College  

 

In January 1914 the French aviator Marc Pourpe successfully completed the first flight from 

Cairo to Khartoum. Waiting for him on his desert landing was the Governor General of the Sudan, Sir 

Reginald Wingate, and several government officials. Wingate greeted Marc Pourpe enthusiastically with 

these words:  

   Monsieur, I am as excited and worked up as on the day of the battle of Omdurman  

   (1898)1. Permit me to congratulate you in the name of everyone here and to thank you  

   for coming such a distance. I have conquered the Sudan step by step, in the desert you  

   have just easily crossed. I do not hide from you the emotions which fill me, which fills us  

   all to see today the final word in civilization: a French plane. (Lufbery 17). 

The British governor had good cause to feeƭ ǎǳǇŜǊƛƻǊΦ Lƴ мфмп ²ŜǎǘŜǊƴ ǇƻǿŜǊǎ ŎƭŀƛƳŜŘ άур ǇŜǊŎŜƴǘ ƻŦ 

ǘƘŜ ŜŀǊǘƘ ŀǎ ŎƻƭƻƴƛŜǎΣ ǇǊƻǘŜŎǘƻǊŀǘŜǎΣ ŘŜǇŜƴŘŜƴŎƛŜǎΣ ŘƻƳƛƴƛƻƴǎ ŀƴŘ ŎƻƳƳƻƴǿŜŀƭǘƘǎέ ό{ŀƛŘ уύ, and this 

latest show of skilled technology was only a reaffirmation of the superiority of the West over the rest of 

the world.  

Lƴ ƘŜǊ Ŝǎǎŀȅ ά/ŀƭƛōŀƴ ǘƘŜ 9ȄŎƭǳŘŜŘέ aŀǊƎŀǊŜǘ tŀǳƭ WƻǎŜǇƘ ŀŦŦƛǊƳǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘŜŎƘƴƻƭƻƎȅ 

ŀǎ ǘƘŜ ŜƴŦƻǊŎŜǊ ƻŦ ǘƘŜ ²ŜǎǘΩǎ ǇƻǿŜǊΦ {ƘŜ ŎƛǘŜǎ sociologist O. Mannoni, who presupposes that a 

relationship of interdependency exists between the colonizer and the colonized, which fulfills the 

unconscious desires of both (qtd. in Joseph 6). Mannoni theorizes that in literature this dual relationship 

as portrayed between a Caliban and Prospero and a Robinson Crusoe and Man Friday is really a 

portrayal of human beings, whose true natures are ŎƻƳǇƭŜȄ ŜƴƻǳƎƘ ǘƻ Ŏƻƴǘŀƛƴ ōƻǘƘ άƳƻƴǎǘŜǊέ ŀƴŘ 

άƎǊŀŎƛƻǳǎ ōŜƛƴƎέ όсύΦ CǊŀƴǘȊ Cŀƴƻƴ ŀƴŘ !ƛƳŞ /ŞǎŀƛǊŜΣ ǊŜǇƻǊǘǎ WƻǎŜǇƘΣ ǊŜƧŜŎǘ ǘƘƛǎ ƴƻǘƛƻƴ ƻŦ 

interdependency. Indeed Fanon critiques Mannoni for not recognizing that Prospero and Caliban do not 

need ŜŀŎƘ ƻǘƘŜǊΣ ōǳǘ ǘƘŀǘ ǘƘŜ ƭŀǘǘŜǊΩǎ ǎǘŀǘŜ ƻŦ ŘŜǇŜƴŘŜƴŎȅ όŀƴŘ ǊŜǎǳƭǘƛƴƎ ƛƴŦŜǊƛƻǊƛǘȅύ ǿŀǎ ŀŎǘǳŀƭƭȅ 

created by the former when he used his technological superiority for exploitation (Joseph 7). Joseph 

                                                 
1
 In 1898 Sirdar Horatio Kitchener, governor of The British Red Sea territories (1886) and commander in chief of the Egyptian 

army (1892) crushed the separatist Sudanese forces of al-Mahdi in the Battle of Omdurman (1898) and then occupied the 
nearby city of Khartoum. For his efforts he was made Lord Kitchener.  
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ǿǊƛǘŜǎΣ άCŀƴƻƴ ǊŜŎƻƎƴƛȊŜŘ ǘhe fact that alienation is central to any analysis of colonialism.έ {ƘŜ 

continues:  

Marx concerned himself with the workers of the world: labor and its economic 

powerlessness. Fanon champions the wretched of the world: the colonized and their 

psychic disintegration. Robert Smith elaborates on this: ά¢ƘŜ ŎƻƭƻƴƛȊŜŘ ǇŜǊǎƻƴŀƭƛǘȅ ƛǎ 

alienated not only from his color and traditional community but, most importantly, 

through the dynamics of colonialism/racism, he is alienated from his very being as a 

Black personΦέ (Joseph 7) 

¢Ƙƛǎ ǇǎȅŎƘƛŎ ŀƭƛŜƴŀǘƛƻƴ ƛǎ ǿƘŀǘ ŀƛƭǎ aǳǎǘŀŦŀ {ŀΩŜŜŘ, ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘ ƻŦ ¢ŀȅŜō {ŀƭƛƘΩǎ A Season of 

Migration to the North. After Hosna, his widow, takes her destiny in her own hands and kills Wad 

Rayyes and subsequently herself, she is widely condemned for her actions by the village on the bend in 

the Nile. Only two people understand her actions: Wad RŀȅȅŜǎΩ ŜƭŘŜǎǘ ǿƛŦŜΣ aŀōǊƻǳƪŀτa  fellow 

victimτand 9ŦŦŜƴŘƛΣ ǘƘŜ ƴŀǊǊŀǘƻǊ  ŀƴŘ άƻǳǘǎƛŘŜǊέ ƻŦ ǘƘŜ ǎǘƻǊȅΦ IƻǎƴŀΩǎ ŜǇƛǘŀǇƘ ōŜŎƻƳŜǎ: ά{ƘŜ ŀŎŎŜǇted 

the strangerτwhy ŘƛŘƴΩǘ ǎƘŜ ŀŎŎŜǇǘ ²ŀŘ wŀȅȅŜǎΚέ ό{ŀƭƛƘ мнфύΦ  

 Lǘ ƛǎ ǘƘŜ άǎǘǊŀƴƎŜǊΩǎέ ŀŎŎŜǇǘŀƴŎŜ ƻǊ ƴƻƴ-acceptance that is at the heart of Season of Migration to 

the NorthΦ ¢ƘŜ ǎǘǊŀƴƎŜǊ ƛǎ aǳǎǘŀŦŀ {ŀΩŜŜŘΣ ŀ ƴŀǘƛǾŜ ƻŦ YƘŀǊǘƻǳƳ1, a prized student of English and an 

economist who tries to make his home first in England and then in the small village on the bend of the 

Nile. Mustafa confides to Effendi that his father had died before he was born, and he had no relations 

through his father and mother. This he admits gavŜ ƘƛƳ ŀǎ ŀ ŎƘƛƭŘ άŀ ǿŀǊƳ ŦŜŜƭƛƴƎ ƻŦ ōŜƛƴƎ ŦǊŜŜΣ ǘƘŀǘ 

there were was not a human being, by father or mother, to tie me down as a tent peg to a particular 

ǎǇƻǘΣ ŀ ǇŀǊǘƛŎǳƭŀǊ ŘƻƳŀƛƴέ ό{ŀƭƛƘ мфύΦ ¢Ƙƛǎ ŦǊŜŜŘƻƳ ƻŦ ŎƻƴƴŜŎǘƛƻƴ ǘƻ Ƙƛǎ ƭŀƴŘΣ ŎǳƭǘǳǊŜ, and people lead 

Mustafa down some strange paths. As a young boy he makes the choice to attend English school and 

ǎǳǊǇŀǎǎŜǎ ŜǾŜǊȅƻƴŜΩǎ ŜȄǇŜŎǘŀǘƛƻƴǎΦ IŜ ƛǎ ǎŜƴǘ ǘƻ 9ƴƎland on a scholarship, destined to be the perfect 

ά.ƭŀŎƪ 9ƴƎƭƛǎƘέ ƎŜƴǘƭŜƳŀƴΦ ¢ƘŜ .ƭŀŎƪ 9ƴƎƭƛǎƘ ƎŜƴǘƭŜƳŀƴ ƛǎ ǘƘŜ ŜƴŘ ǇǊƻŘǳŎǘ ƻŦ 9ƴƎƭŀƴŘΩǎ ƛŘŜƻƭƻƎȅ ƻŦ 

ŀƭƭƻǿƛƴƎ ƛƴŘƛǊŜŎǘ ǊǳƭŜΥ ƭŜǘǘƛƴƎ ǘƘŜ άƴŀǘƛǾŜǎέ ǊǳƭŜ ōǳǘ ŜƴǎǳǊƛƴƎ ǘƘŀǘ .ǊƛǘƛǎƘ interests are served. As 

outlined by Lord Macaulay the intent was, through education, to have a 

                                                 
1
 Mustafa was born in Khartoum, which was founded in 1821 as an outpost for the Egyptian army but grew as a regional 
ŎŜƴǘŜǊ ŦƻǊ ǘǊŀŘŜΣ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ǎƭŀǾŜ ǘǊŀŘŜΦ Lƴ мууп aŀƘŘƛ aǳƘŀƳƳŀŘ !ƘƳŀŘΩǎ ǘǊƻƻǇǎ ƭŀƛŘ ǎƛŜƎŜ ǘƻ .ǊƛǘƛǎƘ ƻŎŎǳǇƛŜŘ 
Khartoum and British General Charles George Gordon was killed. The city fell to the Mahdists on January 26, 1885. After 
1898 the British recaptured the city. 
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  class of person, Indian [or black] in blood and colour, but English in tastes, in opinions, in 

  morals, and in intellect. To that class we may leave it to refine the vernacular dialects of  

  the country, to enrich those dialects with terms of science borrowed from the Western  

  nomenclature, and to render them by degrees fit vehicles for conveying knowledge to  

  the great mass of the population. (qtd. in Spivak 61) 

Mustafa learns his part well and becomes an economist with a doctorate, but he fails to earn the 

full acceptance of his colleagues as an intellectual equal. He remains the token exotic stranger to his 

English counterparts, regardless of his learning and English accent: his skin is too dark. Many years later, 

one Englishman later recalls of Mustafa: 

 He built quite a legend of sort round himselfτthe handsome black man courted in  

  Bohemian circles. It seems he was a showpiece exhibited by members of the aristocracy  

  who in the twenties and early thirties were affecting liberalism. It is said he was friend of 

  Lord-this and Lord-that. He was also one of the darlings of the English left. That was bad  

  luck for him, because it is said he was intelligent. (Salih 58) 

According to the colonizers Mustafa could never be considered a true equal of the Englishman despite 

his accomplishments.  

Mustafa plays the game, but he understands that he is and always be lacking because he cannot 

earn full acceptance on his own merits. A priest tells Mustafa when he is a young boy traveling solo to 

Cairo: ά!ƭƭ ƻŦ ǳǎΣ Ƴȅ ǎƻƴΣ ŀǊŜ ƛƴ ǘƘŜ ƭŀǎǘ ǊŜǎƻǊǘ ǘǊaveling aloneΦέ ¢his universal, inclusive statement is 

then followed up immediately with, ά¸ƻǳ ǎǇŜŀƪ 9ƴƎƭƛǎƘ ǿƛǘƘ ŀǎǘƻƴƛǎƘƛƴƎ ŦƭǳŜƴŎȅέ ό{ŀƭƛƘ нуύΦ ¢ƘŜ 

stranger will always remain an object of astonishment. 

Mustafa is an interesting oddity but not an equal to his professors and peers, and for the women 

ƘŜ ƛǎ ǘƘŜ ŘŀǊƪ ŜȄƻǘƛŎ άǳƴƪƴƻǿƴΦέ IŜ ōŜŎƻƳŜǎ ƛƴŦŜŎǘŜŘ ǿƛǘƘ ǘƘŜ άǿƘƛǘŜ ƳŀƴΩǎέ ŘƛǎŜŀǎŜΣ ŀ άŎƻƴǘŀƎƛƻƴ 

ǘƘŀǘ ƻƻȊŜǎ ŦǊƻƳ ǘƘŜ ōƻŘȅ ƻŦ ǘƘŜ ǳƴƛǾŜǊǎŜέ όмлпύ ǘƘŀǘ ǊŜŘǳŎŜǎ ƘƛƳ ǘƻ ŀ ǘƘƛƴƎΣ ŎǳǘǘƛƴƎ ƘƛƳ ƻŦŦ ŦǊƻƳ Ƙƛǎ 

blackness, fracturing his own psyche and cementing his alienation. In turn he takes his self-loathing and 

sense of raging displacement out on Ann Hammond, Isabella Seymour, and Sheila Greenwood. These 

ǿƻƳŜƴΣ ǎǳŎŎǳƳōƛƴƎ ǘƻ ǿƘŀǘ .ŀǊōŀǊŀ IŀǊƭƻǿ ǘŜǊƳǎ ǘƘŜ άǎŜƴǘƛƳŜƴǘŀƭƛǎƳ ƻŦ ƻǊƛŜƴǘŀƭƛǎƳέ ōŜƭƛŜǾŜ ƛƴ Ƙƛǎ 

otherness and his difference and want him not as a man but as a black ƳŀƴΦ wŜŎŀƭƭǎ aǳǎǘŀŦŀΣ ά9ŀŎƘ ǘƛƳŜ 

ǎƘŜ ώƘƛǎ ƭƻǾŜǊ {ƘŜƛƭŀ DǊŜŜƴǿƻƻŘϐ ǿƻǳƭŘ ƎŀȊŜ ŀǘ ƳŜ ŀǎ ǘƘƻǳƎƘ ŘƛǎŎƻǾŜǊƛƴƎ ǎƻƳŜǘƘƛƴƎ ƴŜǿΦέ {ƘŜƛƭŀ 
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DǊŜŜƴǿƻƻŘ ǘŜƭƭǎ ƘƛƳΣ ά¸ƻǳǊ ǘƻƴƎǳŜΩs as crimson as a tropic sunset,έ ŀƴŘ ŜȄŎƭŀƛƳǎέΨIƻǿ ƳŀǊǾŜƭƭƻǳǎ ȅƻǳǊ 

ōƭŀŎƪ ŎƻƭƻǳǊ ƛǎΗΧǘƘŜ ŎƻƭƻǊ ƻŦ ƳŀƎƛŎ ŀƴŘ ƳȅǎǘŜǊȅ ŀƴŘ ƻōǎŎŜƴƛǘƛŜǎΦέ {ƘŜƛƭŀ DǊŜŜƴǿƻƻŘ ŎƻƴǎƛŘŜǊǎ ƘŜǊ ƛƭƭƛŎƛǘ 

encounters with a black man somehow obscene and it titillates herτάaȅ mother would go mad and my 

father would kill meΣέ she tells Mustafa (Salih 139). When Isabella Seymour first meets Mustafa, she 

agrees to go out with him aƴŘ ǎŀȅǎΣ ά¸Ŝǎ ǿƘȅ ƴƻǘΚ Φ Φ Φ ¢ƘŜǊŜΩǎ ƴƻǘƘƛƴƎ ǘƻ ǘŜƭƭ ŦǊƻƳ ȅƻǳǊ ŦŀŎŜ ȅƻǳΩǊŜ ŀ 

Ŏŀƴƴƛōŀƭέ όплύ ŀƴŘ then breaks her marriage vows for Mustafa. Ann Hammond wears an Arab robe and 

head dress in the bedroom, styling ƘŜǊǎŜƭŦ aǳǎǘŀŦŀΩǎ ǎƭŀǾŜ ƎƛǊƭ {ŀǳǎŀƴΦ wŜŎƻǳƴǘǎ aǳǎǘŀŦŀ, she (Ann) 

άȅŜŀǊƴŜŘ ŦƻǊ ǘǊƻǇƛŎŀƭ ŎƭƛƳŜǎΦ Φ Φ ΣώŀƴŘϐ I was a symbol of all these hankerings of herǎέ ό{ŀƭƛƘ мпнύΦ 

With his inexhaustible store of hackneyed phrases, Mustafa constructs lies for the women and 

likens himself to Othello, άǘƘŜ ƴƻōƭŜ ōƭŀŎƪ Ƴŀƴέ ǿƘŜƴ ƛǘ ǎǳƛǘǎ Ƙƛǎ ǇǳǊǇƻǎŜΦ Ie tells outrageous stories of 

his homeland and is as exotic as the women want him to be. Mustafa lies to these women so he can 

take them back to his bedroom, άŀ ƎǊŀǾŜyard that looked on to a gardenέό{alih 30). In this graveyard lie 

the remains of Mustafa, the black African slain by the savagery of colonialism. Colonizing the women 

helps him recover what has been lost to him όά¸Ŝǎ ǘƘƛǎ ǿŀǎ Ƴȅ ǇǊŜȅΣέ ǎŀȅǎ aǳǎǘŀŦŀ ƻƴ ƳŜŜǘƛƴƎ ŀ ƴŜǿ 

conquest [Salih 36]). The women, however, are complicit in their seduction. They are not raped and are 

only mislead because they desperately want to participate in the roles he has ascribed to them, and in 

the case of Ann Hammond to assume the role of a slave girl (Salih 142), roles that give them satisfaction 

by defying their parents and convention in a bid to seek pleasure for pleasǳǊŜΩǎ ǎŀƪŜΦ  

 This is not a blame-the-victim mentality. Mustafa may project himself as the noble moor Othello 

to get these women; however, he is ultimately more Caliban than Othello, and the women who fall for 

his lies are Mirandas who entrap him in the stereotype of the highly sexed black male. James W. 

/ƻƭŜƳŀƴ ǿǊƛǘŜǎΣ ά¢ƘŜ ƭŀƴƎǳŀƎŜ ǘƘŀǘ aƛǊŀƴŘŀ ƎƛǾŜǎ /ŀƭƛōŀƴ ŦƻǊŎŜǎ Ƙƛǎ ŘŜŦƛƴƛǘƛƻƴ ƛƴ ƘŜǊ ǘŜǊƳǎ ŀƴŘ ƛƴ 

PrƻǎǇŜǊƻΩǎΥ /ŀƭƛōŀƴκŎŀƴƴƛōŀƭτthe ǎŀǾŀƎŜ ōǊǳǘŜ ǿƘƻǎŜ ΨǇǳǊǇƻǎŜΩ is enslavement. Caliban tries to use 

the language for his own beƴŜŦƛǘ ōǳǘ ƘŜ Ŏŀƴƴƻǘέ ό2). Mustafa lies, but he cannot break free because he 

has named his preyτSheila Greenwood, Ann Hammond, Isabella Seymourτand and in so doing he has 

made them whole and given them the power of language and identity, something no colonizer who 

strives to conquer the meek, submissive and exotic women of the dark continents ever does.1 Mustafa 

                                                 
1
 ¢ƻƻ ƻŦǘŜƴ ƛƴ ά²ŜǎǘŜǊƴέ ƭƛǘŜǊŀǘǳǊŜ ǘƘŜ ōƭŀŎƪ ǿƻƳŀƴ ƛǎ ǇƻǊǘǊŀȅŜŘ ŀǎ ŜȄƻǘƛŎΣ ƴŀƳŜƭŜǎǎ ŀƴŘ ƻŦǘŜƴ ǿƛǘƘƻǳǘ ǿƻǊŘǎΦ Lƴ Heart of Darkness, 

YǳǊǘȊΩǎ ƳƛǎǘǊŜǎǎ ƛǎ ŘŜǎŎǊƛōŜŘ ǘƘǳǎΥ άhƴƭȅ ǘƘŜ ōŀǊōŀǊƻǳǎ ŀƴŘ ǎǳǇŜǊō ǿƻƳŀƴ ŘƛŘ ƴƻǘ ǎƻ ƳǳŎƘ ŀǎ ŦƭƛƴŎƘ ŀƴŘ ǎǘǊŜǘŎƘŜŘ ǘǊŀƎƛŎŀƭƭȅ ƘŜǊ ōŀǊŜ arms 
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tries to colonize them and hopes to infect them but finds that they are already carriers of the white 

ƳŀƴΩǎ ŘƛǎŜŀǎŜτthey have an innate sense of self and superiority and arrogance toward him. Effectively 

his Mirandas have chained him, reclaimed him, and reaffirmed his alienation from black or white 

culture. As a result Mustafa loses all pity for his prey and himself. He understands the foulness of his 

ŀŎǘƛƻƴǎ ŀƴŘ Ƙƛǎ ǎŜŘǳŎǘƛƻƴ ƻŦ LǎŀōŜƭƭŀ {ŜȅƳƻǳǊ ŎŀǳǎŜ Ƙƛǎ άŎƻƴǎŎƛƻǳǎƴŜǎǎ ǘƻ ώǘŜƭƭ ƘƛƳ ǘƻϐ ŘŜǎƛǎǘΣέ ōǳǘ ƘŜ 

ƧǳǎǘƛŦƛŜǎ ƛǘ ŦƻǊ ǘƘŜ ǇƭŜŀǎǳǊŜ ƻŦ ǘƘŜ ƳƻƳŜƴǘ όά.ǳǘ ǘƘŜ ǎǳƳƳƛǘ ǿŀǎ ƻƴƭȅ ŀ ǎǘŜǇ ŀǿŀȅ ŀŦǘŜǊ ǿƘƛŎƘ L ǿould 

recover my breath and restέ). aǳǎǘŀŦŀ ŘƻŜǎƴΩǘ ƭƛŜ to himself, however. He continues: άAt the climax of 

our pain there passed through my head clouds of old, far-off memories, like a vapour rising up from a 

salt lake in the middle of the desert. She burst into agonized, consuming tears, while I gave myself up to 

a feverishly tense sleepέό{ŀƭƛƘ ппύΦ aǳǎǘŀŦŀ ǎŜŜƪǎ a moment of connection, no matter how ephemeral 

όάŦŀǊ-ƻŦŦ ƳŜƳƻǊƛŜǎέύ ǘƻ Ƙƛǎ ǿƻǊƭŘ ŀƴŘ ƘŜ ƛǎ ǿƛƭƭƛƴƎ ǘƻ ŎƻǳǊǘ ǘƘŜ Ǉŀƛƴ ŦƻǊ ŀ ōǊƛŜŦ ƳƻƳŜƴǘ ƻŦ ŎƻƴƴŜŎǘƛƻƴΦ 

 This would-be colonizer of women, however, meets his fate in Jean Morris. As if reciting poetry, 

Mustafa tells Effendi three times that ά¢ƘŜ ǘǊŀƛƴ ŎŀǊǊƛŜŘ ƳŜ ǘƻ ±ƛŎǘƻǊƛŀ {ǘŀǘƛƻƴ ŀƴŘ ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ WŜŀƴ 

aƻǊǊƛǎέ ό{ŀƭƛƘ нфΣ омΣ ооύΦ 9ŎƘƻƛƴƎ ŀ DǊŜŜƪ /ƘƻǊǳǎΣ Ƙƛǎ ǿƻǊŘs announce his fall: ά¢ƘŜ ǘǊŀƛƴ ŎŀǊǊƛŜd me to 

±ƛŎǘƻǊƛŀ {ǘŀǘƛƻƴ ŀƴŘ ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ WŜŀƴ aƻǊǊƛǎΣέ ƘŜ ƛƴǘƻƴŜǎΦ Lǘ ƛǎ ŀ ǿƻǊƭŘ ƘŜ ŘŜǎǇŜǊŀǘŜƭȅ ŎǊŀǾŜǎ ŀƴŘ ǿƛƭƭ 

seek no matter the cost. The line resonates with power; it evokes the train, the track that has been laid 

for Mustafa and the hopeless futility of trying to outrun his fate. Jean is the ultimate symbol of 

imperialism. She is white. She has a mind of her own. She is the invented Desdemona and the 

ŎƻǳƴǘŜǊǇŀǊǘ ǘƻ aǳǎǘŀŦŀΩǎ ƛƴǾŜƴǘŜŘ hǘƘŜƭƭƻΦ ¢ȅǇƛŎŀƭƭȅ 5ŜǎŘŜƳƻƴŀ ƛǎ ŘƛǎŎƻǳƴǘŜŘ ōȅ LŀƎƻ ŎǊƛǘƛŎǎ ŀǎ ōŜƛng 

ǘƻƻ ǇŀǎǎƛǾŜΥ ά5ŜǎŘŜƳƻƴŀ ƛǎ ƘŜƭǇƭŜǎǎƭȅ ǇŀǎǎƛǾŜΦ {ƘŜ Ŏŀƴ Řƻ nothing whatever. She cannot retaliate even 

ƛƴ ǎǇŜŜŎƘΤ ƴƻǘ ŜǾŜƴ ƛƴ ǎƛƭŜƴǘ ŦŜŜƭƛƴƎΧ{ƘŜ ƛǎ ƘŜƭǇƭŜǎǎ ōŜŎŀǳǎŜ ƘŜǊ ƴŀǘǳǊŜ ƛǎ ƛƴŦƛƴƛǘŜƭȅ ǎǿŜŜǘ ŀƴŘ ƘŜǊ ƭƻǾŜ 

ŀōǎƻƭǳǘŜΧ5ŜǎŘŜƳƻƴŀΩǎ ǎǳŦŦŜǊƛƴƎ ƛǎ ƭƛƪŜ ǘƘŀǘ ƻf the most loving of dumb creatures tortured without 

cause by the thing he adoresέ (qtd. in Neely 69). 

 Jean Morris, however, is no passive Desdemona. She is wild, capricious, cruel, demanding, 

promiscuous, ŀƴŘ ƛǎ ƴƻǘ ǘŀƪŜƴ ƛƴ ƻǊ ƛƳǇǊŜǎǎŜŘ ōȅ aǳǎǘŀŦŀΩǎ άƻǘƘŜǊƴŜǎǎΦέ ¢ƘŜ ŦƛǊǎǘ ǘƛƳŜ ǎƘŜ ƳŜŜǘǎ 

aǳǎǘŀŦŀ ǎƘŜ ŘƻŜǎ ƴƻǘ ǎǇŜŀƪ ǘƻ ƘƛƳ ōǳǘ ƎƛǾŜǎ ƘƛƳ ŀ ƭƻƻƪ ƻŦ άŀǊǊƻƎŀƴŎŜΣ ŎƻƭŘƴŜǎǎ ŀƴŘ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜέ 

ό{ŀƭƛƘ нфύΦ hƴ ǘƘŜƛǊ ǎŜŎƻƴŘ ƳŜŜǘƛƴƎ ǎƘŜ ǘŜƭƭǎ aǳǎǘŀŦŀΣ ά¸ƻǳΩǊŜ ǳƎƭȅΧάLΩǾŜ ƴŜǾŜǊ ǎŜŜƴ ŀƴ ǳƎƭƛŜǊ ŦŀŎŜ ǘƘŀƴ 

                                                                                                                                                                           
ŀŦǘŜǊ ǳǎ ƻǾŜǊ ǘƘŜ ǎƻƳōǊŜ ŀƴŘ ƎƭƛǘǘŜǊƛƴƎ ǊƛǾŜǊΦέ Lƴ Season of Migration to the North Mustafa names the women. He may exploit them, but 
he does acknowledge them. 
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ȅƻǳǊǎέ ό{ŀƭƛƘ олύΦ !ǎ ŀƴ ŀǊŎƘŜǘȅǇŜ ƻŦ ǘƘŜ ²ŜǎǘΣ WŜŀƴ aƻǊǊƛǎ ǎŜŜǎ ǘƘŜ ǳƎƭƛƴŜǎǎ ƻŦ ǘƘŜ ǿƘƛǘŜ ƳŀƴΩǎ 

imperialism reflected in Mustafa. His face is the mirror of dark soul. By taunting him she is taunting 

ƘŜǊǎŜƭŦΦ aǳǎǘŀŦŀ ƛǎ ƘŜǊ ŦŀǘŜΣ ōǳǘ ǎƘŜ ŘƻŜǎƴΩǘ ƘŀǾŜ ǘƻ ƭƛƪŜ ƛǘΦ  

 Mustafa, ƛƴǘǊƛƎǳŜŘΣ ǇǳǊǎǳŜǎ ƘŜǊ ǊŜƭŜƴǘƭŜǎǎƭȅ ŦƻǊ ǘƘǊŜŜ ȅŜŀǊǎΦ CƻǊ aǳǎǘŀŦŀΣ WŜŀƴ aƻǊǊƛǎ ƛǎ άŀ 

ǎƘƛƳƳŜǊƛƴƎ ƳƛǊŀƎŜέ ƻŦ ƘƻǇŜ ǘƘŀǘ ƘŜ Ŏŀƴ ōŜ ŀŎŎŜǇǘŜŘ ŀǎ ώ.ƭŀŎƪϐ 9ƴƎƭƛǎƘΦ hƴŜ Řŀȅ ǎƘŜ ǘŜƭƭǎ ƘƛƳ, άL ŀƳ 

ǘƛǊŜŘ ƻŦ ȅƻǳǊ ǇǳǊǎǳƛƴƎ ƳŜ ŀƴŘ ƻŦ Ƴȅ ǊǳƴƴƛƴƎ ōŜŦƻǊŜ ȅƻǳΦ aŀǊǊȅ ƳŜΦέ IŜ Řoes, and she taunts him with 

her naked body, which she initially will not allow him to touch (Salih 156-7). Mustafa recalls his mother 

telling him he had the freedom to choose how to live his life (Salih 159) but realizes that in Jean Morris 

τ the woman he never thinks of as his wife (she is not part of him, they remain apart) and who refuses 

everything about him including his nameτhe will never be the actor, only the re-actor and the 

knowledge causes him to cry out in ŘŜǎǇŀƛǊΥ άL ǎǿŜŀǊ LΩƭƭ ƪƛƭƭ ȅƻǳ ƻƴŜ Řŀȅέ όмрфύΦ Iƛǎ ŎǊȅ ƛǎ ŀƛƳŜŘ ŀǘ ǘƘŜ 

West in as much as it aimed as his wife. Jean Morris laughs at his threat; the prospect of violence excites 

her, but she doubts the subordinate Mustafa will ever take action.  

 Despairingly, Mustafa recognizes that he has gone from being the hunter to being the prey. He 

has been thoroughly reclaimed as a colony and lost all identity as a man. All his life Mustafa has suffered 

from the coldness resulting from total assimilation into the Western culture and disavowing of his 

African-ƴŜǎǎΦ ¢Ƙƛǎ ŎƻƭŘƴŜǎǎ Ƙŀǎ ƳŀŘŜ ƛǘ ƛƳǇƻǎǎƛōƭŜ ǘƻ ŎƭŀƛƳ Ƙƛǎ ƘǳƳŀƴƛǘȅΣ ǘƻ ƭŀǳƎƘ όά¸ƻǳΩǊŜ ƴƻǘ ŀ ƘǳƳŀƴ 

ōŜƛƴƎΣέ ǎŀȅǎ ŀƴ ŜŀǊƭȅ ƭƻǾŜǊΣ άȅƻǳΩǊŜ ŀ ƘŜŀǊǘƭŜǎǎ ƳŀŎƘƛƴŜέ). Mrs. Robinson used to laugh at the boy 

Mustafa and say, ά/ŀƴΩǘ ȅƻǳ ŜǾŜǊ ŦƻǊƎŜǘ ȅƻǳǊ ƛƴǘŜƭƭŜŎǘΚέ ό{ŀƭƛƘ нуύΦ Lǘ ǿŀǎ ƻƴƭȅ Ƙƛǎ ƛƴǘŜƭƭŜŎǘ ǘƘŀǘ ǎŜǘ ƘƛƳ 

apart and brought him to the notice of the white elite. In Jean Morris, his English wife, Mustafa feels the 

fires of hell because she is unimpressed. He is tormented and then delighted by his wife. He knows 

himself to be both conqueror and conquered. She destroys him, but she makes him feel and he is no 

longer cold. Mustafa marvels, ά²ƘŜǊŜ ǿŀǎ ǘƘŜ ŎƻƭŘΚέ  

 hƴ ǘƘŜ ƴƛƎƘǘ ƻŦ WŜŀƴ aƻǊǊƛǎΩs murder, Mustafa returns home to find άƘŜǊ ǎǘǊŜǘŎƘŜŘ ƻǳǘ ƻƴ ǘƘŜ 

bed, her white thighs open. Though her lips were formed into a full smile, there was something like 

ǎŀŘƴŜǎǎ ƻƴ ƘŜǊ ŦŀŎŜΤ ƛǘ ǿŀǎ ŀǎ ǘƘƻǳƎƘ ǎƘŜ ǿŀǎ ƛƴ ŀ ǎǘŀǘŜ ƻŦ ƎǊŜŀǘ ǊŜŀŘƛƴŜǎǎ ōƻǘƘ ǘƻ ƎƛǾŜ ŀƴŘ ǘƻ ǘŀƪŜέ 

όмсоύΦ CƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ aǳǎǘŀŦŀ ώά9ŀǎǘέϐ Ŏŀƴ ǘŀƪŜ ŦǊƻƳ ǘƘŜ WŜŀƴ ώά²Ŝǎǘέϐ ǿƛǘƘƻǳǘ ŜƛǘƘŜǊ ƭȅƛƴƎ ǘƻ ŜŀŎƘ 

other or disguising their own purpose. They make love, and they make hate. These two people are 

involved in a fight for supremacy, and neither will cede. It is a fight that echoes the violence that is 
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necessary to break from the bonds of colonization. Fanon in the Wretched of the Earth says, ά¢ƘŜ ƴŀƪŜŘ 

truth of decolonization evokes for us the searing bullets and bloodstained knives which emanate from 

it. For if the last shall be first, this will only come to pass after murderous and decisive struggle between 

the two protagonistsέ (Fanon 37). 

 In seeking to reclaim his sense of self as a man who is not dependent on the white colonizer, the 

ŦƛŎǘƛƻƴŀƭ aǳǎǘŀŦŀ ǇƭǳƴƎŜǎ ŀ ƪƴƛŦŜ ƛƴǘƻ WŜŀƴΩǎ ƘŜŀǊǘ ǿƘƛƭŜ ƘŜ ƛǎ ǎǘƛƭƭ ƛƴ ƘŜr body. As she dies, the following 

exchange takes place: 

  L ƭƻǾŜ ȅƻǳΣ ǎƘŜ ǎŀƛŘ ǘƻ ƳŜΣ ŀƴŘ L ōŜƭƛŜǾŜŘ ƘŜǊΦ άL ƭƻǾŜ ȅƻǳΣέ L ǎŀƛŘ ǘƻ ƘŜǊΣ ŀƴŘ L ǎǇƻƪŜ ǘƘŜ  

  truth. We were a torch of flame, the edges of the bed tongues of Hell-fire. The smell of  

  smoke was in my nostrils as said to me, άL ƭƻǾŜ ȅƻǳΣ Ƴȅ ŘŀǊƭƛƴƎΣέ ŀƴŘ ŀǎ L ǎŀƛŘ ǘƻ ƘŜǊ, άL  

  ƭƻǾŜ ȅƻǳΣ Ƴȅ ŘŀǊƭƛƴƎΣέ ŀƴŘ ǘƘŜ ǳƴƛǾŜǊǎŜΣ ǿƛǘƘ ƛǘǎ ǇŀǎǘΣ ǇǊŜǎŜƴǘ ŀƴŘ ŦǳǘǳǊŜ ǿŀǎ ƎŀǘƘŜǊŜŘ  

  together into a single point before and after which nothing existed. (Salih 165). 

 Mustafa strives to exorcise his demons, and it is only in the violent breaking of their attachment 

that Jean and Mustafa can be honest with each other: that beneath the hatred and misunderstandings 

could be love and need mixed with a savagery to be free of such emotions. Jean Morris calls to Mustafa: 

ά/ƻƳŜ ǿƛǘƘ ƳŜΦ /ƻƳŜ ǿƛǘƘ ƳŜΦ 5ƻƴΩǘ ƭŜǘ ƳŜ Ǝƻ ŀƭƻƴŜέ ό{ŀƭƛƘ мсрύΦ !ƴŘ aǳǎǘŀŦŀ ŘƻŜǎ ǘǊȅ ǘƻ Ŧƻƭƭƻǿ WŜŀƴ 

aƻǊǊƛǎΦ IŜ ŘƻŜǎ ƴƻǘ ŘŜŦŜƴŘ Ƙƛǎ ŀŎǘƛƻƴǎ ŀƴŘ ƘƻǇŜǎ ǘƘŀǘ ǘƘŜ ǿƘƛǘŜ ƳŀƴΩǎ ŎƻǳǊǘ ǿƛƭƭ ŜȄŜŎǳǘŜ ƘƛƳ ōŜŎŀǳǎŜ 

he is ǘƘŜ άƛƴǘǊǳŘŜǊ ώƻƴ .ǊƛǘƛǎƘ ǎƻƛƭ ŀƴŘ ƻǾŜǊ ǿƘƛǘŜ ǿƻƳŜƴϐ ǿƘƻǎŜ ŦŀǘŜ Ƴǳǎǘ ōŜ ŘŜŎƛŘŜŘέ ό{ŀƭƛƘ фпύΦ 

¢Ƙƛƴƪǎ aǳǎǘŀŦŀΣ άL ŀƳ ƴƻ hǘƘŜƭƭƻΦ L ŀƳ ŀ ƭƛŜΦ ²Ƙȅ ŘƻƴΩǘ ȅƻǳ ǎŜƴǘŜƴŎŜ ƳŜ ǘƻ ōŜ ƘŀƴƎŜŘ ŀƴŘ ƪƛƭƭ ǘƘŜ ƭƛŜΚέ 

(Salih 94), but he fails to stand and speak these words. Iƴ {ƘŀƪŜǎǇŜŀǊŜΩǎ ǾŜǊǎƛƻƴΣ hǘƘŜƭƭƻ ƛǎ ŀƴ ŀŘƻǇǘŜŘ 

άǿƘƛǘŜ,έ ōǳǘ aǳǎǘŀŦŀ ƪƴƻǿǎ ǘƘŀǘ ǘƘƛǎ Ƙŀǎ ƴŜǾŜǊ ōŜŜƴ ǘǊǳŜ ŦƻǊ ƘƛƳΦ IŜ ǳƴŘŜǊǎǘŀƴŘǎ ǘƘŀǘ ƘŜ ƛǎ ƳƻǊŜ 

Caliban, one who has successfully raped and plundered but still somehow remains enslaved and at the 

mercy of the overlord. 

 ¢ƘŜ ǿƘƛǘŜǎ άǇǳƴƛǎƘέ aǳǎǘŀŦŀ ǿƛǘƘ ǎŜǾŜƴ ȅŜŀǊǎ ƛƴ ǇǊƛǎƻƴΦ ¢ƘŜ ǎŜƴǘŜƴŎŜ ƛǎ ƭƛƎƘǘ ōŜŎŀǳǎŜ ǘƻ ǇǳƴƛǎƘ 

him is to admit that the great British experiment has failed. They defend him first in the trial and then 

defend his memory by constructing a tale oŦ ƘƛƳ ǊŜǘƛǊƛƴƎ ŀǎ ŀ ƳƛƭƭƛƻƴŀƛǊŜ άƭƛǾƛƴƎ ƭƛƪŜ ŀ ƭƻǊŘ ƛƴ ǘƘŜ 9ƴƎƭƛǎƘ 

ŎƻǳƴǘǊȅǎƛŘŜέ ό{ŀƭƛƘ рсύ. ά¢ƘŜȅέ ŜȄŎǳǎŜ aǳǎǘŀŦŀΩǎ ŀŎǘƛƻƴǎ ǿƛǘƘƻǳǘ Ŧǳƭƭȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǿƘȅ άƘŜέ ŀŎǘŜŘΦ   
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 Says Fanon, settlers know that 

  [t]he native town is a crouching village, a town on its knees, a town wallowing in the  

  ƳƛǊŜΦ Lǘ ƛǎ ŀ ǘƻǿƴ ƻŦ ƴƛƎƎŜǊǎ ŀƴŘ ŘƛǊǘȅ !ǊŀōǎΦ ¢ƘŜ ƭƻƻƪ ǘƘŀǘ ǘƘŜ ƴŀǘƛǾŜ ǘǳǊƴǎ ƻƴ ǘƘŜ ǎŜǘǘƭŜǊΩǎ 

  town is a look of lust, a look of envy; it expresses his dreams of possessionτall manner  

  of possession: to sit at thŜ ǎŜǘǘƭŜǊΩǎ ǘŀōƭŜΣ ǘƻ ǎƭŜŜǇ ƛƴ ǘƘŜ ǎŜǘǘƭŜǊΩǎ ōŜŘΣ ǿƛǘƘ Ƙƛǎ ǿƛŦŜ ƛŦ  

  ǇƻǎǎƛōƭŜΦ ¢ƘŜ ŎƻƭƻƴƛȊŜŘ Ƴŀƴ ƛǎ ŀƴ ŜƴǾƛƻǳǎ ƳŀƴΦ !ƴŘ ǘƘƛǎ ǘƘŜ ǎŜǘǘƭŜǊ ƪƴƻǿǎ ǾŜǊȅ ǿŜƭƭέ  

  (Fanon 39).  

Mustafa serves his seven years and seemingly rejects his Black Gentleman status. He returns to the 

small village on the bend of the Nile where he starts a new life with an African wife. He tries to 

ǊŜŎƻƴƴŜŎǘ ǿƛǘƘ ǘƘŜ ŎƻƳƳǳƴƛǘȅΣ ǿƛǘƘ ǘƘŜ άƻƭŘέ ǿŀȅǎΦ hƴ ǘƘŜ ǎǳǊŦŀŎŜ ƘŜ ǎŜŜƳǎ ǘƻ ŦƛǘΦ .ǳǘ ǿƘŜƴ ŘǊǳƴƪ, he 

recites English poetry in an English accent, ŀƴŘ ǿƘƛƭŜ ŀǎƭŜŜǇ ƘŜ Ŏŀƭƭǎ ƻǳǘ WŜŀƴΩǎ ƴŀƳŜΦ Iƛǎ 

ǳƴŎƻƴǎŎƛƻǳǎƴŜǎǎ ƛǎ ƘŀǳƴǘŜŘΦ Wǳǎǘ ŀǎ ƛƴ 9ƴƎƭŀƴŘ ƘŜ ƳŀƛƴǘŀƛƴŜŘ ŀ ǊƻƻƳ ǘƘŀǘ ŜǾƻƪŜŘ ǘƘŜ άƻǊƛŜƴǘΣέ aǳǎǘŀŦŀ 

maintains a secret room in his African village complete with a fireplace, English language books, and 

pictures of Sheila Greenwood, Ann Hammond, Isabella Seymour and Jean Morris that captures the 

άƻŎŎƛŘŜƴǘŀƭΦέ aǳǎǘŀŦŀ ǊŜƳŀƛƴǎ ŜƴǘƘǊŀƭƭŜŘ ŀƴŘ ŎƻƴǘƛƴǳŜǎ ǘƻ ŎƭƛƴƎ ǘƻ Ƙƛǎ ŎƘŀƛƴǎΦ 9ŦŦŜƴŘƛ ǊƛƎƘǘƭȅ ŎƻƴŘŜƳƴǎ 

him for being a fool (Salih 137). 

Mustafa remains a stranger to the villagers on the bend in the Nile. He takes some part in the 

ƭƻŎŀƭ ōǳǎƛƴŜǎǎ ŀƴŘ ƎƛǾŜǎ ǘƘŜƳ ŀŘǾƛŎŜ ƻƴ Ƙƻǿ ǘƻ ōŜǘǘŜǊ ǘƘŜƛǊ ƭƻǘ ŜŎƻƴƻƳƛŎŀƭƭȅ ōǳǘ ǿƻƴΩǘ ǘŀƪŜ ƻŦŦƛŎŜΦ IŜ ƛǎ 

ƛƴŎƻƳǇƭŜǘŜΦ IŜ Ŏŀƴƴƻǘ Ǝƻ ōŀŎƪ ǿƘŜƴ ƘŜ ŘƻŜǎƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƻ Ǝƻ ōŀŎƪ ǘƻΦ Iƛǎ ƛƴŀōƛlity to conform to 

the traditions to his village is reflected in how he influences his second wife, Hosna, whom he treats 

ǿƛǘƘ ŎƻǳǊǘŜǎȅ ŀƴŘ ƎƛǾŜǎ ƘŜǊ ǎƻƳŜ ŦŜŜƭƛƴƎ ƻŦ ŜƳǇƻǿŜǊƳŜƴǘΦ ¢ƘŜ ŎƘŀƴƎŜ ƛǎ ƴƻǘŜŘΥ ά!ƭƭ ǿƻƳŜƴ ŎƘŀƴƎŜ 

after marriage, but she in particular underwent an indescribable change. It was as though she were 

another person. Even we who were her contemporaries and used to play with her in the village look at 

ƘŜǊ ǘƻŘŀȅ ŀƴŘ ǎŜŜ ƘŜǊ ŀǎ ǎƻƳŜǘƘƛƴƎ ƴŜǿέ ό{ŀƭƛƘ млмύΦ 

This new Hosna eventually express her own opinions and voices her own desires. When faced 

with the ultimatum of marrying Wad Rayyes, she goes to Mahjoub and demands that Effendi marry her. 

When Mahjoub refuses to listen, the good woman who should be tamed both by her circumcision and 

ƘŜǊ ΨǇƭŀŎŜέ in village society, acts out on her threat to kill both Wad Rayyes and herself (Salih 96). She is 

ŎƻƴŘŜƳƴŜŘ ōŜŎŀǳǎŜ ǎƘŜ ŦƛƎƘǘǎ ŀƎŀƛƴǎǘ ƘŜǊ ŦŀǘŜ ŀƴŘ ŘƻŜǎƴΩǘ ŀŎǘ ƛƴ ǘƘŜ ǘƛƳŜ-honored tradition. The 
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villagers are trying to hold on to a past of life that is pre-Ŏƻƭƻƴƛŀƭ ŀƴŘ IƻǎƴŀΩǎ ǎŜƭŦ-assertion denies the 

ƻƭŘ ǘǊŀŘƛǘƛƻƴǎ ŀƴŘ ǊŜŦǳǘŜǎ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ άƳŜƴ ŀǊŜ ǘƘŜ ƎǳŀǊŘƛŀƴǎ ƻŦ ǘƘŜ ǿƻƳŜƴέ ό{ŀƭƛƘ фуύΦ Iƻǎƴŀ 

must die. She is the required sacrifice as the old traditions start to give way and the villagers have a 

chance to build a new future for themselves that that is not a continuation of colonial life or regression 

ǘƻ ǘƘŜ άƻƭŘ ǿŀȅǎΦέ IŜǊ ǊŀǇŜ ŀƴŘ ŘŜŀǘƘ ŀǊŜ ŘƛǎǘǳǊōƛƴƎ ŀƴŘ ǘǊƻǳōƭƛƴƎ ōŜŎŀǳǎŜ ǎƘŜ ŘƻŜǎƴΩǘ ŎƻƴǎŜƴǘ ǘƻ ǘƘŜ 

appropriation of her body and is not a willing parǘƛŎƛǇŀƴǘ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ŀǎ aǳǎǘŀŦŀΩǎ ǿƻƳŜƴΦ Iƻǎƴŀ 

Ŏŀƴƴƻǘ ŜǎŎŀǇŜ ƘŜǊ ŦŀǘŜ ōŜŎŀǳǎŜ ǎƘŜ άŀŎŎŜǇǘŜŘ ǘƘŜ ǎǘǊŀƴƎŜǊέ ŀƴŘ ǎƻǳƎƘǘ ŎƘŀƴƎŜΦ {ƘŜ ŀƴŘ ǘƘŜ ǎǘǊŀƴƎŜǊ 

are both casualties in war of colonialism. 

Effendi, however, can survive if only he chooses to act. Like Mustafa, he also spent seven years 

in England earning a doctorate in poetry. At first he makes the mistake of romanticizing his homeland. 

5ǳǊƛƴƎ Ƙƛǎ ŜƴǘƛǊŜ ǎƻƧƻǳǊƴ ƛƴ 9ƴƎƭŀƴŘ ƘŜ άŘǊŜŀƳŜŘέ ƻŦ Ƙƛǎ ƘƻƳŜƭŀƴŘ ŀƴŘ ƴŜǾŜǊ ƭƻƻǎŜƴŜŘ Ƙƛǎ ǘƛŜǎ ǘƻ ǘƘŜ 

idea of his home. IŜ ŘƛŘƴΩǘ ǘǊȅ ŀƴŘ ŎƻƭƻƴƛȊŜ ǿƘƛǘŜ ǿƻƳŜƴ ƻǊ ŀǇŜ ǿƘƛǘŜ ǿŀȅǎΤ ƘŜ ǎǘǳŘƛŜŘ ǇƻŜǘǊȅ ŀƴŘ ƛǎ 

insulted when Mustafa says, άLǘ ǿƻǳƭŘ ƘŀǾŜ ōŜŜƴ ōŜǘǘŜǊ ƛŦ ȅƻǳΩŘ ǎǘǳŘƛŜŘ ŀƎǊƛŎǳƭǘǳǊŜΣ ŜƴƎƛƴŜŜǊƛƴƎ ƻǊ 

ƳŜŘƛŎƛƴŜέ ό{ŀƭƛƘ фύΦ 9ŦŦŜƴŘƛ ŎƻƳŜǎ ōŀŎƪ ǘƻ ǿƻǊƪ ƛƴ Ƙƛǎ ŎƻǳƴǘǊȅ όƘŜ ǘŀƪŜǎ a position with the government) 

but unknowingly he has also been infected with the disease of contagionτenvy, an idea that things are 

not idyllic, the potential for self awareness. His perception has changed. When he first returns, he views 

his people through a fog (Salih 1), and he questions why Hosna is being forced to marry Wad Reyyes; 

however, he does nothing to intervene because he is afraid that action will make him less African. He 

freely admits that he loves Hosna but does nothing to save her. The idea of taking her as a second wife 

όǿƘƛŎƘ ƘŜ ŎƻǳƭŘ Řƻ ǿƛǘƘ Ƙƛǎ ǾƛƭƭŀƎŜΩǎ ŀǇǇǊƻǾŀƭύ ǊŜǇǳƭǎŜǎ ƘƛƳΦ IŜ ǊŜŎƻƛƭǎ ŦǊƻƳ ŀ ƴƻǘƛƻƴ ǘƘŀǘ ǎŜŜƳǎ 

ǳƴƴŀǘǳǊŀƭ ǘƻ ƘƛƳΦ IŜ ƛǎ ŀǎ ŎƻƳǇƭƛŎƛǘ ƛƴ IƻǎƴŀΩǎ ŘŜŀǘƘ ŀǎ ŀǊŜ ǘƘŜ ǾƛƭƭŀƎŜǊǎ, and the self-knowledge of his 

failure to act causes him despair and he jumps in the Nile, figuratively drowning in guilt.  

Early in the narrative Effendi says, ά¢ƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜȅ ŎŀƳŜ ǘƻ ƻǳǊ ƭŀƴŘΣ L ƪƴƻǿ ƴƻǘ ǿƘȅΣ ŘƻŜǎ 

that mean that we should poison our present and our future? Sooner or later they will leave our 

ŎƻǳƴǘǊȅΣ Ƨǳǎǘ ŀǎ Ƴŀƴȅ ǇŜƻǇƭŜ ǘƘǊƻǳƎƘƻǳǘ ƘƛǎǘƻǊȅ ƭŜŦǘ Ƴŀƴȅ ŎƻǳƴǘǊƛŜǎέ ό{ŀƭƛƘ пфύΦ CƭƻǳƴŘŜǊƛƴƎ ƛƴ ǘƘŜ 

ǿŀǘŜǊΣ ƘŜ ǊŜŎƻƎƴƛȊŜǎ ƘŜ Ƴǳǎǘ ƭŜǘ Ǝƻ ƻŦ ōƭŀƳŜ ŀƴŘ ōƛǘǘŜǊƴŜǎǎ ŀƴŘ ǿƻǊƪ ǘƻǿŀǊŘ ŀ ŦǳǘǳǊŜΦ IŜ ŀŘƳƛǘǎΣ ά!ƭƭ 

my life I had not chosen, had not decided. Now I am making a decision. I choose life. I shall live because 

there are a few people I want to stay with for the longest possible time and because I have duties to 

discharge (Salih 168). In order to discharge his duties, Effendi must first be willing to let go of the old 
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ways and ACT and he is willing, albeit a little slow. 

 Mustafa had recognized this potential in Effendi and as a result had named Effendi as guardian 

ǘƻ Ƙƛǎ ǘǿƻ ǎƻƴǎΦ 9ǾŜǊ ŀǿŀǊŜ ƻŦ Ƙƛǎ ƻǿƴ ŦŀǳƭǘǎΣ aǳǎǘŀŦŀ ǳƴŘŜǊǎǘƻƻŘ ǘƘŀǘ ƘŜ ŎƻǳƭŘƴΩǘ ōŜ Ǝood for his sons 

because he still clinging to what is lost and forever beyond his grasp. In order to live, Africa and her sons 

must move forward. It will be up to the Effendis, if only they can overcome their paralysis and act. Thus 

9ŦŦŜƴŘƛΩǎ ƭŀǎǘ ŎǊȅ ƻŦ άIŜƭǇΗ IŜƭǇΗέ ό{ŀƭƛƘ мсфύ ƛǎ ǾŜǊȅ ǳǇƭƛŦǘƛƴƎ ŀƴŘ ŦƛƭƭŜŘ ǿƛǘƘ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ƘƻǇŜ ǘƘŀǘ 

he may yet survive.  
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Poems 

Samaa Gamei, American University of Cairo 

 

{ŀƛŘΩǎ Orientalism 

 

I read Said the other day 

 

I read and learned  

The words we are fed and those we have been told 

Are not really ours and our voices are silenced more 

 

In, Britain, France, America, Germany and more 

In, Oxford, Harvard, Princeton, Columbia, and many more 

They taught and made the West, the East, the Western, the Oriental 

 

Said, the name I never knew 

The words I could never have read, had I been back home 

The words that changed the meanings of every word 

That taught me the power of the pen and sword 

 

Truths are illusions which one has forgotten this is what they are 

Nietzsche knew that too. 

Who we are and who they are remains a question 

How come we are so similar and yet we see nothing more?  

 

Said:  

He wrote about me; he spoke to me  

He nursed my wounds that I never knew 

 

Now I cry 

For the man that could have changed the word had died 

And the world seems more so cruel 
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Every day the fear bears on the soul 

For what will tomorrow bring 

More of Orientalism hold or a brand new world? 

 

 

The Silent Block 

 

For days, I have lingered on the borders of my world 

 

I held my pen and papers for days 

For I had lost the power, the will to make the word 

 

For weeks, I have lingered in the attic of thought 

Muted in the silence  

I held my breath and hoped my soul would break--free  

 

I screamed in my head 

As my words ate at my soul 

I could not breathe my wordsτto no avail 

I squeezed my throat so my cries would fill my emptied head 

 

I hear the voices haunting the run-down streets 

Calling me in tongues I cannot read 

 

I reach out for my pen to speak out 

To talk back 

 

I resist a lingering thought that banishes my tongue 

I try to speakτI hold my pen and scribble  

In code, I cannot read  
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I sit back and think of the banished thoughts 

How come they still insist 

to squeeze my words and still resist? 
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¢ƘŜ .ƭǳŜ {ǘƻƴŜΣ IŜƛŘŜƎƎŜǊΣ ŀƴŘ άLέΥ ¢ƘŜ LǎǎǳŜ ƻŦ LŘŜƴǘƛǘȅ ƛƴ tŀǳƭ !ǳǎǘŜǊΩǎ The Book of Illusions 

Charles Cullum, Kutztown University of Pennsylvania 

 

While there is significant agreement in Paul Auster criticism that the issue of identity is central to 

his fiction, discussions about the fundamental nature of that identity vary widely. For example, Warren 

hōŜǊƳŀƴ ǎǘŀǘŜǎ ǘƘŀǘ !ǳǎǘŜǊΩǎ ŦƛŎǘƛƻƴ ŘŜǇƛŎǘǎ άŀƴ ŜȄƛǎǘŜƴǘƛŀƭƛǎǘ ŎƻƴŦǊƻƴǘŀǘƛƻƴ ǿƛǘƘΧŦǊŜŜŘƻƳέ that άmust 

ōŜ ƘƛǎǘƻǊƛŎƛȊŜŘ ǿƛǘƘƛƴ ǘƘŜ ŎǳƭǘǳǊŜ ƻŦ ƭŀǘŜ ŎŀǇƛǘŀƭƛǎƳέ όмфнύΦ {ǘŜǾŜƴ !ƭŦƻǊŘ ŀǎǎŜǊǘǎ ǘƘŀǘ !ǳǎǘŜǊ ƳƻǾŜǎ 

ōŜȅƻƴŘ {ŀǊǘǊŜ ōȅ ǇƻǎƛǘƛƴƎ ǘƘŜ ǎŜƭŦ ŀǎ ŀ ƭƛƴƎǳƛǎǘƛŎ ŎƻƴǎǘǊǳŎǘ ǘƘŀǘ ŜȄƛǎǘǎ ŀƳƛŘ άƻǘƘŜǊέ ƭƛƴƎǳƛǎǘƛŎ ŎƻƴǎǘǊǳŎǘǎ 

ƛƴ άŀ ǇƻǎǘƳƻŘŜǊƴ ŦƛŎǘƛƻƴ ƻŦ ŘƛŦŦŜǊŜƴŎŜέ όнфύΦ ¢ƛƳƻǘƘȅ .ŜǿŜǎ ŀǊƎǳŜǎ ǘƘŀǘ !ǳǎǘŜǊΩǎ ŦƛŎǘƛƻƴ ƛǎ ƴƻǘ ǎƛƳǇƭȅ 

ƭŀƴƎǳŀƎŜ Ǉƭŀȅ ōǳǘ ƛǎ ǘƘŜ ǎƛǘŜΣ ǊŀǘƘŜǊΣ ƻŦ ŀƴ ŜǘƘƛŎŀƭ ŀƴŘ ŀŜǎǘƘŜǘƛŎ άŜǾŜƴǘέ ƻŦ ƭƛǘŜǊŀǊȅ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ όмоύΦ 

WŜŦŦǊŜȅ bŜŀƭƻƴ ŀǇǇƭƛŜǎ IŜƛŘŜƎƎŜǊΩǎ ŎƻƴŎŜǇǘǎ ƻŦ άǊŜŀŘȅ-to-ƘŀƴŘέ ŀƴŘ άǇǊŜǎŜƴǘ-to-ƘŀƴŘέ ǘƻ !ǳǎǘŜǊΩǎ ǳǎŜ 

ƻŦ ƭŀƴƎǳŀƎŜ ƛƴ ƻǊŘŜǊ ǘƻ ǎǳƎƎŜǎǘ άǘƘŜ ǇƻǘŜƴǘƛŀƭ ƳǳƭǘƛǇƭƛŎƛǘȅ ƻŦ ǘƘŜ ǎƛƎƴΩǎ ǊŜŦŜǊŜƴŎŜǎέ ŀƴŘ ǎǳōƧŜŎǘƛǾŜ 

Ǉƻǎǎƛōƛƭƛǘȅ όмлоύΦ Lƴ ǘƘƛǎ ŜǎǎŀȅΣ L ŀǊƎǳŜ ǘƘŀǘ ŀ ƳƻǊŜ ŜȄǇŀƴǎƛǾŜ ǳǎŜ ƻŦ IŜƛŘŜƎƎŜǊΩǎ ǘƘƻǳƎƘǘ ŦǊƻƳ Being and 

Time can eluŎƛŘŀǘŜ ǘƘŜ ƛǎǎǳŜ ƻŦ ƛŘŜƴǘƛǘȅ ƛƴ !ǳǎǘŜǊΩǎ нллн ƴƻǾŜƭΣ The Book of Illusions.  

 IŜƛŘŜƎƎŜǊ ŘŜŦƛƴŜǎ άǘƘŜ Ŝƴǘƛǘȅ ǿƘƛŎƘ ŜŀŎƘ ƻŦ ǳǎ ƛǎ ƘƛƳǎŜƭŦ ŀƴŘ ǿƘƛŎƘ ƛƴŎƭǳŘŜǎ ƛƴǉǳƛǊƛƴƎ ŀǎ ƻƴŜ ƻŦ 

ǘƘŜ ǇƻǎǎƛōƛƭƛǘƛŜǎ ƻŦ ƛǘǎ .ŜƛƴƎΧōȅ ǘƘŜ ǘŜǊƳ Ψ5ŀǎŜƛƴΣΩέ όнтύ ƻǊ ά.ŜƛƴƎ-ǘƘŜǊŜέ όнтΣ ŦǘƴΦ мύΣ άǘƘŜǊŜέ ǊŜŦŜǊǊƛƴƎ ǘƻ 

Being-in-the-ǿƻǊƭŘΦ hƴŜ ƻŦ ǘƘŜ άŜȄƛǎǘŜƴǘƛŀƭǎΣέ ƻǊ ǿŀȅǎ ǘƘŀǘ 5ŀǎŜƛƴ ƛǎ ŀǿŀǊŜ ƻŦ ƛǘǎŜƭŦ ŀǎ ŜȄƛǎǘƛƴƎΣ ƛǎ ǎǘŀǘŜ-

of-ƳƛƴŘΣ ǿƘƛŎƘ IŜƛŘŜƎƎŜǊ ŘŜŦƛƴŜǎ ŀǎ άƻǳǊ ƳƻƻŘΣ ƻǳǊ .ŜƛƴƎ-ŀǘǘǳƴŜŘέ ǘƻ ǘƘŜ ǿƻǊƭŘ ŀƴŘ ǘƻ ƻǳǊ Ǉŀǎǘ ƛƴ ƛǘ 

(172). At the beginning of The Book of Illusions, the narrator, David Zimmer, a comparative literature 

professor at a small college in Vermont, is stuck in the state-of-mind of overwhelming grief caused by 

the death of his wife and two young sons in an airplane crash. The effect of this grief on his sense of 

self, on his identity, is crippling. In various ways, he seeks to deny his own selfhood. One means of his 

doing so is by incapacitating himself through drinking to excess every night. Another approach to 

evading selfhood is by his attempting to merge it with those of his deceased family members. He sits in 

Ƙƛǎ ǎƻƴǎΩ ǊƻƻƳǎ ǇƭŀȅƛƴƎ ǿƛǘƘ ǘƘŜƛǊ ǘƻȅǎΣ ǎƭŜŜǇǎ ƛƴ ƻƴŜ ǎƻƴΩǎ ōŜŘΣ ǎǘŀƴŘǎ ƛƴ Ƙƛǎ ǿƛŦŜΩǎ ŎƭƻǎŜǘΣ ŀƴŘ ŜǾŜƴ ǘǊƛŜǎ 

ƻƴ ƘŜǊ ŎƭƻǘƘŜǎ ŀƴŘ ƳŀƪŜǳǇ ƛƴ ƻǊŘŜǊ ǘƻ άŜǾƻƪŜ ƘŜǊ ǇǊŜǎŜƴŎŜέ όуύΦ !ǘ ƻƴŜ ǇƻƛƴǘΣ ½ƛƳƳŜǊ ŀŎƪƴƻǿƭŜŘƎŜǎ 

this loss of selfhood specificallyΥ άL ǿŀǎ ǎƭƻǿƭȅ ƎŜǘǘƛƴƎ ǳǎŜŘ ǘƻ ōŜƛƴƎ ǿƛǘƘƻǳǘ IŜƭŜƴ ŀƴŘ ǘƘŜ ōƻȅǎΣ ōǳǘ 

ǘƘŀǘ ŘƛŘƴΩǘ ƳŜŀƴ L ƘŀŘ ƳŀŘŜ ŀƴȅ ǇǊƻƎǊŜǎǎΦ L ŘƛŘƴΩǘ ƪƴƻǿ ǿƘƻ L ǿŀǎΣ ŀƴŘ L ŘƛŘƴΩǘ ƪƴƻǿ ǿƘŀǘ L ǿŀƴǘŜŘΣ 
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and until I found a way to live with other people again, I would continue to be something only half 

ƘǳƳŀƴέ όрсύΦ  

 In addition to this limitation of identity caused by his state-of-mind, Zimmer has further denied 

his selfhood by allowing himself to dwell disproportionately in another existential, that of fallenness, 

ǿƘƛŎƘ IŜƛŘŜƎƎŜǊ ŘŜŦƛƴŜǎ ŀǎ άŀƴ ŀōǎƻǊǇǘƛƻƴ ƻŦ ōŜƛƴƎ-with-one-ŀƴƻǘƘŜǊΣέ ƻǊ άōŜƛƴƎ ƭƻǎǘ ƛƴ ǘƘŜ ǇǳōƭƛŎƴŜǎǎ 

ƻŦ ǘƘŜ ΨǘƘŜȅΩέ όннлύΦ Lƴ ŀƴŘ ƻŦ ƛǘǎŜƭŦΣ ŦŀƭƭŜƴƴŜǎǎ ƛƴǘƻ ǘƘŜ ǿƻǊƭŘ ƛǎ ƴƻǘ ŀ ƴŜƎŀǘƛǾŜ ǉǳŀƭƛǘȅΤ ƛǘ ƛǎ ǎƛƳply one 

ƳƻŘŜ ƻŦ ōŜƛƴƎΦ .ǳǘ ǘƻ ǘƘŜ ŘŜƎǊŜŜ ǘƘŀǘ ƛǘ ōŜŎƻƳŜǎΣ ƛƴ IŜƛŘŜƎƎŜǊΩǎ ǘŜǊƳΣ ŀ άǘŜƳǇǘŀǘƛƻƴέ όннмύ ǘƻ 5ŀǎŜƛƴ 

to turn away from its own selfhood, fallenness is a potential problem for personal identity. Zimmer 

allows himself to give in to the temptation toward fallenness. Heidegger lists three characteristics of 

fallenness: idle talk, ambiguity, and curiosity. Zimmer exhibits all three. He indulges in a kind of one-

sided idle talk through watching television constantly; he indulges in ambiguity by not bothering to 

make choices or decisions; and when he decides to pursue a study of the corpus of work of silent film 

comedian, Hector Mann, whom he sees one night in a television documentary, Zimmer does so more 

out of curiosity, of wanting to take up time in an arbitrary way, than out of genuine interest. 

 ¢ƘŜ IŜŎǘƻǊ aŀƴƴ ŦƛƭƳ ǇǊƻƧŜŎǘ ŘƻŜǎΣ ƘƻǿŜǾŜǊΣ ōŜƎƛƴ ½ƛƳƳŜǊΩǎ ǎǘǊǳƎƎƭŜ ŦǊƻƳΣ ƛƴ IŜƛŘŜƎƎŜǊΩǎ 

terms, inauthentic to authentic being. ¢ƘŜ {ŜƭŦΣ IŜƛŘŜƎƎŜǊ ǎŀȅǎΣ ƛǎ άfor the most part inauthentic, the 

they-ǎŜƭŦέ όннрύΦ This inauthenticity is, again, like fallenness, not a categorically negative quality, but 

rather just a part of Being-in-the-ǿƻǊƭŘΦ IŜƛŘŜƎƎŜǊ ŎƻƴǘǊŀǎǘǎ ǘƘŜ ƛƴŀǳǘƘŜƴǘƛŎ {ŜƭŦ ǘƻ ǘƘŜ άauthentic Self ς 

that is, the Self which has been taken hold of in its own ǿŀȅέ όмстύ. The concept of the authentic in its 

DŜǊƳŀƴ ŜȄǇǊŜǎǎƛƻƴΣ άŜƛƎŜƴǘƭƛŎƘΣέ ƛǎ ŜǘȅƳƻƭƻgically tied to the concept of άŜƛƎŜƴΣέ ƻǊ άƻǿƴΣέ ƛƴ ǘƘŜ ǎŜƴǎŜ 

ƻŦ 5ŀǎŜƛƴΩǎ ŀōƛƭƛǘȅ ǘƻ ōŜ άǎƻƳŜǘƘƛƴƎ ƻŦ ƛǘǎ ƻǿƴέ όсуΣ ŦǘƴΦ оύΦ ¢ƘŜ ōƻƻƪ ǇǊƻƧŜŎǘ ŀƴŘ ǘƘŜ ǘǊŀǾŜƭ ǊŜǉǳƛǊed to 

Řƻ ǊŜǎŜŀǊŎƘ ƻƴ IŜŎǘƻǊ aŀƴƴΩǎ ŜȄǘŀƴǘ ŦƛƭƳǎ ǇǊƻǾƛŘŜ ½ƛƳƳŜǊ ǿƛǘƘ ŀ ƭƛƳƛǘŜŘ ōǳǘ ǎǳŦŦƛŎƛŜƴǘ ǇǳǊǇƻǎŜ ǘƘŀǘ 

aids in maintaining at least a limited sensŜ ƻŦ ǎŜƭŦΦ !ǎ ƘŜ Ǉǳǘǎ ƛǘΣ άpressure is what I need. If I loosened 

Ƴȅ ƎǊƛǇ ƴƻǿΣ LΩŘ Ŧŀƭƭ ŀǇŀǊǘΦ LΩŘ Ŧƭȅ ƻŦŦ ƛƴ ŀ ƘǳƴŘǊŜŘ ŘƛŦŦŜǊŜƴǘ ŘƛǊŜŎǘƛƻƴǎΣ ŀƴŘ LΩŘ ƴŜǾŜǊ ōŜ ŀōƭŜ ǘƻ Ǉǳǘ 

ƳȅǎŜƭŦ ǘƻƎŜǘƘŜǊ ŀƎŀƛƴέ όBook of Illusions 25). 

 IŜŎǘƻǊ aŀƴƴ ǇǊƻǾŜǎ ǘƻ ōŜ ŀ ŦŀǎŎƛƴŀǘƛƴƎ άǎǳōƧŜŎǘΣέ ōƻǘƘ ƛƴ ǘƘŜ ǎŜƴǎŜ ƻŦ ŀ ǘƻǇƛŎ ǘƻ ǎǘǳŘȅ ŀƴŘ ŀǎ ŀƴ 

example of the problem of human identity. By virtue of his surname, he is an obvious every-person 

character. Later, after he abandons his film career and goes on the run because of his involvement in 

the accidental death of a girlfriend, he adopts arbitrarily the nameςHerman Loesser--on an identity tag 
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in a cap he finds in a lavatory. The new first name of Herman, or Herr Mann, makes him even more of 

an every-ǇŜǊǎƻƴΦ ¢ƘŜ ǎǳǊƴŀƳŜ ƻŦ [ƻŜǎǎŜǊ Ŏŀƴ ōŜ ǇǊƻƴƻǳƴŎŜŘ ŜƛǘƘŜǊ ŀǎ ά[ƻǎŜǊέ ƻǊ ά[ŜǎǎŜǊέΤ IŜŎǘƻǊΣ ƛƴ 

Ƙƛǎ ǎŜƴǎŜ ƻŦ ƎǳƛƭǘΣ ōŜƭƛŜǾŜǎ άǘƘŀǘ ƘŜ ƘŀŘ ŦƻǳƴŘ ǘƘŜ ƴŀƳŜ ƘŜ ŘŜǎŜǊǾŜŘέ όмппύΦ  

 As a silent film comedic actor, Hector distinguishes himself from the pack, as Zimmer discovers 

ƛƴ Ƙƛǎ ǎǘǳŘȅ ƻŦ IŜŎǘƻǊΩǎ ŦƛƭƳǎΥ  

   He was too tall to play an out-and-out clown, too handsome to act the part of an  

   innocent bungler. . . . He is not. . . a loveable figure,. . . not someone you necessarily  

   feel sorry for. IŦ ƘŜ ƳŀƴŀƎŜǎ ǘƻ ǿƛƴ ǘƘŜ ǾƛŜǿŜǊΩǎ sympathy, it is because he never  

   knows when to quit. . . . Hector always has a plan in mind, a purpose for what he does  

  . . . .  (32-33) 

In other words, in his career, Hector manages to create a comedic character of his own, distinct from 

ƻǘƘŜǊ ŎƻƳŜŘƛŎ άǘȅǇŜǎΦέ ¢Ƙƛǎ character displays a sense of άǇǳǊǇƻǎŜΣέ ƻǊΣ ƛƴ ǇƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ ǘŜǊƳǎΣ ƻŦ 

resoluteness. According to Heidegger, άƛƴ ǊŜǎƻƭǳǘŜƴŜǎǎ ǘƘŜ ƛǎǎǳŜ ŦƻǊ 5ŀǎŜƛƴ ƛǎ ƛǘǎ ƻǿƴƳƻǎǘ ǇƻǘŜƴǘƛŀƭƛǘȅ-

for-.ŜƛƴƎΣ ǿƘƛŎƘ Ŏŀƴ ǇǊƻƧŜŎǘ ƛǘǎŜƭŦ ΧǳǇƻƴΧǇƻǎǎƛōƛƭƛǘƛŜǎέ(346).  

 The issue of possibility is a key one in phenomenology and in my discussion of The Book of 

Illusions. As Michael Gelven points out in ! /ƻƳƳŜƴǘŀǊȅ ƻƴ IŜƛŘŜƎƎŜǊΩǎ Being and Time, 

   ǎƛƴŎŜ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ .ŜƛƴƎ ƭƛŜǎ ƛƴ ƻƴŜΩǎ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ƴƻǘ- 

   .ŜƛƴƎΧΣ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ .ŜƛƴƎ ƛǎ ǘƻ ōŜ ŀǿŀǊŜ ƻŦ ǇƻǎǎƛōƛƭƛǘƛŜǎΧΦ¢ƘŜ  

   fact that one has possibilities other than the mode of the actual brings up the  

   determinant of why, of all the possible ways of Being, one is in just this particular,  

   ŀŎǘǳŀƭ ƳƻŘŜΦ hƴŜ Ŏŀƴƴƻǘ ŀŎŎƻǳƴǘ ŦƻǊ ǎǳŎƘ ŘŜǘŜǊƳƛƴŀǘƛƻƴ ŜȄŎŜǇǘ ǘƘǊƻǳƎƘ ƻƴŜΩǎ   

  own  mode of Being: either I am not aware of the significance of Being, in which   

  case I  am determined in the aŎǘǳŀƭ ōȅ ǘƘŜ ǇŜǊǎǳŀǎƛƻƴ ƻŦ ǘƘŜ άǘƘŜȅέ (inauthentic); or  

  I  myself resolutely determine my own being. . . . (70)  

As a silent film comedian, Hector Mann is aware of his possibilities and chooses them for himself, that 

is, he is living authentically. But when he flees Hollywood, he stops choosing his own possibilities and 

attempts to lose himself in the they-self, that is to live inauthentically, and assures that his legacy will be 

ǘƻ ōŜ ƴƻ ƳƻǊŜ ǘƘŀƴ άŀ ƳƛƴƻǊ ŦƛƎǳǊŜέ όBook of Illusions 19) in the history of silent films. The story of 

Hector Mann, however, does not stop with the end of his Hollywood career. It continues and serves first 
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as a cautionary tale and then later, when Zimmer meets the still living Hector, as a monitory image for 

David Zimmer about the importance of--and as a pathway back toτhis own authentic identity. 

 Personal identity is, from even before the first page, the focus of The Book of Illusions. The 

ƴƻǾŜƭΩǎ ŜǇƛƎǊŀǇƘ ƛǎ ŀ ǉǳƻǘŀǘƛƻƴ ŦǊƻƳ ǘƘŜ CǊŜƴŎƘ ǊƻƳŀƴǘƛŎ ǿǊƛǘŜǊ CǊŀƴœƻƛǎ-wŜƴŞ ŘŜ /ƘŀǘŜŀǳōǊƛŀƴŘΥ άaŀƴ 

has not one and the same life. He has many lives, placed end to end, and that is the cause of his 

ƳƛǎŜǊȅΦέ ¢Ƙƛǎ ǎŜƴǎŜ ƻŦ ǘƘŜ ƳǳƭǘƛǇƭƛŎƛǘȅΣ the complexity, the problematizing of individual identity 

permeates the novel and is a central reason to characterize it as postmodern. That is, the novel presents 

a fictive world that deprivileges wholeness and traditional concepts of order, even at the most basic 

lŜǾŜƭǎΣ ƛƴ ǘƘŜ ǎŀƳŜ ǎŜƴǎŜ ǘƘŀǘ !ƭŀƴ ²ƛƭŘŜ ŘŜǎŎǊƛōŜǎ ǇƻǎǘƳƻŘŜǊƴ ŦƛŎǘƛƻƴΥ ά/ƘŀǊȅ ƻŦ ŎƻƳǇǊŜƘŜƴǎƛǾŜ 

ǎƻƭǳǘƛƻƴǎΣ ŘƻǳōǘŦǳƭ ƻŦ ǘƘŜ ǎŜƭŦΩǎ ƛƴǘŜƎǊƛǘȅΣ ώǇƻǎǘƳƻŘŜǊƴƛǎƳϐ ŎƻƴŦǊƻƴǘǎ ŀ ǿƻǊƭŘ ƳƻǊŜ ŎƘŀƻǘƛŎ ΧǘƘŀƴ ŀƴȅ 

ƛƳŀƎƛƴŜŘ ōȅ ƛǘǎ ǇǊŜŘŜŎŜǎǎƻǊǎ ŀƴŘΧƻǇŜƴǎ ƛǘǎŜƭŦ ǘƻ ǘƘŜ ǊŀƴŘƻƳness and contingency of unmediated 

ŜȄǇŜǊƛŜƴŎŜέ όмнфύ.  

 This randomness and contingency show themselves throughout the novel in odd coincidences 

and portentous but finally empty significations. For examples, Zimmer receives a letter from a friend 

who works ŦƻǊ ŀ ǇǳōƭƛǎƘŜǊΣ ŀǎƪƛƴƎ ƘƛƳ ǘƻ ǘǊŀƴǎƭŀǘŜ /ƘŀǘŜŀǳōǊƛŀƴŘΩǎ aŜƳƻƛǊǎ ŘΩƻǳǘǊŜ-tombe, which he 

decides to translate not as Memoirs from Beyond the Grave, but rather as Memoirs of a Dead Man, 

dated the same day that Zimmer was putting bookshelves in his house and happened to pick up and 

ƎƭŀƴŎŜ ǘƘǊƻǳƎƘ ǘƘŀǘ ǎŀƳŜ ŀǳǘƻōƛƻƎǊŀǇƘȅΦ IŜŎǘƻǊΩǎ ǿƛŦŜΣ CǊƛŜŘŀΣ ƛǎ ǎǘŀǊǘƛƴƎ ǘƻ ǿǊƛǘŜ ŀ ƭŜǘǘŜǊ ōŀŎƪ ǘƻ 

Zimmer to confirm an invitation for Zimmer to visit just as Hector is falling down the stairs at his house, 

breaking his leg and ŘŜƭŀȅƛƴƎ CǊƛŜŘŀ ŦƛƴƛǎƘƛƴƎ ǘƘŜ ƭŜǘǘŜǊ ŀƴŘ ǎƻ ½ƛƳƳŜǊΩǎ Ǿƛǎƛǘ ǘƻ ŀ ǘƛƳŜ ǿƘŜƴ IŜŎǘƻǊ ǿŀǎ 

ǘƻƻ ƴŜŀǊ ŘŜŀǘƘ ŦƻǊ ½ƛƳƳŜǊ ǘƻ ǎǇŜƴŘ ƳƻǊŜ ǘƘŀƴ ŀ ŦŜǿ ƳƛƴǳǘŜǎ ǿƛǘƘ ƘƛƳΦ !ǘ IŜŎǘƻǊΩǎ ƘƻǳǎŜΣ CǊƛŜŘŀ 

ŦƛƴƛǎƘŜǎ ŀ ŎƻƳƳŜƴǘ ǘƻ ½ƛƳƳŜǊ ǿƛǘƘ ǘƘŜ ǇƘǊŀǎŜΣ ά²Ƙƻ ǿƻǳƭŘ ƘŀǾŜ ŜȄǇŜŎǘŜŘ that?έ όBook of Illusions 

номύΣ ǿƘŜƴ ǘƘŜ ǘŜƭŜǇƘƻƴŜ ǊƛƴƎǎΣ ŀƴŘ ½ƛƳƳŜǊ ƴƻǘŜǎΣ άLǘ ǿŀǎ ŀ ōƛȊŀǊǊŜ ƛƴǘŜǊǊǳǇǘƛƻƴΣ ŀƴŘ ōŜŎŀǳǎŜ ƛǘ ŎŀƳŜ 

so quickly after Frieda said the word that, there seemed to be a connection between the two events, as 

if the telephone had sounded iƴ ŘƛǊŜŎǘ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ǿƻǊŘέ όномύΦ 

 Similarly, in such a world of contingency, reality itself is questioned and questionable. The novel 

has numerous instances of, as the title would indicate, a sense of illusion overtaking a sense of reality. 

For example, when Hector sees the younger sister of his dead girlfriend, Brigid, his immediate reaction 

is ǘƘŀǘ ά.ǊƛƎƛŘ ǿŀǎ ƴƻ ƭƻƴƎŜǊ ŘŜŀŘΣέ ŀƴŘ ǘƘŜƴ ŀǎ ƘŜ ƳƻǾŜǎ ŎƭƻǎŜǊ ǘƻ ǘƘŜ ǎƛǎǘŜǊΣ άǘƘŜ ǳƴŎŀƴƴȅ ǘƘƛƴƎΧǿŀǎ 
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that even after she raised her head and looked into his eyeǎΣ ǘƘŜ ƛƭƭǳǎƛƻƴ ǇŜǊǎƛǎǘŜŘέ όмрлύΦ IƻǿŜǾŜǊΣ 

there is a positive aspect to this undercutting of reality and its corresponding sense of illusion, 

specifically, that the human imagination can then come into play in creating the world. For instance, 

Zimmer responds to the ugliness of the house he moves to after his family is killed and to his own state-

of-ƳƛƴŘ ƭƛǾƛƴƎ ǿƛǘƘƛƴ ƛǘ ŀƴŘ ǿƛǘƘ Ƙƛǎ ƎǊƛŜŦ ǿƛǘƘ ǘƘŜ ŎƻƳƳŜƴǘ ǘƘŀǘ ǘƘŜ ƘƻǳǎŜ άǿŀǎ ŀ ƘƻǎǇƛǘŀƭ ŦƻǊ ǘƘŜ ƭƛǾƛƴƎ 

dead, a way station for the mentally afflicted, and to inhabit those blank, depersonalized interiors was 

ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŀǘ ǘƘŜ ǿƻǊƭŘ ǿŀǎ ŀƴ ƛƭƭǳǎƛƻƴ ǘƘŀǘ ƘŀŘ ǘƻ ōŜ ǊŜƛƴǾŜƴǘŜŘ ŜǾŜǊȅ Řŀȅέ όртύΦ Lƴ ½ƛƳƳŜǊΩǎ 

ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ǘƘŜ ǇƻǎƛǘƛǾŜ ǇƻǘŜƴǘƛŀƭ ƻŦ άǊŜƛƴǾŜƴǘƛƴƎέ ǘƘŜ ǿƻǊƭŘΣ ƘŜ ǊŜǾŜŀƭǎ ŀ ŎƻƴǘƛƴǳƛƴƎ ǎŜƴǎŜ ƻŦ ǘƘŜ 

possibility incumbent in his bleak situation, if not yet the ability to engage that possibility.  

 Hector, in his own retreat from authentic existence, has a similar sense of the instability of 

reality as he acknowledges that he has inadvertently become the cƻƴŦƛŘŀƴǘ ƻŦ Ƙƛǎ ŘŜŀŘ ƎƛǊƭŦǊƛŜƴŘΩǎ ǎƛǎǘŜǊ 

ŀƴŘ ǘƘƛƴƪǎ άǊŜŀƭƛǘȅ ǿŀǎ ŀ ƎǊƻǳƴŘƭŜǎǎ ǿƻǊƭŘ ƻŦ ŦƛƎƳŜƴǘǎ ŀƴŘ ƘŀƭƭǳŎƛƴŀǘƛƻƴǎΣ ŀ ǇƭŀŎŜ ǿƘŜǊŜ ŜǾŜǊȅǘƘƛƴƎ ȅƻǳ 

ƛƳŀƎƛƴŜŘ ŎŀƳŜ ǘǊǳŜέ όмсоύ ŀƴŘ ŜǾŜƴ ƳƻǊŜ ǎƻ ǿƘŜƴ ƘŜ ƭŜŀǊƴǎ ǘƘŀǘ ǘƘƛǎ ǎƛǎǘŜǊ ƛǎ ƛƴ ƭƻǾŜ ǿƛǘƘ ƘƛƳ ŀƴŘ ƘŜ 

writes in Ƙƛǎ ƧƻǳǊƴŀƭΣ άL ƘŀǾŜ ƳƛǎǎŜŘ ŜǾŜǊȅǘƘƛƴƎΧΦ ¢ƘŜ ŜŀǊǘƘ ƛǎ ǘƘŜ ǎƪȅΣ ǘƘŜ ǎǳƴ ƛǎ ǘƘŜ ƳƻƻƴΣ ǘƘŜ ǊƛǾŜǊǎ ŀǊŜ 

mountains. I have been looking at the wrong worldέ όмтнύΦ IŜŎǘƻǊΩǎ ƻōǎŜǊǾŀǘƛƻƴΣ ǘƻƻΣ ǊŜŎƻƎƴƛȊŜǎΣ ŀƭƳƻǎǘ 

in spite of itself, a different, positive sense of illusion: not simply that the objective world is not as solid 

and fixed as traditional metaphysicsτǿƘŀǘ IŜƛŘŜƎƎŜǊ ǘŜǊƳǎ  άŀƴŎƛŜƴǘ ƻƴǘƻƭƻƎȅέ ŀƴŘ άƳŜŘƛŜǾŀƭ 

ƻƴǘƻƭƻƎȅέ όннύτposits, but, even more importantly, that anything can happen. In other words, the 

sense of illusion in The Book of Illusions is used to make a distinction between the objective, 

rationalistic, Cartesian world and the phenomenological, Heideggerian world of human imagination and 

possibility. A hard, fixed identityτin the sense of a kind of entity among other entitiesτis an illusion. As 

ǘƘŜ ŜǇƛƎǊŀǇƘ ŦǊƻƳ /ƘŀǘŜŀǳōǊƛŀƴŘ ǎǘŀǘŜǎΣ ƘǳƳŀƴ ōŜƛƴƎǎ ŘƻΣ ƛƴŘŜŜŘΣ ƘŀǾŜ άƳŀƴȅ ƭƛǾŜǎέ ŀƴŘ ǘƘŀǘ ƭŀŎƪ ƻŦ 

stasis, that multiplicity, can be perceived and lived as a burden. But it can also be perceived and lived as 

a kƛƴŘ ƻŦ ŦǊŜŜŘƻƳ ŀƴŘ ƻǇŜƴƴŜǎǎ ǘƻ ǇƻǎǎƛōƛƭƛǘȅΦ ¢ƘŜ ǎŜƭŦΣ ƛƴ IŜƛŘŜƎƎŜǊΩǎ ǘŜǊƳǎΣ ŀǎ aƛŎƘŀŜƭ DŜƭǾŜƴ 

ƘƛƎƘƭƛƎƘǘǎΣ ƛǎ ƴƻǘ άŀƴ ƻōƧŜŎǘΣ ōǳǘ ŀ ǇǊƻŎŜǎǎΧǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ƻǳǊ ƭƛŦŜ ŀƴŘ ŜȄƛǎǘŜƴŎŜέ όнфύΦ 

 Heidegger emphasizes that there is an authentic and an inauthentic approach to every mode of 

existence. So, too, this sense of illusion and the sense of possibility that adheres to it can be lived 

authentically or inauthentically. The most central case of illusion in the novel comes in the form of the 

Blue Stone. The ranch that Hector and his wife, Frieda, retreat to in New Mexico is named the Blue 
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{ǘƻƴŜ wŀƴŎƘΦ !ŦǘŜǊ IŜŎǘƻǊ ŀƴŘ CǊƛŜŘŀ ŀǊŜ ŘŜŀŘΣ ½ƛƳƳŜǊ ǊŜŀŘǎ ƛƴ IŜŎǘƻǊΩǎ ƧƻǳǊƴŀƭ ǘƘŜ ƻǊƛƎƛƴ ƻŦ ǘƘŀǘ 

name. One evening shortly before Freida and Hector are to be married, Hector is waƭƪƛƴƎ CǊƛŜŘŀΩǎ ŘƻƎ ƛƴ 

{ŀƴŘǳǎƪȅΣ hƘƛƻ ƛƴ ŀ άǾŀǇƻǊƻǳǎέ ǊŀƛƴΦ IŜ ǇŀǎǎŜǎ ǳƴŘŜǊ ǎǘǊŜŜǘƭƛƎƘǘǎ άŀƴŘ suddenly everything began to 

shimmer, to gleam in the murkέ όBook of Illusions нусύΦ IŜŎǘƻǊ ǎŜŜǎ άa glow on the sidewalkέ ǘƘŀǘ ƘŜ 

ǘŀƪŜǎ ŦƻǊ άa jewel of some kindέ όнусύΦ IŜ ǎǘƻƻǇǎ ǘƻ ǇƛŎƪ ƛǘ ǳǇΣ ōǳǘ άit was soft, and it broke apart when 

[he] touched it, disintegrating into a wet, slithery ooze. The thing [Hector] had taken for a stone was a 

gob of human spitέ όнусύΦ !ŦǘŜǊ ½ƛƳƳŜǊ ǊŜŀŘǎ ǘƘƛǎ ŀŎŎƻǳƴǘΣ ƘŜ ŎƻƳƳŜƴǘǎΣ άbƻǿ I understood why they 

had chosen to call their place the Blue Stone Ranch. Hector had already seen that stone, and he knew 

ǘƘŀǘ ƛǘ ŘƛŘƴΩǘ ŜȄƛǎǘΣ ǘƘŀǘ ǘƘŜ ƭƛŦŜ ǘƘŀǘ ǘƘŜȅ ǿŜǊŜ ŀōƻǳǘ ǘƻ ōǳƛƭŘ ŦƻǊ ǘƘŜƳǎŜƭǾŜǎ ǿŀǎ ŦƻǳƴŘŜŘ ƻƴ ŀƴ ƛƭƭǳǎƛƻƴέ 

(287). That illusion is ŀ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ άƻƭŘ ƻƴǘƻƭƻƎȅΣέ ƻŦ ǘƘŜ ǎŜƴǎŜ ƻŦ ǎŜƭŦ ŀǎ ŀƴ Ŝƴǘƛǘȅ ǘƘŀǘ ŜȄƛǎǘǎ ǇǊƛƻǊ ǘƻ 

and separate from the world of which it is a part. In terms of that Cartesian self, Hector has surrendered 

himself to a limited, permanently defined identity, or entity, as an accessory to murder, albeit 

accidental homicide, and to the resultant sense of guilt. As he tells his would-ōŜ ōƛƻƎǊŀǇƘŜǊΣ !ƭƳŀΣ ά¸ƻǳ 

ŘƻƴΩǘ ŘǊƛǾŜ ŀƴ ƛƴƴƻŎŜƴǘ ƎƛǊƭ ƛƴǎŀƴŜΧΣ ŀƴŘ ȅƻǳ ŘƻƴΩǘ ōǳǊȅ ƘŜǊ ŘŜŀŘ ōƻŘȅ ŜƛƎƘǘ ŦŜŜǘ ǳƴŘŜǊ the ground and 

expect to go on with your life as before. A man who had done what he had done deserved to be 

ǇǳƴƛǎƘŜŘέ όмпр-46).  

 In the process of attempting to escape Hollywood but to continuously punish himself, Hector 

actually changes identities often, but in a self-abnegating and inauthentic way. For example, at one 

point, he seeks to hide from the world literally by working as a night watchman, and he notes in his 

ƧƻǳǊƴŀƭΣ άL ǘŀƭƪ ƻƴƭȅ ǘƻ ǘƘŜ ŘŜŀŘ ƴƻǿΧΦ[ƛƪŜ ǘƘŜƳΣ L ƭƛǾŜ ǿƛǘƘƻǳǘ ŀ ŦǳǘǳǊŜέ όмпт-48). But the low point in 

this self-abnegation occurs when, after attempting suicide but not being able to follow through, he 

becomes a performer in a live sex act with a female prostitute. In order not to risk being recognized by 

anyone who might have seen his silent films, but also in what must be seen as a symbol of his crisis of 

identity, Hector wears a face mask. As a sex performer, Hector feels the shame of his actions and is 

ǎŀǘƛǎŦƛŜŘ ǘƘŀǘΣ ǿƘƛƭŜ ƘŜ ŘƛŘ ƴƻǘ ǎǳŎŎŜŜŘ ŀǘ ǎǳƛŎƛŘŜΣ ǘƘƛǎ άǎǉǳŀƭƻǊƻǳǎέ ŀŎǘƛǾƛǘȅ ǿƛƭƭ ŎŀǳǎŜ ƘƛƳ ǘƻΣ άŘƛŜώϐ 

moǊŜ ǎƭƻǿƭȅέ όмумύΦ !ǎ ŀ ǎŜȄ ǇŜǊŦƻǊƳŜǊΣ IŜŎǘƻǊ ŜȄǇŜǊƛŜƴŎŜǎ ŀ ƪƛƴŘ ƻŦ ǳƭǘƛƳŀǘŜ /ŀǊǘŜǎƛŀƴ ŘǳŀƭƛǘȅΥ ά[h]is 

world had split in two. . . and his mind and body were no longer talking to each other. . . . His body had 

taken control of him. . . . he was afraid to look at himself,. . . . He was acting like a man who had covered 

up all the mirrors in his houseέ ό184). 
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 When his sex partner finally recognizes him as a former film actor, Hector leaves the act. He 

heroically stops a bank robber, is shot and nearly dies, and meets and marries Frieda. This near-death 

experience, as in Victorian novels, has the potential to be a kind of resurrection to a new life and 

renewed identity, but again Hector chooses to avoid the issue of his identityςƘŜ ǘŀƪŜǎ CǊƛŜŘŀΩǎ 

surnameτand they move to New Mexico to continue to hide from, rather than to engage, the world. 

Thus, naming their property The Blue Stone Ranch is appropriate to this inauthentic sense of illusion.  

 After the accidental death of their young son, Frieda tries to help Hector cope with his grief by 

urging him to make films again. This decision represents another opportunity for Hector to choose a life 

for himself out of a range of renewed possibility and so become more authentic. He continues, 

however, to be burdened by the guilt of the death of his girlfriend and by the consequent promise that 

ƘŜ ƳŀŘŜ ǘƻ ƘƛƳǎŜƭŦ ǘƻ ŀōŀƴŘƻƴ ŦƛƭƳƳŀƪƛƴƎΣ ǘƘŜ άƻƴŜ ǘƘƛƴƎ ƛƴ ǘƘŜ ǿƻǊƭŘ ǘƘŀǘ ƳŀŘŜ ǎŜƴǎŜ ǘƻ ƘƛƳέ όнлтύΦ 

!ƴŘ ǎƻ ƘŜ ŘŜŎƛŘŜǎ ǘƘŀǘ ǘƘŜǎŜ ƴŜǿ ŦƛƭƳǎ άǿƻǳƭŘ ƴŜǾŜǊ ōŜ ǎƘƻǿƴ ǘƻ ŀǳŘƛŜƴŎŜǎΣ ώƘŜ ǿƻǳƭd] make movies 

for the sheer pleasure of making moviesέ όнлтύΦ Hector decrees that, moreover, within twenty-four 

ƘƻǳǊǎ ƻŦ Ƙƛǎ ŘŜŀǘƘΣ ŀƭƭ ƻŦ ǘƘŜǎŜ ƴŜǿ ŦƛƭƳǎ Ƴǳǎǘ ōŜ ŘŜǎǘǊƻȅŜŘΦ IŜŎǘƻǊΩǎ ǇǳǊǇƻǎŜΣ ƻǊ ǊŜǎƻƭǳǘŜƴŜǎǎΣ ƛƴ 

making these new films, then, is highly probƭŜƳŀǘƛŎΦ ½ƛƳƳŜǊ ŎƻƴƧŜŎǘǳǊŜǎ ǘƘŀǘ IŜŎǘƻǊ άŎƻǳƭŘ ŎƻƳŦƻǊǘ 

ƘƛƳǎŜƭŦ ǿƛǘƘ ǘƘŜ ǘƘƻǳƎƘǘ ǘƘŀǘ ǘƘŜǊŜ ǿŀǎ ŀ ǇǳǊǇƻǎŜ ǘƻ ǿƘŀǘ ƘŜ ǿŀǎ ŘƻƛƴƎΦ IŜ ŘƛŘƴΩǘ ƳŀƪŜ ŦƛƭƳǎ ƛƴ ƻǊŘŜǊ 

to destroy themτbut iƴ ǎǇƛǘŜ ƻŦ ƛǘέ όнтфύΤ ƘƻǿŜǾŜǊΣ ǿithout genuine purpose, the act of making these 

films becomes hollow and its authenticity questionable. Suggesting that Hector himself sees this 

ǇǊƻōƭŜƳ ŀǘ ǘƘŜ ǾŜǊȅ ŜƴŘ ƻŦ Ƙƛǎ ƭƛŦŜΣ ŀŦǘŜǊ ǊŜŀŘƛƴƎ ½ƛƳƳŜǊΩǎ ŎǊƛǘƛŎŀƭ ǎǘǳŘȅ ƻŦ Ƙƛǎ ǎƛƭŜƴǘ ŦƛƭƳǎΣ IŜŎǘƻǊ ƛƴǾƛǘŜǎ 

Zimmer to come to the ranch to see the new films, an action certain to promote the fact of the new 

ŦƛƭƳǎΩ ŜȄƛǎǘŜƴŎŜ ŀƴŘ Ǉƻǎǎƛōƭȅ ŜǾŜƴ ǘƻ ǊŜǎǳƭǘ ƛƴ ǘƘŜƛǊ ŜǾŜƴǘǳŀƭ ǊŜƭŜŀǎŜ ǘƻ ǘƘŜ ǿƻǊƭŘΦ !ǎ ½ƛƳƳŜǊ Ǉǳǘǎ ƛǘΣ 

ά!ŦǘŜǊ ȅŜŀǊǎ ƻŦ ǎǘŜŀŘŦŀǎǘ ŎƻǳǊŀƎŜΣ IŜŎǘƻǊ ƘŀŘ ōǳŎƪƭŜŘ ƛƴ ǘƻ Řƻǳōǘǎ ŀƴŘ ƛƴŘŜŎƛǎƛƻƴΣ ƘŀŘ ǿƻǳƴŘ ǳǇ 

queǎǘƛƻƴƛƴƎ ŜǾŜǊȅǘƘƛƴƎ ƘŜ ƘŀŘ ŘƻƴŜ ǿƛǘƘ Ƙƛǎ ƭƛŦŜ ƛƴ bŜǿ aŜȄƛŎƻέ όомфύΦ ¢Ƙƛǎ ǉǳŜǎǘƛƻƴƛƴƎ ƛǎ ǘƘŜ ƳŀǊƪ ƻŦ 

recognitionτculminating on his deathbed, the quintessential place for epiphany--of the horizon of 

possibility and authenticity that has stretched before Hector since he left Hollywood but from which he 

has continuously turned away.  

 Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ IŜŎǘƻǊΣ ŀƴƻǘƘŜǊ ŀǎǇŜŎǘ ƻŦ ǘƘŜ ǎǘƻǊȅ ƛǎ ŀƭǎƻ ƛƳǇƻǊǘŀƴǘ ǘƻ ½ƛƳƳŜǊΩǎ 

struggle toward authenticity. The daughter of a cameraman and an actress who worked on these later 

ŦƛƭƳǎ ŀǘ ǘƘŜ .ƭǳŜ {ǘƻƴŜ wŀƴŎƘΣ !ƭƳŀ DǊǳƴŘΣ ŀǊǊƛǾŜǎ ǳƴŜȄǇŜŎǘŜŘƭȅ ŀǘ ½ƛƳƳŜǊΩǎ ±ŜǊƳƻƴǘ ƘƻƳŜ ŀƴŘ 
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persuades him to come immediately to New Mexico to meet Hector and see his films before he dies. In 

the next three chaotic days that surround HectƻǊΩǎ ŘŜŀǘƘ ŀƴŘ ǘƘŜ ŘŜǎǘǊǳŎǘƛƻƴ ƻŦ Ƙƛǎ ŦƛƭƳǎ ōȅ CǊƛŜŘŀΣ 

Alma, too, dies. However, in that short time, Zimmer falls in love with Alma and begins to see a future. 

He tells ƘŜǊΣ ά¸ƻǳΩƭƭ ŎƻƳŜ ǘƻ ±ŜǊƳƻƴǘΧΦ wŜΩƭƭ Ǝƻ ōŀŎƪ ǘƻ ǿƻǊƪΣ ŀƴŘ ǿƘŜƴ ƻǳǊ ǿƻǊƪ ƛǎ ŦƛƴƛǎƘŜŘΣ ǿŜΩƭƭ 

ƭŜŀǾŜ ±ŜǊƳƻƴǘ ŀƴŘ Ǝƻ ǎƻƳŜǿƘŜǊŜ ŜƭǎŜΧΦ LΩƳ ǿƛƭƭƛƴƎ ǘƻ ŜƴǘŜǊǘŀƛƴ ŀƭƭ ǇƻǎǎƛōƛƭƛǘƛŜǎΦ bƻǘƘƛƴƎ ƛǎ ƻǳǘ ƻŦ ǘƘŜ 

ǉǳŜǎǘƛƻƴέ όнфлύΦ ½ƛƳƳŜǊ ǊŜǘǳǊƴǎ ŀƭƻƴŜ ǘƻ ±ŜǊƳƻƴǘ ǘƻ ǇǊŜǇŀǊŜ ŦƻǊ !ƭƳŀ ŀŦǘŜǊ ǎƘŜ ŎƻƳǇƭŜǘŜǎ ŘŜǘŀƛƭǎ ƛƴ 

New Mexico, with, through his experience with Hector and Alma, a renewed sense of authentic 

ǎŜƭŦƘƻƻŘΦ !ǎ ƘŜ ŘƛǎŜƳōŀǊƪǎ ŦǊƻƳ ǘƘŜ ŀƛǊǇƭŀƴŜΣ ƘŜ ǎŀȅǎΣ άL ŦŜƭǘ ǎǘǊƻƴƎŜǊ ǘƘŀƴ L ƘŀŘ ŀǘ ŀƴȅ time in the past 

ǘƘǊŜŜ ȅŜŀǊǎΦ !ƭƳƻǎǘ ǿƘƻƭŜΧŀƭƳƻǎǘ ǊŜŀŘȅ ǘƻ ōŜŎƻƳŜ ǊŜŀƭ ŀƎŀƛƴέ όнфсύΦ 9ǾŜƴ ŀŦǘŜǊ !ƭƳŀΩǎ ŘŜŀǘƘ ŀ ŦŜǿ 

days latŜǊΣ ½ƛƳƳŜǊ ƛǎ ŀōƭŜΣ ǳƴƭƛƪŜ ǿƘŀǘ ƘŀǇǇŜƴŜŘ ǘƻ ƘƛƳ ŀŦǘŜǊ Ƙƛǎ ǿƛŦŜ ŀƴŘ ǎƻƴǎΩ ŘŜŀǘƘǎΣ ǘƻ Ƴŀƛƴǘŀƛƴ Ƙƛǎ 

ǎŜƴǎŜ ƻŦ ƛŘŜƴǘƛǘȅΥ άL ƘŀŘ ōŜŜƴ ǇƭŀƴƴƛƴƎ ǘƻ Ŧŀƭƭ ŀǇŀǊǘΣ ǘƻ ǎƭƛǇ ƛƴǘƻ Ƴȅ ƻƭŘ ǊƻǳǘƛƴŜ ƻŦ ƘŀǇƭŜǎǎ ǎƻǊǊƻǿ ŀƴŘ 

ŀƭŎƻƘƻƭƛŎ ǊǳƛƴΣ ōǳǘΧǎƻƳŜǘƘƛƴƎ ƛƴ ƳŜ ǊŜǎƛǎǘŜŘ ǘƘŜ ǳǊƎŜ ǘƻ ŘŜǎǘǊƻȅ ƳȅǎŜƭŦέ όомо-мпύΦ ¢Ƙŀǘ άǎƻƳŜǘƘƛƴƎέ ƛǎ 

the phenomenological awareness of the horizon of future possibility. 

 CƛƴŀƭƭȅΣ ǘƘŜƴΣ IŜƛŘŜƎƎŜǊΩǎ ŎƻƴŎŜǇǘǎ ƻŦ Dasein, or Being-in-the-ǿƻǊƭŘΣ ŀƴŘ ƻŦ ǘƘŜ άŀǳǘƘŜƴǘƛŎέ ŀƴŘ 

άƛƴŀǳǘƘŜƴǘƛŎέ ƳƻŘŜǎ ƻŦ Dasein, can be used to understand how David Zimmer can be seen as a 

postmodern and phenomenological protagonist who discovers, in the midst of great personal tragedy, 

that the world still holds possibility and a kind of self-identity. Against the background of the life story of 

ŀ ŎƻƳƛŎ ǎƛƭŜƴǘ ŦƛƭƳ ŀŎǘƻǊΣ ǘƘŜ ƴƻǾŜƭ ǎƘƻǿǎ ǘƘŀǘ ŀƴ ƛǎƻƭŀǘŜŘ άLέ-ǎŜƭŦΣ ƻǊ /ŀǊǘŜǎƛŀƴ άŜƎƻέτlike the Blue 

Stoneτis an illusion. However, David Zimmer learns through the cautionary tale of Hector Mann that 

there is identity and meaning of a type--that is, the identity of the process of living--in the form of the 

authentic mode of Dasein. 
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! vǳŜǎǘƛƻƴ ƻŦ wŜǎǇƻƴǎŜΥ ¢ƘŜ 9ȄǘŜƴǘ ƻŦ LƴŦƭǳŜƴŎŜ ƻŦ /ŀǊȅΩǎ Mister WƻƘƴǎƻƴ ŀƴŘ /ƻƴǊŀŘΩǎ Heart of 

Darkness on Things Fall Apart 

David W. Johnson, Indiana University of Pennsylvania 

 

In his early (1979) comprehensive survey The Growth of the African Novel, scholar and critic 

9ǳǎǘŀŎŜ tŀƭƳŜǊ ǿǊƛǘŜǎΣ ά.ǊƻŀŘƭȅ ǎǇŜŀƪƛƴƎΣ ǘƘŜ !ŦǊƛŎŀƴ ƴƻǾŜƭ ƛǎ ŀ ǊŜǎǇƻƴǎŜ ǘƻ ŀƴŘ ǊŜŎƻǊŘ ƻŦ ǘƘŜ ǘǊŀǳƳŀǘƛŎ 

consequences of the impact of Western capitalist colonialism on the traditional values and institutions 

of the African peoplesέ όсо).  This statement certainly applies to ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƻŦ /Ƙƛƴǳŀ !ŎƘŜōŜΩǎ Things 

Fall Apart; yet there is a more specific response that is worth reconsidering on the occasion of the 

ŦƛŦǘƛŜǘƘ ŀƴƴƛǾŜǊǎŀǊȅ ƻŦ ǘƘŜ ƴƻǾŜƭΩs publication in 1958. Palmer and others refer to Things Fall Apart as a 

response not only to the broad force of Western capitalist colonialism, but also to specific white 

European novelistsΩ ǇƻǊǘǊŀȅŀƭǎ ƻŦ ǘhe people and culture of Africa in general and Nigeria in particular. 

Often enough to have become an assumption, Things Fall Apart has been considered a response to 

WƻǎŜǇƘ /ƻƴǊŀŘΩǎ Heart of Darkness. But is this, in fact, the case? Interviews with Achebe and one of his 

essays help to determine the literary object of the response.  

 In a 1962 interview after the success of Things Fall Apart, Achebe stated in explicit terms that 

the author and portrayal that most affected his approach to his first novel were Joyce Cary and his 

portrayal of a young Nigerian civil servant in Mister Johnson. 

 . . . I was quite certain that I was going to try my hand at writing, and one of the things 

 ǘƘŀǘ ǎŜǘ ƳŜ ǘƘƛƴƪƛƴƎ ǿŀǎ WƻȅŎŜ /ŀǊȅΩǎ ƴƻǾŜƭ ǎŜǘ ƛƴ bigeria, Mr. Johnson [sic], which was 

 praised so much, and it was clear to me that this was a most superficial picture ofτnot  

 only of the country, but even of the Nigerian character, and so I thought if this was 

 famous, then perhaps someone ought to try and look at this from the inside.  

 (Lindfors 3-4) 

His reference to Conrad was more general. When asked in the 1962 interview which writers he most 

ŀŘƳƛǊŜŘΣ ƘŜ ŀƴǎǿŜǊŜŘΣ άL ŘƻƴΩǘ ǊŜŀƭƭȅ ǘƘƛƴƪ ǘƘŀǘ ǘƘŜǊŜΩǎ ŀƴȅ ƻƴŜ L Ŏŀƴ ǎŀȅ L ŀŘƳƛǊŜ ŀƭƭ ǘƘŀǘ ƳǳŎƘΦ L ǳǎŜŘ 

tƻ ƭƛƪŜ IŜƳƛƴƎǿŀȅΤ ŀƴŘ L ǳǎŜŘ ǘƻ ƭƛƪŜ /ƻƴǊŀŘΦ L ǳǎŜŘ ǘƻ ƭƛƪŜ /ƻƴǊŀŘ ǇŀǊǘƛŎǳƭŀǊƭȅ Φ Φ Φέ όсύ. As we will come 

to understand through later interviews and essays, there was ŘŜŜǇŜǊ ŦŜŜƭƛƴƎ ōŜƴŜŀǘƘ !ŎƘŜōŜΩǎ ōǊƛŜŦ 
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comment that he άǳǎŜŘ ǘƻ ƭƛƪŜέ WƻǎŜǇƘ /ƻƴǊŀŘΣ yet the point in time when Achebe changed his opinion 

remains a matter of conjecture. 

 One method of verifying the object of response is to examine the resemblances between Things 

Fall Apart and Mister Johnson, including the binary relationship of the central characters, who are clear 

opposites (thus suggesting the possibility that the second is a response to the first), as well as narrative 

elements that the novels seem to share. In the opening paragraphs of Mister Johnson, the author 

describes the effusive aǘǘŜƴǘƛƻƴ ǘƘŀǘ WƻƘƴǎƻƴ Ǉŀȅǎ ǘƻ ǘƘŜ ŦŜǊǊȅƳŀƴΩǎ ŘŀǳƎƘǘŜǊ ŀǎ ǎƘŜ ŦŜǊǊƛŜǎ ƘƛƳ ŀŎǊƻǎǎ 

ǘƘŜ CŀŘŀ wƛǾŜǊΥ άWƻƘƴǎƻƴ ǎŀǘ ŀŘƳƛǊƛƴƎ ƘŜǊ ǿƛǘƘ ŀ ƎǊƛƴ ƻŦ ǇƭŜŀǎǳǊŜ ŀƴŘ ŎŀƭƭŜŘ ƻǳǘ ŎƻƳǇƭƛƳŜƴǘǎΣ Ψ²Ƙŀǘ ŀ 

pretty girl you areΩέ (1). ¢ƘŜ ƎƛǊƭΣ .ŀƳǳΣ ŘƻŜǎ ƴƻǘ ǊŜǎǇƻƴŘ ǘƻ WƻƘƴǎƻƴΩǎ Ŝfforts to gain her attention. She 

ǊŜŎƻƎƴƛȊŜǎ ƘƛƳ ŀǎ ŀƴ ƻǳǘǎƛŘŜǊ ŀƴŘ ǘǊŜŀǘǎ ƘƛƳ ŀǎ ƻƴŜΥ ά{ǘǊŀƴƎŜǊǎ ŀǊŜ ǎǘƛƭƭ ǊŀǊŜ ƛƴ ǘƘŜ CŀŘŀ ōǳǎƘ ŀƴŘ ǘƘŜȅ 

ŀǊŜ ǊŜŎŜƛǾŜŘ ǿƛǘƘ ŘƻǳōǘΦέ hǎǘŜƴǎƛōƭȅ ǘƘǊƻǳƎƘ ǘƘŜ ŜȅŜǎ ƻŦ .ŀƳǳΣ ǘƘŜ ƴƻǾŜƭƛǎǘ ŜƴǳƳŜǊŀǘŜǎ ǘƘŜ ŦŜŀǘǳǊŜǎ ƻŦ 

WƻƘƴǎƻƴΩǎ ǎǘǊŀngeness. 

Johnson is not only a stranger by accent, but by color. He is as black as a stove, almost a 

pure Negro, with a short nose and full, soft lips. He is young, perhaps seventeen, and 

seems half-grown. His neck, legs and arms are much too long and thin for his small body, 

ŀǎ ƴŀǊǊƻǿ ŀǎ ŀ ǎƪƛƴƴŜŘ ǊŀōōƛǘΩǎΦ IŜ ƛǎ ƭƻƻǎŜ ƧƻƛƴǘŜŘ ƭƛƪŜ ŀ ōƻȅΣ ŀƴŘ ǎƛǘǎ ǿƛǘƘ Ƙƛǎ ƪƴŜŜǎ ǳǇ 

to his nose, grinning at Bamu over the stretched white cotton of his trousers. He smiles 

with the delighted expression of a child looking at a birthday table and sŀȅǎΣ άhƘΣ ȅƻǳ ŀǊŜ 

too prettyτa ōŜŀǳǘƛŦǳƭ ƎƛǊƭΦέ όмύ 

 /ŀǊȅΩǎ ǇƻǊǘǊŀȅŀƭ ƻŦ WƻƘƴǎƻƴ ŀǎ ŀ ŎŀǊƛŎŀǘǳǊŜ ƻŦ ŀƴ ŀƳōƛǘƛƻǳǎΣ ȅŜǘ ƛƴŜǇǘ ȅƻǳƴƎ !ŦǊƛŎŀƴ Ƴŀƴ ƛǎ 

reinforced by the image of Johnson on the dust jacket of the stated first American edition of Mister 

Johnson. Though the same image may not have appeared on the cover of the original British 

publication, it is worth describing in some detail. Tall and skinny, grinning broadly, wearing a pith 

helmet and white suit, holding an umbrella at his side that has a broken spoke, the figure of Johnson is 

similar to a character in a cartoon. He stands in mid-stride in the foreground of a scene behind him that 

is similarly cartoonish: straw-roofed huts, a gnarled Baobab tree indigenous to Africa, and a bare-

breasted young African woman in an ankle-length wrapped skirt balancing an urn on top of her head. 
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 Perhaps in deliberate contrast to the casual tone of the opening paragraphs describing Mister 

Johnson are the dignified opening paragraphs of Things Fall Apart that introduce Okonkwo. In the 

ƴƻǾŜƭΩǎ ŦŀƳƻǳǎ ŦƛǊǎǘ ǇŀǊŀƎǊŀǇƘΣ !ŎƘŜōŜ ǇǊƻǾƛŘŜǎ ǘƘƛǎ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ Ƙƛǎ ŎŜƴǘǊŀƭ ŎƘŀǊŀŎǘŜǊΥ 

Okonkwo was well known throughout the nine villages and even beyond. His fame rested 

on solid personal achievements. As a young man of eighteen he had brought honor to his 

village by throwing Amalinze the Cat. Amalinze was the great wrestler who for seven 

years was unbeaten, from Umuofia to Mbaino. He was called the Cat because his back 

would never touch the earth. It was this man that Okonkwo threw in a fight which the 

old men agreed was one of the fiercest since the founder of their town engaged a spirit 

of the wild for seven days and seven nights. (3) 

Lǘ ǿƻǳƭŘ ŀǇǇŜŀǊ ŘŜƭƛōŜǊŀǘŜ ǿƘŜƴ !ŎƘŜōŜ ǿǊƛǘŜǎ ǘƘŀǘ hƪƻƴƪǿƻ ǘƘǊŜǿ ǘƘŜ /ŀǘ ŀǎ άŀ ȅoung man of 

ŜƛƎƘǘŜŜƴέ ŀŦǘŜǊ /ŀǊȅ ǿǊƻǘŜ ƻŦ WƻƘƴǎƻƴ άƘŜ ƛǎ ȅƻǳƴƎΣ ǇŜǊƘŀǇǎ ǎŜǾŜƴǘŜŜƴΦέ Lƴ ǘƘƛǎ ǿŀȅΣ ǘƘŜ ǘǿƻ ŎŜƴǘǊŀƭ 

characters are identified as chronological counterparts. ¢ƘƻǳƎƘ !ŎƘŜōŜΩǎ ǇƘȅǎƛŎŀƭ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 

hƪƻƴƪǿƻ ƛǎ ǊŜǇƻǊǘŜŘ άǘǿŜƴǘȅ ȅŜŀǊǎ ƻǊ ƳƻǊŜέ ŀŦǘer his fight with the Cat, we can assume that he was 

impressive as a young man if he was to mature into this adult man: 

He was tall and huge, and his bushy eyebrows and wide nose gave him a very severe 

look. He breathed heavily, and it was said that, when he slept, his wives and children in 

their houses could hear him breathe. When he walked, his heels hardly touched the 

ground and he seemed to walk on springs, as if he was going to pounce on somebody. 

And he did pounce on people quite often. He had a slight stammer and whenever he was 

angry and could not get the words out quickly enough, he would use his fists. He had no 

patience with unsuccessful men. (4) 

Achebe describes Okonkwo in terms that are opposite to /ŀǊȅΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ Johnson. For example, 

Okonkwo walks on the balls of his feet as if he is going to pounce; WƻƘƴǎƻƴ ǿŀƭƪǎ άŀǘ ŀ ǇŀŎŜ ōŜǘǿŜŜƴ ŀ 

trot and a lope. In his loose-jointed action, it resembles a dance. He jumps over roots and holes like a 

ballet dancer, as if he enjoyed the exerciseέ όпύ.  

 The characters differ in other ways as well. Where Johnson is glib, Okonkwo speaks with a 

stammer. Where Johnson is mostly talk, Okonkwo is a man of action. Where Johnson brags about his 

importance in the government despite being a lowly clerk, Okonkwo has earned his status as a leader in 
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the village through warfare and economic success. In terms of commonality, both men meet a tragic 

end as a consequence of having committed a violent act; ōǳǘ WƻƘƴǎƻƴΩǎ ƳƛǎŘŜŜŘ ƛǎ ŀ ŎǊƛƳƛƴŀƭ ƳǳǊŘŜǊ ƛƴ 

the process of committing theft while OkƻƴƪǿƻΩǎ ŎǊƛƳŜ is in defense of the rights of the village, even if 

committed on impulse. Based on central characters whose fates unfold within an approximate similarity 

of plot structureτa series of circumstances and actions (and interactions between black men and white 

men) that lead to a tragic endτI conclude that the opening of Things Fall Apart is a direct response to 

Mister Johnson, as are other aspects of the novel, fƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǾƛƭƭŀƎŜǊǎΩ ŎŜƭŜōǊŀǘƛƻƴ ƻŦ ǘƘŜ ǿǊŜǎǘƭŜǊ 

Okafo in song (50-51) in opposition to JohnsonΩǎ self-celebration of his imagined prowess in song (147-

48). 

 Lƴ ŀ ǎŜŎƻƴŘ мфсн ƛƴǘŜǊǾƛŜǿΣ !ŎƘŜōŜΩǎ ǾƛŜǿǎ ƻƴ Ƙƛǎ ƛƴŦƭǳŜƴŎŜǎ ŀǊŜ ǎƛƳƛƭŀǊ ǘƻ ǘƘƻǎŜ ŜȄǇǊŜǎǎŜŘ ƛƴ 

ǘƘŜ ŦƛǊǎǘΦ IŜ ŀŎƪƴƻǿƭŜŘƎŜǎ Ƙƛǎ άŘŜōǘέ ǘƻ /ŀǊȅ ƛƴ ƳƻǊŜ ŀƳōƛǾŀƭŜƴt terms than in the first interview, 

though once again citing Mister Johnson as the novel that most motivated him to write the two novels 

that he had published at that time. The second novel was No Longer at Ease, which had been drafted as 

part of the same project from which emerged Things Fall Apart and Arrow of God. 

I had been impressed by the works of Joyce Cary and especially by one of his books, 

Mister Johnson, in which he shows Nigerian characters. He is an excellent English writer 

who has lived here, for he resided in Northern Nigeria during his youth, but cannot see 

the Hausa like a proper Nigerian and, in fact, what results is more of a caricature than a 

true description. Also, reading Cary impelled me to show what was false in him and 

brought forth ŀ ŘŜǎƛǊŜ ǘƻ ǿǊƛǘŜ ǘƘŀǘ LΩǾŜ ƘŀŘ ŦƻǊ ŀ ƭƻƴƎ ǘƛƳŜΦ ό[ƛƴŘŦƻǊǎ уύ 

 Achebe does not mention Joseph Conrad in the second interview, though it should be noted that 

an inǘŜǊǾƛŜǿ ǎǳōƧŜŎǘΩǎ ŀƴǎǿŜǊǎ ŘŜǇŜƴŘ ƻƴ ǘƘŜ ƛƴŦƻǊƳŀǘƛƻƴ ǎƻƭƛŎƛǘŜŘ ōȅ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊΩǎ ǉǳŜǎǘƛƻƴǎΤ nor 

is there mention of Conrad in a third interview conducted in 1963. In the third, Achebe continues to 

express his objections to Mister Johnson. One of the two interviewers asks Achebe if, when he attended 

¦ƴƛǾŜǊǎƛǘȅ /ƻƭƭŜƎŜΣ LōŀŘŀƴΣ ƘŜ ŦƻǳƴŘ ŀƴȅ άǇǊŜŎǳrsors in the West African novel ς English people who 

had written novels about your society which you could use as a model έ ό[ƛƴŘŦƻǊǎ моύ. ¢ƘŜ ŀǳǘƘƻǊΩǎ 

response is direct and pointed: 

¢ƘŜǊŜ ǿŀǎƴΩǘ ǾŜǊȅ ƳǳŎƘ ǿƘŜƴ L ǿŀǎ ŀǘ ŎƻƭƭŜƎŜΦ WƻȅŎŜ /ŀǊȅ ƘŀŘ ǿǊƛǘǘŜƴ ǎƻƳe books. If I 

may say so, perhaps he helped to inspire me, but not in the usual way. I was very angry 
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with his book Mister Johnson, which was set in Nigeria. I happened to read this, I think, in 

my second year, and I said to myself, this is absurd. If somebody without any inside 

knowledge of the people he is trying to describe can get away with it, perhaps I ought to 

try my hand at it. (13) 

 By the time of a fourth interview in 1967, Achebe had given up a full-time position as director of 

external broadcasting for the Nigerian Broadcasting Corporation and was able to support himself from 

the income of his writing. Things Fall Apart had become a school text and sold 120,000 copies (Lindfors 

21). He had published the third volume of the trilogy stemming for his original project, Arrow of God, 

and the hardcover edition of his fourth novel, A Man of the People, had sold out. Perhaps success had 

softened his criticism of Joyce Cary, or so it appeared in the interview: 

Do you know of any European writers in African really able to portray African characters, 

really getting under the skin of their characters? 

  

Well, I can only talk about Nigeria. The most competent writer to try was Joyce Cary ς a 

ŦƛƴŜ ǿǊƛǘŜǊΣ ōǳǘ ƘŜ ŘƛŘƴΩǘ ǎǳŎŎŜŜŘΦ Iƛǎ ŦŀƳƻǳǎ ƴƻǾŜƭ Mister Johnson is highly praised, 

especially by Europeans, but it seems to be to portray not a character but a caricature. I 

mean Johnson does not begin to live for me. (Lindfors 25) 

Once again there was no mention of Conrad. 

 DƛǾŜƴ !ŎƘŜōŜΩǎ ŦǊŜǉǳŜƴǘ ŀƴŘ ŎƻƴǎƛǎǘŜƴǘ ǊŜŦŜǊŜƴces to Mister Johnson in the interviews, one 

might ask what the evidence is that has led some scholars and critics to assume that the desire to 

respond to Heart of Darkness ǇƭŀȅŜŘ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǊƻƭŜ ƛƴ !ŎƘŜōŜΩǎ ǿǊƛǘƛƴƎ Things Fall Apart. I was able to 

bring the question to Eustace Palmer by e-mail, asking his informed opinion on whether Heart of 

Darkness had influenced Achebe, and to what extent the desire to respond to Mister Johnson might 

have influenced him. Palmer answered that on the previous day in his Introduction to African Studies 

ŎƭŀǎǎΣ ƘŜ ƘŀŘ ǘƻƭŘ Ƙƛǎ ǎǘǳŘŜƴǘǎ ǘƘŀǘ !ŎƘŜōŜ ƘŀŘ ǿǊƛǘǘŜƴ ǘƘŜ ƴƻǾŜƭ άƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ƴŜƎŀǘƛǾŜ ǾƛŜǿǎ ƻŦ 

Africa put across by some Western people, in particular by Conrad in Heart of Darkness and Cary in 

Mister JohnsonΦέ 

 Palmer made a distinction between the immediacy of the two influences on the Achebe work, 

yet felt that both were influential:  
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While the immediate stimulus for writing the novel might have been Mister Johnson, I 

am quite sure that he was also responding to Conrad's portrayal of Africa in Heart of 

Darkness, which I am sure he had read while at the University of Ibadan [sic]. In fact, as 

you are probably aware, he has a famous article . . . in which, among other things, he 

roundly condemns Conrad for racism, based on his portrayal of the African situation in 

Heart of Darkness. I also heard him deliver a lecture in which his main preoccupation was 

Conrad's view of Africa in Heart of Darkness. 

 5ŜǎǇƛǘŜ tŀƭƳŜǊΩǎ ŎŜǊǘŀƛƴǘȅΣ ƛǘ ƛǎ ŘƛŦŦƛŎǳƭǘτif not impossibleτto confirm that Achebe read Heart 

of Darkness while at University College, Ibadan, (1948 to 1953) or in secondary school. For one thing, as 

ŀ ǊŜǎǳƭǘ ƻŦ !ŎƘŜōŜΩǎ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭ Ŧƛƴŀƭ ŜȄŀƳƛƴŀǘƛƻƴΣ Ƙƛǎ ƎǳŀǊŘƛŀƴ ŘŜŎƛŘŜŘ ǘƘŀǘ ƘŜ ǎƘƻǳƭŘ ǎǘǳŘȅ 

medicine, not literature. Achebe had scored higher in physics/chemistry, biology, geography, Bible 

ƪƴƻǿƭŜŘƎŜΣ ŀƴŘ ƳŀǘƘŜƳŀǘƛŎǎ όƛƴ ǿƘƛŎƘ ƘŜ ǊŜŎŜƛǾŜŘ !Ωǎύ ǘƘŀƴ ƘŜ ŘƛŘ ƛƴ 9ƴƎƭƛǎƘ ƭŀƴƎǳŀƎŜ ŀƴŘ 9ƴƎƭƛǎƘ 

ƭƛǘŜǊŀǘǳǊŜ ό/ΩǎύΦ !ŎƘŜōŜΩǎ ōƛƻƎǊŀǇƘŜǊΣ 9ȊŜƴǿŀ-Ohaeto, makes reference to one of the instructors in the 

Department of English teaching Mister Johnson to Achebe and other students (44), yet there is no 

similar reference to Heart of Darkness. 

 In a 1998 lecture at Harvard, Achebe confirmed that he was required to read Mister Johnson at 

uniǾŜǊǎƛǘȅΥ άΦ Φ Φ ǿŜ ŦƛƴŘ ŀ Ŏƭŀǎǎ ƻŦ bƛƎŜǊƛŀƴ ǳƴƛǾŜǊǎƛǘȅ ǎǘǳŘŜƴǘǎ ƛƴ мфрн ƘŀǾƛƴƎ ǘƻ ǎǘǳŘȅ ǘƘŀǘ ōƻƻƪ ŦƻǊ ǘƘŜƛǊ 

Bachelor of Arts degree of London Universityέ ό!ŎƘŜōŜΣ Home омύΦ ¢ƘŜ ŀǳǘƘƻǊΩǎ ǊŜŦŜǊŜƴŎŜ ǘƻ Ƙƛǎ ŘŜƎǊŜŜ 

ōŜƛƴƎ άƻŦ [ƻƴŘƻƴ ¦ƴƛǾŜǊǎƛǘȅέ ƛǎ ōŜŎŀǳǎŜ ¦ƴƛǾŜǊsity College, Ibadan was modeled onτand supervised 

byτthe British university. (21) Once again, there is no parallel reference to having been required to 

read Heart of Darkness. 

 The biographer, however, suggests that in a general way, Achebe and his fellow students were 

ƎŀƛƴƛƴƎ ƛƴǎƛƎƘǘ ƻŦ ǘƘŜ ǘȅǇŜ ǘƘŀǘ !ŎƘŜōŜ ǿƻǳƭŘ ƭŀǘŜǊ ŘŜƳƻƴǎǘǊŀǘŜ ƛƴ Ƙƛǎ ŎǊƛǘƛǉǳŜ ƻŦ /ƻƴǊŀŘΩǎ ǎƘƻǊǘ ƴƻǾŜƭΥ 

It was becoming clear to [the students] that there were different possibilities in the 

representation of characters that depended on the perspective of the writer. Achebe was 

one of the students who realized that there could be misjudgement and even 

straightforward discrimination and distortion. The European authors they read presented 

their works in such a way, according to Achebe, that tƘŜ ǊŜŀŘŜǊΩǎ ǎȅƳǇŀǘƘƛŜǎ ǿŜǊŜ 

ŎƻƴǘǊƻƭƭŜŘΥ ά²Ŝ ǎƘƻǳƭŘ ƘŀǾŜ ƛƳƳŜŘƛŀǘŜƭȅ ƛŘŜƴǘƛŦƛŜŘ ǿƛǘƘ ǘƘŜ !ŦǊƛŎŀƴǎ ōǳǘ ǘƘƛǎ ǿŀǎ 
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impossible because the dice was loaded against them, the way the story was told, the 

way the author took sides. Achebe began to detect the distinct positions taken in the 

stories he had read and this realization began to erase his secondary school innocence, 

when he had read stories as mere adventures. (44) 

Though undated in the biography, this paragraph is based on an interview with Achebe conducted in 

мфуоΦ ¢ƘŜ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ǎǘǳŘŜƴǘǎΩ ŎƘŀƴƎƛƴƎ ǇŜǊǎǇŜŎǘƛǾŜ ƻƴ ǘƘŜƛǊ ǊŜŀŘƛƴƎ ƭŜŀǾŜǎ ǊƻƻƳ ŦƻǊ !ŎƘŜōŜΩǎ 

having read Heart of Darkness in either secondary school or university, but does not confirm it. 

 In the interview, Achebe uses an anecdote to illustrate the transition that was occurring in his 

ŀƴŘ ŦŜƭƭƻǿ ǎǘǳŘŜƴǘǎΩ ǘƘƛƴƪƛƴƎΥ 

²Ŝ ǿŜǊŜ ŀōƭŜ ǘƻ ǎŀȅΥ L ŘƻƴΩǘ ǘƘƛƴƪ ǘƘƛǎ ƛǎ ŦŀƛǊ ƻǊ ǊƛƎƘǘΗ L ǊŜƳŜƳōŜǊ ƻƴŜ ƻŦ ǘƘŜ ōǊƛƎƘǘŜǎǘ 

students in my class, Olumide, saying something to the effect that the only moment he 

enjoyed WƻȅŎŜ /ŀǊȅΩǎ Mister Johnson was the moment when Johnson was shot. This 

horrified our English teacher. But you can see that we were beginning to struggle out of 

the position into which we had been placed. And if one exaggerated, that should be 

understood. (Lindfors 113) 

He was to recount this anecdote in a later essay. 

 ¢ƘŜ ŦƛǊǎǘ ǊŜŦŜǊŜƴŎŜ ƛƴ ǘƘŜ ōƛƻƎǊŀǇƘȅ ǘƻ !ŎƘŜōŜΩǎ ǇƻǎǎƛōƭŜ ƻōƧŜŎǘƛƻƴ ǘƻ ǘƘŜ ǿƻǊƪ ƻŦ /ƻƴǊŀŘ 

appears in the chapter covering 1963-мфссΦ ¢ƘŜ ŎƻƴǘŜȄǘ ƛǎ ŎǊƛǘƛŎ DŜǊŀƭŘ aƻƻǊŜΩǎ ŦŀǾƻǊŀōƭŜ ǊŜǾƛŜǿ ƛƴ 

1964 of Arrow of GodΥ άaƻƻǊŜΩǎ ǊŜŀŎǘƛƻƴ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴǘŜǊŜǎǘƛƴƎ ǿƘŜƴ ŎƻƴǎƛŘŜǊŜŘ ƻŦ ǘƘŜ ŘƛǎǇƭŜŀǎǳǊŜ 

Achebe had felt on encountering the fictional African characters of Joyce Cary and Joseph Conradέ 

(100). Unfortunately, the biographer provides no additiƻƴŀƭ ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ ǘƘŜ ƻǊƛƎƛƴǎ ƻŦ !ŎƘŜōŜΩǎ 

displeasure with Conrad, and only the anecdote quoted above in regard to Cary (44). 

 The first direct reference to Heart of Darkness in the published interviews is found in an 

interview Achebe gave in April 1980 at the conference of the African Literature Association in Florida. 

One should note that the reference appears in the question rather than in the answer. The question and 

its rambling prefatory remarks are as follows: 

Foreign commentators like David Carroll and Lloyd Brown appear to have got the 

message in your novels and this is why they have been able to write very brilliant essays 

ƧǳȄǘŀǇƻǎƛƴƎ ȅƻǳǊ ōŀƭŀƴŎŜŘ ǾƛŜǿ ƻŦ !ŦǊƛŎŀ ŀƴŘ ǘƘŜ ǇǊŜƧǳŘƛŎŜŘ ǾƛŜǿ ƻŦ /ƻƴǊŀŘΩǎ !ŦǊƛŎŀΣ άǘƘŜ 
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ƘŜŀǊǘ ƻŦ ŘŀǊƪƴŜǎǎΦέ LŦ ȅƻǳ ǿŜǊŜ ǘƻ write a novel today, what would its message be? 

(Lindfors 72-73) 

Given the opening provided by the remarks ǇǊŜŎŜŘƛƴƎ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊΩǎ actual question, Achebe does 

not respond with criticism of Conrad or Heart of Darkness in his answer, even though he deflects the 

question about the hypothetical novel and responds instead to the introduction to the question. The 

ƛƴŦƻǊƳŀǘƛƻƴ ŎƻƴǘŀƛƴŜŘ ƛƴ ǘƘŜ ǇǊŜŦŀŎŜ ǘƻ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊΩǎ ǉǳŜǎǘƛƻƴΣ ǿƘƛŎƘ ƴŀƳŜǎ ŎƻƳƳŜƴǘŀǘƻǊǎ ǿƛǘƘ 

whose writings Achebe appears to be familiar in his answer, suggests that Achebe might have begun to 

pay more attention to Heart of Darkness as the result of critical commentary on his growing body of 

work, rather than before or during the writing of his first novel, Things Fall Apart. 

 That the critics ƧǳȄǘŀǇƻǎŜŘ !ŎƘŜōŜΩǎ άōŀƭŀƴŎŜŘ ǾƛŜǿ ƻŦ !ŦǊƛŎŀέ ǿƛǘƘ άǘƘŜ ǇǊŜƧǳŘƛŎŜŘ ǾƛŜǿ ƻŦ 

/ƻƴǊŀŘΩǎ !ŦǊƛŎŀέ Ƴŀȅ ƘŀǾŜ ǎǳƎƎŜǎǘŜŘ ǘƻ !ŎƘŜōŜ ŀ ŎǊƛǘƛŎŀƭ ǇƭŀǘŦƻǊƳ ŦǊƻƳ ǿƘƛŎƘ ƘŜ ŎƻǳƭŘ ŜƴƎŀƎŜ ǘƘŜ 

work of one of the most widely read authors in English literature, rather than continue to object to a 

lesser-known novel by the less famous writer Joyce Cary. Achebe might have concluded that 

ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ /ƻƴǊŀŘ ǿƻǳƭŘ ŜƴŀōƭŜ ƘƛƳ ǘƻ ŜǎŎŀƭŀǘŜ Ƙƛǎ ƻōƧŜŎǘƛƻƴǎ ōŜȅƻƴŘ /ŀǊȅΩǎ ǇƻǊǘǊŀȅŀƭ όƻǊ 

caricature) of Nigeria and Nigerians to the larger topic of racism. 

 ¢ƘŜ ƭŜŎǘǳǊŜ ǘƘŀǘ ōŜŎŀƳŜ !ŎƘŜōŜΩǎ Ŝǎǎŀȅ ά!ƴ LƳŀƎŜ ƻŦ !ŦǊƛŎŀΥ wŀŎƛǎƳ ƛƴ /ƻƴǊŀŘΩǎ Heart of 

Darknessέ ǘƻƻƪ ǇƭŀŎŜ ƛƴ CŜōǊǳŀǊȅ мфтр ŀǘ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aŀǎǎŀŎƘǳǎŜǘǘǎ ƛƴ !ƳƘŜǊǎǘΣ ŦƛǾŜ ȅŜŀǊǎ ōŜŦƻǊŜ 

ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊΩǎ ƭŜŀŘƛƴƎ ǉǳŜǎǘƛƻƴ ƛƴ мфулΦ ¢ƘŜ timing makes it especially interesting that Achebe chose 

ƴƻǘ ǘƻ Ŧƻƭƭƻǿ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊΩǎ ƭŜŀŘ ǿƛǘƘ ŀ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ς or even a reference to ς a perspective on 

Heart of Darkness that he already had voiced. Perhaps the mixed response that greeted his lecture, or 

the responsibility of justifying charges of racism against a canonical author, served to mute his public 

criticism of Conrad outside of the environment of a university lecture and subsequent essay. Another 

possible explanation for the omission of ConrŀŘ ƛƴ !ŎƘŜōŜΩǎ ŀƴǎǿŜǊ ƳƛƎƘǘ be that he felt that he 

already had expressed his views on the subject at the conference. 

 When I asked Eustace Palmer ǿƘŜǊŜ ŀƴŘ ǿƘŜƴ ƘŜ ƳƛƎƘǘ ƘŀǾŜ ƘŜŀǊŘ !ŎƘŜōŜΩǎ ƭŜŎǘǳǊŜ ƻƴ Heart 

of DarknessΣ ƘŜ ǊŜǎǇƻƴŘŜŘΣ άL ǘƘƛƴƪ !ŎƘŜōŜ ƳŀŘŜ the remarks at a meeting of the African Literature 

Association, but I honestly cannot remember which one now. However, he was making about the same 

points he made in the race article . . . .έ ¢Ƙƛǎ Ƴŀȅ ƘŀǾŜ ōŜŜƴ ǘƘŜ same 1980 conference at which Achebe 

was interviewed. hƴŜ Ŏŀƴ ƻƴƭȅ ƛƳŀƎƛƴŜ ǘƘŜ ƛƳǇŀŎǘ ƻŦ !ŎƘŜōŜΩǎ мфтр ƭŜŎǘǳǊŜ ƻƴ ǘƘŜ ŀŎŀŘŜƳƛŎ ŀǳŘƛŜƴŎŜ 
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who heard it. Achebe recalled that an older member of the English faculty approached him at the 

reception following the lecture, admonisƘƛƴƎ άIƻǿ ŘŀǊŜ ȅƻǳΗέ ŀƴŘ walked away. Another listener 

accused Achebe of having no sense of humor (Ezenwa-Ohaeto 190). 

 In the lecture and essay, Achebe framed his argument toward ConrŀŘ ŀǎ ŀǊƛǎƛƴƎ ŦǊƻƳ άǘƘŜ 

desireτone might say the need ς in Western psychology to set Africa up as a foil to Europe, as a place 

ƻŦ ƴŜƎŀǘƛƻƴǎ ŀǘ ƻƴŎŜ ǊŜƳƻǘŜ ŀƴŘ ǾŀƎǳŜƭȅ ŦŀƳƛƭƛŀǊΣ ƛƴ ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ ǿƘƛŎƘ 9ǳǊƻǇŜΩǎ ƻǿƴ ǎǇƛǊƛǘǳŀƭ 

state of grace will be manifestέ ό!ŎƘŜōŜΣ Hopes and Impediments, 2-3). He continues: 

     This need is not new; which should relieve us all of considerable responsibility   

  and perhaps make us even willing to look at this phenomenon dispassionately. I   

  have neither the wish nor competence to embark on this exercise with the tools of  

  the social and biological sciences, but do so more simply in the manner of a   

  ƴƻǾŜƭƛǎǘ ǊŜǎǇƻƴŘƛƴƎ ǘƻ ƻƴŜ ŦŀƳƻǳǎ ōƻƻƪ ƻŦ 9ǳǊƻǇŜŀƴ ŦƛŎǘƛƻƴΥ WƻǎŜǇƘ /ƻƴǊŀŘΩǎ   

  Heart of Darkness, which better than any other work that I know displays that   

  Western desire and need which I have just referred to. (3) 

!ŎƘŜōŜΩǎ ŀǊƎǳƳŜƴǘ of Africa as binary to Europe bears a strong parallel to the critique Edward Said 

would express in Orientalism, which would be published three years later. In 1975, Achebe said that 

άHeart of Darkness projects the image of Africa as ΨǘƘŜ ƻǘƘŜǊ ǿƻǊƭŘΣΩ the antithesis of Europe and 

ǘƘŜǊŜŦƻǊŜ ƻŦ ŎƛǾƛƭƛȊŀǘƛƻƴΣ ŀ ǇƭŀŎŜ ǿƘŜǊŜ ƳŀƴΩǎ ǾŀǳƴǘŜŘ ƛƴǘŜƭƭƛƎŜƴŎŜ ŀƴŘ ǊŜŦƛƴŜƳŜƴǘ ŀǊŜ Ŧƛƴŀƭƭȅ mocked by 

ǘǊƛǳƳǇƘŀƴǘ ōŜǎǘƛŀƭƛǘȅέ (3). 

 Having described Conrad toward the beginning of his University of Massachusetts lecture as 

άǳƴŘƻǳōǘŜŘƭȅ ƻƴŜ ƻŦ ǘƘŜ ƎǊŜŀǘ ǎǘȅƭƛǎǘǎ ƻŦ ƳƻŘŜǊƴ ŦƛŎǘƛƻƴ ŀƴŘ ŀ ƎƻƻŘ ǎǘƻǊȅ-teller into thŜ ōŀǊƎŀƛƴέ όоύΣ 

Achebe criticized both the style and the depiction of Africans in the story. In regard to style, he cited 

two sentences from Heart of Darkness as exaƳǇƭŜǎ ƻŦ /ƻƴǊŀŘΩǎ ƳŜǘƘƻŘΥ άa steady, ponderous, fake-

ritualistic repetition of two antithetical sentences, one about silence and the other about frenzyέ όпύ. 

The first sentence was, άLǘ ǿŀǎ ǘƘŜ ǎǘƛƭƭƴŜǎǎ ƻŦ ŀƴ ƛƳǇƭŀŎŀōƭŜ ŦƻǊŎŜ ōǊƻƻŘƛƴƎ ƻǾŜǊ ŀn inscrutable 

ƛƴǘŜƴǘƛƻƴΦέ ¢ƘŜ ǎŜŎƻƴŘ ǿŀǎ, ά¢ƘŜ ǎǘŜŀƳŜǊ ǘƻƛƭŜŘ ŀƭƻƴƎ ǎƭƻǿƭȅ ƻƴ ǘƘŜ ŜŘƎŜ ƻŦ ŀ ōƭŀŎƪ ŀƴŘ 

incomprehŜƴǎƛōƭŜ ŦǊŜƴȊȅΦέ !ŎƘŜōŜ ŎƻƳƳŜƴǘŜŘΥ άhŦ ŎƻǳǊǎŜΣ ǘƘŜǊŜ ƛǎ ŀ ŎƘŀƴƎŜ ƻŦ ŀŘƧŜŎǘƛǾŜ ŦǊƻƳ ǘƛƳŜ ǘƻ 

ǘƛƳŜΣ ǎƻ ǘƘŀǘ ƛƴǎǘŜŀŘ ƻŦ ΨƛƴǎŎǊǳǘŀōƭŜΣΩ ŦƻǊ ŜȄŀƳǇƭŜΣ ȅƻǳ ƳƛƎƘǘ ƘŀǾŜ ǳƴǎǇŜŀƪŀōƭŜΣ ŜǾŜƴ Ǉƭŀƛƴ ΨƳȅǎǘŜǊƛƻǳǎΣΩ 

ŜǘŎΦΣ ŜǘŎΦέ όпύ 
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 In regard to the depiction of Africans, Achebe quoted a long passage that he believed illustrated 

/ƻƴǊŀŘΩǎ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘ ǘƘŜƳΦ ¢ƘŜ ǇƻǊǘƛƻƴ ƻŦ ǘƘŜ Ǉassage that particularly offended Achebe was: 

. . . No, they were not inhuman. Well, you know, that was the worst of it ς this suspicion 

of their not being inhuman. It would come slowly to one. They howled and leaped, and 

spun, and made horrid faces; but what thrilled you was just the thought of their 

humanity ς like yours ς the thought of your remote kinship with this wild and passionate 

uproar. Ugly. Yes, it was ugly enough; but if you were man enough you would admit to 

yourself that there was in you just the faintest trace of a response to the terrible 

frankness of that noise, a suspicion of there being a meaning in it which you . . . could 

comprehend. 

Citing additional passagesτon an African who ǿŀǎ ǘƘŜ ǾŜǎǎŜƭΩǎ ŦƛǊŜƳŀƴ Σ ŀ ōƻŀǘ άǇŀŘŘƭŜŘ ōȅ ōƭŀŎƪ 

ŦŜƭƭƻǿǎέ ǿƘƻ άƘŀŘ Ŧŀces like grotesque masks,έ ŀƴŘ ŎƻƴǘǊŀǎǘƛƴƎ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ YǳǊǘȊΩǎ !ŦǊƛŎŀƴ ƳƛǎǘǊŜǎǎ 

and a European womanτAchebe built carefully to the central point of his argument: άnamely that 

Joseph Conrad was a thoroughgoing racist. That this simple truth is glossed over in criticisms of his work 

is due to the fact that white racism against Africa is such a normal way of thinking that its 

manifestations Ǝƻ ŎƻƳǇƭŜǘŜƭȅ ǳƴǊŜƳŀǊƪŜŘέ (11). 

DƛǾŜƴ ǘƘŜ ǇƻǿŜǊ ŀƴŘ ǇƻƭƛǘƛŎŀƭƭȅ ŎƘŀǊƎŜŘ ƴŀǘǳǊŜ ƻŦ !ŎƘŜōŜΩǎ ŀǊƎǳƳŜƴǘ ŀƎŀƛƴǎǘ ŀƴ ŜǎǘŜŜƳŜŘ 

literary figure, one can understand why there might be a perception that Things Fall Apart ǿŀǎ !ŎƘŜōŜΩǎ 

response to Conrad. Where Conrad depicted Africans as savages, Achebe wrote about them as people. 

In fact, in the version of his lecture published as an essay, he said he had hoped to end on just such a 

άǇƻǎƛǘƛǾŜ ƴƻǘŜέΥ 

. . . I would suggest from my privileged position in African and Western cultures some 

advantages the West might derive from Africa once it rid its mind of old prejudices and 

began to look at Africa not through a haze of distortions and cheap mystifications but 

quite simply as a continent of peopleτnot angels, but not rudimentary souls eitherτjust  

people, often highly gifted people and often strikingly successful in their enterprise with 

life and society. (18) 

¦Ǉƻƴ ŦǳǊǘƘŜǊ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ ǘƘŜ ²ŜǎǘΩǎ ǾƛŜǿ ƻŦ !ŦǊƛŎŀ ŜȄǇǊŜǎǎŜŘ ƛƴ ǘƘŜ ƳŜŘƛŀΣ ǎŎƘƻƻƭ ǘŜȄǘōƻƻƪǎΣ ŀƴŘ 

organized religion, he felt that he could not be that hopeful. 
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 In opposition to the frenzied images conveyed by Conrad, Eustace Palmer describes in his book 

!ŎƘŜōŜΩǎ ǇƻǊǘǊŀȅŀƭ ƻŦ ǘƘŜ ƻǊŘŜǊƭȅ ǎƻŎƛŜǘȅ ƛƴ ǿƘƛŎƘ hƪƻƴƪǿƻ ŀƴŘ Ƙƛǎ ŦŜƭƭƻǿ ǾƛƭƭŀƎŜǊǎ ƭƛǾŜŘΥ 

The elaborate religious order correlated with an equally elaborate social and 

administrative system ensuring decency, justice and stability. . . . The administrative, 

social and judicial arrangements were interrelated and linked with the religious system. 

Through the social structure and the various initiation rituals, the individual came to 

learn the norms of behaviour. (66) 

 ¢ƘǊƻǳƎƘ !ŎƘŜōŜΩǎ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǘƘŜ personalities, customs, rituals, and governance of the 

villagers in almost anthropological detail, one can understand how scholars could interpret the novel as 

a response to Heart of Darkness as well as Mister Johnson. However, there is no specific evidence of this 

in the record of conversations with Achebe or in his biography. To arrive at this conclusion, one must 

make the assumption that he read Heart of Darkness before writing Things Fall Apart and had it in mind 

as he wrote. Given the lack of evidence for this in interviews and biography, it would seem more likely 

that Achebe might ƘŀǾŜ ƎƭƻǎǎŜŘ ƻǾŜǊ /ƻƴǊŀŘΩǎ short novel in school readings or that it might not have 

been assigned at all. 

 While the question of response is of historical and biographical interest, it does not diminish in 

ŀƴȅ ǿŀȅ ǘƘŜ ǇƻǿŜǊ ƻŦ !ŎƘŜōŜΩǎ ǊŜǎǇƻƴǎŜ ǘƻ Heart of Darkness in his lecture at the University of 

Massachusetts or in his teaching of African literature, often in the United States. When asked in a 1987 

interview about his experiences teaching African literature, he responded: 

In America the problem is different. Here you are dealing with students who are coming 

out of a tradition where Africa is not really like anywhere else they know: Africa in 

literature, Africa in the newspapers, Africa in the sermons preached in the churches is 

really the Other Place. It is the Africa of Heart of Darkness: there are no real people in the 

Dark Continent, only forces ƻǇŜǊŀǘƛƴƎΤ ŀƴŘ ǇŜƻǇƭŜ ŘƻƴΩǘ ǎǇŜŀƪ ŀƴȅ ƭŀƴƎǳŀƎŜ ȅƻǳ Ŏŀƴ 

understand, they just grunt, too busy jumping up and down in frenzy. This is what is in 

the minds of these students as they come to African literature. So I find that the first 

thing is to familiarize them with Africa, make them think that this is a place of peopleΤ ƛǘΩǎ 

not the Other Place, the opposite of Europe or America. That is quite a task. (Lindfors 

153) 
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Though the alternate silence and frenzy of Africans in Heart of Darkness create a powerful literary vision 

to which a powerful novel such as Things Fall Apart would be ŀƴ ŜǉǳƛǾŀƭŜƴǘ ǊŜǎǇƻƴǎŜΣ !ŎƘŜōŜΩǎ 

consistent interview comments and biography appear to indicate that his first novel was a response to 

Mister Johnson alone. 
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Contextualizing Collaborative Learning: Social Justification and the Revision Process 

Susan Lauffer hΩIŀǊŀΣ DŜorgian Court University 

 

 Lƴ ά²ǊƛǘƛƴƎ ŀƴŘ wŜŀŘƛƴƎ ŀǎ /ƻƭƭŀōƻǊŀǘƛǾŜ ƻǊ {ƻŎƛŀƭ !ŎǘǎΣέ YŜƴƴŜǘƘ .ǊǳŦŦŜŜ ŘǊŀǿǎ ƻƴ ǘƘŜ ǿǊƛǘƛƴƎǎ 

ƻŦ ǇƘƛƭƻǎƻǇƘŜǊ wƛŎƘŀǊŘ wƻǊǘȅ ǿƘƻ ǘƘŜƻǊƛȊŜǎ ǘƘŀǘ ƪƴƻǿƭŜŘƎŜ ƛǎ άǘƘŜ ǎƻŎƛŀƭ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ƻŦ ōŜƭƛŜŦΣέ ŀƴŘ 

ǘƘŀǘ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ƛǎ άŀ ƳŀǘǘŜǊΧƻŦ ŎƻƴǾŜǊǎŀǘƛƻƴΣ ƻŦ ǎƻcial practiceέ (165). Rorty, moreover, asserts that 

ǿƘŀǘ ƛǎ ǎǇŜŎƛŀƭ ŀōƻǳǘ ƭŀƴƎǳŀƎŜ ƛǎ ǘƘŀǘ ƛǘ ƭŜǘǎ ǳǎ άŜƴǘŜǊ ŀ ŎƻƳƳǳƴƛǘȅ ǿƘƻǎŜ ƳŜƳōŜǊǎ ŜȄŎƘŀƴƎŜ 

ƧǳǎǘƛŦƛŎŀǘƛƻƴǎ ƻŦ ŀǎǎŜǊǘƛƻƴǎΣ ŀƴŘ ƻǘƘŜǊ ŀŎǘƛƻƴǎΣ ǿƛǘƘ ƻƴŜ ŀƴƻǘƘŜǊέ όмстύ. Extending RortyΩǎ ǘƘŜƻǊȅΣ 

.ǊǳŦŦŜŜ ŀǊƎǳŜǎ ŦƻǊ ǘƘŜ ƴŜŜŘ ƻŦ άǘŀƭƪƛƴƎ-ǘƘǊƻǳƎƘέ ǘƘŜ ǘŀǎƪ ƻŦ ǿǊƛǘƛƴƎ. ά¢Ƙƛǎ ŀǳŘƛōƭŜ ƻǊ ƛƴǿŀǊŘ ǘŀƭƪƛƴƎ-

through of our tasks as we do them with a community of knowledgeable peers is itself, in fact, what 

becomes eventually what we have been callinƎ Ψthe writing processΩέ(168). With this knowledge in 

ƳƛƴŘΣ ǿŜ Ƴŀȅ ǿŜƭƭ ŀǎƪ Ƙƻǿ ǿŜ ǎǘǊǳŎǘǳǊŜ ƻǳǊ ŎƭŀǎǎǊƻƻƳǎ ǘƻ ŎǊŜŀǘŜ ǘƘƛǎ άŎƻƳƳǳƴƛǘȅ ƻŦ ƪƴƻǿƭŜŘƎeable 

peers.έ And perhaps more important, how do we hold students accountable for the work they do in a 

άŎƻƳƳǳƴƛǘȅ ƻŦ ƪƴƻǿƭŜŘƎŜŀōƭŜ ǇŜŜǊǎΣέ ŀ ŎƻƭƭŀōƻǊŀǘƛǾŜ ƭŜŀǊƴƛƴƎ ŜƴǾƛǊƻƴƳŜƴǘ ŀƴŘ ǿƘŀǘ ōŜƴŜŦƛǘǎ ŀǊŜ 

accrued in the process? 

 The mere act of dividing a class into groups provides students with a social, cultural, and 

intellectual format, a forum for the exchange of ideas. Yet how does this social context affect the 

production of writing and, indeed, how do we facilitate the interaction of the group and the ultimate 

goalτthe actual producing of a body of writing?  It is not enough to provide students with a 

collaborative learning environment; we must provide them with catalysts to enhance this exchange of 

ǘƘŜ άƧǳǎǘƛŦƛŎŀǘƛƻƴǎ ƻŦ ŀǎǎŜǊǘƛƻƴǎΣέ ǘƘƛǎ άǘŀƭƪƛƴƎ-ǘƘǊƻǳƎƘέ ǘƘŜ ǘŀǎƪ ƻŦ ǿǊƛǘƛƴƎ. My own research in this area 

has focused on numerous classroom experiments and more recently, anonymous student 

questionnaires. The results of this research has yielded a number of pedagogical methods which 

enhance the exchange of ideas, justify student assertions, and place writing within an interactive social, 

cultural, and intellectual context. One pedagogical strategy, and perhaps the most important one to the 

success of collaborative learning, is to require students to present their group work to the class which is 

then followed by a class discussion. This strategy results in a number of benefits: (1) students move 

from a small social context to a larger one and the social, cultural, and intellectual exchange of ideas is 

greatly increased; (2) student assertions are justified on a much larger scale; (3) mistakes made within a 
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small group become apparent and a resolution is sought; (4) students participate actively in the writing 

process; (5) ideas put before the class generate new ideas for students struggling with the assignment; 

(6) public speaking skills are gradually and regularly enhanced over the course of the semester; (7) 

students are held accountable for their group work. ¢ƘŜ άŎŀǘŀƭȅǎǘέ ƻŦ ƻǊŀƭ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ƎǊƻǳǇ ǿƻǊƪΣ 

then, generates an interactive social, cultural, and intellectual discourse that justifies student assertions 

and still provides them with the confidence to create a critical and analytical text of their own making. 

 In order for collaborative learning to take place, ground rules must be established at the outset 

of a course. The assignments for my writing courses are single author papers and all members of a 

group work on revision strategies for one group member per workshop (three students per group ς 

ǘƘǊŜŜ ǿƻǊƪǎƘƻǇǎ ǇŜǊ ŀǎǎƛƎƴƳŜƴǘΣ ǎƻ ŜŀŎƘ ƎǊƻǳǇ ƳŜƳōŜǊΩǎ ǇŀǇŜǊ ƛǎ ŘƛǎŎǳǎǎŜŘ ōȅ ǘƘŜ ŎƻƭƭŜŎǘƛǾŜ ƎǊƻǳǇύ. 

The emphasis in these workshops is on revision and development of good ideas. In other words, the 

focus is on content, not grammar and sentence structure, etc. Students must be assured that helping 

another student will not jeopardize their own grade, what they perceive as their chance to obtain an 

ά!Φέ L ǘŜƭƭ Ƴȅ ǎǘǳŘŜƴǘǎ LΩƭƭ ǘǳǊƴ ƛƴ ŀƭƭ ά!ǎέ ƛŦ ǘƘŀǘ ƛǎ ǘƘŜ ŎŀƭƛōŜǊ ƻŦ ǿƻǊƪ ǎǳōƳƛǘǘŜŘ. For my courses based 

on collaborative learning there is no bell-shaped curve reflecting a normal distribution of grades. 

Rather, students are given numerous opportunities to revise and significantly improve their grades 

through work within the group and through the public display of the revision process facilitated by 

group presentations to the class as a whole. The rules for presenting group work to the class are simple. 

The group must choose a group leader whose primary function is to make sure that no person 

monopolizes the presentation. Instead, each group member must take an active part in the 

presentation before the class, thereby distributing the work and the findings among group members.1 

                                                 
1
 Since each group member is required to speak in front of the class as they present their findings, members work harder and 

work to make the group function effectively. Students are also required to hand in their group notes at the end of class 
(three group members ς three sets of notes). This type of collaborative learning structure is especially helpful for women, 
minorities, and shy, reticent males since public speaking skills are developed slowly over the course of the semester and 
students learn to depend on their group members. Students are not alone in front of the class, they have the group to 
support them. Also, any group that falters in their presentation has the class as a whole to help them out. Because students 
have little experience with this type of collaborative learning environment, assignments for revision and presentation should 
be simple at first and then gradually increase in difficulty. Students will eventually become very candid and confess that their 
group has reached an impasse on how to help a member revise and ask the class as a whole to help them. If instructors 
emphasize patience, praise, and generosity while at the same time privileging constructive criticism, students will work to 
make the group effective. [ȅƴŜŜ [Ŝǿƛǎ DŀƛƭƭŜǘΣ ƛƴ ά!ƴ IƛǎǘƻǊƛŎŀƭ tŜǊǎǇŜŎǘƛǾŜ ƻƴ /ƻƭƭŀōƻǊŀǘƛǾŜ [ŜŀǊƴƛƴƎΣέ ŘŜǎŎǊƛōŜǎ ǾŜǊȅ ǎƛƳƛƭŀǊ 
findings in the work of George Jardine, a professor of logic and philosophy at the University of Glasgow from 1774-1826 who 
pioneered student-assisted learning. For an overview of the history of collaborative learning in this century, see Kenneth A. 
.ǊǳŦŦŜŜΣ ά/ƻƭƭŀōƻǊŀǘƛǾŜ [ŜŀǊƴƛƴƎ ŀƴŘ ǘƘŜ Ψ/ƻƴǾŜǊǎŀǘƛƻƴ ƻŦ aŀƴƪƛƴŘΦΩέ For a discussion of how learning is enhanced for 
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 Students must also be assured that their ideas will not be stolen by other students. In order to 

protect student ideas, then, a type of copyright is established early on. The first student to put forth an 

idea is protected from theft, so students are more willing to share ideas. .ǳǘ ǘƘƛǎ άŎƻǇȅǊƛƎƘǘέ ŘƻŜǎ ƴƻǘ 

prohibit other students from taking an idea discussed in class and developing it in another way, using it 

as a jumping off point for numerous topics that take the writer in another direction. With a copyright 

ground rule, a whole group can actually develop topics for its members from one idea. What students 

ƭŜŀǊƴ ŦǊƻƳ ǘƘƛǎ ƛǎ ŀ ǊŜǘƘƛƴƪƛƴƎ ƻŦ ƛŘŜŀǎΣ ŀ άǊŜǎŜŜƛƴƎΣέ ŀƴ ŜƴǾƛǎƛƻƴƛƴƎ ƻŦ ŜȄǘŜƴǎƛƻƴǎ ŀƴŘ ƻǇǇƻǎites, a new 

way of seeing which aids the development of analytical and critical skills. 

 

Social Context and the Exchange and Justification of Ideas 

 With these ground rules in mind, we may now explore what happens within the group which 

promotes a social, ŎǳƭǘǳǊŀƭΣ ŀƴŘ ƛƴǘŜƭƭŜŎǘǳŀƭ ŜȄŎƘŀƴƎŜ ƻŦ ƛŘŜŀǎΣ ǿƘŀǘ wƻǊǘȅ Ŏŀƭƭǎ άƧǳǎǘƛŦƛŎŀǘƛƻƴ ƻŦ 

assertions.έ Through anonymous student questionnaires collected in my composition courses at Saint 

WƻǎŜǇƘΩǎ ¦ƴƛǾŜǊǎƛǘȅΣ ǿŜ Ƴŀȅ ƻōǘŀƛƴ ŀ ǿƛƴŘƻǿ ƛƴǘƻ ǿƘŀǘ ǊŜŀƭƭȅ ƘŀǇǇŜƴǎ ǿƛǘƘƛƴ a collaborative learning 

environment. (There were two sections of first year students totaling 37 with 86% of the students 

responding to the survey.)  What these anonymous questionnaires do is allow us to enter into a 

community where social practice is enacted, enacted certainly in a very structured way, but enacted 

nonetheless. hƴŜ ǎǘǳŘŜƴǘ ŦƻǳƴŘ ƎǊƻǳǇ ǿƻǊƪ ǇƻǎƛǘƛǾŜ ōŜŎŀǳǎŜ άL ƭŜŀǊƴŜŘ ƻǘƘŜǊ ǾƛŜǿǎ ŀƴŘ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ 

opinions. Hearing what other people think made me re-evaluate my analysis and sometimes I found 

things that I missed out on.έ !ƴƻǘƘŜǊ ǿǊƛǘŜǎΣ άƳŀƴȅ ǘƛƳŜǎ L ǿƻǳƭŘƴΩǘ ōŜ ŀōƭŜ ǘƻ ƛƴǘŜǊǇǊŜǘ ǎƻƳŜǘƘƛƴƎ 

then one of my partners would make a point, then I could pick-up from there.έ One short, but very 

ǇŜǊǘƛƴŜƴǘ ŀƴǎǿŜǊ ǊŜŀŘǎΥ ά¸ŜǎΣ ƛǘ όƎǊƻǳǇ ǿƻǊƪύ ǇǊƻǾƛŘŜŘ practice as well as an opportunity to see other 

ǇŜƻǇƭŜΩǎ ǾƛŜǿǎΦέ DǊƻǳǇ ǿƻǊƪ ǇǊƻǾƛŘŜŘ άǇǊŀŎǘƛŎŜέ ŀǎ ǿŜƭƭ ŀǎ άƻǇǇƻǊǘǳƴƛǘȅΦέ I think this student has very 

succinctly, yet unknowingly, reinforced what Rorty has posited in his book Philosophy and the Mirror of 

Nature. wƻǊǘȅΩǎ άǎƻŎƛŀƭ ǇǊŀŎǘƛŎŜΣέ Ƙƛǎ ǘƘŜƻǊȅ ƻƴ Ƙƻǿ ōŜƭƛŜŦǎ ŀǊŜ ƧǳǎǘƛŦƛŜŘ ŀƴŘ Ƙƻǿ ǿŜ ŀŎŎǳƳǳƭŀǘŜ 

knowledge through the reinforcement of ideas in a social context has been expressed quite poignantly 

                                                                                                                                                                           
women in a collaborative learning environment, see Mary Field Belenky, et al. ²ƻƳŜƴΩǎ ²ŀȅǎ ƻŦ YƴƻǿƛƴƎΥ ǘƘŜ 5ŜǾŜƭƻǇƳŜƴǘ 
of Self, Voice and Mind; IǳƳ {ǳŜ ¸ƛƴΣ ά/ƻƭƭŀōƻǊŀǘƛƻƴΥ tǊƻŎŜŜŘ ǿƛǘƘ /ŀǳǘƛƻƴέΤ ŀƴŘ WƻƘŀƴƴŀ ²Φ !ǘǿƻƻŘΣ ά/ƻƭƭŀōƻǊŀǘƛǾŜ 
²ǊƛǘƛƴƎΥ ¢ƘŜ ΨhǘƘŜǊΩ DŀƳŜ ƛƴ ¢ƻǿƴΦέ I would also liƪŜ ǘƻ ǘƘŀƴƪ ǘƘŜ ǎǘǳŘŜƴǘǎ ƛƴ Ƴȅ ŎƻƳǇƻǎƛǘƛƻƴ ŎƻǳǊǎŜǎ ŀǘ {ŀƛƴǘ WƻǎŜǇƘΩǎ 
University in Philadelphia for the information they contributed via questionnaires. 
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by this first year student. The two comments also reaffirm wƻǊǘȅΩǎ ǎǘŀǘŜƳŜƴǘ ǘƘŀǘ ƳŜƳōŜǊǎ άŜȄŎƘŀƴƎŜ 

ƧǳǎǘƛŦƛŎŀǘƛƻƴǎ ƻŦ ŀǎǎŜǊǘƛƻƴǎέ ǿƛǘƘ ƻƴŜ ŀƴƻǘƘŜǊ. That one member of the group was unable to interpret a 

work until another member stated his or her opinion is important. The significance resides in the fact 

that aftŜǊ ǘƘŜ ǊŜǎǇƻƴŘŜƴǘ ƘŀŘ ƘŜŀǊŘ ŀ ƎǊƻǳǇ ƳŜƳōŜǊΩǎ ŀǎǎŜǊǘƛƻƴΣ ƘŜ ƻǊ ǎƘŜ άŎƻǳƭŘ ǇƛŎƪ-up from there.έ 

The wording in this answer suggests that the author was able to add to the discussion and possibly 

extend the assertion of another group member. ¢Ƙƛǎ άŎƻƳƳǳƴƛǘȅ ƻŦ ƪƴƻǿƭŜŘƎŜŀōƭŜ ǇŜŜǊǎΣέ ό.ǊǳŦŦŜŜΩǎ 

ǘŜǊƳύ ƘŀŘ ŜǾƛŘŜƴǘƭȅ ƧƻƛƴŜŘ ƛƴ ǿƘŀǘ wƻǊǘȅΩǎ ǇǊŀƎƳŀǘƛǎƳ Ƙŀǎ ǘŜǊƳŜŘ ǘƘŜ άƛƴǘŜǊǎǳōƧŜŎǘƛǾŜέ ǊŜŀƭƳΣ ŀ 

common space of acquiescence among community or group members.1   In group work, then, this 

άƛƴǘŜǊǎǳōƧŜŎǘƛǾŜ ŀƎǊŜŜƳŜƴǘέ ŀƭƭƻǿs and offers opportunities for group members to grow in confidence 

because they have the support and reinforcement of the group. One last student observation will bring 

ǘƘƛǎ Ǉƻƛƴǘ ƘƻƳŜΥ άL ƭƛƪŜ ǿƘŜƴ ǘƘŜ ƎǊƻǳǇ ƛǎ ǘƘŜ ŜƴǘƛǊŜ Ŏƭŀǎǎ. Like when we wrote or read aloud our thesis 

or a sentence and the entire class would comment on it.έ Similarly, researchers have discovered the 

benefits of group work in improving student writers. Indeed, Reznitskaya et al. found that oral 

collaborative reasoning groups improved stǳŘŜƴǘǎΩ ŀǊƎǳƳŜƴǘŀǘƛǾŜ ǎƪƛƭƭǎ ƛƴ ƛƴŘƛǾƛŘǳŀƭƭȅ ǿǊƛǘǘŜƴ 

persuasive essays (171). In addition, Melina Porto argues that cooperative writing response groups 

ŦƻŎǳǎŜŘ ƻƴ ǿǊƛǘŜǊΩǎ ǎǘǊŜƴƎǘƘǎ ǘƘǳǎ ǊŀƛǎƛƴƎ ǿǊƛǘŜǊ ŎƻƴŦƛŘŜƴŎŜ όсууύΦ 

 What all these students are talking about is the acquisition of knowledge. Bruffee in his book 

Collaborative Learning ŘƛǎŎǳǎǎŜǎ {ƘƻǎƘŀƴŀ CŜƭƳŀƴΩǎ ǾƛŜǿ ƻŦ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ŀǳǘƘƻǊƛǘȅ ƻŦ 

knowledge and the authority of teachers. According to Felman, teaching and learning are interpretive 

ŀŎǘǎΥ άǘƘŜ ǎƻŎƛƻƭƛƴƎǳƛǎǘƛŎ ǇǊƻŎŜǎǎ ǘƘŀǘ ǊŜŀƭƛƎƴǎ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎ ōŜǘǿŜŜƴ ǇǊƻŦŜǎǎƻǊ ŀƴŘ ǎǘǳŘŜƴǘ ŀƴŘ 

among students.έ Felman thus sees knowledge as 

Not a substance but a structural dynamic: it is not contained by any individual but comes 

about out of the mutual apprenticeship between two partially unconscious speeches 

which both say more than they know. Dialogue is thus the radical condition of learning 

                                                 
1
 wƛŎƘŀǊŘ wƻǊǘȅΣ ά5ƻŜǎ !ŎŀŘŜƳƛŎ CǊŜŜŘƻƳ IŀǾŜ tƘƛƭƻǎƻǇƘƛŎŀƭ tǊŜǎǳǇǇƻǎƛǘƛƻƴǎΚέ Entering into Discourse, eds. Michael Williamson, et 

al. (Minnesota: Burgess Publications, 1996) pp. 119-130. {ŜŜ ŜǎǇŜŎƛŀƭƭȅ YŀǘƘŜǊƛƴŜ IŜƴǊȅΩǎ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ǘƘŜ ǘŜȄǘ. See also James A. 

wŜƛǘƘŜǊΣ ά²ǊƛǘƛƴƎ ŀƴŘ YƴƻǿƛƴƎΥ  ¢ƻǿŀǊŘ wŜŘŜŦƛƴƛƴƎ ǘƘŜ ²ǊƛǘƛƴƎ tǊƻŎŜǎǎΦέ Reither argues for group work wherein students and 

teachers conduct inquiry collaboratively (291). 5ŀǾƛŘ .ƭŜƛŎƘΣ ά/ƻƭƭŀōƻǊŀǘƛƻƴ ŀƴŘ ǘƘŜ tŜŘŀƎƻƎȅ ƻŦ 5ƛǎŎƭƻǎǳǊŜΣέ ǳǊƎŜǎ ǎŜƭŦ-disclosure as a 

ƳŜŀƴǎ ƻŦ ǇǊŜǎŜƴǘƛƴƎ ǘƘŜ ǊŜŀǎƻƴƛƴƎ ōŜƘƛƴŘ ŀ ŎǊƛǘƛǉǳŜΣ ŜƴƘŀƴŎƛƴƎ ǘƘŜ ŦŜŜŘōŀŎƪ  ŀƴŘ ƎŀƛƴƛƴƎ άŎƻƭƭŜŎǘƛǾŜ ŀŎŎƻƳǇƭƛǎƘƳŜƴǘέ όнффύΦ 
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and of knowledge, the analytically constitutive condition through which ignorance 

becomes structurally informative, knowledge is essentially, irreducibly dialogic. άbƻ 

ƪƴƻǿƭŜŘƎŜΣέ ǿǊƛǘŜǎ [ŀŎŀƴΣ άŎŀƴ ōŜ ǎǳǇǇƻǊǘŜŘ ƻǊ ǘǊŀƴǎǇƻǊǘŜŘ ōȅ ƻƴŜ ŀƭƻƴŜΦέ όнлсύ 

 The transportation of knowledge, then, is set up in a collaborative learning environment, but to 

reach its maximum distribution it must become public discourse. It cannot be contained by individuals 

ǿƛǘƘƛƴ ŀ ǎƳŀƭƭŜǊ ƎǊƻǳǇΣ ōǳǘ ǊŀǘƘŜǊ Ƴǳǎǘ ōŜ άǎǘǊǳŎǘǳǊŀƭƭȅ ƛƴŦƻǊƳŀǘƛǾŜέ ǘƻ ǘƘŜ ƭŀǊƎŜǊ ƎǊƻǳǇ. It is therefore 

how we structure classrooms and what catalysts we provide that creates knowledge that provides a 

άǎǘǊǳŎǘǳǊŀƭ ŘȅƴŀƳƛŎέ ǿƘŜǊŜ ŘƛŀƭƻƎǳŜ ŎƻƴǎǘƛǘǳǘŜǎ ŀƴŘ ōŜŎƻƳŜǎ ŀƴŀƭȅǎƛǎΣ ǿƘŜǊŜōȅ ƳŀȄƛƳǳƳ ƪƴƻǿƭŜŘƎŜ 

is distributed. 

 

Generation of New Ideas and an Active Writing Process 

 ¢ƘŜ άƛƴǘŜǊǎǳōƧŜŎǘƛǾŜ ŀƎǊŜŜƳŜƴǘέ ƻŦ ŀ ŎƻƳǇƻǎƛǘƛƻƴ class, then, aids in the writing process by 

generating new ideas, expanding underdeveloped ones, and engaging students in an active writing 

process. Group work was often the genesis of new ideas, allowing students the freedom to evaluate an 

idea positively because the group has justified it. hƴŜ ǎǘǳŘŜƴǘ ǿǊƛǘŜǎΣ άōȅ ƭŜǘǘƛƴƎ ƻǘƘŜǊ ǎǘǳŘŜƴǘǎ ǊŜŀŘ Ƴȅ 

papers they were able to give me new ideas and help me develop my paper more fully.έ Another 

ǎǘǳŘŜƴǘ ǾŀƭǳŜŘ ǘƘŜ ŜȄǇŜŘƛŜƴŎȅ ƻŦ ƎǊƻǳǇ ǿƻǊƪΥ ά¢ƘŜ ǇŀǇŜǊǎ ǎŜŜƳŜŘ ŜŀǎƛŜǊ and fast since I had more 

ideas to draw from. I benefited from the help of my peers.έ I especially like the following comments: 

ǇŀǇŜǊǎ ǿŜǊŜ άŜŀǎƛŜǊ ōŜŎŀǳǎŜ Ƴȅ ƎǊƻǳǇ ƳŜƳōŜǊǎ ƎŀǾŜ ƳŜ ŀ ǇŀǘƘ ǘƻ Ŧƻƭƭƻǿ ƛƴ Ŏƭŀǎǎ ŀƴŘ ǎƻ L ǿŀǎ ŀōƭŜ ǘƻ 

produce a better paper.έ άhthers could point out mistakes you missed or give you a different edge on 

your writing, give suggestions that you would not have thought of.έ The specific words these students 

ǳǎŜΣ άŀ ǇŀǘƘ ǘƻ Ŧƻƭƭƻǿέ ŀƴŘ άŀ ŘƛŦŦŜǊŜƴǘ ŜŘƎŜΣέ ŀǊŜ ǾŜǊȅ ǘŜƭƭƛƴƎΣ ǊŜǾŜŀƭƛƴƎ ǘƘŜ active interaction occurring 

in these peer groups. ! ǎǘǳŘŜƴǘ ǿŀǎ ƎƛǾŜƴ ŀ άǇŀǘƘ ǘƻ ŦƻƭƭƻǿΣέ ŀ Ǉƭŀƴ ŘŜǾƛǎŜŘΣ ŀǎǎŜǊǘŜŘΣ ŀƴŘ ƧǳǎǘƛŦƛŜŘ 

within the group, the very process of which bestowed confidence to the writer. ¢ƘŜ ƻǘƘŜǊ ǎǘǳŘŜƴǘΩǎ 

ǿƻǊŘǎΣ άŀ ŘƛŦŦŜǊŜƴǘ ŜŘƎŜέ is even more revealing and essentially more exciting to a writing instructor. 

These words suggest that the group was very specificτƘŜ ƻǊ ǎƘŜ ŎƻǳƭŘ ŘŜǾŜƭƻǇ ŀƴ άŜŘƎŜΣέ ŦƻŎǳǎƛƴƎ ƛƴ 

on details, guiding the writer to finer distinctions, developing analytical and critical skills as a group. This 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŀƴ άŜŘƎŜέ ƛǎ ŀ ǎƻǇƘƛǎǘƛŎŀǘŜŘ ŜȄǘŜƴǎƛƻƴ ƻŦ ǘƘŜ ŜȄǇŀƴŘƛƴƎ ƻŦ ǳƴŘŜǊŘŜǾŜƭƻǇŜŘ ƛŘŜŀǎ ǿƘƛŎƘ 

is another advantage to group work in a composition classroom. Another student comments on how 
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group work facilitated hiǎκƘŜǊ ǿǊƛǘƛƴƎΥ άƛǘ ǿŀǎ ŜŀǎƛŜǊ ŀƴŘ L ǎǘŀǊǘŜŘ ǘƻ ōŜ ŀōƭŜ ǘƻ ǿǊƛǘŜ ǇŀǇŜǊǎ ŦŀǎǘŜǊ ǿƛǘƘ 

ƴƻ ŘŜŎǊŜŀǎŜ ƛƴ ǉǳŀƭƛǘȅ ōŜŎŀǳǎŜ L ƪƴŜǿ ǿƘŀǘ L ƘŀŘ ǘƻ ŦƻŎǳǎ ƻƴ ŀƴŘ ƴŜŜŘŜŘ ǘƻ ŘŜǾŜƭƻǇΦέ 

 What is reflected in the last student comment is an active writing process by which the group as 

a whole participated in an agential capacity. As agents, the group facilitates and enables, empowering 

students to act. hƴŜ ǎǘǳŘŜƴǘ ǿǊƛǘŜǎΥ άL ƘŀǾŜ ŀ ŘƛŦŦƛŎǳƭǘ ǘƛƳŜ ǿƛǘƘ ǎǘŀǊǘƛƴƎ ǇŀǇŜǊǎ ŀƴŘ ƻōǘŀƛƴƛƴƎ ŀ ǘƘŜǎƛǎ 

and with the help of other students I learned how to do this on my own.έ Some students as noted 

above responded enthusiastically to the following question: After working in class in groups, was the 

writing of your paper easier?  faster? And did it produce a better paper?  Or did you derive no writing 

benefits from the group work?  (Of the students responding, 84% were positive.)  One student 

ǊŜǎǇƻƴŘŜŘΣ ά¸ŜǎΣ ȅŜǎ ŀƴŘ ȅŜǎ. Working in groups made the paper easier, which then made it faster. It 

definitely produced a better paper because working in groups always helped me see what my thesis 

was, if it was a good thesis, and if I had a good intro and conclusion.έ !ƴƻǘƘŜǊ ǎǘǳŘŜƴǘ ǿǊƛǘŜǎΣ άL ŦƻǳƴŘ 

that working in groups made it much easier to write my papers as well as take less time because 

whenever I was stuck on a particular part of the paper, my group mates would read it and then point 

ƳŜ ƛƴ ǘƘŜ ŘƛǊŜŎǘƛƻƴ L ƴŜŜŘŜŘ ǘƻ ƎƻΧ!ǎ ŀ ƳŀǘǘŜǊ ƻŦ ŦŀŎǘΣ L Ǝƻǘ Ƴȅ ōŜǎǘ ƎǊŀŘŜǎ ƛƴ ǿǊƛǘƛƴƎ ǘƘƛǎ ȅŜŀǊΦέ This 

ŀŎǘƛǾŜ ŜƴƎŀƎŜƳŜƴǘ ƛƴ ǘƘŜ ǿǊƛǘƛƴƎ ǇǊƻŎŜǎǎΣ ǘƘƛǎ άǳƴǎǘƛŎƪƛƴƎΣέ ǘƘƛǎ ŘƛǊŜŎǘƛƴƎ ƻŦ ŀ άǎǘǳŎƪέ ǿǊƛǘŜǊΣ ƛǎ ǇǊƻōŀōƭȅ 

the greatest benefit students can derive from group work. It is what I call, although students do not 

ƪƴƻǿ ǘƘƛǎΣ άŎƻƴǎǘǊǳŎǘƛǾŜ ǿƘƛƴƛƴƎΦέ Lǘ ƛǎ ǘƘƛǎ ǘȅǇŜ ƻŦ ǎǘǳŘŜƴǘΣ ǘƘƛǎ άǎǘǳŎƪέ ǿǊƛǘŜǊ ǘƘŀǘ Ŏŀƴ ŘŜǊƛǾŜ ǘƘŜ Ƴƻǎt 

benefit from group justification. And it is this type of writer that is most grateful. The other student 

ǿǊƛǘŜǊ ǿŀǎ ƘŜƭǇŜŘ ǘƻ άǎŜŜέ ƘƛǎκƘŜǊ ǘƘŜǎƛǎ. He or she was able to clarify and focus ideas. One writer sums 

the process up quite succinctly in the courǎŜ ŜǾŀƭǳŀǘƛƻƴ ŦƻǊ ǘƘƛǎ ŎƭŀǎǎΥ άL ƭƛƪŜŘ ǘƘŜ ƎǊƻǳǇ ǿƻǊƪ. It gave 

many opportunities to spot writing mistakes and improve the papers. I thought the papers we had to 

write were very challenging, and I really saw the improvement from the rough draft to the finaƭ ŎƻǇȅΦέ 

 

Tales Retold and Social Transactions 

 All of this work within the group can be positively and emphatically reinforced by requiring 

students to present their group work before the class. Probably one of the most productive group 

assignments, enthusiastically endorsed by one student above, is to have the groups critique one group 

ƳŜƳōŜǊΩǎ ǘƘŜǎƛǎ ǎǘŀǘŜƳŜƴǘ ŀƴŘ ƘŀǾŜ ǘƘŜƳ Ǉǳǘ ƛǘ ƻƴ ǘƘŜ ōƻŀǊŘ όƻǊ ŎƭŀǎǎǊƻƻƳ ŎƻƳǇǳǘŜǊ ǎŎǊŜŜƴύ ŀƭƻƴƎ 
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with a very short rough outline. The group then presents the thesis and the outline to the class and 

discusses what problems they think the writer may encounter if he or she uses the thesis. This exercise 

teaches students to anticipate problems and avoid writing themselves into a corner. Invariably a group 

will present a thesis that is going to go nowhere, yet the group has put its seal of approval on it. They 

have justified it. But open the discussion to the entire class and other students will point out the pitfalls 

of such a thesis. What will ensue is a very productive discussion on the anticipation of problems early on 

in the writing process that will save students no end of grief. The class, as whole, will then proceed to 

rewrite the thesis statement for the student that has basically trapped himself/herself in a dead-end 

thesis. The student will leave the class with a new thesis and new outline stamped with the approval of 

the group, confident that he or she is on the right track. What has been demonstrated publicly is the 

freedom not only for an individual student to make mistakes, but also for the group to make mistakes, 

mistakes that can be easily corrected by the justification of the larger group. And it is absolutely 

essential that students make mistakes in order to increase learning and to hone critical skills. Certainly 

students need to learn the writing process, but what is even more important is the mistake-making 

process which is essential to their understanding of revision. Students need to make mistakes. A student 

ǿƛƭƭ ǎŀȅΣ ά{ǳōŎƻƴǎŎƛƻǳǎƭȅ L ƪƴŜǿ ǿƘŀǘ L ǿŀǎ ǿǊƛǘƛƴƎ ǿŀǎ ǿǊƻƴƎΣ ōǳǘ L ŎƻǳƭŘƴΩǘ ǎǘƻǇ ƳȅǎŜƭŦ. Then my 

group pointed out my mistakes which only confirmed what I had thought earlier. But the group 

suggested ways to revise and I know how to improve the paper.έ This inability to stop oneself from 

making mistakes in the writing process simply has to be played out in order for the student to be 

empowered, to be able to control the writing process.1  This process played out and made tangible by 

ƳŜŀƴǎ ƻŦ ǇǳōƭƛŎ ŘƛǎŎƻǳǊǎŜ ǎŜŜƳǎ ǘƻ ƳŜ ǘƻ ōŜ ŀƴŀƭƻƎƻǳǎ ǘƻ YǳǊǘ {ǇŜƭƭƳŜȅŜǊΩǎ discussion of culture in 

άΩ¢ƻƻ [ƛǘǘƭŜ /ŀǊŜΩΥ [ŀƴƎǳŀƎŜΣ tƻƭƛǘƛŎǎΣ ŀƴŘ 9ƳōƻŘƛƳŜƴǘ ƛƴ ǘƘŜ [ƛŦŜ-World.έ Although Spellmeyer is in a 

ƭŀǊƎŜǊ ŎƻƴǘŜȄǘ ŀǊƎǳƛƴƎ ŦƻǊ ǇƭǳǊŀƭƛǎƳ ŀƴŘ Ƙƻǿ άƻǳǊ ƪƴƻǿƭŜŘƎŜ ŎƘŀƴƎŜǎ ƻƴŎŜ ƛǘ ŜƴǘŜǊǎ ǘƘŜ ƭƛŦŜ-worlds of 

ǇŜƻǇƭŜ ǳƴƭƛƪŜ ƻǳǊǎŜƭǾŜǎΣέ I believe his discussion of culture has relevance for what we must create in the 

ŎƻƭƭŀōƻǊŀǘƛǾŜ ƭŜŀǊƴƛƴƎ ŜƴǾƛǊƻƴƳŜƴǘΣ ƻƴŜ ǿƘƛŎƘ ǇǊƛǾƛƭŜƎŜǎ ǇǳōƭƛŎ ŘƛǎŎƻǳǊǎŜΥ άǿŜ ƘŀǾŜ ȅŜǘ ǘƻ ǊŜŎƻƎƴƛȊŜ 

what culture is: neither a stock of fundamental facts and terms nor a repertoire of conventions, neither 

a Levi-Straussian bricolage ƻŦ ǎǘǊǳŎǘǳǊŜǎ ƴƻǊ ŀ DŜŜǊǘȊƛŀƴ ΨŜƴǎŜƳōƭŜ ƻŦ ǘŜȄǘǎΣΩ but something closer to 

                                                 
1
 Felicia Mitchell also discusses the process of control and empowerment of students using a specialized series of writing assignments. In 

addition, she discusses the timidity of instructors to experiment with models which are designed to empower students, or she theorizes, 
άǿŜ Řƻ ƴƻǘ ǘǊǳǎǘ ǎǘǳŘŜƴǘǎ ǘƻ ƪƴƻǿ ǿƘŀǘ ƛǎ ōŜǎǘέ όоффύ. {ŜŜ ά.ŀƭŀƴŎƛƴƎ LƴŘƛǾƛŘǳŀƭ tǊƻƧŜŎǘǎ ŀƴŘ /ƻƭƭŀōƻǊŀǘƛǾŜ [ŜŀǊƴƛƴƎ ƛƴ ŀƴ !ŘǾŀƴŎŜŘ 
Writing Class.έ College Composition and Communication 43 October (1992): 393-400. 
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ǘŀƭŜǎ ǘƘŀǘ Ƴǳǎǘ ōŜ ǘƻƭŘΣ ǊŜǘƻƭŘ ŀƴŘ ǊŜǾƛǎŜŘ ǳƴǘƛƭ ǘƘŜȅ ǎŜŜƳ ǊŜŀƭ ǘƻ ǘƘŜ ǘŜƭƭŜǊέ όнстύ. The mistake-making 

process that can ŀƴŘ Ƴǳǎǘ ōŜ ǇƭŀȅŜŘ ƻǳǘ ƛƴ ǇǳōƭƛŎ ŘƛǎŎƻǳǊǎŜ ōŜŎƻƳŜǎ ƛƴ ŀ ǎŜƴǎŜ ǘƘŜ άŎǳƭǘǳǊŜέ ƻŦ ǘƘŜ 

ŎƻƭƭŀōƻǊŀǘƛǾŜ ƭŜŀǊƴƛƴƎ ŎƭŀǎǎǊƻƻƳΤ ƛǘ ōŜŎƻƳŜǎ ŀ ǇǊƻŎŜǎǎ ƻŦ άǘŀƭŜǎ ǘƘŀǘ Ƴǳǎǘ ōŜ ǘƻƭŘΣ ǊŜǘƻƭŘΣ ŀƴŘ ǊŜǾƛǎŜŘ 

until they seem real to the teller.έ Students must act out their roles, going through the process of the 

writing, the revising, the mistake-ƳŀƪƛƴƎ ǇǊƻŎŜǎǎΣ ŀƴŘ ǘƘŜ ǎƻŎƛŀƭ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ǳƴǘƛƭ ƛǘ ŀƭƭ ǎŜŜƳǎ άǊŜŀƭέ ǘƻ 

them. !ƭƭ ƻŦ ǘƘƛǎ ōŜŎƻƳŜǎ ŜǎǇŜŎƛŀƭƭȅ ǇƻǿŜǊŦǳƭ ƛŦ ǎǘǳŘŜƴǘǎ ŀǊŜ ŜƴŎƻǳǊŀƎŜŘ ǘƻ ŘŜŦŜƴŘ ǘƘŜƛǊ ƎǊƻǳǇΩǎ 

decisions if the larger group disagrees, if social justification is withheld. This process is not social 

consensus which privileges the group over the individual as Donald Stewart has suggested, but a 

struggle which must be enacted, a social act of intervention. Karen Burke LeFevre in Intervention as a 

Social Art ǾƛŜǿǎ ǊƘŜǘƻǊƛŎŀƭ ƛƴǘŜǊǾŜƴǘƛƻƴ ŀǎ ŀ ŘƛŀƭŜŎǘƛŎŀƭ ǇǊƻŎŜǎǎΥ άŦƛǊǎǘΣ ŀƴ ŀŎǘ ǘƘŀǘ ƛǎ ƎŜƴŜǊŀƭƭȅ ƛƴƛǘƛŀǘŜŘ ōȅ 

an inventory (or rhetor) and brought to completion by an audience, and second, an act that involves 

symbolic activities such as speaking or writing and often extends over time through a series of social 

ǘǊŀƴǎŀŎǘƛƻƴǎ ŀƴŘ ǘŜȄǘǎέ όоуύ. By acting out over time (I generally conduct three workshops per writing 

ŀǎǎƛƎƴƳŜƴǘύΣ ƛƴ ŀƴŘ ǘƘǊƻǳƎƘ ǘƘŜ άǎƻŎƛŀƭ ǘǊŀƴǎŀŎǘƛƻƴǎέ ǿƘƛŎƘ ƻŎŎǳǊ ƛƴ ǘƘŜ άŎǳƭǘǳǊŜέ ƻŦ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ 

learning environment, students learn how to take their papers apart and engage in real revision 

because the larger group will actually refuse to put its seal of approval on a weak paper. A type of 

baseline stanŘŀǊŘ ŜǾŜƴǘǳŀƭƭȅ ŜǾƻƭǾŜǎ ǘƘǊƻǳƎƘ ǘƘŜ άŜȄŎƘŀƴƎŜ ƻŦ ƧǳǎǘƛŦƛŎŀǘƛƻƴǎΣέ ŀƭƭ ƻŦ ǿƘƛŎƘ Ŏŀƴ ōŜ 

orchestrated through and by means of the processes set up by instructors at the outset of the course. 

What is set in motion is not only invention, but the criteria and the means to judge what is of value, all 

of which has relevance for our society as a whole. Thus to deny students a public forum is to deny them 

the very means by which our socioculture generates not only invention, but the means by which social 

justification occurs. 

 This hashing out of writing problems, these tales retold and revised are essential to collaborative 

learning. What students also learn is the fluidity of the writing process. They learn that problems can be 

avoided early on, that a thesis is not written in stone, and they have a resource on which to relyτthe 

group, especially the larger group. By making mistakes public, the whole class eventually starts to trust 

ǘƘŜƛǊ ƎǊƻǳǇ ƳŜƳōŜǊǎΩ ƧǳŘƎment. {ǘǳŘŜƴǘǎ ǿƛƭƭ ǎŀȅ ƛƴ Ŏƭŀǎǎ άhǳǊ ƎǊƻǳǇ ǘƘƛƴƪǎ ƛǘ Ƙŀǎ ŀ dead-end thesis like 

we saw last week. Can we put it on the board?έ Also what is especially rewarding to a writing instructor 

is to find out that the students are forming their own groups in the dorms to work on papers. A student 
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will make an appointment aƴŘ ǎŀȅΣ ά.ŜǘƘ ŦǊƻƳ ȅƻǳǊ фΥлл Ŏƭŀǎǎ ƭƻƻƪŜŘ ŀǘ Ƴȅ ǇŀǇŜǊ ƭŀǎǘ ƴƛƎƘǘ ƛƴ ǘƘŜ ŘƻǊƳ 

and she said my ideas need more development.έ Invariably Beth, or Jason, or Mike will be absolutely 

correct because they have seen similar problems demonstrated before the class by means of group 

work presentations. One student wrote very succinctly on a course evaluation what she liked about the 

ŎƻǳǊǎŜΥ άƎǊƻǳǇ ǿƻǊƪςǊŜƭŀǘƛƻƴǎƘƛǇǎκƛƴǘŜǊŀŎǘƛƻƴǎΦέ 

 

Knowledge Acquisition and Agreement between Inquirers 

 Let us now look at what happens ƛƴ ǘƘŜ ŎƭŀǎǎǊƻƻƳ ǿƛǘƘ ǘƘŜǎŜ άǊŜƭŀǘƛƻƴǎƘƛǇǎκƛƴǘŜǊŀŎǘƛƻƴǎέ ǿƘŜƴ 

confronted with a specific assignment which is holistic in its approach, what Rorty would call 

άŎƻƴǾŜǊǎŀǘƛƻƴŀƭ ƧǳǎǘƛŦƛŎŀǘƛƻƴΦέ This particular example is from a second semester writing course for first-

year students that is essentially an introduction to literature. The writing assignment for these students, 

however, was especially challenging since it required students to discuss one of two aspects of 

postmodernist texts: either a decentered netǿƻǊƪ ƻŦ άƛƴǘŜǊǘŜȄǘǳŀƭέ ŎƻƴƴŜŎǘƛƻƴǎ ƻǊ ǘƘŜ ǇƻǎǘƳƻŘŜǊƴƛǎǘΩǎ 

avoidance of images of depth and reliance on inconclusive surface images. The subject of this analysis 

ǿŀǎ WƻǎŜǇƘ IŜƭƭŜǊΩǎ Catch-22. Students were required to construct an in-depth analysis of one passage 

and show, through analysis of a later passage, the connection. In addition, students had to discuss 

IŜƭƭŜǊΩǎ ƳƻǘƛǾŜ ƛƴ ǘƘŜ ǎŜƭŜŎǘŜŘ ǇŀǎǎŀƎŜǎ. ²Ƙŀǘ Ŧƻƭƭƻǿǎ ƛǎ ŀ ǇƻǊǘƛƻƴ ƻŦ ŀ ǎǘǳŘŜƴǘΩǎ ǿƻǊƪƛƴƎ ŘǊŀŦǘ ǿƘƛŎƘ 

was copied and used for group work and then the group work was presented before the class. Students 

were charged with the task of deciding what was wrong with the given section of the essay and what 

revision strategy they would recommend. ¢ƘŜ ƎǊƻǳǇǎ ǿŜǊŜ ƎƛǾŜƴ ǘƘŜ ǎǘǳŘŜƴǘΩǎ ǘƘŜǎƛǎ ǿƘƛŎƘ ǿŀǎ ǘƘŜ 

followƛƴƎΥ άaƛƭƻ ŀƴŘ /ŀǘƘŎŀǊǘ ǊŜǇǊŜǎŜƴǘ ǘƘŜ aŀŎƘƛŀǾŜƭƭƛŀƴ ǇƘƛƭƻǎƻǇƘȅ ƻŦ ƎǊŜŜŘ ŀƴŘ ŎŀǇƛǘŀƭƛǎƳ. Both 

characters use the war for their personal gain, although they have different agendas, their efforts 

intertwine. Heller uses these characters to show the corruption in our society, world and culture.έ The 

following is the essay excerpt the students had to discuss given the above thesis: 

Milo, not necessarily power hungry but hungry for money, will do anything for a profit. 

His motivation is money and there is nothing that can stop him from receiving what he 

desires. He does not care who he hurts while in the process of manipulation and 

finagling. Milo even went as far as bombing his own squadron, to make a profit from the 

Germans because he lost money on the Egyptian cotton enterprise.  
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Although many were appalled initially, Milo made a statement and managed to bring everyone in 

agreement: 

Lƴ ŀ ŘŜƳƻŎǊŀŎȅΣ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘ ƛǎ ǘƘŜ ǇŜƻǇƭŜΧ{ƻ ǿŜ ƳƛƎƘǘ ŀǎ ǿŜƭƭ ƪŜŜǇ ǘƘŜ ƳƻƴŜȅ ŀƴŘ 

eliminate the middleman. CǊŀƴƪƭȅ LΩŘ ƭƛƪŜ ǘƻ ǎŜe the government get out of war 

altogether and leave the whole field to private industry. If we pay the government 

ŜǾŜǊȅǘƘƛƴƎ ǘƘŀǘ ǿŜ ƻǿŜ ƛǘΣ ǿŜΩƭƭ ƻƴƭȅ ōŜ ŜƴŎƻǳǊŀƎƛƴƎ ƎƻǾŜǊƴƳŜƴǘ ŎƻƴǘǊƻƭ ŀƴŘ 

discouraging other individuals from bombing their own men and plane. (269) 

 This is gross manipulation of democracy and of the people. Heller suggests that the government 

protects criminals like Milo who kill for personal gain, because the people of the democracy are easily 

swayed. The society has become so numb to such an atrocity that although the people are initially 

surprised and appalled, it is easy for the perpetrator to convince the people that they should get 

involved in a scheme much like this one. Heller wants the reader to realize the harm in this and 

encouragŜǎ ǘƘŜ ƛƳǇǊƻǾŜƳŜƴǘ ƻŦ ǎƻŎƛŜǘȅ ŀǎ ŀ ǿƘƻƭŜ ǘƻ ōŜ ǊƛŘ ƻŦ ǇŜƻǇƭŜ ƭƛƪŜ aƛƭƻΦέ 

 I gave this assignment in a semester when I was teaching four sections of this course, and what 

was remarkable was that in section after section the same dynamic was played out. This exercise was 

near the end of the semester, so the students by that time had become quite adept at critiquing their 

ŎƭŀǎǎƳŀǘŜǎΩ Ŝǎǎŀȅǎ. What was revealed in group presentations before the class was that every group 

ǊŜŀƭƛȊŜŘ ǘƘŀǘ ǘƘŜ ǿǊƛǘŜǊΩǎ ŀƴŀƭȅǎƛǎ ƻŦ IŜƭƭŜǊΩǎ ǇŀǎǎŀƎŜ ŘƛŘ ƴƻǘ ƳŀǘŎƘ ǘƘŜ ǘƘŜǎƛǎ. Group after group in the 

four sections (approximately two group presentations per section) pointed out that the writer had 

ƴŜƎƭŜŎǘŜŘ ǘƻ ŦƻŎǳǎ ƻƴ ǘƘŜ aŀŎƘƛŀǾŜƭƭƛŀƴ ƴŀǘǳǊŜ ƻŦ aƛƭƻΩǎ ǘƛǊŀŘŜΣ ǘƘŜ ǇŜǊǎƻƴŀƭ Ǝŀƛƴ ǘƘŀǘ ƘŜ ǿould accrue 

from a change in governmental policies, and the capitalistic agenda that would be served by the 

privatization of war and of course the ensuing corruption that Heller was highlighting. The conflict 

between the groups, however, resided in their suggestions for revision. One group in each presentation 

recommended that the student change her thesis to reflect the passage analysis. An opposing group 

recommended that the analysis of the passage be revised to reflect the thesis. A quick survey of the rest 

of the groups who were not presenting revealed a similar split in thinking. Each class became divided 

almost evenly between the two revision strategies. What ensued was a lively discussion of what revision 

process would be best for the writer with each group defending their choices. Students eventually 
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realized through open discussion that it would be more expedient to simply revise the passage analysis 

rather than develop a new thesis and rewrite the entire essay. 

 What was demonstrated and then reinforced publicly was that groups sometimes sanction a 

particular strategy which is not always in the best interest of the writer. Had I simply divided the class 

ƛƴǘƻ ƎǊƻǳǇǎ ŀƴŘ ƘŀŘ ǘƘŜƳ ŎǊƛǘƛǉǳŜ ŜŀŎƘ ƻǘƘŜǊΩǎ Ŝǎǎŀȅǎ ƻǊ ǎǳōƳƛǘ ǿǊƛǘǘŜƴ ŎǊƛǘƛǉǳŜǎ ƻŦ ƎǊƻǳǇ ƳŜƳōŜǊΩs 

papers, mistakes such as the one demonstrated would have gone unnoticed and unresolved. Instead, 

the whole class was involved in the process of revision and learned quite dramatically the revision 

strategy suggested by their group may not be in their best interest and they must always be vigilant and 

challenge and rethink what the group recommends. This dynamic played out in a composition 

ŎƭŀǎǎǊƻƻƳ ƛǎ ǿƘŀǘ wƻǊǘȅ ǿƻǳƭŘ Ŏŀƭƭ ǘƘŜ άƎŜǘǘƛƴƎ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ƻǘƘŜǊ ǎǳōƧŜŎǘǎΣέ ǘƘŜ άƛƴǘŜǊǎǳōƧŜŎǘƛǾƛǘȅέ 

which he believes leads to knowledge. !ǊƎǳƛƴƎ ŀƎŀƛƴǎǘ WƻƘƴ {ŜŀǊƭŜΣ wƻǊǘȅ ǎǘŀǘŜǎ ǘƘŀǘ άȅƻǳ Ǝŀƛƴ ƴƻǘƘƛƴƎ 

for the pursuit of such truth by talking about the mind-dependence or mind-independence of reality. All 

there is to talk about are the procedures we use for bringing abƻǳǘ ŀƎǊŜŜƳŜƴǘ ōŜǘǿŜŜƴ ƛƴǉǳƛǊŜǊǎέ 

όά!ŎŀŘŜƳƛŎ CǊŜŜŘƻƳέ мно-24). Thus in the tradition of pragmatism, students in a collaborative learning 

ŜƴǾƛǊƻƴƳŜƴǘ ǿƘƛŎƘ ǳǘƛƭƛȊŜǎ ƎǊƻǳǇ ǇǊŜǎŜƴǘŀǘƛƻƴǎ ōŜŦƻǊŜ ǘƘŜ Ŏƭŀǎǎ ŀǊŜ ǘǳǊƴŜŘ ƛƴǘƻ άƛƴǉǳƛǊŜǊǎέ ǿƘŜǊŜ 

procedures bring about agreement and because and through the process of agreement, knowledge is 

accrued. ¢ƘŜǎŜ άƛƴǉǳƛǊŜǊǎέ ŦƻǎǘŜǊ ǿƘŀǘ ¢ƘƻƳŀǎ YǳƘƴ ƛƴ The Structure of Scientific Revolutions would call 

άƎǊƻǳǇ-ƭƛŎŜƴǎŜŘ ǿŀȅǎ ƻŦ ǎŜŜƛƴƎέ ό.ǊǳŦŦŜŜ мснύ. Students in collaborative learning environments, then, 

must learn not only to trust their peers, but also to question their suggestions at the same time. This 

trust/distrust dichotomy can only be resolved in the larger arena of public discourse. To privilege this 

public discourse in collaborative learning environments is to create a type of self-reflexive dialogue at 

ǘƘŜ ǎŀƳŜ ǘƛƳŜ ȅƻǳ ŀǊŜ ŎǊŜŀǘƛƴƎ ŀ YǳƘƴƛŀƴ ŘŜǇŜƴŘŜƴŎŜ ƻƴ ŀ άƎǊƻǳǇ-licensed ways of seeing.έ What 

seems to be a paradoxical bifurcation of the thinking process is really an examining of self, of choices 

ƳŀŘŜΣ ƻŦ ǎƻǊǘƛƴƎ ǘƘǊƻǳƎƘ ǎǳƎƎŜǎǘƛƻƴǎ ŦǊƻƳ ƻǘƘŜǊǎ ŀƴŘ ŜǾŜƴǘǳŀƭƭȅ ŀǊǊƛǾƛƴƎ ŀǘ ǎƻƳŜǘƘƛƴƎ άǊŜŀƭέ ŦƻǊ ǘƘŀǘ 

individual when revising on his/her own. As discussed above, the dynamics of this process increase if 

you encourage groups to defend their choices in the public arena. What ensues is a debate, a contest in 

ŀ ǇǳōƭƛŎ ŦƻǊǳƳΣ ŀ άǎŜǊƛŜǎ ƻŦ ǎƻŎƛŀƭ ǘǊŀƴǎŀŎǘƛƻƴǎέ ǿƘƛŎƘΣ ŀǎ [ŜCŜǾǊŜ ǎǳƎƎŜǎǘǎΣ ŀƛŘǎ ƛƴǾŜƴǘƛƻƴ. The dual 

nature of this process fosters learning because students are discovering for themselves, learning to 

make decisions about the writing process. Creating these transactions is the challenge that instructors 
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must grapple with when using collaborative learning methodology in their classrooms. And it is this 

public hashing out of a writing problem that students can replicate in writing groups formed outside the 

classroom. 1 

 It is this concept of a larger group consensus, of a class working together for the benefit of a 

single member, of interactions and transactions, of a resource to which the student can turn that makes 

presentations before the class so valuable. ¢Ƙƛǎ ƛǎ ǘƘŜ ǘȅǇŜ ƻŦ ŘƛǎŎǳǎǎƛƻƴ ǘƘŀǘ .ǊǳŦŦŜŜ ǿƻǳƭŘ Ŏŀƭƭ άǘŀƭƪƛƴƎ-

ǘƘǊƻǳƎƘέ ǘƘŜ ǘŀǎƪ ƻŦ ǿǊƛǘƛƴƎ. What is also superbly invaluable is the public speaking element, the skills 

that are gradually and regularly enhanced throughout the semester. hƴŜ ǎǘǳŘŜƴǘ ǿǊƻǘŜΣ άL ǊŜŀƭƭȅ 

enjoyed working with classmates, and it made it much more comfortable to do speeches and 

presentations because I knew everyone in the class well.έ A question on the survey asked students if 

group work proved beneficial to understanding poems, short stories, films and essays?  (Of the students 

responding, 91% were positive.)  One student responded concerning some difficult, theoretical essays 

on which we had been woǊƪƛƴƎΥ ά¸ŜǎΣ ǾŜǊȅΗΗ  ²ƘŜƴ L ǊŜŀŘ ǘƘŜ Ŝǎǎŀȅǎ ƻƴ Ƴȅ ƻǿƴ L ǳƴŘŜǊǎǘƻƻŘ ǘƘŜƳ ǘƻ ŀ 

ǇƻƛƴǘΣ ōǳǘ ǿƘƛƭŜ ǿƻǊƪƛƴƎ ƛƴ ƎǊƻǳǇǎ ŦƻǳƴŘ Ƴŀƴȅ ǘƘƛƴƎǎ L ƘŀŘƴΩǘ ǎŜŜƴ ōŜŦƻǊŜ. I think the reason for this 

was the whole time we worked in groups we knew that there was a possibility of presenting what we 

had found to the class, so we took it seriously.έ With this statement, it becomes evident that the 

impending social justification of the larger group is a catalyst for students working harder and more 

seriously. Another student found ǘƘŜ ƎǊƻǳǇ ǿƻǊƪ ǇƻǎƛǘƛǾŜ ōŜŎŀǳǎŜ άȅƻǳ Ǝƻǘ ǘƻ ǎŜŜ ƻǇƛƴƛƻƴǎ ƻŦ ƻǘƘŜǊǎΣ ǎƻ 

ǿƛǘƘ ǘƘŜ ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ŀƭƭ ǘƘŜ ƛŘŜŀǎΣ ŀ ƎǊŜŀǘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǿŀǎ ŀŎƘƛŜǾŜŘΦέ 

 This understanding leads to confidence, a confidence that becomes palpable as the semester 

progresses. The presentations to the class, the public display makes the confidence of other students 

tangible to the class and they realize that if their peers can achieve that level of accomplishment, they 

can too. This confidence, I believe, is rooted in discovery. By hashing out a writing problem in a small 

group and then seeking large group justification, students discover the strengths and weaknesses in 

their writing, they discover a way of seeing, they learn to make decisions about the writing process. The 

confidence gained is not only palpable, but it is also overtly expressed. One student wrote that working 

                                                 
1
 I am currently working on a project that examines what happens when students voluntarily form writing groups outside the classroom. I 

have observed that female students in particular benefit from such groups. The project will also focus on how the formation of outside 
groups can be facilitated by writing instructors. For a discussion of gender influenced learning and how women react to less competitive 
environments see, as noted above, Belenky, Mary Field, et al. ²ƻƳŜƴΩǎ ²ŀȅǎ ƻŦ YƴƻǿƛƴƎ. New York: Basic, 1986. See also Yin, Hum Sue. 
ά/ƻƭƭŀōƻǊŀǘƛƻƴΥ tǊƻŎŜŜŘ ǿƛǘƘ /ŀǳǘƛƻƴΦέ The Writing Instructor Fall, 1992. Leena I. Laurinen and Miika J. Marttunen have found that female 
ǎǘǳŘŜƴǘǎ ŀǊŜ ƳƻǊŜ ƭƛƪŜƭȅ ǘƻ άƭƻǿŜǊ ǘƘŜ ŎƻƎƴƛǘƛǾŜ ŎƻƳǇƭŜȄƛǘȅέ ƻŦ ǘƘŜƛǊ ŀǊƎǳƳŜƴǘs to retain social acceptability (241-42). 
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ƛƴ ƎǊƻǳǇǎΣ άƳŀŘŜ ƛǘ ƳǳŎƘ ŜŀǎƛŜǊ ŀƴŘ ŦŀǎǘŜǊ. And after revising it so many times, by the time I handed it 

in I was confident in what I had produced.έ By not giving students a forum for the exchange of ideas, by 

not giving students a forum for the justification of beliefs, by not giving them the freedom to express 

their views, we are depriving them of the very forum which we as scholars hold dear. And what is more 

important, we are depriving students of the confidence which large group justification can provide. 

 Lƴ ά²ǊƛǘƛƴƎ ŀǎ /ƻƭƭŀōƻǊŀǘƛƻƴΣέ WŀƳŜǎ wŜƛǘƘŜǊ ŀƴŘ 5ƻǳƎƭŀǎ ±ƛǇƻƴŘ ŀŘǾƻŎŀǘŜ ǿǊƛǘƛƴƎ ǇǊƻƧŜŎǘǎ 

which propose a scholarly question and situate students in research groups, engaging them in the 

academic discourse of a field which in turn makes them members of the larger academic community. 

¢ƘŜȅ ǎŜŜ ŎƻƭƭŀōƻǊŀǘƛƻƴ ŀǎ ŀ ǿŀȅ ǿǊƛǘŜǊǎ άŜǎǘŀōƭƛǎƘ ŀƴŘ Ƴŀƛƴǘŀƛƴ ƛƳƳŜŘƛŀǘŜ ŎƻƳƳǳƴƛǘƛŜǎ ǿƘƛŎƘ Ŧunction 

ǿƛǘƘƛƴ ǘƘŜ ƭŀǊƎŜǊΣ άŘƛǎŎƛǇƭƛƴŀǊȅέ communities where their knowledge claims might find a fit. Developing 

claims cooperatively, collectively, collaboratively, the members of such a community-within-a-

community learn from one another, teach one another; they support and sustain one aƴƻǘƘŜǊέ όурфύ. 

Reither and Vipond theorize that this type of collaboration with students, teachers and academic 

ŀǳǘƘƻǊǎ ǊŜǎǳƭǘǎ ƛƴ ǿƘŀǘ ǘƘŜȅ ǘŜǊƳ άƪƴƻǿƭŜŘƎŜ ƳŀƪƛƴƎΦέ The community-within-a-community that these 

ŀǳǘƘƻǊǎ ŘŜǎŎǊƛōŜΣ ǘƘŜ άƪƴƻǿƭŜŘƎŜ ƳŀƪƛƴƎέ ǘƘŀǘ occurs as a result of this community, can be replicated 

on a smaller scale in collaborative learning environments which utilize large group justification. When 

small groups present their work to the class, they enter into the community of the larger group that 

teaches, sustains, and supports. Lǘ ƛǎ ǘƘƛǎ Ǝƻŀƭ ƻŦ άƪƴƻǿƭŜŘƎŜ ƳŀƪƛƴƎΣέ ǘƘƛǎ ǇǳōƭƛŎ ǘƘƛƴƪƛƴƎ ŀƭƻǳŘ ǿƘƛŎƘ 

creates fields of knowledge, disciplines of study in the academic community. And it is this thinking 

ŀƭƻǳŘΣ ǘƘƛǎ άǘŀƭƪƛƴƎ ǘƘǊƻǳƎƘέ ƛƴ ŀƴ άƛƴǘŜǊǎǳōƧŜŎǘƛǾŜέ ǊŜŀƭƳ ǿƘƛŎƘ ŀƛŘ ǎǘǳŘŜƴǘǎ ƴƻǘ ƻƴƭȅ ƛƴ ǿǊƛǘƛƴƎ ǎƪƛƭƭǎΣ 

ōǳǘ ƛƴ ǘƘŜ ŀƴŀƭȅǘƛŎŀƭ ŀƴŘ ŎǊƛǘƛŎŀƭ ǘƘƛƴƪƛƴƎ ǘƻ άƳŀƪŜ ƪƴƻǿƭŜŘƎŜΣέ ǘƻ ŘƛǎŎƻǾŜǊ ǿƘŀǘ ƛǎ άǊŜŀƭΣέ ǘƻ ŜƴƎŀƎŜ ƛƴ 

social transactions which justify assertions. 
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A Man's Home is His Castle: Bloodlines and The Castle of Otranto 

Gretchen Cohenour, Wartburg College 

 

The castle in Gothic texts is often a bounded place where ghosts haunt its inhabitants in every 

crack and edge of its dark recesses. Reminded of their burdens of past violence and crimes, castle 

inhabitants are literally confined by the "places" of the castle--physical walls, tunnels, attics, and even 

grounds directly surrounding the walls. How these characters utilize the places of the castle determines 

ƛǘǎ ǇǳǊǇƻǎŜ ŀǎ ŀ ƭŀǊƎŜǊ άǎǇŀŎŜΣέ ƳŀƪƛƴƎ ǘƘŜ ŜŘƛŦƛŎŜǎ ƻǘƘŜǊ ōƻŘƛŜǎ ǘƻ ŎƻƴǘǊƻƭ. For example, in Horace 

Walpole's The Castle of Otranto, a sexual contest to secure lineage and keep the property occurs. This 

contest depends on how the places of the castle are used as catalysts to construct a larger gendered 

space of female sexuality that causes shifts in paradigms of male sexual power.  

Many scholars, especially Elaine Showalter and Claire Kahane, observe that spatial imagery often 

correlates with the female body, especially interior domestic spaces of Gothic fiction where women's 

sexuality is frequently denied. This denial is shaped by several assumptions within eighteenth-century 

patriarchal society, namely that female experience is based on vaginal sexuality, comprised of 

cavity/womb-like spaces, and meant only for breeding. The female body becomes a literary metaphor. 

Therefore, castles, abbeys, or other domestic structures seem like not only formulaic conventions to 

acknowledge, but also exist as structures that reflect eighteenth-century aristocratic male anxieties 

about class, ownership, lineage, power, and potency. 

Otranto castle represents a domestic space that mirrors the maternal (M)other, making it a 

pivotal image that reflects eighteenth-century cultural paranoia about contamination of bloodlines and 

property ownership. Often labeled the "first" Gothic novel, Otranto's plot focuses just as much on 

domestic terrors as later female writers who echo Walpole in their attempts to show the greater 

dangers that lie within the home. The story begins with a wedding and a death. Manfred is the 

illegitimate owner of Otranto castle, inherited from his grandfather who usurped it. Manfred's son, 

Conrad, is about to wed Isabella, the nearest relation to the true heir of Otranto. Plans are interrupted 

when a supernaturally large casque (owned by Alfonso the Good, the original Otranto owner) falls out 

of the sky and crushes Conrad. Within minutes of the death, Manfred immediately ignites plans to 

divorce his older, sterile wife Hippolita, and marry Isabella himself to produce heirs. However, Isabella 
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flees at Manfred's proposition, beginning a long journey through the dark tunnels of the castle to 

escape to a convent. Theodore, the rightful Otranto heir, exists as a peasant throughout the story, and 

most of the main characters are unaware of his own claim to the castle through the majority of the plot. 

Manfred imprisons him under the casque that killed Conrad, but Theodore escapes to the tunnels 

Isabella flees towards, and he assists her in escaping. Upon being captured a second time by Manfred, 

he again escapes, but with the aid of Manfred's daughter, Matilda. Isabella's father, Frederic the "Knight 

of the Gigantic Sabre," arrives to reclaim his daughter, and he and Manfred enter into a sexual contest 

where the castle becomes the setting for all of the events.  

Since the rise of Otranto coincides with an increased emphasis on the importance of lineage, we 

would do well to first consider some historical and economical links between eighteenth-century 

underpinnings about inheritance and Gothic works. E.J. Clery notes that legal provisions for inheriting 

land saw an uprising in the eighteenth century, mainly due to "strict settlement" (76). Women, 

however, did not obtain any significant legal rights regarding individual ownership of property until well 

into the nineteenth century. Parents and husbands promoted marriage, and their economic plots 

against and possession of young women were supported by marriage.1  The focus on property 

ownership can be traced to the English enclosure movement, where land that was open in the early 

eighteenth century was steadily enclosed by the mid-1700s. Non-aristocrats resisted enclosure via riots, 

petitions to Parliament, and sometimes destruction of the property altogether. All of these efforts failed 

to prevent enclosures, however.  

The representation of property in Gothic novels like Otranto may be viewed as a literary analog 

of enclosure resistance. The events in Otranto reflect a subverting of enclosure attempts, where 

aristocrats cannot maintain wrongful possession of property. Thus, the Gothic plot presents a social 

disruption of enclosure. In the novel, land is usurped from aristocracy by one considered peasant-class. 

The land is then seized from the social climber and restored to someone aristocratic by birth, but 

considered a peasant throughout the tale. It is then particularly appropriate that property in a Gothic 

novel is typically a grand house: an emblem of class power, the setting of exploitation and struggle, and 

repression of female sexuality. 
                                                 
1
 The Married Women's Property Laws 1868-1882 were the first laws affording any protection for women's retention of 

property. Mary Shanley's article discusses property rights more in depth, namely legal avenues for reclaiming property after 
marriage dissolution. 
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A second and crucial historical and economic connection stems from the Hardwicke Marriage 

Act of 1753.1  The Act very pointedly demonstrates an attempt to control female sexuality and property 

as capital because it supported primogeniture and a mentality of "free exchange" of daughters among 

wealthy landowners. Opponents of the Act claimed it reinforced dependency of both women and the 

poor by keeping capital out of their hands. Otranto did attract a wide readership with its publication.  

 Clemens points out that the novel offered "emotional confirmation" of a social problem that the 

public overlooked (34). Not surprisingly, problems with marriage and property ownership comprise 

many eighteenth-century fiction plots in general. The same unchecked male sexuality presented in 

those works, however, especially aggressive in nature, occurred in reality and was rarely publicly 

addressed. Acts like the Hardwicke Act likely agitated the already strained situation of women by 

forcing dependency on them to continue family lines.  

In Otranto, the castle and its labyrinths become grounds for incest that signal the dissolution of 

familial bonds in light of possessing property. The castle becomes a space for the absolute male exercise 

of vicious and illegitimate desires; remote, dark, and gloomy, its malevolent setting mirrors that of the 

villain/owner. Clemens aptly concludes that Manfred is more of a "force" than person: "He epitomizes 

aggressive, unbridled, and unconscionable phallic energy, untamed by either feudal honor or 

domesticating feminine virtue" (35). Characterized by uncontrolled sexual tension, Manfred presents a 

physical threat to both Isabella and his blood daughter, Matilda; furthermore, his desperate, 

unsuccessful attempts to penetrate certain recesses of his own castle (since he is the key keeper) 

presents what may have been Walpole's critique of eighteenth-century values and laws that 

encouraged male sexual behavior to go unchecked. By writing a story whose plot line parallels 

eighteenth-century fear of contaminated bloodlines, loss of property, and even fear of darkened spaces 

in its settings, the story demystifies these fears by giving them a function. Doing so inverts social 

relations.  

Specific settings like Otranto castle also function as a character against the larger ground of the 

text. ²ŀƭǇƻƭŜΩǎ ƛƴƛǘƛŀƭ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǇŀǊǘǎ ƻŦ hǘǊŀƴǘƻ ŜǾƻƪŜ ƛƳŀƎŜǎ ƻŦ ŀƴ ŀŎǘǳŀƭ ŦŜƳŀƭŜ ōƻŘy whose 

parts are defended, penetrated, and entrapped. Any conceptual model of space is inherently gendered, 

and as Gaston Bachelard's and Henri Lefebvre's theories point out, a given space is created by and 

                                                 
1
 The "Lord Hardwick Act," passed by Parliament in 1753, was designed to prevent clandestine marriages. Lawrence Stone conducts a 

useful study of the history of this act and its repercussions in Road to Divorce: England 1530-1987.  
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interacts with those occupying it. Joseph Kestner's landmark study about spatiality and the novel 

further emphasizes this point when he argues that architecture is not just a form, but has an effect on 

the organizing spaces around it, including the spectators. Examining these theories in light of Gothic 

novels reflects how the female body and experience become enabled or disabled by the various places 

comprising the castle. The paranoia concerning contaminated bloodlines becomes more apparent.  

Otranto's gates are normally locked, and Manfred is the key keeper who imprisons all (including 

himself). Only when Frederick, a male competitor for the property, arrives are the gates of the castle 

forced open. Such an event shatters solidity of property, transgressing the boundaries that secure 

Manfred's private ownership and lineage. Additionally, Isabella is a figurative key that Manfred needs to 

possess in order to fully secure his lineage, but fails to do so. The desire to possess and contain what is 

uncontainable about people and secrets partly defines Walpole's story (and all Gothic tales). The body 

of the castle, therefore, merits closer attention because it is a primary means of containment within 

traditional male power structures that these Gothic works question.  

Readers can see how the castle space where the family scandals unfold call attention to the 

importance of boundaries: the literal and figurative processes by which society organizes itself, 

declaring what is "legitimate" or "proper" and even "sane.έ Such boundaries are the actual stones of the 

castle and their embodiment of the family structure or the values of larger cultural systems. Both literal 

walls and their implicit values create the possibility for transgression, establishing a means for 

imprisonment or redemption. Otranto is already a ruin by nature, comprised of "crumbling walls," and 

filled with "old intricate cloisters.έ Ruins traditionally symbolize the power of nature and, in this case, 

Manfred's inability to isolate and control powers of nature, especially bloodlines. Descriptions of the 

structure throughout the novel reflect a body steadily deteriorating from the secrets housed within: a 

strong body used by Manfred for repressing, but also a weak body where Manfred cannot prevent 

infiltration. When he attempts to control and assert possession, the castle is destroyed. Otranto 

exemplifies the fear created by the realization of Manfred that he is powerless and will eventually 

succumb to the forces that will restore the rightful heir. This is why the walls literally crumble at the 

end, paralleling Manfred's own undoing.  

The crumbling castle walls also extend beyond the literal to figuratively frame the text itself. The 

castle ceases to be only interior/exterior or private/public space for its inhabitants. Rather, the 
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"subterraneous regions" where blasts of wind shake its doors that grate on rusty hinges make up a long 

"labyrinth of darkness" (11). These underground areas suggest that the space of female experience is 

one of repression as well as transgression, yet often based on binary oppositions: what is "female" is 

reduced to simply what is opposite from "male" experience. In order to fully understand the 

motivations of characters like Manfred and Frederic, we must examine how life, death, birth, and 

sexuality are present in images that suggest significances regarding the female self.  

The mother represents what the woman will become if she embraces her sexual self. For 

example, if Isabella acknowledges the power that comes with acting as a mother if she becomes 

pregnant, she wields the power to control bloodlines just as much (if not more than) males. The 

alternative life for Isabella in a convent allows for some power of control, but further reduces her 

experience to a non-sexual being. To some degree, the conflict seems to fall more with the maternal 

female, less with the tyrannical male in Otranto's plot. Claire Kahane claims, "the heroine's exploration 

of her entrapment in a Gothic house--both she and it vulnerable to potential penetrationτcan be read 

as an exploration of her relation to the maternal body which she too shares, to the femaleness of 

experience, with all its connotations of power over, and vulnerability to, forces within and without 

(338). Isabella attempts to flee the maternal space, so as to avoid becoming another maternal vessel 

herself in an incestuous relationship with Manfred. This fear of vulnerability and penetration 

emphasizes weakness in the female body. Furthermore, this point affirms why motherless or sterile 

women in literature are often viewed as defective; Manfred blames Hippolita's sterility for the primary 

reason he must marry Isabella. 

The mother's role within a family exerts an important form of social control, as many scholars 

like Nancy Armstrong have suggested. The castle layout symbolizes another maternal form and affects 

the actions of its inhabitants. As a crumbling, confusing, labyrinthine structure, Otranto is both a 

fractured domestic space, as well as the only element capable of hosting erotic afflictions and producing 

stability for families. Other scholars, like Nancy Chodorow, purport that this structure helps establish 

the Gothic plot as a narrative of young women in their attempts to escape from the mother [Other] who 

stands in the way of their individuation. The actual mother's absence or repression allows heroines to 

make their own histories. Isabella's struggle to flee Otranto symbolizes an attempt to separate from the 
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mother. The castle then becomes emblematic of a female body that provides the setting for her journey 

through its unknown and mysterious spaces towards a rebirth for individuation.  

In viewing the maternal as an enemy of some form, it is interesting to note how Walpole's 

narrative presents a story of escape to the mother rather than away from her.  

The narrative structure is vital to note since primogeniture excludes the mother, thereby emphasizing 

the horrors of male quests to secure lineage. Any exchange of sexual commodities, whether houses or 

women, between men becomes a contest that flows over into larger social control--the home/castle 

becomes a means of containing female bodies. The social aspect affects women in that they attempt to 

reject the maternal role thrust upon them. This process is not unlike what Julia Kristeva refers to as 

abjection: "something rejected from which one does not part, from which one does not protect oneself" 

(Powers 4). But, as noted earlier, in trying to abject the mother, the female only returns to her. What 

results is that heroines align themselves with the male villains. 

Manfred's "power," as with most male tyrants, depends on women to preserve his rule, and he 

uses his castle to control them. Manfred exclaims from the beginning, "my fate depends on having 

sons" (Walpole 9). His seeks to divorce Hippolita and send her to a convent to live out her life while he 

continues his life with someone he views as a daughter. The absence of any protective maternal figure 

allows tyrannical males like Manfred to pursue his incestuous marriage plot, but Isabella takes hold of 

her fate by fleeing from a future as a maternal receptacle. She prevails to Hippolita as her only mother 

figure. However, any mother-daughter relationship between them dissolves once Hippolita openly 

encourages Isabella to embrace Manfred's sexual conquest. This causes Isabella to reject everything 

maternal and seek out the convent where she feels complete repression of sexuality would be best. The 

roles afforded these women display how individuation is accomplished not in escaping, but in 

establishing and maintaining female structures where family lines depend on matrilineage. Manfred 

values his lineage above any family bonds, and he ignores the value of his blood daughter's ability to 

continue the family line.  

Patriarchy attempts literal possession of the female body in this manner. Manfred may possess 

the actual keys to Otranto's doors, but not to Isabella. Furthermore, the one door Manfred cannot 

access with his keys is the same one Isabella escapes through. Male fear of their inability to secure 

lineage on their own prompts the creation of desperate sexual contracts between each other over 
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women's bodies. The fear of sexuality generally by males is linked to attempts to destroy the mother. In 

this case, Manfred's (and, to some extent, Theodore's) inability to contain female sexuality results in the 

annihilation of bloodlines. Julia Kristeva's claims about people as "fortified castles" illuminates this 

point. She states that, often in literature, a "border-line" patient exists who is comparable to a fortified 

castle: 

Even though he may be a fortified castle, [he] is nevertheless an empty castle. . .  

haunted by unappealing ghosts--"powerless" outside, "impossible inside. The borderline 

is often abstract, made up of stereotypes that are bound to seem cultured; he aims at 

precision, indulges in self-examination, in meticulous comprehension, which easily brings 

to mind obsessional discourse. (Powers 49) 

The "empty castle" image signifies Manfred, who attempts to protect his identity, one that is already 

lost in many ways since he descends from an usurper's line. He fiercely tries to maintain Otranto, but he 

fails to escape the abjection necessary for him to have a chance at maintaining his property. Instead, 

Manfred relies on his sickly son to secure his castle, as hopes with his sterile wife ended--another 

"empty castle.έ Conrad's illness foreshadows him a weakened castle that does not have the strength to 

live and maintain Manfred's usurped authority.  

These events, combined with patriarchal suppression of female sexuality, represent the 

"spectre" of tainted blood, or what Fred Botting calls the "Gothic stain"--a persistent presence that 

provokes anxiety for many of the characters, especially males (16). The stain or "unappealing ghost" 

affecting social control is the supernatural presence of Alfonso, the original owner killed by Manfred's 

grandfather. Alfonso's presence operates as the agent of normalization to help restore the rightful 

owner. A curse must be fulfilled, and the characters must seal their respective fates: "The Castle and 

Lordship of Otranto should pass from the present family whenever the real owner should be grown too 

large to inhabit it" (Walpole 1). Since Manfred's grandfather usurped Otranto, the "sins of the father 

revisited on his children" theme dominates the plot. An execution of this theme reveals the fluidity of 

identity, blurring socially constructed boundaries of male and female sexual bonds. Alfonso's image 

torments Manfred and presents a disruption to both male bonds. Physical objects associated with 

Alfonso, along with his image, become more constant throughout the tale, and he becomes a pervasive 

force that Manfred strives to contain within Otranto's walls. Instead, his lack of control over the fortress 
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comes to light, and Manfred becomes imprisoned himself. The ghost of the original owner painfully 

reminds Manfred of the legality of true ownership, emphasizing the existing social order and pressuring 

Manfred even more to protect bloodlines.  

Theodore's existence is the second major impediment to Manfred's goals. Theodore first 

appears in the courtyard when everyone has gathered to examine the helmet that crushed Conrad. 

Theodore is the one who notices the helmet's likeness to that of Alfonso's. Manfred becomes enraged 

at the suggestion that the original owner "enlarged" himself and killed his son. Upon confirming the 

helmet was missing from Alfonso's statue, the "folly of these ejaculations brought Manfred to himself.έ 

He declares Theodore a necromancer and the culprit. In his impatience and rising sexual frustration 

about losing an heir, Manfred imprisons Theodore under the helmet with his dead son, the first step 

leading to Manfred's own downfall. Believing the containment will kill the prisoner, Manfred ironically 

tucks the rightful owner under the head's "protection," the same head that has just murdered the 

usurper's heir.  

 Theodore escapes through a "fissure" in the ground that the weight of the crashing helmet 

produced. Moving from the protection of the original owner's "enlargement," he penetrates the 

"intricate cloisters" that comprise the nether regions of the lower half of Otranto. The sexual tension 

that stems from the castle setting is extraordinary. Upon entering the tunnels, Theodore meets Isabella 

as she flees from Manfred. Isabella's agility through the tunnels prompts readers to notice how she 

knows all facets of the castle as well as (or sometimes better than) its owner. The passageways and 

trapdoor she seeks parallel the female genitals and womb. Isabella is not so much drawn to the tunnels 

themselves, but rather she desires what lies on the other end. Arguably, she trades one prison for 

another if she succeeds in escaping since she could only go to a convent. However, she takes initiative in 

providing herself with the choice. The narrative and dialogue used by Isabella reflects her desires and 

drive to achieve them. This allows readers to draw a larger significance about the role of the castle in 

her journey towards individuation: άIt gave her a kind of momentary joy to perceive an imperfect ray of 

clouded moonshine gleam from the roof of the vault, which seemed to be fallen in, and from whence 

hung a fragment of earth or building, she could not distinguish which, that appeared to have been 

crushed inwards. She advŀƴŎŜŘ ŜŀƎŜǊƭȅ ǘƻǿŀǊŘǎ ǘƘŜ ŎƘŀǎƳέ (12). 
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The "chasm" is where Theodore enters. She reaches the "mouth of the subterraneous cavern, she 

approached the door that had been opened" (11). She does not wonder why the initial entrance is 

already open because she is too concerned about being overtaken by Manfred in the dark. She hears a 

noise and discovers Theodore. She allows herself to be more drawn to the dark, unknown source of the 

sound, rather than return to a fate with Manfred. Her fear of Manfred as a sexually aggressive being 

"outweighed every other terror" (11) comprises her main drive to escape one horrific sexual encounter, 

but she essentially embraces another with Theodore.  

The words and actions between the two allow readers to see a sexual experience necessary for 

Isabella to progress with her journey. Theodore's presence seems comforting to Isabella, in spite of the 

fact she acknowledges she finds herself "in a place where her cries were not likely to draw any body to 

her assistance" (11) with a stranger. Upon discovering he is not an ally of Manfred, she asks him to 

assist her on her "journey.έ Theodore agrees to help Isabella and begins a diatribe on how he will die in 

her defense and show chivalry. Isabella hastily interrupts him: "Oh! Help me find a trap-door!" (12). He 

says, "I am unacquainted with the castle.έ Disappointed and slightly exasperated, Isabella begins to 

direct Theodore: "find a trap-door, as it is the greatest service you can do me.έ She then proceeds to 

"feel her way" along the pavement, directing Theodore to do the same in search of "a smooth piece of 

brass.έ She claims she knows the secret to "spring open" the lock. Although the story does not provide 

any background telling readers as much, Isabella clearly has the knowledge of her surrounding's 

"secrets.έ  After a few moments, a stream of moonlight from the chasm magically reveals the 

appropriate spot, and Isabella excitedly exclaims, "Oh! Transport!έ She springs the lock and asks 

Theodore to "lift up the door" and follow her into the dark vault: "we cannot miss our way" (13). She 

descends the stairs, and Theodore is about to follow when they hear Manfred's approach. Isabella tells 

Theodore to "make haste" and shut the door. However, as Theodore hastens, he "let the door slip out 

of his hands: it fell, and the spring closed over it.έ Though he desperately tries to reopen the door, he 

fails, "not having observed Isabella's method of touching the spring" (13). His journey or ability to 

"finish" here is halted by a lack of knowledge (and experience). 

 Upon seeing Theodore, Manfred becomes enraged, and demands to know how he entered the 

tunnel. Theodore states, "one of the cheeks of the enchanted casque had forced its way through the 

pavement" and left a "gap through which he could press himself" [emphasis mine] (14). This initial act of 
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penetration into the tunnels recalls Manfred's failed attempt to control/contain his competition, 

regardless of the fact he did not know about Theodore's claim to the castle. Manfred becomes enraged 

in part because Theodore beats him to the "secret passage" and he knows Theodore participates in 

some acts with Isabella before he has the chance. Ironically, the "lock" that Isabella controlled is not 

one opened by the many keys Manfred possesses. The lock is the entrance, but also a barrier between 

the sexual males within the castle and the non-sexual, benign chapel that awaits Isabella. Manfred 

knows Theodore had access to the trap door and demands that he show how the lock was opened. 

However, Theodore has not matured in his own subject-in-process, as Kristeva would say. He cannot 

"perform" and re-open the lock, having not retained the knowledge to do so. Theodore states, 

"Providence, that delivered me from the helmet, was able to direct me to the spring of a lock" (15). 

Astounded by Theodore's incompetence, Manfred retorts, "When Providence had taught thee to open 

the lock, it abandoned thee for a fool who did not know how to make use of its favours" (15). Unlike 

Theodore, Manfred knows what the passageway represents and its value, but his own inability to open 

and enter the door himself shows his own lack of control in procuring the treasure.  

As the true heir, Theodore constantly struggles to control an arguably aggressive desire to 

"prove" his masculinity and repress female sexuality in order to achieve his own individuation. Like 

Manfred, he mistakenly tries to assert authority among other males, almost costing him his property 

and lineage. Manfred imprisons Theodore a second time, but he escapes with the help of Matilda. 

During this second escape, he encounters Isabella again just outside of a cavern beyond the castle walls. 

She begins "On my knees let me thank him--" but Theodore interrupts her, claiming they should move 

to the "inmost recesses" of the cavern so he may better protect her. Upon retreating, Frederic arrives, 

causing Theodore to stand guard at the mouth of the cavern to prevent anyone else's entrance. Once 

again, Theodore cannot make use of Isabella's "favours.έ Isabella is the one Theodore needs to marry to 

restore the true Otranto line. Although he pledged his love to Matilda, their union cannot be successful 

for two main reasons: one, his lineage would be tainted with an usurper's child; two, because she was 

promised to Isabella's father by way of Manfred's sexual contract. Readers see an exchange of women 

in overlapping erotic triangles. As in stereotypical Oedipal conflicts, sons fight fathers, and fathers try to 

kill sons: all are suitors for the same women. The prophecy on the first page of the novel reminds us of 

this conflict: if "the real owner should be grown too large" [emphasis mine].  
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Since the males view the females as property that maintains bloodlines through breeding, 

special relationships exist between males' desires and the transfer or possession of power. Sedgwick's 

study on gender and homosocial desires is especially useful in helping readers deduce meaning about 

the primary sexual contest between Manfred and Frederic and Isabellaτan erotic triangle of rivalry. 

She notes that women are "changeable, perhaps symbolic, property for the primary purpose of 

cementing the bonds of men with men" (26). The female becomes the object of exchange between 

men. The triangle shows the bonds that link the two male rivals are as important as the one linking each 

of them to Isabella. Sedgwick bases her analysis on Rene Girard's triangle and Freud's Oedipal triangle 

schematics, claiming that the choice of male affection is often determined not just by the beloved's 

qualities, but also by being the choice of the rival (21). More importantly, Sedgwick aptly points out that 

these schematizations do not account for differences like gender. Bonds of rivalry not only exist 

between males over a woman, but also could be bonds of any relation of rivalry, thereby allowing 

readers to analyze relations between individual males and masculine culture as well. 

The main triangle composed of Manfred, Frederic, and Isabella allows readers to construct 

meaning about the latent sexual contests and preoccupation with bloodlines. Frederic's arrival to 

Otranto presents the best scene for readers to draw such conclusions. As Manfred and Theodore 

exchange words in the courtyard, the plumes on Alfonso's casque wave "with greater violence than 

before" (41). With Conrad crushed and buried underneath, the plumes shake, almost announcing the 

arrival of a true claim to Otranto. Since Theodore's birthright has not yet been revealed, Frederic is next 

in line to inherit Otranto. The agitation of the plumes also expresses sexual excitement. The sexually 

charged scene opens with Manfred ordering his priest to go to the "wicket" and demand what attempts 

"entry of his castle.έ He sends a religious figure to the wicket/entrance, probably assuming one would 

not harm a priest. The priest is informed that the "Knight of the Gigantic Sabre" means to speak with 

Manfred. No one realizes the knight is Frederic, yet the casque's reaction to the arrival of Alfonso's 

nearest blood relative "struck Manfred with terror.έ Reclamation by Frederic meant undisputable loss 

to Manfred's line. Frederic literally bears a "huge" phallic sabre. His penetration of Otranto with that 

sabre is a symbolic attempt to impregnate the castle body and breed out the usurper.  

Ordering the gates of the castle "to be flung open" for the reception of the knight and his party, 

Manfred risks the penetration by the gigantic sabre. The entrance by the cavalcade reads like an 
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elaborate act of foreplay upon the castle as a body itself: two harbingers "with wands" come first, 

followed by a herald, two pages and two trumpets, then one hundred foot guards, a horse, two more 

heralds flanking a horseman bearing the banner depicting Otranto arms, two more pages, the knight's 

confessor (ironically praying his beads during this procession), fifty more footmen, two knights in 

complete armor with "beavers down," comrades to the principal knight, squires of the knights to carry 

shields, one hundred gentlemen bearing "an enormous sword" and seeming faint under its weight, and 

then Frederic himself with his lance (45-46). Manfred's eyes are "fixed on the gigantic sword, and he 

scarce seemed to attend the cartel," echoing his initial awe in reaction to Alfonso's casque--he knows 

his fate. Frederic dismounts and, "kneeling down" in front of the casque, "seemed to pray inwardly for 

some minutes.έ In one of the most sexual images, the casque's plumes stop agitating and as Frederic 

makes the "circuit of the court to return towards the gate, the gigantic sword burst from the 

supporters, and falling to the ground opposite to the helmet, remained immoveable" (47). The effective 

intercourse here with the sword as the transcendent phallus/signifier alters how characters see their 

spaces. 

Manfred reluctantly invites Frederic in to "liquidate their differences" by the sword, but it is 

Frederic's sword that sees any action; Manfred knows this and becomes jealous. "Injurious as this 

challenge was, [Manfred] reflected that it was not in his interest to provoke the Marquis," and realized 

that his only chance to remain "whole" was to "invite Frederic into his castle" and obtain his consent to 

marry his daughter (43). Manfred wishes to negotiate with his visitor before "liquidating differences by 

the sword," whereby he shall have "full satisfaction" (43). While Frederic's sword may at Otranto more 

than Manfred's, the arrival of Frederic and his sabre is crucial to figuratively "behead" or symbolically 

castrate Manfred's claim and make him an empty castle/body.  

The reinforcement provided by the seemingly transcendent nature of this sword is important. 

The language of the text strives to give the impression of divine intervention--the plumes on the casque 

"nodded thrice, as if bowed by some invisible wearer" (40), and Frederic responds in kind upon his 

arrival. His sword "bursts forth" and the plumes remain still. In completing its intercourse, the sword 

symbolically castrates Manfred, forcefully abjecting him from the maternal realm he struggled to 

control. Frederic's train then immediately proceeds to have its own post-coital feast in the great hall 

where, in as hospitable a manner as possible, Manfred subdues his shock at the event, claiming, "ye are 
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the first guests I ever treated within these walls, who scorned to hold any intercourse with me" (47). 

Manfred's castration in the courtyard forces him to confront his Other and may be regarded as a 

pattern that foreshadows the larger Oedipal triangle comprising the sexual proposal he makes to 

Frederic in swapping daughters. Castration, in this case, becomes the final aspect of the process of 

separation that makes what Kristeva considers a subject-in-process "signifiable or separate, always 

confronted by an Other: imago in the mirror [signified] and semiotic process [signifier]" ("Revolution" 

101). Manfred has formally lost control at this point. 

Reservations about who has the bigger or more powerful "sword" determine boundaries of male 

and masculine bonds: "the placement of those boundaries in particular society, affects not merely the 

definitions of those terms themselves--sexual/nonsexual, masculine/feminine--but also the 

apportionment of forms of power that are not obviously sexual" (Botting 22). Indeed, the bonds 

between females and males greatly depend on gender, which causes both men and women to 

negotiate with their societies for empowerment. The bonds between men stemming from the exchange 

of women provide the backbone of social form in Otranto. However, as Sedgwick correctly concludes, 

the seemingly arbitrary set of discriminations for defining, controlling, and manipulating these male 

bonds become a powerful instrument of social control as well. 

In one last desperate attempt to savagely produce an heir, Manfred persuades Frederic to 

exchange daughters and essentially keep all concerns within the family. However, upon retiring to bed, 

Frederic is visited by Alfonso's image and warned otherwise, causing him to renege his contract with 

Manfred. In a rage, Manfred seeks out Isabella once more with the intent of killing her altogether. 

Instead, he stumbles across Matilda and Theodore. Believing he hears Isabella's voice, Manfred rashly 

lunges upon his daughter and fatally stabs her. In doing so, he severs all chances of extending his 

bloodline. The castle requires purification from what Kate Ellis refers to as the "demands of absolute 

obedience levied in the name of contaminated domestic ideology" (51). Matilda's body, a maternal 

receptacle, is sacrificed by her father's literal sword. Manfred's stabbing of Matilda represents the 

symbolic incestuous penetration he had planned with Isabella. However, Matilda must die because the 

curse of the usurper's line can only perish with her fulfill the necessary that "sins of the father shall be 

revisited upon the children.έ A union with Theodore would symbolically taint Otranto's restoration 

process, once again reflecting that the females determine the power here.   
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aŀǘƛƭŘŀ ŀƴŘ LǎŀōŜƭƭŀ ŀǊŜ ƳƛǊǊƻǊ ƛƳŀƎŜǎΣ ŀƴŘ aŀƴŦǊŜŘΩǎ ǇǳǊǎǳƛǘ ƻŦ LǎŀōŜƭƭŀ ƛǎ ƴƻǘ ǎƛƳǇƭȅ ŀƴ 

expression of unrequited desire, but the reenactment of an ancient pattern (Morris 305) that cannot go 

unpunished. Readers are informed that Manfred and Hippolita are closely related by blood (Walpole 

34), and Manfred's constant rejection of Matilda may reflect his anger at his lack of heir, but also that 

he knows he needs to avoid incestuous relations with his closest of kin. It is not a surprise then that 

Manfred feels his desires are justified in being relieved from his present marriage and entering into a 

new one with Isabella who is not blood relation. Even though she lived in his home as a daughter-figure, 

Manfred recognizes the bonds by blood only. These central actions of the story parallel the dissolution 

of Otranto castle and Manfred's dynastic degeneration.  

 Otranto embodies the family line and is relevant to Gothic fiction's role in reflecting the 

engendering of spaces I've attempted to illustrate here. Bachelard wrote, "A house constitutes a body 

of images that give mankind [sic] proofs or illusions of stability. We are constantly re-imagining its 

reality: to distinguish all these images would be to describe the soul of the house" (17). The first page of 

Otranto sets forth this "soul," forcing readers to acknowledge the irrational logic behind patriarchal 

approaches to securing bloodlines. When Theodore's claim is revealed, his title emerges from his 

ƳƻǘƘŜǊΩǎ ƭƛƴŜΣ ǎŀōƻǘŀƎing Manfred and Frederic's claims to the property (and hence, the rivalry for the 

female). However, Otranto ǎǘƛƭƭ ŜƴŘǎ ǿƛǘƘ ¢ƘŜƻŘƻǊŜΩǎ ŜƴƎŀƎŜƳŜƴǘ ǘƻ LǎŀōŜƭƭŀΣ ǎƘƻǿƛƴƎ ǘƘŀǘ ǘƘŜ ǘƘǊŜŀǘ 

of incest still has not entirely vanished because both are each the closest surviving blood relatives of 

Alfonso. The looming danger of incest continues to threaten the order of the home realistically, even if 

the usurper's line has perished. Incest creates a space of the unspeakable, contaminating the ideology 

of purity that often surrounds domestic structures.  

The castle is a fantastic "key" to our understanding of narrative and character, symbolizing 

several things at once: a figure for Manfred himself, his "property," his power, and the female body. 

Anne Williams points out how the castle represents man's culture where the arrangement of spaces 

determines how power is distributed: the house makes secrets in and of itself, for its function is to 

enclose spaces (44). If the female is the Other of male culture, then the house may be a maternal form 

of the Other to both men and women alike. How men and women experience this Other differ. Walpole 

successfully manipulates the functions of the castle to question the effectiveness of a patriarchal 

structure as it pertains to family and property during a time of rising materialism and capitalism.   
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Oedipus Rex and Death of a Salesman: The Case for the Evolving Nature of Tragedy 

Naomi Craven, University of Texas, San Antonio 

 

Ever since the classical age, when the first documented tragedies emerged, critics have struggled 

to form a definition of the genre. Aristotle developed the first theory of tragedy in his Poetics as early as 

the third-century BC and to this day scholars of drama have tended to return to his ideas in order to 

determine which works fall into the tragic canon. Aristotle proposes that a good tragedy must contain 

certain elements. It must center on a tragic hero, who suffers within a chain of causation, but eventually 

falls through some fault of his or her own. However, Aristotle is more interested in exploring what 

features are notable in good tragedies than providing a classification system for the genre as a whole. 

His theories are then prescriptive rather than descriptive or, in other words, they spell out which 

qualities have produced good tragedy in the past, rather than providing a framework through which 

future ostensibly tragic works can be evaluated. Nevertheless, his theories are still frequently used, 

ƻŦǘŜƴ ǿƛǘƘ ōƭŀǘŀƴǘ ŘƛǎǊŜƎŀǊŘ ǘƻ Ƙƛǎ ƻǊƛƎƛƴŀƭ ƛƴǘŜƴǘƛƻƴǎΦ ά²Ƙŀǘ ƛǎ ǇŜŎǳƭƛŀǊ ǘƻ ǘƘŜ ǘǊŀƎƛŎ ƳƛƳŢǎƛǎέ ǿǊƛǘŜǎ 

!ǊƛǎǘƻǘƭŜΣ ƛǎ ƛǘǎ ǇǊƻŘǳŎǘƛƻƴ άǘƘǊƻǳƎƘ Ǉƛǘȅ ŀƴŘ ŦŜŀǊ ƻŦ ǘƘŜ catharsisέ ƻŦ ǎǳŎƘ ŜƳƻǘƛƻƴǎέ όпф-57). This idea 

in particular has endured to the twenty-first century, with critics such as Augusto Boal, who over two 

thousand yearsτand libraries of literary theoryτafter Aristotle, agreed with his Greek predecessor that 

άǘǊŀƎŜŘȅΣ ƛƴ ŀƭƭ ƛǘǎ ǉǳŀƭƛǘŀǘƛǾŜ ŀƴŘ ǉǳŀƴǘƛǘŀǘƛǾŜ ŀǎǇŜŎǘs, exists as a function of the effect it seeks, 

catharsisέ όмонύΦ tǳǘ ŘƛŦŦŜǊŜƴǘƭȅΣ ŦƻǊ ōƻǘƘ !ǊƛǎǘƻǘƭŜ ŀƴŘ .ƻŀƭΣ ǘǊŀƎŜŘȅ ƛǎ ŘƛǎǘƛƴƎǳƛǎƘŜŘ ŦǊƻƳ ƻǘƘŜǊ ŘǊŀƳŀ 

through the effect that it aims to produce on its audience, and the specific devices that it uses to 

produce this effect. 

    It hardly needs pointing out, however, that every audience is not the same. Spanning different 

cultures, countries, and even historical eras, the people who walk through the doors of the theater to 

watch the curtain rise are notable for their differences, for the heterogeneity rather than homogeny. It 

follows that in order to be truly tragic, tragedians must subvert the conventions of tragedy in order to 

play on the cultural expectations particular to their specific audience. In other words, as social 

conventions change, so must the means that playwrights use to produce catharsis. A comparison of two 

vastly different plays, written in remarkably dissimilar timesς!ǊƛǎǘƻǘƭŜΩǎ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ŎƭŀǎǎƛŎ ǘǊŀƎŜŘȅΣ 

Oedipus Rex, and Death of a Salesman, arguably the harbinger of modern tragedyςillustrates this point. 
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Although the plays both pivot around a tragic hero, who suffers as a result of a flaw within himself, they 

diverge in the ways in which they present their ideas. This has led some critics to argue that Death of a 

Salesman cannot be regarded as a tragedy (e.g. Aarnes 95-7) because it deviates too much from 

!ǊƛǎǘƻǘƭŜΩǎ ǘƘŜƻǊƛŜǎΦ IƻǿŜǾŜǊΣ ŀ ŎƭƻǎŜ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǘƘŜ ǘǿƻ Ǉƭŀȅǎ ŘŜǘŜǊƳƛƴŜǎ ǘƘŀǘ ōȅ ǎǳōǾŜǊǘƛƴƎ 

!ǊƛǎǘƻǘƭŜΩǎ ŎƻƴǾŜƴǘƛƻƴǎΣ !ǊǘƘǳǊ ailler does not depart from the tragic vision, but rather creates a 

tragedy that is both relevant to and resonates within his time. 

 aŀƴȅ ƭƛǘŜǊŀǊȅ ǎŎƘƻƭŀǊǎ όŜΦƎΦ {ǘŜƛƴƭŜǊ мпсύ ƘŀǾŜ ŀǊƎǳŜŘ ǘƘŀǘ aƛƭƭŜǊΩǎ ŎƘƻƛŎŜ ƻŦ ƘŜǊƻ ƳŀƪŜǎ ƛǘ 

impossible for his play to be considered as a tragedy. Indeed, Willy Loman is by no means a tragic 

protagonist in the Aristotelian sense. Aristotle believed that the best tragic hero is one of high social 

ǎǘŀƴŘƛƴƎ άƭƛƪŜ hŜŘƛǇǳǎ ŀƴŘ ¢ƘȅŜǎǘŜǎ ŀƴŘ ǘƘŜ ǎǇƭŜƴŘƛŘ ƳŜƴ ƻŦ ǎǳŎƘ ŦŀƳƛƭƛŜǎέ όссύΦ Oedipus Rex 

ǳƴŘƻǳōǘŜŘƭȅ ŎƻƴŦƻǊƳǎ ǘƻ ǘƘƛǎ ǾƛŜǿΦ {ƻǇƘƻŎƭŜǎ ŎƭŜŀǊƭȅ ŀǊǘƛŎǳƭŀǘŜǎ hŜŘƛǇǳǎΩ ƘƛƎƘ ǎǘŀǘǳǎ ƛƴ ǘƘŜ ŎƘŀǊŀŎǘŜǊ 

ƭƛǎǘΣ ƛƴ ǿƘƛŎƘ ƘŜ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ άYƛƴƎ ƻŦ ¢ƘŜōŜǎΣ ǎǳǇǇƻǎŜŘ ǎƻƴ ƻŦ tƻƭȅōƻǎ ŀƴŘ aŜǊƻǇŜΣ YƛƴƎ ŀƴŘ vǳŜŜƴ 

ƻŦ /ƻǊƛƴǘƘέ ό{ƻǇƘƻŎƭŜǎ поύΦ CǳǊǘƘŜǊƳƻǊŜΣ Oedipus does not merely appear as a king, but also speaks as 

ƻƴŜΣ ƭŜŀŘƛƴƎ ǘƘŜ tǊƛŜǎǘ ǘƻ ǊŜŦŜǊ ǘƻ ƘƛƳ ŀǎ άƻ ƳƛƎƘǘȅ ǇƻǿŜǊέ ό{ƻǇƘƻŎƭŜǎΣ tǊƻƭƻƎǳŜ пп ύ. Although Oedipus 

Rex, however, ǳƴŘƻǳōǘŜŘƭȅ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ǘǊŀƎƛŎ ƘŜǊƻ ǎƘƻǳƭŘ ōŜ άƻŦ ƘƛƎƘ repute and 

great good standing (Aristotle 66), this reveals more about the Athenian audience for which he was 

writing than the nature of tragedy as a whole. Aristotle himself lends weight to this argument, claiming 

ǘƘŀǘ άƛǘ ǿŀǎ ƴƻǘ ŀǊǘ ōǳǘ ŎƘŀƴŎŜ ǘƘŀǘ ƭŜŘ the poets in their search to the discovery of how to produce this 

ŜŦŦŜŎǘ ƛƴ ǘƘŜƛǊ Ǉƭƻǘǎέ ŀǎ άǘƘŜȅ ƘŀǾŜ ǘƻ Ǝƻ ǘƻ ǘƘŜ ŦŀƳƛƭƛŜǎ ƛƴ ǿƘƛŎƘ ǎǳŎƘ ǇŀǘƘŢ ƻŎŎǳǊǊŜŘέ όсфύΦ Lǘ Ŧƻƭƭƻǿǎ 

that the classical tragedians did not afford such grand stature to their heroes for any literary purpose 

ōǳǘ ǊŀǘƘŜǊ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ŘŜƳŀƴŘǎ ƻŦ ǘƘŜƛǊ ǎƻǳǊŎŜ ƳŀǘŜǊƛŀƭΦ !ǊƛǎǘƻǘƭŜΩǎ ƴƻǘƛƻƴ ƻŦ Ŏƭŀǎǎ ƘƛŜǊŀǊŎƘȅΣ ƛƴ 

ǿƘƛŎƘ ǿƻƳŜƴ ŀǊŜ ǎŜŜƴ ŀǎ άƛƴŦŜǊƛƻǊέ ŀƴŘ ǎƭŀǾŜǎ ŀǎ άƭƻǿ-ƎǊŀŘŜέ όсфύ ǊŜƛƴŦƻǊŎŜǎ ǘƘƛǎ ƛŘŜŀΣ ƛƴŘƛŎŀǘƛƴƎ ǘƘŀǘ 

within the social structure of ancient Greece, powerful men were regarded as the only people worth 

writing about. George Boas supports this claim, asserting that within the class-dominated society of 

ancient Athens, a man had to be a nobleman in order to be significant (147-48). This suggests that 

!ǊƛǎǘƻǘƭŜΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ǘǊŀƎƛŎ ƘŜǊƻ ŀǎ ƘƻƭŘƛƴƎ ŀ ƴƻōƭŜ Ǉƻǎƛǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ ǿƻǊƭŘ ǿŀǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ŀ 

reflection on the literary choices made by classical Greek tragedians, but rather a manifestation of the 

class-based and patriarchal society in which he lived. 
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 Furthermore, within such a hierarchical culture, creating a hero of social privilege was crucial in 

the production of pity, fear, and catharsis ƛƴ ǘƘŜ ŀǳŘƛŜƴŎŜΦ .ȅ ŜƳǇƘŀǎƛȊƛƴƎ hŜŘƛǇǳǎΩ Ǉƻǎƛǘƛƻƴ ŀǎ ƪƛƴƎΣ 

{ƻǇƘƻŎƭŜǎΩ ǿŀǎ ŀōƭŜ ǘƻ ǳƴƛǾŜrsalize the fate of his tragic hero by playing on Greek ideas about the 

inherent links between the monarch and the state. Oedipus frequently refers to his fellow Thebans as 

άƳȅ ŎƘƛƭŘǊŜƴέ ό{ƻǇƘƻŎƭŜǎ поύΣ ŀƴŘ ƘƛƳǎŜƭŦ ǊŜŎƻƎƴƛȊŜǎ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ Ƙƛǎ Ǉƻǎition as king and 

Ƙƛǎ ǇŜƻǇƭŜΣ ŎƭŀƛƳƛƴƎ ǘƘŀǘ ƛǘ ƛǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ǳƴŎƻǾŜǊ [ŀƛƻǎΩ ƪƛƭƭŜǊ άŦƻǊ Ƴȅ ǎŀƪŜΣ ŦƻǊ !ǇƻƭƭƻΩǎ ŦƻǊ ǘƘŜ ǎƛŎƪ κ 

{ǘŜǊƛƭŜ Ŏƛǘȅέ ό{ƻǇƘƻŎƭŜǎ псύΦ LƴŘŜŜŘΣ ǘƘƛǎ ƛŘŜŀ ƻŦ ŀ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ŎǊƻǿƴ ŀƴŘ ǘƘŜ ǎǘŀǘŜ ƛǎ 

prevalent in tragedies written within monarchic societies. For instance, in Hamlet, which was written in 

Elizabethan England, Shakespeare demonstrates an intrinsic link between the morality of the monarch 

and the rotten state of Denmark. However, although the idea of a suffering king, queen, or nobleman 

might arouse pity in those living within an aristocratic culture, it seems unlikely that it would produce 

similar emotions in those living in societies such as the modern day United States. Playwrights must 

then turn to other kinds of tragic heroes in order to create catharsis for their audiences. 

 In light of this, the low social-standing of Willy Loman does not signal a departure from the tragic 

vision, but rather an attempt on the part of Miller to create a hero relevant to his times. Indeed, a closer 

examination of the social and economic climate in which Miller was writing indicates that, in depicting 

the fall of the common man, the playwright did not lessen the tragic nature of his play, but conversely 

increased it by creating a tragic hero more likely to produce pity and fear in modern audiences than the 

kings of Sophocles and Shakespeare. In his ground-breaking Marxist analysis of tragedy, Raymond 

Williams argues that the early tragic heroes were the product of an unconscious belief held by 

aristocratic societies that suffering was linked to social nobility. This paradigm was disrupted by the rise 

of the middle-classes, who demanded that the potential for tragedy should be extended to all men 

(150-1). Miller himself was both aware ofΣ ŀƴŘ ǿǊƛǘƛƴƎ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻΣ ǎǳŎƘ ƛŘŜŀǎΦ Lƴ Ƙƛǎ ŀǊǘƛŎƭŜ ά¢ƘŜ 

¢ǊŀƎŜŘȅ ƻŦ ǘƘŜ /ƻƳƳƻƴ aŀƴΣέ ǿƘƛŎƘ Ƴŀƴȅ ǇŜƻǇƭŜ ōŜƭƛŜǾŜ ǘƻ ōŜ Ƙƛǎ ǊŜǇƭȅ ǘƻ ŎǊƛǘƛŎƛǎƳ ƻŦ Ƙƛǎ ŎƘƻƛŎŜ ǘƻ 

create a tragic protagonist out of a salesman, he argues that in a world without kings it is necessary for 

dramatists to abandon the outward forms of tragedy, and instead follow it to the heart of the common 

man (745-6). It follows that in Death of a Salesman, Miller did not sever his play from tragedy by 

adopting a common man as his protagonist, but rather revised the tragic genre for a world in which a 

ŎƘŀǊŀŎǘŜǊΩǎ ǎǘŀǘǳǊŜ ŀǎ ŀ ƘǳƳŀƴ ōŜƛƴƎ ǿŀǎ ƴƻ ƭƻƴƎŜǊ ǎŜŎƻƴŘŀǊȅ ǘƻ Ƙƛǎ ǎǘŀǘƛƻƴ ƛƴ ǎƻŎƛŜǘȅΦ 
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 Although this suggests that cultural differences lay behind the disparate statures of Sophocles 

ŀƴŘ aƛƭƭŜǊΩǎ heroes, it does leave another question unanswered: if Oedipus and Willy do not gain 

prestige from their social standing, then how do they acquire nobility within the eyes of the audience, 

and avoid appearing as deserving of their tragic fates? In Oedipus Rex, Oedipus attains his nobility by 

being not merely a king, but also a good king, worthy of his throne. Oedipus himself recognizes this, 

ŎƭŀƛƳƛƴƎ ǘƘŀǘ ƘŜ ƛǎ ǇǊƻƳƛƴŜƴǘ ƴƻǘ ŦƻǊ Ƙƛǎ ƭƛƴŜŀƎŜΣ ōǳǘ ǊŀǘƘŜǊ ōŜŎŀǳǎŜ ƘŜ ƛǎ άǘƘŜ ǎƛƳǇƭŜ Ƴŀƴ ς who knows 

nothing - / I ǘƘƻǳƎƘǘ ƛǘ ƻǳǘ ŦƻǊ ƳȅǎŜƭŦέ ό{ƻǇƘƻŎƭŜǎ пфύΦ LƴŘŜŜŘΣ ǘƘŜ Ǉƭŀȅ ǊŜǾŜŀƭǎ ǘƘŀǘ hŜŘƛǇǳǎ ŀǎŎŜƴŘŜŘ ǘƻ 

the throne of Thebes not because of a birthright, but through his intelligence: he managed to solve the 

riddle of the sphinx. This indicates that strength of character is more important than social standing in 

the construction of a tragic hero. Similarly, as a king, Oedipus does not revel in his own power, but 

rather shares it with those around him, giving both Kreon and Iokaste a share in his throne. Indeed, 

OedipuǎΩ ǎƛƴ ƻŦ ǇǊƛŘŜ ƳŀƴƛŦŜǎǘǎ ƛǘǎŜƭŦ ƛƴ ǘŜǊƳǎ ƻŦ Ƙƛǎ ƪƛƴƎǎƘƛǇΦ !ǎ ǘƘŜ Ǉƭŀȅ ǇǊƻƎǊŜǎǎŜǎ ŀƴŘ hŜŘƛǇǳǎ ƭƻǎŜǎ 

hubrisΣ ƘŜ ōŜƎƛƴǎ ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŀǘ ƛƴ Ƙƛǎ ƘŜŀǊǘΣ ƘŜ ǿŀƴǘǎ ŀōǎƻƭǳǘŜ ǇƻǿŜǊΤ άǎǘƛƭƭΣ L Ƴǳǎǘ ǊǳƭŜέ 

(Sophocles 52) he asserts when Kreon asks him if he should remain kind even if his judgment is flawed. 

This reinforces the idea that high social standing is not essential to the tragic hero, as status in itself 

ŘƻŜǎ ƴƻǘ ŎƻƴǎǘƛǘǳǘŜ ƴƻōƛƭƛǘȅΦ Lƴ ƭƛƎƘǘ ƻŦ ǘƘƛǎΣ aƛƭƭŜǊΩǎ ƛŘŜŀ ƻŦ ǘƘŜ ǘǊŀƎŜŘȅ ƻŦ ǘƘŜ ŎƻƳƳƻƴ Ƴŀƴ ŘƻŜǎ Ŧŀƭl 

within the parameters of the tragic vision, because although the common man by definition does not 

hold social power, he does have the ability to be noble.  

 Rather than supporting the idea of Willy as a tragic hero, however, this notion paradoxically 

seŜƳǎ ǘƻ ƴŜƎŀǘŜ ƛǘΣ ŀǎ ƻƴ ŦƛǊǎǘ ƎƭŀƴŎŜ aƛƭƭŜǊΩǎ ǇǊƻǘŀƎƻƴƛǎǘ ŘƻŜǎ ƴƻǘ ŀǇǇŜŀǊ ǘƻ ōŜ ƴƻōƭŜ ōȅ ŀƴȅ ǎǘǊŜǘŎƘ ƻŦ 

ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴΦ !ƭǘƘƻǳƎƘ 9ǎǘƘŜǊ aŜǊƭŜ WŀŎƪǎƻƴΩǎ ǾƛŜǿ ǘƘŀǘ ǘƘŜ ƳƻǘƛŦ ƻŦ ǘƘŜ ǎŀƭŜǎƳŀƴ ƛǎ άŀ ŦƛƎǳǊŜ ǿƘƻ 

ƛǎΣ ƛƴ ƻǳǊ ŀƎŜΣ ŀ ƪƛƴŘ ƻŦ ƘŜǊƻέ όрύ ŎƻǳƭŘ ƛƴŘƛŎŀǘŜ ǘƘŀǘ ²ƛƭƭȅΩǎ ǎǘŀǘǳǎ ŀǎ ŀ ǎŀƭŜǎƳŀƴ ƭŜƴŘǎ ƘƛƳ ŀ ŦƻǊƳ ƻŦ 

heroism, a closer look at Death of a Salesman suggests something different. While Oedipus is notable 

for being successful at kingship, it quickly becomes apparent that Willy is a relative failure as a 

salesman. He frequently struggles to pay the bills, and is forced to borrow money from Charley. On a 

personal level, he can neither sell himself to Howard, nor his vision of the American Dream to Biff. As 

/ƘŀǊƭŜȅ Ǉǳǘǎ ƛǘΣ άǘƘŜ ƻƴƭȅ ǘƘƛƴƎ ȅƻǳ Ǝƻǘ ƛƴ ǘƘŜ ǿƻǊld is what you can sell. And the funny thing is that 

ȅƻǳΩǊŜ ŀ ǎŀƭŜǎƳŀƴΣ ŀƴŘ ȅƻǳ ŘƻƴΩǘ ƪƴƻǿ ǘƘŀǘέ όaƛƭƭŜǊ тнтύΦ CǳǊǘƘŜǊƳƻǊŜΣ ǿƘƛƭŜ hŜŘƛǇǳǎ ƛǎ ǎǇŜŎƛŦƛŎŀƭƭȅ 

ŘŜǎƛƎƴŀǘŜŘ ŀǎ ŀ ƪƛƴƎ ƛƴ {ƻǇƘƻŎƭŜǎΩ ŎƘŀǊŀŎǘŜǊ ƭƛǎǘΣ aƛƭƭŜǊΩǎ ŎŀǘŀƭƻƎǳŜ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎ ŘŜǎŎǊƛōŜs his 
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protagonisǘ ƳŜǊŜƭȅ ŀǎ ά²ƛƭƭȅ [ƻƳŀƴέ όтлоύ. Willy is then in many ways a reverse mirror image of 

Oedipus; while the latter gains nobility through his success as a king, Willy arguably loses stature though 

his failure as a salesman, suggesting that he is limited withinςif not excluded from altogetherςthe role 

of tragic hero, as audiences will have trouble feeling pity and fear in relation to his plight. 

 Similarly, Willy has many other failings within the play that arguably lessen his appeal to 

audiences. He frequently lies about his prowess as a salesman, while his brand of parenting is arguably 

detrimental to the development of his sons. Furthermore, through his affair with the Woman, he 

creates a chasm between himself and his eldest son Biff that specifically ŘŀƳŀƎŜǎ .ƛŦŦΩǎ ŎƘŀƴŎŜǎ ƻŦ 

succeeding as a football player, or indeed in life in general; however, almost all of these failings can be 

ŀǘǘǊƛōǳǘŜŘ ǘƻ ²ƛƭƭȅΩǎ ƻǾŜǊǿƘŜƭƳƛƴƎ ŘŜǎƛǊŜ ǘƻ ōŜ ŀ ǇǊƻŦƛǘŀōƭŜ ǎŀƭŜǎƳŀƴΣ ŀƴŘ ǎǳŎŎŜŜŘ ƛƴ Ƙƛǎ ǇǳǊǎǳƛǘ ƻŦ ǘƘŜ 

American Dream. For example, as Christopher Innes has noted, in exaggerating his sales prowess, Willy 

ƛǎ ǎƛƳǇƭȅ ŦƻƭƭƻǿƛƴƎ ǘƘŜ ŘƛǊŜŎǘƛƻƴǎ ƎƛǾŜƴ ǘƻ ƘƛƳ ŀǎ ŀ ǎŀƭŜǎƳŀƴ όссύΣ ǿƘƛƭŜ Ƙƛǎ ŜƴŎƻǳǊŀƎŜƳŜƴǘ ƻŦ .ƛŦŦΩǎ 

lying is symptomatic of the ideas that Ben has instilled in him regarding the interrelated nature of 

ŎƘŜŀǘƛƴƎ ŀƴŘ ǎǳŎŎŜǎǎΦ 9ǾŜƴ ²ƛƭƭȅΩǎ ŀŦŦŀƛǊ ǿƛǘƘ ǘƘŜ ²ƻƳŀƴ ƛǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ƛƳǇǊƻǾŜ Ƙƛǎ ǎŀƭŜǎΣ ŀǎ ǎƘŜ 

ŎƻƳŜǎ ǿƛǘƘ ǘƘŜ ǇǊƻƳƛǎŜ ƻŦ ǇǳǘǘƛƴƎ ƘƛƳ άǊƛƎƘǘ ǘƘǊƻǳƎƘ ǘƻ ǘƘŜ ōǳȅŜǊǎέ όaƛƭƭŜǊ тмнύΦ ²ƛƭƭŜȅ ǘƘŜƴ ŘƻŜǎ ƴƻǘ 

so much fail as being a salesman as the values of salesmanship fails him, indicating that he is in some 

ǊŜǎǇŜŎǘǎ ŀǘ ƭŜŀǎǘ ŘŜǎŜǊǾƛƴƎ ƻŦ ǘƘŜ Ǉƛǘȅ ŀƴŘ ŦŜŀǊ ƻŦ aƛƭƭŜǊΩǎ ǊŜŀŘŜǊǎ ŀƴŘ ŀǳŘƛŜƴŎŜǎΦ 

 !ƳŜǊƛŎŀƴ ǎƻŎƛŜǘȅ ŘƻŜǎ ƴƻǘ ƳŜǊŜƭȅ ŎǊŜŀǘŜ ²ƛƭƭȅΩǎ ŦŀƛƭƛƴƎǎΣ furthermore, but also eradicates almost 

ŀƭƭ ǘǊŀŎŜǎ ƻŦ Ƙƛǎ ƴƻōƛƭƛǘȅΦ ²ƛƭƭȅΩǎ ǎƪƛƭƭǎ ƭƛŜ ƛƴ Ƙƛǎ ŀōƛƭƛǘȅ ǘƻ ŎƻƴǎǘǊǳŎǘ ǘƘƛƴƎǎ ǿƛǘƘ Ƙƛǎ ƘŀƴŘǎΤ ƘŜ ōǳƛƭǘ ǘƘŜ 

ŎŜƛƭƛƴƎ ƛƴ ǘƘŜ ƭƛǾƛƴƎ ǊƻƻƳΣ ŀƴŘΣ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇƭŀȅΣ .ƛŦŦ ǊŜŀƭƛȊŜǎ ǘƘŀǘ άǘƘŜǊŜΩǎ ƳƻǊŜ ƻŦ ƘƛƳ ƛƴ ǘƘŜ ŦǊƻƴǘ 

stoop than in all the sales he haǎ ƳŀŘŜέ όaƛƭƭŜǊ тплύΤ ƘƻǿŜǾŜǊΣ ǘhe values of a consumer-based society 

have indoctrinated Willy to such an extent that he does not see the value of this skill, but rather feels 

that he should abandon it to achieve the pinnacle of capitalism: salesmŀƴǎƘƛǇΦ {ƛƳƛƭŀǊƭȅΣ ǇŀǊǘ ƻŦ ²ƛƭƭȅΩǎ 

dignity stems from the love that his sons and wife obviously feel for him, but this element of decency is 

ŎƻǳƴǘŜǊŜŘ ōȅ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƻƴƭȅ ŀ ά{ƛƴƎƭŜƳŀƴέ όaƛƭƭŜǊ тноύ Ŏŀƴ ǎǳŎŎŜŜŘ ƛƴ ǎŀƭŜǎΦ !ǊƎǳŀōƭȅΣ ²ƛƭƭȅΩǎ 

greatest nobilitȅ ƭƛŜǎ ƛƴ Ƙƛǎ ǉǳŀƭƛǘƛŜǎ ŀǎ ŀ ƘǳƳŀƴ ōŜƛƴƎΦ άL ŘƻƴΩǘ ǎŀȅ ƘŜΩǎ ŀ ƎǊŜŀǘ ƳŀƴΣέ [ƛƴŘŀ ŀǎǎŜǊǘǎΣ 

ά²ƛƭƭȅ [ƻƳŀƴ ƴŜǾŜǊ ƳŀŘŜ ŀ ƭƻǘ ƻŦ ƳƻƴŜȅΦ Iƛǎ ƴŀƳŜ ǿŀǎ ƴŜǾŜǊ ƛƴ ǘƘŜ ǇŀǇŜǊΦ .ǳǘ ƘŜΩǎ ŀ ƎƻƻŘ ƳŀƴΣ ŀƴŘ ŀ 

ǘŜǊǊƛōƭŜ ǘƘƛƴƎ ƛǎ ƘŀǇǇŜƴƛƴƎ ǘƻ ƘƛƳέ όaƛƭƭŜǊ тмсύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƳǳŎƘ ƻŦ ²ƛƭƭȅΩǎ ǎǘŀǘǳǊŜ ŎƻƳŜǎ ŦǊƻƳ Ƙƛǎ 

mere humanity, indicating that in his play, Miller was asserting the inherent nobility of the human 
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condition. However, Willy is stripped of his very humanity by the exhaustion that he feels as a result of 

his life on the road, leading to the point when he commits suicide. This highlights the extent to which 

ǎƻŎƛŜǘȅ Ƙŀǎ ǊŜƴŘŜǊŜŘ Ƙƛǎ ƴƻōƛƭƛǘȅ ƻōǎƻƭŜǘŜΦ ! ŎƭƻǎŜǊ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ²ƛƭƭȅΩǎ ŘŜŀǘƘ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ŎŀǇƛǘŀƭƛǎǘ 

society plays an even more disturbing role than is at first apparent, as he arguably kills himself so that 

Biff can get the insurance money that he needs to start in business. As Robert Martin observes, there is 

ǎƻƳŜǘƘƛƴƎ ƛƴƘŜǊŜƴǘƭȅ ƘŜǊƻƛŎ ƛƴ ²ƛƭƭȅΩǎ ŘŜŎƛǎƛƻƴ ǘƻ ƭŀȅ Řƻǿƴ Ƙƛǎ ƭƛŦŜ ǘƻ ƎƛǾŜ .ƛŦŦ ŀ ŎƘŀƴŎŜΣ ŀǎ άǘƻ ŀǊgue 

that he does not gain size or stature from his struggles is to ignore the courage required for such a 

ǎŀŎǊƛŦƛŎŜέ όмлм-оύΦ ²ƘƛƭŜ hŜŘƛǇǳǎΩ ƴƻōƛƭƛǘȅ ƛǎ ǊŜƛƴŦƻǊŎŜŘ ōȅ ǘƘŜ ǎƻŎƛŜǘȅ ƛƴ ǿƘƛŎƘ ƘŜ ƭƛǾŜǎΣ ²ƛƭƭȅΩǎ ƛǎ 

conversely negated, indicating that Miller was subverting the tragic genre in order to allow for social 

commentary within his play. 

 !ƭǘƘƻǳƎƘ ŎǊƛǘƛŎǎ ǎǳŎƘ ŀǎ ²ƛƭƭƛŀƳ !ŀǊƴŜǎ ƘŀǾŜ ǳǎŜŘ ²ƛƭƭȅΩǎ ƻōƭƛǘŜǊŀǘŜŘ ǎŜƴǎŜ ƻŦ ƴƻōƛƭƛǘȅ ǘƻ ǎǳƎƎŜǎǘ 

that Death of a Salesman is not a tragedy because its protagonist is not a tragic hero, but rather a 

ǇŀǘƘŜǘƛŎΣ ƭƛƳƛǘŜŘ Ƴŀƴ όфрύΣ ǎǳŎƘ ŀƴ ŀǊƎǳƳŜƴǘ ƛƎƴƻǊŜǎ ǘƘŜ ǎƻŎƛŀƭ ƛƳǇŀŎǘ ƻŦ aƛƭƭŜǊΩǎ ǇƭŀȅΣ ŀƴŘ ǘƘŜ ŜŦŦŜŎǘ 

that his presentation of Willy had on his contemporary audiences. 1950s America did not see Willy as 

entirely feeble and limited, but rather focused on the pathetic nature of a society that limits a man in 

such a way. It follows from this that Death of a Salesman was the tragedy of a society rather than a 

ǎƛƴƎƭŜ ƳŀƴΣ ŀƴŘ ŀǳŘƛŜƴŎŜǎ ǊŜǎǇƻƴŘŜŘ ǘƻ ǘƘƛǎΣ ŦŜŜƭƛƴƎ Ǉƛǘȅ ŦƻǊ ²ƛƭƭȅΩǎ Ǉlight, and fear that, as members of 

the same society, something similar could happen to this. The tragic effect of Death of a Salesman was 

thus heightened rather than lessened. 

 Death of a Salesman, however, does not deviate from the conventions of tragedy established by 

Oedipus Rex solely in its transformation of the tragic hero, but also in terms of other key elements of 

ǘǊŀƎŜŘȅΦ CƻǊ ƛƴǎǘŀƴŎŜΣ aƛƭƭŜǊΩǎ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ anagnorisis or recognition scene, which Aristotle 

ŘŜǎŎǊƛōŜŘ ŀǎ ǘƘŜ άŎƘŀƴƎŜ ŦǊƻƳ ƛƎƴƻǊŀƴŎŜ ǘƻ ƪƴƻǿƭŜŘƎŜέ όспύΣ ŘƛŦŦŜǊǎ ǎǳōǎǘŀƴǘƛŀƭƭȅ ŦǊƻƳ {ƻǇƘƻŎƭŜǎΩ ƛƴ 

Oedipus RexΦ LƻƪŀǎǘŜ ŎŜǊǘŀƛƴƭȅ ŜȄǇŜǊƛŜƴŎŜǎ ǎƻƳŜ ŦƻǊƳ ƻŦ ǊŜŎƻƎƴƛǘƛƻƴΣ ŀǎ ŀŦǘŜǊ ƘŜŀǊƛƴƎ ǘƘŜ aŜǎǎŜƴƎŜǊΩǎ 

story, she flees into the palace to kill herself. However, she never articulates her realization, and indeed 

ƘƻǇŜǎ ǘƘŀǘ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ǿƻǊƭŘ ƴŜǾŜǊ ǎƘŀǊŜǎ ƛƴ ƛǘΣ ǿƛǎƘƛƴƎ ǘƘŀǘ hŜŘƛǇǳǎ άƳŀȅ ƴŜǾŜǊ ƭŜŀǊƴ ǿƘƻ ȅƻǳ ŀǊŜέ 

(Sophocles 57). This leaves the main anagnorisis to be experienced by Oedipus, thus aligning the play 

with the conventional view of tragedy in which it is the tragic hero who makes the greatest leap from 

ƛƎƴƻǊŀƴŎŜ ǘƻ ƪƴƻǿƭŜŘƎŜΦ aƛƭƭŜǊΩǎ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ anagnorisis is somewhat different. Willy does not 
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seem to realize the illusory nature of the American Dream to which he has subscribed, and is still 

ƳƛǎƎǳƛŘŜŘƭȅ ŎƭŀƛƳƛƴƎ άǿƘŜƴ ǘƘŜ Ƴŀƛƭ ŎƻƳŜǎ ƛƴ ƘŜΩƭƭ ώ.ƛŦŦϐ ōŜ ŀƘŜŀŘ ƻŦ .ŜǊƴŀǊŘ ŀƎŀƛƴέ όaƛƭƭŜǊ тофύ ŀǘ ǘƘŜ 

end of the play. Instead, the recognition is felt by both Biff, who not only sees the false nature of his 

ŦŀǘƘŜǊΩǎ ŘǊŜŀƳǎΣ ōǳǘ ŀƭǎƻ eventually realizes that there are alternative modes of living, and the 

audience, who when the curtain falls, are left with the disturbing truths of their own society, and an 

increased knowledge of the steps which they can take to avoid becoming Willy Lomans themselves. In 

her attempt to redefine drama for the twentieth century, Dorothea Krook proposes that the tragic 

protagonist does not in himself need to receive self-ƪƴƻǿƭŜŘƎŜΣ ōǳǘ ǘƘŀǘ ǘƘŜ ƘŜǊƻΩǎ ǎǳŦŦŜǊƛƴƎ ƛƴǎǘŜŀŘ 

serves as a facilitator for the audienŎŜΩǎ anagnorisis (12-13). Within this new mode of recognition, the 

audience arguably achieves more catharsis than in the ancient Greek tragic schema, as the self-

knowledge that they themselves have gained makes them increasingly able to expel pity and fear. By 

subverting the conventions of tragedy, Miller then achieves a fuller tragic vision than that of earlier 

dramatists, indicating that to limit tragedy to its outward conventions is to limit its scope as a whole.  

 This is not the only notable divergence ōŜǘǿŜŜƴ {ƻǇƘƻŎƭŜǎ ŀƴŘ aƛƭƭŜǊΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ 

anagnorisis, as the plays do not only show the recognition being experience by different character-

types, but also in different ways. In Oedipus RexΣ hŜŘƛǇǳǎΩ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǊŜŎƻƎƴƛǘƛƻƴ ƛǎ ƳŀǊƪŜŘ ōȅ ƛǘǎ 

physicalƛǘȅΤ άh ƭƛƎƘǘΣ Ƴŀȅ L ƭƻƻƪ ƻƴ ȅƻǳ ŦƻǊ ǘƘŜ ƭŀǎǘ ǘƛƳŜΣέ ό{ƻǇƘƻŎƭŜǎ слύ hŜŘƛǇǳǎ ŜȄŎƭŀƛƳǎ ŀŦǘŜǊ ƘŜŀǊƛƴƎ 

his fate. Similarly, after realizing the full consequences of his destiny, Oedipus emphasizes the corporeal 

nature of his anagnorisis in his statement to his ŎƘƛƭŘǊŜƴ ǘƘŀǘ ƘŜ άƛǎ ŘŀƳƴŜŘ ƛƴ ǘƘŜ ōƭƻƻŘ ƘŜ ǎƘŜŘ ǿƛǘƘ 

Ƙƛǎ ƻǿƴ ƘŀƴŘέ ό{ƻǇƘƻŎƭŜǎ спύΦ Lǘ ƛǎ ƭƛƪŜƭȅ ǘƘŀǘ ǘƘŜ ǘŀƴƎƛōƭŜ ƴŀǘǳǊŜ ƻŦ hŜŘƛǇǳǎΩ ǊŜŀƭƛȊŀǘƛƻƴ ƛƴŦƭǳŜƴŎŜŘ 

!ǊƛǎǘƻǘƭŜΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘǊŀƎŜŘȅ ǘƻ ŀƴ ŜȄǘŜƴǘΦ Lƴ ǘƘŜ Poetics, he argues that action alone is the most 

important element of tragic drŀƳŀΣ ŀǎ άǘƘŜ ƳƛƳŢǎƛǎ ƻŦ ǘƘŜƛǊ ŎƘŀǊŀŎǘŜǊ ƛǎ ƻƴƭȅ ƛƴŎƭǳŘŜŘ ŀƭƻƴƎ ǿƛǘƘ ŀƴŘ 

ōŜŎŀǳǎŜ ƻŦ ǘƘŜƛǊ ŀŎǘƛƻƴǎέ όрфύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ōƻǘƘ {ƻǇƘƻŎƭŜǎ ŀƴŘ !ǊƛǎǘƻǘƭŜ ŘŜƳƻƴǎǘǊŀǘŜ Ƙƻǿ ǘƘŜ 

physical, tangible nature of things was crucial to both drama, and the experience of pity, fear and 

catharsis by the audience. 

 In contrast, the anagnorisis experience by both Biff and the audience within Death of a Salesman 

is of a more psychological nature, constituting a form of internal knowledge about the self, and its 

relation to the world. Jackson argues that this reflects a movement within modern drama as a whole 

towards placing the inner consciousness rather than outward events at the center of tragic conflict (11). 
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¢Ƙƛǎ ƛǎ ǊŜƛƴŦƻǊŎŜŘ ōȅ aƛƭƭŜǊΩǎ ƻǊƛƎƛƴŀƭ ǎǘŀƎŜ Ǉƭŀƴǎ ŦƻǊ Death of a Salesman, which stipulated that the 

ǎǘŀƎŜ ǎƘƻǳƭŘ ōŜ ǎƘŀǇŜŘ ƭƛƪŜ ŀ ƳŀƴΩǎ ƘŜŀŘΣ ǘƘǳǎ ŦƻǊŜƎǊƻǳƴŘƛƴƎ ǘƘŜ ǇƭŀȅΩǎ ǇǊƛǾƛƭŜƎƛƴƎ ƻŦ ƛƴǘŜǊƴŀƭ ǘƘƻǳƎƘǘ 

ǇǊƻŎŜǎǎŜǎ ƻǾŜǊ ŀŎǘƛƻƴǎΦ !ƭǘƘƻǳƎƘ ǘƘƛǎ ǊŜǇǊŜǎŜƴǘǎ ŀ ŘŜǾƛŀǘƛƻƴ ŦǊƻƳ !ǊƛǎǘƻǘƭŜΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘǊŀƎŜŘȅΣ ƛǘ ƛǎ 

unlikely tƘŀǘ ƛǘ ǿƻǳƭŘ ƘŀǾŜ ǊŜŘǳŎŜŘ ǘƘŜ ŎŀǘƘŀǊǘƛŎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ Ǉƛǘȅ ŀƴŘ ŦŜŀǊ ŦƻǊ aƛƭƭŜǊΩǎ 

contemporaries. Instead, it demonstrates that Miller was altering the conventions of tragedy in order to 

male them relevant to a world that had experienced and absorbed both Freud and existentialism, and 

privileged thought as at least equivalent toςif not higher thanςdeed. 

 Although Oedipus Rex and Death of a Salesman differ on a range of levels, they do share 

similarities in the way in which they present both the causation of, and level of choice behind, their 

ƘŜǊƻΩǎ peripeteia. Sophocles and Miller depict their protagonists descending into tragedy as a result of 

ǘƘŜ ŦƻǊŎŜǎ ƻǇŜǊŀǘƛƴƎ ǿƛǘƘƛƴ ǘƘŜ ǎƻŎƛŜǘƛŜǎ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ƭƛǾŜΣ ǿƘƛƭŜ ōƻǘƘ hŜŘƛǇǳǎ ŀƴŘ ²ƛƭƭȅΩǎ Ŧƭŀǿǎ ƭƛŜ ƛƴ 

their oppoǎƛǘƛƻƴ ǘƻ ǘƘŜǎŜ ŦƻǊŎŜǎΦ ¢Ƙƛǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ǘǿƻ ǇƭŀȅǿǊƛƎƘǘǎ ŀŘƘŜǊŜŘ ǘƻ !ǊƛǎǘƻǘƭŜΩǎ ƛŘŜŀ ǘƘŀǘ 

a hero must not be entirely deserving of his fate, as such a figure would arouse neither fear nor pity 

(66). However, Aristotle further problematizes this issueΣ ŀǊƎǳƛƴƎ ǘƘŀǘ ǘƘŜ ƘŜǊƻΩǎ peripeteia must not be 

ŀŎŎƛŘŜƴǘŀƭΣ ōǳǘ ǊŀǘƘŜǊ ƻŎŎǳǊ ŀǎ ŀ ŘƛǊŜŎǘ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ŀŎǘƛƻƴΦ ά¢ƘŜǊŜ ƛǎ ŀ ƎǊŜŀǘ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ 

ƘŀǇǇŜƴƛƴƎ ƴŜȄǘ ŀƴŘ ƘŀǇǇŜƴƛƴƎ ƴŜȄǘ ŀǎ ŀ ǊŜǎǳƭǘέ ƘŜ ŀǊƎǳŜǎ όсо-6). In his overview of the tragic genre, 

Adrian Poole argues that many of the Greek tragedians overcame this obstacle by placing their dramas 

within a world infused with divinity (21). This idea is clearly present in Oedipus Rex, in which the crux of 

ǘƘŜ Ǉƭŀȅ ƛǎ ǘƘŀǘ άƴƻ Ƴŀƴ ƛƴ ǘƘŜ ǿƻǊƭŘ κ /ŀƴ ƳŀƪŜ ǘƘŜ ƎƻŘǎ Řƻ ƳƻǊŜ ǘƘŀƴ ǘƘŜ ƎƻŘǎ ǿƛƭƭέ ό{ƻǇƘƻŎƭŜǎ псύΦ 

LƴŘŜŜŘΣ hŜŘƛǇǳǎΩ ŦŀǘŜ ƛƴ ƛǘǎ ŜƴǘƛǊŜǘȅ ƛǎ ǇǊŜŘŜǘŜǊƳƛƴŜŘ ōȅ ŀ ƴǳƳōŜǊ ƻŦ ƻǊŀŎƭŜǎ ǘƘŀǘ ǇǊŜŘƛŎǘ ǘƘŀǘ ƘŜ ǿƛƭƭ ƪƛƭƭ 

his father, marry his mother, and be a parent to his own brothers and sisters. The inevitability of 

hŜŘƛǇǳǎΩ ŦŀǘŜ ǿƻǳƭŘ ƘŀǾŜ ōŜŜƴ ǊŜƛƴŦƻǊŎŜŘ ƛƴ {ƻǇƘƻŎƭŜǎΩ ƻǿƴ ǘƛƳŜ ōȅ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ Ǉƭŀȅ ǿƻǳƭŘ ƘŀǾŜ 

been performed at a religious festival, in front of an audience who already knew how the story would 

pan out. Sophocles further strengthens this through the foreshadowing that he employs throughout the 

ǇƭŀȅΦ Lƴ Ƙƛǎ ŘŜŦŜƴǎŜ ƻŦ [ŀƛƻǎΣ hŜŘƛǇǳǎ ǇǊƻŎƭŀƛƳǎ ǘƘŀǘ άL ǘŀƪŜ ǘƘŜ ǎƻƴΩǎ ǇŀǊǘΣ Ƨǳǎǘ ŀǎ ǘƘƻǳƎƘ κ L ǿŜǊŜ Ƙƛǎ 

ǎƻƴέ ό{ƻǇƘƻŎƭŜǎ псύΣ ǿƘƛƭŜ ƘŜ ŀŎŎǳǎŜǎ ¢ŜƛǊŜǎƛŀǎ ƻŦ άŀǊǊƻƎŀƴŎŜ ǘƻǿŀǊŘ ǘƘŜ Ŏƛǘȅέ ό{ƻǇƘƻŎƭŜǎ пуύΦ ¢Ƙƛǎ 

suggests that by placing his action within a divinely ruled universe, and showing how man has little ς if 

any ς control over his own destiny, Sophocles is able to integrate a chain of causation into his play. 
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Oedipus Rex is then prevented from portraying a merely accidental reversal of fortune that would 

arouse neither fear nor pity.  

 Within this change of causation, however, Sophocles faces the further problem of how to 

present Oedipus as being in some way responsible for his own fate, and not just the intrinsically un-

tragic figure of a pawn in the hands of the gods. He does this by showing Oedipus as refusing to believe 

ǘƘŜ ƻǊŀŎƭŜǎΤ ŀǘ ƻƴŜ ǇƻƛƴǘΣ ǘƘŜ ƪƛƴƎ ŜǾŜƴ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǇǊƻǇƘŜŎƛŜǎ ƻŦ ¢ŜƛǊŜǎƛŀǎ ŀǎ άǿƻǊǘƘƭŜǎǎέ όпуύΦ ¢ƘŜ 

chorus clearly sees this as an example of Oedipus trying to place himself above the gods within the 

hierarchy of being, thus precipitating his own fate:  

  Haughtiness and the high hand of disdain 

  ¢ŜƳǇǘ ŀƴŘ ƻǳǘǊŀƎŜ DƻŘΩǎ Ƙƻƭȅ ƭŀǿΤ 

  And any mortal who dares hold 

  No immortal Power in awe 

  Will be caught up in a net of pain. (Sophocles 55) 

Indeed, Oedipus does not merely doubt the word of the gods, but also to an extent tries to set himself 

ǳǇ ŀǎ ŀ ǊƛǾŀƭ ǘƻ ǘƘŜƛǊ ǇƻǿŜǊΦ !ǘ ǘƘŜ ǾŜǊȅ ōŜƎƛƴƴƛƴƎ ƻŦ ǘƘŜ ǇƭŀȅΣ ǘƘŜ tǊƛŜǎǘ ǎǘŀǘŜǎ άƘƻǿ ŀƭƭ ǘƘŜ ages of our 

ǇŜƻǇƭŜ κ /ƭƛƴƎ ǘƻ ȅƻǳǊ ώhŜŘƛǇǳǎΩϐ ŀƭǘŀǊ ǎǘŜǇǎΣέ ǿƘƛƭŜ hŜŘƛǇǳǎ Ŏŀǎǘǎ ƘƛƳǎŜƭŦ ŀǎ ŀ ƎƻŘ ōȅ ǎǘŀǘƛƴƎ ǘƘŀǘ Ƙƛǎ 

ǇŜƻǇƭŜ άŎƭŀƛƳ ǎƻƳŜ ōƭŜǎǎƛƴƎέ ό{ƻǇƘƻŎƭŜǎ поύ ŦǊƻƳ ƘƛƳΦ ¢ƘŜǊŜŦƻǊŜΣ ōȅ ƛƴǘŜƎǊŀǘƛƴƎ ǘƘŜ ǿƻǊƭŘ ƻŦ ǘƘŜ ŘƛǾƛƴŜ 

into his play, Sophocles not only creates a clear chain of causation, but also shows how Oedipus, 

through his hubris, is partially responsible for his own fate even in a world in which almost everything 

appears to be preordained. 

 It becomes immediately obvious, however, that Miller cannot replicate the strategies of 

Sophocles, as Death of a Salesman was written in a post-existential world in which Nietszche had 

declared God to be dead. John Gassner recognizes in his article on the problematic nature of modern 

ǘǊŀƎŜŘȅΣ ŀǊƎǳƛƴƎ ǘƘŀǘ άǘƘŜ ǇŀƎan beliefs that served attic tragedy twenty-five years ago are no longer 

ŀŎŎŜǇǘŀōƭŜ ǘƻ ƳƻŘŜǊƴ Ƴŀƴέ όоллύΦ Lƴ Death of a Salesman, Miller responds to this by replacing the gods 

with modern society. The way in which this society operates within the play is in many ways similar to 

{ƻǇƘƻŎƭŜǎΩ ŘŜƛǘƛŜǎΥ ŀƭǘƘƻǳƎƘ ǘƘŜ ǊŜǎǘǊƛŎǘƛƻƴǎ ŀǊŜ ƴƻǘ ǎǇƛǊƛǘǳŀƭ ōǳǘ ǎƻŎƛŀƭΣ ǘƘŜȅ ŀƭǎƻ ǎŜǊǾŜ ǘƻ ŘŜǘŜǊƳƛƴŜ 

²ƛƭƭȅΩǎ ŦŀǘŜΦ ¢Ƙƛǎ ƛǎ ŀǇǇŀǊŜƴǘ ƛƴ aƛƭƭŜǊΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ǎŜǘ ƻŦ Ƙƛǎ ǇƭŀȅΣ ƛƴ ǿƘƛŎƘ ǘƘŜǊŜ ƛǎ άŀ ǎƻƭƛŘ Ǿŀǳƭǘ 

of apartment homes around the small, fragile-ǎŜŜƳƛƴƎ ƘƻƳŜέ όaƛƭƭŜǊ тлоύΦ ²ƛƭƭȅ ƘƛƳǎŜƭŦ ǎŜŜǎ ƴŀǘǳǊŜ ŀǎ 
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a constraining force, refusing to make room for his love of nature: ά¢ƘŜ ǎǘǊŜŜǘ ƛǎ ƭƛƴŜŘ ǿƛǘƘ ŎŀǊǎΦ ¢ƘŜǊŜΩǎ 

ƴƻǘ ŀ ōǊŜŀǘƘ ƻŦ ŦǊŜǎƘ ŀƛǊ ƛƴ ǘƘŜ ƴŜƛƎƘōƻǊƘƻƻŘΦ ¢ƘŜ ƎǊŀǎǎ ŘƻƴΩǘ ƎǊƻǿ ŀƴȅƳƻǊŜΣ ȅƻǳ ŎŀƴΩǘ ǊŀƛǎŜ ŀ ŎŀǊǊƻǘ ƛƴ 

ǘƘŜ ōŀŎƪ ȅŀǊŘΦ ¢ƘŜȅ ǎƘƻǳƭŘΩǾŜ ƘŀŘ ŀ ƭŀǿ ŀƎŀƛƴǎǘ ŀǇŀǊǘƳŜƴǘ ƘƻǳǎŜǎέ (Miller 705). The only way in which 

²ƛƭƭȅ Ŏŀƴ ǘǊŀƴǎƎǊŜǎǎ ǘƘŜ ŎƻƴǎǘǊƛŎǘƛƻƴǎ ǎŜǘ ǳǇ ōȅ ǎƻŎƛŜǘȅ ǊŜƳŀƛƴǎ ƭƛǘŜǊŀƭƭȅ ƛƴ Ƙƛǎ ŘǊŜŀƳǎΣ ŀǎ άƛƴ ǘƘŜ ǎŎŜƴŜǎ 

of ǘƘŜ Ǉŀǎǘ ǘƘŜǎŜ ōƻǳƴŘŀǊƛŜǎ ŀǊŜ ōǊƻƪŜƴέ όaƛƭƭŜǊ тлоύΦ Iƛǎ ǎƻŎƛŀƭƛȊŀǘƛƻƴ ōȅ ƳƻŘŜǊƴ ǎƻŎƛŜǘȅΣ ǊŜǇǊŜǎŜƴǘŜŘ 

by Ben, supports the idea that he is driven to his death by the values of a consumer oriented America. 

Willy completely internalizes his notion of Ben as a άǎǳŎŎŜǎǎ ƛƴŎŀǊƴŀǘŜέ όaƛƭƭŜǊ тмнύΣ ƭŜŀŘƛƴƎ ƘƛƳ ǘƻ ǘǊȅ 

ŀƴŘ ǎǳŎŎŜŜŘ ŀǎ ŀ ǎŀƭŜǎƳŀƴ ƛƴ άǘƘƛǎ ƴǳǘƘƻǳǎŜ ƻŦ ŀ Ŏƛǘȅέ ǿƘŜƴ ƛǘ ƛǎ ƭƛƪŜƭȅ ǘƘŀǘ ƘŜ ǿƻǳƭŘ ƘŀǾŜ ŀŎƘƛŜǾŜŘ 

ƳƻǊŜ άƳƛȄƛƴƎ ŎŜƳŜƴǘ ƻƴ ǎƻƳŜ ƻǇŜƴ Ǉƭŀƛƴέ όaƛƭƭŜǊ тмуύΦ ¢Ƙƛǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘΣ ƳǳŎƘ ƭƛƪŜ {ƻǇƘƻŎƭŜǎΣ aƛƭƭŜǊ 

created a hierarchy of being within his play that allowed for causation, thus heightening the pity, fear 

and catharsis experienced by his audience. However, the ways in which Miller deviates from Sophocles 

are just as revealing; by replacing the gods with society, Miller highlights the negative effect that the 

culture in which he lived could have on his fellow men, thus creating a truly social tragedy, relevant to 

modern times.  

 Oedipus Rex and Death of a Salesman also share likenesses in the ways in which they produce 

catharsis. Lƴ ǘƘŜ ƳƻŘŜǊƴ ŜǊŀΣ ŎǊƛǘƛŎǎ ƘŀǾŜ ǘŜƴŘŜŘ ǘƻ ǎŜŜ !ǊƛǎǘƻǘƭŜΩǎ ƛŘŜŀ ƻŦ catharsis as expelling pity and 

fear as indicative of the fact that tragedy should, to some extent, have a hopeful if not happy ending. 

For instance, Krook argues that the final psychological response to tragedy should be uplifting (14), 

ǿƘƛƭŜ aƛƭƭŜǊ ƘƛƳǎŜƭŦ ŀǎǎŜǊǘŜŘ ǘƘŀǘ άǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǾƛŎǘƻǊȅ Ƴǳǎǘ ōŜ ǘƘŜǊŜ ƛƴ ŀ ǘǊŀƎŜŘȅέ όά/ƻƳƳƻƴ 

aŀƴέ тпрύΦ .ƻǘƘ Oedipus Rex and Death of a Salesman achieve this by affirming the possibility of 

ƘǳƳŀƴ ŎƘƻƛŎŜΣ ŀƭōŜƛǘ ƛƴ ŀ ǎƻƳŜǿƘŀǘ ǘǊŀƎƛŎ ƳŀƴƴŜǊΦ hŜŘƛǇǳǎΩ ƎƻǳƎƛƴƎ ƻǳǘ ƻŦ Ƙƛǎ ŜȅŜǎ ƛǎ ŀǊƎǳŀōƭȅ ǘƘŜ ƻƴƭȅ 

ŀŎǘƛƻƴ ǘƘŀǘ ǊŜǎǳƭǘǎ ŦǊƻƳ Ƙƛǎ ŦǊŜŜ ǿƛƭƭ ƛƴ ǘƘŜ ŜƴǘƛǊŜ ǇƭŀȅΦ !ƭǘƘƻǳƎƘ ¢ŜƛǊŜǎƛŀǎ ŀƭƭǳŘŜǎ ǘƻ hŜŘƛǇǳǎΩ ŦǳǘǳǊŜ 

blindness in his prophecy, it is not mentioned anywhere within the Delphic Oracles. The language that 

Oedipus uses to describe his blinding also emphasizes that it was an act that he took independently of 

ǘƘŜ ƎƻŘǎΤ άǘƘŜ ōƭƛƴŘƛƴƎ ƘŀƴŘ ǿŀǎ Ƴȅ ƻǿƴέ ƘŜ ŀŘƳƛǘǎ ǊŜǎƛƎƴŜŘƭȅΣ ōŜŦƻǊŜ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘ άL ŎƻƴŘŜƳƴŜŘ 

ƳȅǎŜƭŦέ ό{ƻǇƘƻŎƭŜǎ снύΦ {ƛƳƛƭŀǊƭȅΣ ²ƛƭƭȅΩǎ ǎǳƛŎƛŘŜΣ ƘƻǿŜǾŜǊ ƳƛǎƎǳƛŘŜŘ ƛǘ Ƴŀȅ ōŜ ŎƻƴǎǘǊǳŜŘ ŀǎ ōŜƛƴƎΣ ƛǎ ƛƴ 

some ways a triumph against the odds. Martin supports this claim, arguing that as Willy acts freely with 

courage and optimism; his suicide is tragic (102). This suggests that both Sophocles and Miller enable 

their audiences to feel catharsis in part because of the form of tragic victory over destiny that their 
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protagonists achieve. It follows from this that there are some elements of tragedy that will remain 

timeless as they pertain to the universal concept of the human condition, but that others ς such as the 

nature of tragic heroism ς must remain in flux, evolving and developing as ideas about both humanity 

and society change.  

 ConsideǊƛƴƎ aƛƭƭŜǊΩǎ ŀǊƎǳƳŜƴǘ ǘƘŀǘ ǘǊŀƎŜŘȅ Ƴǳǎǘ ƴƻǘ ƳŜǊŜƭȅ ƻŦŦŜǊ ƘƻǇŜΣ ōǳǘ ŀƭǎƻ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ 

of victory, it is hardly surprising that the ending of Death of a Salesman is more uplifting than that of 

Oedipus RexΦ άL ƪƴƻǿ ǿƘƻ L ŀƳΣέ όaƛƭƭŜǊ тплύ ŀǎǎŜǊǘǎ .ƛŦŦ ŀǘ the conclusion of the play, recognizing the 

Ŧƭŀǿǎ ƛƴƘŜǊŜƴǘ ƛƴ Ƙƛǎ ŦŀǘƘŜǊΩǎ ŘǊŜŀƳǎΦ ¢Ƙƛǎ ƛƴŘƛŎŀǘŜǎ ǘƘŀǘ ŀƭǘƘƻǳƎƘ ǘƘŜ ǘƘǊŜŀǘŜƴƛƴƎ ǇǊŜǎŜƴŎŜ ƻŦ ǎƻŎƛŜǘȅ 

returns at the end of the playςǘƘŜ ǎǘŀƎŜ ŘƛǊŜŎǘƛƻƴǎ ǎǘŀǘŜ ǘƘŀǘ άƻǾŜǊ ǘƘŜ ƘƻǳǎŜ ǘƘŜ ƘŀǊŘ ǘƻǿŜǊǎ ƻŦ ǘƘŜ 

apartment buildings rise ƛƴǘƻ ǎƘŀǊǇ ŦƻŎǳǎέ όaƛƭƭŜǊ тплύςby holding true to the values that make people 

who they are, it is possible for them to hold onto both their happiness and identities even within a 

society that revolves around sex and money. In contrast, aƭǘƘƻǳƎƘ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ hŜŘƛǇǳǎΩ ŦǊŜŜ ǿƛƭƭ 

arguably does give some hope to the end of Oedipus Rex, modern audiences have tended to see its 

conclusion as entirely pessimistic. Bernard Knox argues that this interpretation is influenced by the 

cultural perceptions of modern day society, and that the ancient Greeks would have interpreted it 

somewhat differently. Knox claims that the lasting message of the play is a reassertion of the inherent 

value of both religion and prophecy. To a great audience witnessing the play for the first time at a 

religious festival, looking for order in a seemingly disordered world, the restoration of these values 

would have offered hope (Knox 18-22). This supports the notion that although tragedies to some extent 

follow the same conventions, they are forced to subvert them to produce catharsis within specific 

audiences. Furthermore, what appears to be supremely un-tragic to one audience may just be the 

maneuverings of a playwright to achieve the tragic effect within a different cultural era.  

 A comparison of Oedipus Rex and Death of a Salesman reveals that the both plays do include 

many of the criteria for tragedy established by Aristotle in his Poetics; however, Miller deviates from 

and subverts many of these generic conventions in order to make his play both relevant and tragic to a 

society in which nobility is not measured by social status, and faith in God has been eroded. This 

suggests that tragedy is an evolving genre, constantly breaking the boundaries established by critics 

such as Aristotle in order to maintain its inherent purpose of creating fear, pity, and catharsis within an 

audience. Indeed, it seems that to suggest otherwise is to eliminate much of what is tragic to the 
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modern world for the sake of adhering to an unbending set of rules that were devised over three 

ǘƘƻǳǎŀƴŘ ȅŜŀǊǎ ŀƎƻΦ !ǎ DŀǎǎƴŜǊ ŎƻƴŎƭǳŘŜǎΣ άTragic art is subject to evolutionary processes, and tragedy 

created in modern times must be modern. The fact that it will be different from tragedy within three, 

five, or twenty-five years ago does not mean that it will no longer be tragedy; it will merely be differentέ 

(300). 
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Poems 

Noel Sloboda, Penn State York 

 

LǎŀōŜƭ !ǊŎƘŜǊΩǎ wŀǾŜƭŜŘ {ƭŜŜǾŜǎ  

  

Of care: 

 

My husband dreams 

I leave him, 

 

I dream I  

love my husband, 

 

and my husband  

ƭƻǾŜǎ ǊŜǇŜŀǘǎҍ 

 

I love to dream 

I dream,    

 

and I love  

my husband leaving  

 

me alone 

in my dreams. 
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Once Proudest Prisoner  

 

Before Alarbus goes to the alter  

of Rome, he takes one last look  

at white walls died red and wonders  

 

why he once thought he might scale them;  

knows now what is on the inside; 

knows he should have just donned  

 

a palliament, rung the front doorbell,  

asked his brethren to let him in,  

to allow him back to where he goes  

 

now from the ossuary: home again.  
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Identity, Empire, and the World-Banking Concept of Education 

in the First-Year College Writing  Classroom 

Richard Zumkhawala-Cook, Shippensburg University of Pennsylvania 

 

 Throughout the 1980s and 90ǎ άƛŘŜƴǘƛǘȅέ ōŜŎŀƳŜ ŀƴ ƛƳǇƻǊǘŀƴǘΣ ƛŦ ƴƻǘ ǇǊƛǾƛƭŜƎŜŘΣ ŎƻƴŎŜǇǘ ƛƴ 

humanities scholarship and teaching as way to investigate the dynamics of social and individual 

meanings. Functioning as a focal point for addressing the powerful mechanisms of normativity, 

discipline, and justice, identity and its varied definitions continue to provide ways of exploring creative 

ǘǊŀƴǎƎǊŜǎǎƛƻƴǎΣ ƳŜǘƘƻŘǎ ƻŦ ǊŜǎƛǎǘŀƴŎŜ ŀƴŘ ƛƳǇƻǊǘŀƴǘ άōƻǊŘŜǊ-ŎǊƻǎǎƛƴƎέ ǇǊŀŎǘƛŎŜǎΣ ŀƭƭ ƻŦ ǿƘƛŎƘ 

continually redefine and counter the well documented historical patterns of alienation and oppression. 

¢ŜǊƳǎ ƭƛƪŜ άŘƛŦŦŜǊŜƴŎŜέ ŀƴŘ άƘȅōǊƛŘƛǘȅέ ƘŀǾŜ ŦƻǊƎŜŘ ǎǳŎŎŜǎǎŦǳƭƭȅ ŀƎŀƛƴǎǘ ōǊǳǘŀƭƭȅ ǊƛƎƛŘ ŎƻƴǎǘǊǳŎǘƛƻƴǎ ƻŦ 

national, cultural, and sexual belonging by asserting the plurality of experience and multiple dimensions 

of meaning. Without question, these categories have found a home in the first-year college writing 

ŎƭŀǎǎǊƻƻƳ ŀǎ ƳŜŀƴǎ ŦƻǊ ŎƻƴƴŜŎǘƛƴƎ ǇƻƭƛǘƛŎŀƭ ŘŜōŀǘŜǎ ǘƻ ǎǘǳŘŜƴǘǎΩ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘƻ ǘƘŜƛǊ ŘŜŦƛƴƛǘƛƻƴǎ ƻŦ ǎŜƭŦΣ 

and to the way they make meaning as writers in relation to the realities of the world around them.  

!ŎŎƻǊŘƛƴƎ ǘƻ IŀǊŘǘ ŀƴŘ bŜƎǊƛΩǎ ƛƴŦƭǳŜƴǘƛŀƭ ǘƘŜƻǊŜǘƛŎŀƭ ǘǊŜŀǘƛǎŜ Empire, however, in the age of 

ƎƭƻōŀƭƛȊŀǘƛƻƴΣ ƻǊ ǿƘŀǘ ǘƘŜȅ Ŏŀƭƭ ά9ƳǇƛǊŜέ ǘƘŜ ǊǳƭŜǎ ƘŀǾŜ ŎƘŀƴƎŜŘ ƛƴ ǘƘŜ Ǉƻǎǘ-Soviet era, or at least have 

taken a new turn.1  While hybrid identities, flexibile hierarchies of power, and contingent subjectivities 

that were once imagined as counterhegemonic cultural forms, such positions of difference and 

άŘŜǘŜǊǊƛǘƻǊƛŀƭƛȊŜŘέ ǎŜƭǾŜǎέ ƴƻǿ ŦŀŎƛƭƛǘŀǘŜ ƎƭƻōŀƭƛȊŀǘƛƻƴΩǎ production and maintenance of marginal 

practices. The dominant pedagogical and rhetorical mode of identity critique indeed has attacked the 

binary strictures of identity that are hostile to new modes of self-definition and articulations social 

difference. So too, however, has globalization, which stands in opposition to these rigid boundaries, 

regarding them as barriers to capital development and recognizing through its logic that in the margins 

lay new differences, new identities, and by extension, new consumers and new markets. This, of course, 

is not to say that all social differences, or all identities, are embraced by Empire. We need only ask one 

of the hundreds of thousands of tribal peoples removed and washed out of ancestral homelands by big 

                                                 
1
 While Hardt and Negri suggest that Empire began as a force at the end of World War II with the formation of the Breton Woods 

Institutions of the World Bank and IMF, its emergence as an organizing principle of global relations took shape after the break-up of Soviet 
imperialism. 
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dam proƧŜŎǘǎ ŦǳƴŘŜŘ ōȅ 9ƴǊƻƴ ŀƴŘ ǘƘŜ ²ƻǊƭŘ ¢ǊŀŘŜ hǊƎŀƴƛȊŀǘƛƻƴ ƛƴ LƴŘƛŀΩǎ bŀǊƳŀŘŀ ±ŀƭƭŜȅΣ ƻǊ ŀƴȅ 

worker whose life has been threatened for organizing a union at any one of the hundreds of sweatshop 

cities, or Export Processing Zones, throughout the world.1  Yet Empire craves difference, and thrives on 

constructions of identity, but only as they are able to enter and reproduce the capitalist marketplace. As 

aŀǊȄ ŀǊƎǳŜŘ ŀōƻǳǘ ǉǳŜǎǘƛƻƴǎ ƻŦ ƳŀǊƪŜǘ ƭƛōŜǊǘȅΣ άLǘ ƛǎ ƴƻǘ ƛƴŘƛǾƛŘǳŀƭǎ ǿƘƻ ŀǊŜ ǎŜǘ ŦǊŜŜ ōȅ ŎƻƳǇŜǘƛǘƛƻƴΤ ƛǘ 

is rŀǘƘŜǊΣ ŎŀǇƛǘŀƭ ǿƘƛŎƘ ƛǎ ǎŜǘ ŦǊŜŜέ όсрлύ. Lƴ ƭƛƎƘǘ ƻŦ IŀǊŘǘ ŀƴŘ bŜƎǊƛΩǎ ǘƘŜƻǊȅΣ ǘƘƛǎ Ŝǎǎŀȅ ŜȄǇƭƻǊŜǎ ƘƻǿΣ ƛƴ 

ŀƴ ŀƎŜ ǿƘŜƴ ǘƘŜ άƎƭƻōŀƭ ǾƛƭƭŀƎŜέ ƛǎ ǘǊŜŀǘŜŘ ŀǎ ŀ ƎƛǾŜƴ ǿŜ Ƴǳǎǘ ǊŜŦǊŀƳŜ ƻǳǊ ŘƛǎŎǳǎǎƛƻƴǎ ƻŦ ƛŘŜƴǘƛǘȅ 

beyond conventional metaphors of "border-crossing,έ ƘȅōǊƛŘƛǘȅΣ ŀƴŘ ǇŜǊŦƻǊƳŀǘƛǾŜ ŀŎǘǎ ƻŦ ƛƴŘƛǾƛŘǳŀƭ 

cultural resistance, and more in terms of alternative progressive networks, solidarities, and 

identifications that, while also resisting fixed boundaries, re-imagine identity as a collective oppositional 

global project. LŦΣ ŀǎ tŀƻƭƻ CǊŜƛǊŜ ŦŀƳƻǳǎƭȅ ŀǊƎǳŜŘΣ ǘƘŀǘ ǘƘŜ άōŀƴƪƛƴƎ ŎƻƴŎŜǇǘέ ƻŦ ŜŘǳŎŀǘƛƻƴΣ ǿƘƛŎƘ 

ǘǊŜŀǘǎ ǎǘǳŘŜƴǘǎ ŀǎ ŜƳǇǘȅ ǾŜǎǎŜƭǎ ǘƻ ōŜ άŦƛƭƭŜŘέ ōȅ ŀǳǘƘƻǊƛǘȅΩǎ ƪƴƻǿƭŜŘƎŜΣ ƛƴǾƻƭǾŜǎ άƛƴŘƻŎǘǊƛƴŀǘƛƴƎ 

ώǎǘǳŘŜƴǘǎϐ ǘƻ ŀŘŀǇǘ ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ ƻǇǇǊŜǎǎƛƻƴέ όрсύΣ ǘƘŜƴ ƛǎ ƛŘŜƴǘƛǘȅ ƛƴ ǘƻŘŀȅΩǎ ŦƛǊǎǘ-year college writing 

ŎƭŀǎǎǊƻƻƳ ŀƴȅǘƘƛƴƎ ƳƻǊŜ ǘƘŀƴ ŀ ǘƻƻƭ ƻŦ ŀ άWorld-.ŀƴƪƛƴƎέ ƳƻŘŜƭ ƻŦ ŜŘǳŎŀǘƛƻƴΚ   

The relatively popularity of identity as an interpretive device at the turn of the 21st century 

demonstrates its centrality to a number of political issues about social being, especially in describing the 

conflicts of ethnic, national, and racial belonging. Identity helps to harness divergent dimensions of 

affective and political affiliations and to reckon with the patterns of inclusion and exclusion that 

accompany them. It calculates how tacit belonging to a group or community and how the biopolitics of 

sameness and rootedness in particular histories can develop into conscious forms of self-definition. It 

names the boundaries of a group and the ways it is constituted, maintained and enforced. For activists, 

social critics, and teachers invested in engaging issues of social justice, identity initiates critiques of 

power and authority as collectivities organize into political forms like nations, interest groups, 

movements, and classes. It helps articulate social patterns of material privilege and subordination that 

are reproduced and disciplined by rhetorical, symbolic and technological forms.  

                                                 
1
 {ŜŜ !ǊǳƴŘƘŀǘƛ wƻȅΩǎ Power Politics (Boston: South End Press,2001)  for an overview of the human toll caused by dam projects in India 

enabled by neoliberal economic privatization, multilateral agreements, and transnational corporations such as Enron, Siemens and General 
9ƭŜŎǘǊƛŎΦ  {ŜŜ ŀƭǎƻ ±ŀƴŘŀƴŀ {ƘƛǾŀΩǎ Water Wars: Privatization, Polution, and Profit ό.ƻǎǘƻƴΥ {ƻǳǘƘ 9ƴŘ tǊŜǎǎΣ нллоύΣ ±ƛƧŀȅ tǊŀǎƘŀŘΩǎ Fat Cat 
and Running Dogs: The Enron Stage of Capitalism όbŜǿ ¸ƻǊƪΥ ½ŜŘ .ƻƻƪǎΣ нллнύΣ ŀƴŘ DǊŜƎ tŀƭŀǎǘΩǎ The Best Democracy Money Can Buy 
όbŜǿ ¸ƻǊƪΥ tƭǳƳŜΣ нллоύΦ CƻǊ ŀƴŀƭȅǎŜǎ ƻŦ 9ȄǇƻǊǘ tǊƻŎŜǎǎƛƴƎ ½ƻƴŜǎ ǎŜŜ ŎƘŀǇǘŜǊ ƴƛƴŜ ƻŦ bŀƻƳƛ YƭŜƛƴΩǎ No Logo (New York: Picador, 2000). 
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 As a number of cultural theorists have argued, however, identity most commonly functions as a deep 

structure of reductive individuality, one that becomes removed from history or contemporary social 

contextsτa pre-political or biocultural phenemonon that ceases to be a process of self-making and 

social interaction. It is treated as a silent and static signifier, an object to be possessed and displayed, 

closed off from the possibility of communication across the fortified boundaries of other particularities. 

Within the most visible and institutional forms of multiculturalism, identity means the 

ŀŎƪƴƻǿƭŜŘƎŜƳŜƴǘ ŀƴŘ ƻŦǘŜƴ άŎŜƭŜōǊŀǘƛƻƴέ ƻŦ ŘƛŦŦŜǊŜƴŎŜΣ ōǳǘ ƛƴ ŘƻƛƴƎ ǎƻ ƛǘ ǎƛƎƴŀƭǎ ǘƘŜ Ŝƭƛǎƛƻƴ ƻŦ ǘƘŜ 

histories of resistance, movement, subordination, and survival that have formed cultural, racial, 

gendered and sexual identities. As Vijay Prashad notes, it is much more common to hear the question 

ά²Ƙȅ Řƻ ǘƘŜ ōƭŀŎƪ ƪƛŘǎ ǎƛǘ ǘƻƎŜǘƘŜǊ ƛƴ ǘƘŜ ŎŀŦŜǘŜǊƛŀΚέ ƛƴǎǘŜŀŘ ƻŦ ά²Ƙȅ Řƻ ƻǳǊ ƛƴǎǘƛǘǳǘƛƻƴǎ ǊƻǳǘƛƴŜƭȅ 

ǳǇƘƻƭŘ ǘƘŜ ǇǊƛǾƛƭŜƎŜǎ ƻŦ ǿƘƛǘŜƴŜǎǎΚέόȄ-xi). Removed from its relation to other definitions of self and 

relations of power, identity becomes a transcendent and permanently discrete effect of largely benign 

άƘŜǊƛǘŀƎŜέ ǘǊŀŘƛǘƛƻƴǎ ŀƴŘ ŎǳƭǘǳǊŀƭ Ǌƻƻǘǎ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ŀƴŘ ƻƴƎƻƛƴƎ ǎǘǊǳƎƎƭŜ ŦƻǊ ǎƻŎƛŀƭ 

meaning. 

 In this frame, we might say that identity becomes fixedτit is that which precedes you to tell you 

what, and to some extent who, you are. Yet if identity is so static, so individually permanent, 

apparently, what happened to hybridity, fluid subjectivities, the freeplay of differences, and the 

ŘƛǎŎƻǳǊǎŜ ƻŦ ōƻǳƴŘŀǊȅ ŎǊƻǎǎƛƴƎΚ  Lƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ǘƘŀǘ aƛŎƘŜƭ CƻǳŎŀǳƭǘ ŘŜǎŎǊƛōŜŘ άǇƻǿŜǊέ ŀǎ ŀ 

technology of naming, creating distinctions, and constructing detailed knowledges, Empire claims 

άƛŘŜƴǘƛǘȅέ ŀǎ ƛǘǎ ƻǿƴ ǘŜŎƘƴƻƭƻƎȅ ƻf global authority. Hardt and Negri suggest that forms of self 

ŜȄǇǊŜǎǎƛƻƴ ŀƴŘ ŎǳƭǘǳǊŀƭ ǎǘȅƭŜǎ ŀǊŜ ŀ ǇǊƻŘǳŎǘ ƻŦ 9ƳǇƛǊŜΩǎ ƻǿƴ άŎŜƭŜōǊŀǘƛƻƴέ ƻŦ ŘƛŦŦŜǊŜƴŎŜǎ ƛƴ ǘƘŜ Ǝƭƻōŀƭ 

marketplace at once fixed and hyper-individuated, expanding almost endlessly to generate and 

άƛƴŎƭǳŘŜέ ƴŜǿ ƛŘŜƴǘƛǘƛŜǎΣ ƴŜǿ ǘŜǊǊƛǘƻǊƛŜǎ ƻŦ ǎŜƭŦƘƻƻŘ ǿƘƛƭŜ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŘŜŦƛƴƛƴƎ ǘƘŜƛǊ ƭƛƳƛǘǎΦ ¦ƴŘŜǊ 

ǘƘƛǎ ƭƻƎƛŎΣ ƻƴŎŜ ƛƴŘƛǾƛŘǳŀƭǎ ŘƛǎŎƻǾŜǊ ǘƘŀǘ ǘƘŜȅ άƘŀǾŜέ ŀ ŎŜǊǘŀƛƴ ƛŘŜƴǘƛǘȅΣ ǘƘŜȅ Ŏŀƴ ŀƭǎƻ ŜƳōǊŀŎŜ ŀƴŘ 

discover other hybrid identities, multiple selves, which move back, forth and beyond a variety of 

definitions of kinship. By acknowledging the multiplicity of difference, identity may be liberated from 

the old master narratives of binary oppositions and repressive monolithic social categories of self and 

other, but it is also liberated from some of the social structuresτnation-states, political solidarities, 

protected environmental spacesτthat would restrict the growth of globalization. According to Hardt 
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and Negri, new ethnicities, styles of self-expression, and modes of self-determination are embraced by 

this carnival of borderless being, as long as they do not threaten the free flow of capital: 

  The ideology of the world market has always been the anti-foundational and  

  anti-essentialist discourse par excellence. Circulation, mobility, diversity, and  

  mixture are its very conditions of possibility. Trade brings differences together  

  and the more the merrier. Differences (of commodities, populations, cultures,  

  and so forth) seem to multiply infinitely in the world market which attacks  

  nothing more violently than fixed boundaries: it overwhelms any binary division  

  with its infinite multiplicities. (150) 

9ƳǇƛǊŜ ŘƻŜǎ ƴƻǘ άŘƛǎŎƻǾŜǊΩ ŘƛŦŦŜǊŜƴŎŜǎ ƛƴ ǘƘŜ ƳŀǊƎƛƴŀƭ ǎǇŀŎŜǎ ƻŦ Ǝƭƻōŀƭ ƭƛŦŜΣ ōǳǘ ǇǊƻŘǳces them and 

proliferates their unique distinctions as not only a part of the market, but as the very market itself. We 

need look no further than contemporary postmodern marketing practices, which strategize the 

development of more and more hybrid and differentiatied populations as target marketsτone for 

suburban teenage girls, another for NASCAR dads, another for Latino gay men. Products are offered as 

reflections of cultural and personal style: Coca-Cola , for instance, boasts its hundreds of soft drink 

recipes for the regional cultural tastes of its worldwide consumer base. In contrast to the rigid 

ōƻǳƴŘŀǊƛŜǎ ŀƴŘ ƘƻƳƻƎŜƴƻǳǎ ǳƴƛǘǎ ǘƘŀǘ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ǘƘŜ ƻƭŘ άŎƻǊǇƻǊŀǘŜ ŎǳƭǘǳǊŜΣέ ŎǳǊǊŜƴǘ ōǳǎƛƴŜǎǎ 

practices emphasize the need to be open to divergent and plural practices and to flexibly manage 

cultural difference in a globalized world.1  Corporate workplaces emphasize cultural exchange, 

embracing diversity to maximize creativity, freeplay, and new possibilities beyond conventional 

boundaries of identity. The workforce purports to include all racial and cultural backgrounds, and to 

emphasize openness, youthful vitality and progressive thoughtτoffices begin to look like dorm rooms 

ŀǎ ŀƴ ŜƴǾƛǊƻƴƳŜƴǘ ƻŦ άŦǳƴέ ƛǎ ŜƴŎƻǳǊŀƎŜŘΦ2 Tolerance, cultural awareness, and the intricate processes 

of acculturation, assimilation and rebellion are not only carefully studied, but are understood and 

                                                 
1
 See R. Roosevelt Thomas, Jr., Beyond Race and Gender: Unleashing the Power of Your Total Work Force by Managing Diversity (New York: 

American Management Association, 1991).  
 
2
 According to Beverley Kaye and Sharon Jordan-Evans in their bestselling employee retention book for managers, [ƻǾŜΩŜƳ ƻǊ [ƻǎŜΩŜƳΥ 

Getting Good People to Stay ό{ŀƴ CǊŀƴŎƛǎŎƻΥ .ŜǊǊŜǘǘ YƻŜƘƭŜǊΣ нллнύΣ άwŜǎŜŀǊŎƘ ǎƘƻǿǎ ǘƘŀǘ ŀ Ŧǳƴ-filled workplace generates enthusiasmτ
and that enthusiasm leads to increased productivity, better customrer service, a positive attitude about the company and higher odds that 
ȅƻǳǊ ǘŀƭŜƴǘ ǿƛƭƭ ǎǘŀȅέ όфуύΦ  {ŜŜ ŀƭǎƻ 5ŀǾƛŘ YǊŀŎƪƘŀǊŘǘ ŀƴŘ WŜŦŦǊŜȅ IŀƴǎƻƴΣ  301 Ways to Have Fun at Work (San Francisco: Berrett Kohler, 
1997).  
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ǇǊŀŎǘƛŎŜŘ ōȅ ōǳǎƛƴŜǎǎ ƛǘǎŜƭŦΣ ǿƘƛƭŜ ǘƘŜ ƳŀƴŀƎŜǊǎΩ ǊƻƭŜ ƛǎ ǘƻ ƻǊƎŀƴƛȊŜ ǘƘŜǎŜ ŘƛŦŦŜǊŜƴŎŜǎ ŀƴŘ ǘƘŜƛǊ 

circulation in the interests of profit.  

 Despite the hope of diversity and flexible hierarchies that appear to liberate us from antiquated 

monolithic ways of thinking, Empire imposes new hierarchies and carefully maintains the conflicts of old 

hierarchies in order to promote the transcendence of the marketplace and its centrality as the 

authoritative means for producing difference. In my state of Pennsylvania, a vocal public proved 

powerless in attempting to cease ¦tbΩǎ нллп ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀƴ ǳƴŘŜƴƛŀōƭȅ ŜȄǇƭƻƛǘŀǘƛǾŜ ǊŜŀƭƛǘȅ ǎƘƻǿ ǘƘŀǘ 

placed Amish teens in a lush Los Angeles mansion packed with the latest technological gadgets and 

high-end luxuries. Regardless of the many symbolic resolutions passed by legislators, the spectacle of 

ǘƘŜ ƳŀǊƎƛƴǎ ƻŦ ƛŘŜƴǘƛǘȅ ƳŜŀƴ ǇǊƻŦƛǘΣ ŀǎ !ƳƛǎƘ ŎǳƭǘǳǊŜΣ ƻǊ ǘƘŜ ¦tbΩǎ version of it anyway, was piped 

through cable boxes across the nation (de Moraes). 1 

 In her outstanding study, No Logo, Naomi Klein further illustrates how the market production of 

identity has worked tirelessly to corporatize constructions of youth culture in the form of άŎƻƻƭΦέ 

²ƘŜǘƘŜǊ ƛǘ ƛǎ ǘƘŜ ǳōƛǉǳƛǘƻǳǎ άǎǿƻƻǎƘƛƴƎέ ƻŦ ǳǊōŀƴ ŎƻƳƳǳƴƛǘȅ ǇƭŀȅƎǊƻǳƴŘǎ ŀƴŘ ǇŀǊƪǎΣ ƛƴŘƛŜ 

ǎƪŀǘŜōƻŀǊŘŜǊǎ ǎǇƻƴǎƻǊŜŘ ōȅ ±ŀƴǎ ǎƴŜŀƪŜǊǎΣ ƻǊ ǘƘŜ ŎƻƳƳŜƳƻǊŀǘƛǾŜ ²ƻƻŘǎǘƻŎƪ Ωфп tŜǇǎƛ ŀǘ ǘǿƻ ōǳŎƪǎ ŀ 

can, spaces that were once cherished or reviled as intersticial creations of youth sub- and 

counterculture are repackaged, manufactured and mass-marketed to youth as their own. Market 

ǊŜǎŜŀǊŎƘŜǊǎ ƻŦ ȅƻǳǘƘ ŎǳƭǘǳǊŜΣ ƻǊ άŎƻƻƭ ƘǳƴǘŜǊǎΩ ŎƻƳō ƘƛƎƘ ǎŎƘƻƻƭǎ ŀƴŘ ŎƻƭƭŜƎŜ ŎŀƳǇǳǎŜǎ ƭƻƻƪƛƴƎ ŦƻǊ 

unusual styles and cutting-ŜŘƎŜ ŀŜǎǘƘŜǘƛŎǎΣ ŀǎ Ŏƻƴǎǳƭǘŀƴǘǎ ŦƻǊ !ōǎƻƭǳǘ ±ƻŘƪŀΣ [ŜǾƛΩǎΣ ŀƴŘ wŜŜōƻƪ ǘƻ 

ƳŀƪŜ ǎǳŎƘ ŎƭŀƛƳǎ ŀǎ άƳƻƴƪǎ ŀǊŜ Ŏƻƻƭέ όǉǘŘ ƛƴ YƭŜƛƴ тлύ. This search, of course, is not to pay homage to 

the differences that are discovered, but to sanitize them of their oppositional histories and to empty out 

the politics of style. Without interpretation, history, or politics, culture becomes mere advertising. This 

is no more evident than in the fetishization of white youth for urban black aesthetics, or, to take 

another ŜȄŀƳǇƭŜΣ ŀ ŦŀǎƘƛƻƴ ŘŜǎƛƎƴŜǊΩǎ ǉǳƻǘŜ ƛƴ ŀ мффп ƛǎǎǳŜ ƻŦ VogueΣ άLǘΩǎ ǘŜǊǊƛōƭŜ ǘƻ ǎŀȅΣ ǾŜǊȅ ƻŦǘŜƴ ǘƘŜ 

Ƴƻǎǘ ŜȄŎƛǘƛƴƎ ƻǳǘŦƛǘǎ ŀǊŜ ŦǊƻƳ ǘƘŜ ǇƻƻǊŜǎǘ ǇŜƻǇƭŜέ όǉǘŘ ƛƴ YƭŜƛƴ тоύΦ ²ƛǘƘƛƴ ǘƘŜ ŦǊŀƳŜ ƻŦ ƎƭƻōŀƭƛȊŀǘƛƻƴΣ 

these differences, which are distributed on a grand scale, enforce their primacy over those that do not 

                                                 
1
 Perhaps in an effort to address the public furor over the reality show, the producers delivered an ironic editorial twist. The kids from the 

city were the ones cast from clichéd identities of youth culture: a gay club organizer, a militant vegan, a first-generation Latina college 
student from South Central, LA, etc.  The Amish kids, in contrast, while curious, proved to be remarkably unaffected by the drama of city 
life and were ultimately portrayed as unexotic, no doubt to the disappointment of many viewers and the likely reason for the ǎƘƻǿΩǎ ōǊƛŜŦ 
four-episode run. See Philip KenicƻǘǘΣ ά!ƳƛǎƘ ƛƴ ǘƘŜ /ƛǘȅτIƻƭƭȅǿƻƻŘΩǎ ¦Ǌōŀƴ 5ŜǎŎŜƴǘΣέ Washington Post, Thursday, July 29, 2004. C1.  
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Ŧƛǘ ƛƴǘƻ ǘƘŜ ƳŀǊƪŜǘǇƭŀŎŜΦ Lƴ ǇŀǊǘƛŎǳƭŀǊΣ !ǎƛŀΩǎ ŜǎǘƛƳŀǘŜŘ ƻƴŜ ōƛƭƭƛƻƴ ŜƭƛǘŜ Ǝƭƻōŀƭ ǘŜŜƴ ŎƻƴǎǳƳŜǊǎ ƳƻǾŜ 

comfortably through the malls of Empire, connected by NBA jerseys, Jay-Z videos, and Sony 

Playstations. While adults in China, India, and Vietnam tend to hold on to traditional customs and 

practices, the youth are consuming global cool as the means and mode of progress, change and cultural 

liberation. According to one New York-ōŀǎŜŘ ŀŘ ŀƎŜƴŎȅΩǎ ǎǳǊǾŜȅ ƻŦ over 27,000 middle-class 15- to 18-

ȅŜŀǊ ƻƭŘǎ ƛƴ пр ŎƻǳƴǘǊƛŜǎΣ ά5ŜǎǇƛǘŜ ŘƛŦŦŜǊŜƴǘ ŎǳƭǘǳǊŜǎΣ ƳƛŘŘƭŜ-class youth all over the world seem to live 

their lives as if in parallel universe. ¢ƘŜȅ ƎŜǘ ǳǇ ƛƴ ǘƘŜ ƳƻǊƴƛƴƎΣ Ǉǳǘ ƻƴ ǘƘŜƛǊ [ŜǾƛΩǎ ŀƴŘ bƛƪŜǎΣ ƎǊŀō ǘƘŜƛǊ 

capǎΣ ōŀŎƪǇŀŎƪǎΣ ŀƴŘ {ƻƴȅ ǇŜǊǎƻƴŀƭ /5 ǇƭŀȅŜǊǎΣ ŀƴŘ ƘŜŀŘ ŦƻǊ ǎŎƘƻƻƭέ όǉǘŘ ƛƴ YƭŜƛƴ ммфύ. Perhaps 

corporate globalization itself can be understood as a series of endlessly proliferating parallel universes 

projecting the same privileged image, differentiated not by what they produce, but only by their ability 

offer another vision. It is hierarchization and homogeneity through diversity. Not American, not local, 

but a global unity through shopping. 

 !ǎ ǘŜŀŎƘŜǊǎ ŀƴŘ ǎŎƘƻƭŀǊǎ ƻŦ ǿǊƛǘƛƴƎΣ ƎƭƻōŀƭƛȊŀǘƛƻƴΩǎ ŜŦŦŜŎǘǎ ƻƴ ƻur understandings of identity 

ǎƘƻǳƭŘ ŦƛǊǎǘ ƘŀǾŜ ǳǎ ǎǳǎǇƛŎƛƻǳǎ ƻŦ ǘƘŜ ŀǎǎǳƳǇǘƛƻƴ ǘƘŀǘ ǘƘŜ ŜƳōǊŀŎŜ ƻŦ ƛŘŜƴǘƛǘȅΩǎ ŦƭǳƛŘƛǘȅ ōȅ ǘƘŜ Ǝƭƻōŀƭ 

middle-class describes the lived condition of the developing world, where, for instance, according to the 

World Bank a total of 1.1 billion people live on one dollar a day or less. As the global bourgeoise 

explores the possibilities of hybridity and fragmented selves, labor itself is made flexible through 

contracting, sub-contracting, and outsourcing, mobile factories move from one national tax-free, 

regulation-free zone to another, and a disposable and permanently replaceable workforce is sustained. 

Secondly, this global relationship of market identity, whether it is in the U.S., Brazil or China, constructs 

individual and collective meaning solely as a consumer practice. Questions of citizenship, civic 

participation, creative expression, even political ideology are seen through we shop, how we 

accumulate commodities, and how we speak to the world as participants in the marketplace. But quite 

obviously, the opportunities to speak back are severely limited, despite recent narrow efforts to shape 

markets through consumer activism. Lƴ ŦŀŎǘΣ ǿƘŀǘ ǿŜΩǊŜ ƭŜŦǘ ǿƛǘƘ ƛƴ ǘƘƛǎ ǎǘǊǳŎǘǳǊŜ ƛǎ ŀ ƻƴŜ-way flow of 

information, where marketers, manufacturers and retailers dictate the scope of how we can make 

meaning for ourselves and with each other. LΩƳ ŀƭǿŀȅǎ ŀƳŀȊŜŘ ŀǘ Ƙƻǿ ƳǳŎƘ ǇǊƛŘŜ ǎǘǳŘŜƴǘǎ ǘŀƪŜ ƛƴ 

ŘŜŎƭŀǊƛƴƎ ǘƘŜƳǎŜƭǾŜǎ άƎƻƻŘ ǎƘƻǇǇŜǊǎΦέ hƴƭȅ ǊŀǊŜƭȅ ǿƛƭƭ ǎƻƳŜƻƴŜ ŀŘƳƛǘ ǘƻ ƴƻǘ ƘŀǾƛƴƎ ƘƻƴŜŘ ǘƘƛǎ ōŀǎic 

skill of the globalized citizenry. Participating in politics is confined to voting and writing legislators, and 
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changing culture does not even register. ²Ŝ ŘƻƴΩǘ ƳŀƪŜ ŎǳƭǘǳǊŜΣ ǿŜ ŎƻƴǎǳƳŜ ƛǘ. As Arjun Apparudai has 

effectively argued, consumption has become a serious form of work in late industrial society, one that 

entails the labor of reading and negotiating ubiquitous fashion messages, finances, money 

management, and of disciplining our imaginations not simply towards commodities, but towards the 

conditions of consciousness in which buying is possible (Appadurai 30).  In short, our practices of 

consumption in the age of globalization are developed through a host of everyday cultural and 

ideological literacies that deserve examination in the classroom. And as we examine this work, we must 

examine the possibilities of changing the paradigm that privileges consumption over citizenship. 

 Certainly critical pedagogy has challenged educational structures that encourage passive 

learning, but much of its praxis ǊŜƳŀƛƴǎ ŎƻƴŦƛƴŜŘ ǿƛǘƘƛƴ ǉǳŜǎǘƛƻƴǎ ƻŦ ƛŘŜƴǘƛǘƛŜǎ ǿƛǘƘƛƴ !ƳŜǊƛŎŀΩǎ 

ƴŀǘƛƻƴŀƭ ōƻǊŘŜǊǎΣ ǿƘƛŎƘ ŘŀƴƎŜǊƻǳǎƭȅ ǇƻǎŜǎ ǘƘŜ ǿƻǊƭŘ ŀŦŦŜŎǘƛƴƎ άǳǎέ ǊŀǘƘŜǊ ǘƘŀƴ ŀŘŘǊŜǎǎƛƴƎ Ƙƻǿ ǘƘŜ ¦Φ{Φ 

shapes the world. What, for instance, does American identity mean to Mexican families who never 

ŜƴǘŜǊ ǘƘŜ ¦Φ{Φ ōǳǘ ƳŀƴǳŦŀŎǘǳǊŜ ά!ƳŜǊƛŎŀƴ 9ŀƎƭŜέ ŎƘƛƴƻǎ ƛƴ aŀǉǳƛƭŀŘƻǊŀǎ Ƨǳǎǘ ŀŎǊƻǎǎ ǘƘŜ wƛƻ DǊŀƴŘŜΚ  

The large number of current composition readers that exclusively focus on concerns of American 

identities further attest to pedagogical practices that reify cultural and political solidarities as primarily 

national concerns.1  9ǾŜƴ ŎƭƻǎŜǊ ǘƻ ƘƻƳŜ ǘƘŜ ƎŜƴŜǊŀƭ ŜŘǳŎŀǘƛƻƴ ά/ǳƭǘǳǊŀƭƭȅ 5ƛǾŜǊǎŜ [ƛǘŜǊŀǘǳǊŜέ ŎƻǳǊǎŜ ŀǘ 

my university explicitly restricts the curriculum to American texts. As we continue to situate writing and 

reading as a political, cultural, and occasionally, liberatory activity, so too must we so too must we 

situate identity, and its structures of privilege and oppression, within the realities of globalization.  

 An obvious place to start is with our educational institutions that are much more than simply 

influenced by corporate globalization, but are directly constitutive of it. Campus programs and college 

classrooms are quick to ask how they are affected by globalization but do little to actively address the 

ways that higher education has formed and participated in Empire for a long time. Endowments, capital 

campaigns, and faculty retirement accounts, accrue wealth through World Bank bonds and the stock 

values of multinational companies contractŜŘ ōȅ ǘƘŜ ²ƻǊŘ ¢ǊŀŘŜ hǊƎŀƴƛȊŀǘƛƻƴΩǎ άǎǘǊǳŎǘǳǊŀƭ 

ŀŘƧǳǎǘƳŜƴǘέ ǇǊƻƎǊŀƳǎ. University apparel, from sweatshirts to faculty graduation regalia, is 

manufactured with sweatshop labor in Asia and Latin America. International students on campus almost 

always come from the elite economic and ethnic populations of their home countries, but as foreign 

                                                 
1
 Examples of composition textbooks that treat multiculturalism in a national vacuum include The Presence of Others, Re-Reading America, 

Cultural Conversations, Speculations, American Mosaic, Identity Matters, etc. 
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students in the U.S. their political dissent is contained by their immigrant status; like many faculty in 

similar positions they risk the renewal of their visas if they exercise free speech or other Constitutional 

Rights reserved for American citizens. Meanwhile the organization of the workforce in universities 

themselves more and more resembles what one would find in any global business, such as the dramatic 

increase of temporary adjunct lines at the expense of permanent positions, the shift to top-down 

management structures at the expense of faculty governance, and the influx of corporate sponsorships 

at the expense of public investment in independent curricula and learning spaces.1   If we at least 

consider that, as Hardt and Negri argue, Empire is not a single national, cultural or organizational body, 

but a diffuse and deterritorialized circuitry of localities, including universities, that materially enable and 

expand the flow of capital and selective knowledges about it, then we can address how we, as members 

of an educational community, are sitting in the belly of the beast. As such, our reading, writing and 

learning practices are not only reflective, but constitutive, of globalization, and we certainly can situate 

our activities and our literacies as scholars and teachers in opposition to its exploitative mechanisms. 

How do we define productivity, for ourselves, our universities and cultures, for example, when each 

depends on faraway workers whose lives and environments are radically transformed by the conditions 

of global production?  How do we interpret the continuous and often anxious transnational flow of 

commodities, codes and images of cultural difference generated by technologies of the global 

marketplace?  By addressing these questions, we might in effect be producers of a challenge to the 

άWorld-ōŀƴƪƛƴƎέ ŎƻƴŎŜǇǘ ƻŦ ŜŘǳŎŀǘƛƻƴΣ ŜƴŀōƭƛƴƎ CǊŜƛǊŜΩǎ ƛŘŜŀƭ ƻŦ ŀ ŎƭŀǎǎǊƻƻƳ ŜƴŎƻǳǊŀƎƛƴƎ ŀ άŎǊƛǘƛŎŀƭ 

ƛƴǘŜǊǾŜƴǘƛƻƴ ƛƴ ǊŜŀƭƛǘȅέ (81).  

 Contemporary corporate globalization is not an inevitability, just as other divisive and oppressive 

lived logics of identity formationτrace, gender, nationτare social constructions we know can made 

and unmade by our cultural work. Addressing the structures of power that constitute the experience of 

education opens the field of our subjective practices for study, re-evaluation, and at best, provides an 

opportunity for students to critically and productively engage, and perhaps resist, their manifestations. 

Globalization does not have to be Empire, as evidenced by the hundreds of global networks of citizens, 

                                                 
1
 See Steal This University: The Rise of the Corporate University and the Academic Labor Movement (New York: Routledge, 2003) and Derek 

Bok, Universities in the Marketplace: The Commercialization of Higher Education (Princeton, NJ: Princeton UP, 2004), and Henry Giroux, Ed. 
Beyond the Corporate University (Lanham, MD: Rowan Littlefield, 2001).  
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workers, activists and students that have organized translocal affiliations in the name of equality and 

justice, crossing the boundaries beyond capital accumulation. Unfortunately, these examples are rarely 

offered to us or our students as interesting or useful in the marketplace of ideas, which are largely 

defined by the dominant information and educational industry. The work that these people do to speak 

ŀƴŘ ǿǊƛǘŜ ōŀŎƪ ǘƻ 9ƳǇƛǊŜΩǎ ƘŜƎŜƳƻƴȅ ǇǊƻǾƛŘŜǎ ƛƴƴƻǾŀǘƛǾŜ ŀƭǘŜǊƴŀǘƛǾŜǎ ǘƻ ƻǳǊ ƛŘŜƴǘƛǘƛŜǎ ǿƛǘƘƛƴ ǘƘŜ 

ƴŀǊǊŀǘƛǾŜ ƻŦ ǘƘŜ άƎƭƻōŀƭ ǾƛƭƭŀƎŜέ ƛƴ ǿŀȅǎ ǘƘŀǘ ƻŦǘŜƴ ŀǇǇŜŀƭ ǘƻ ǘƘŜ ǾŜǊȅ ǇǊƛƴŎƛǇƭŜǎ ƻŦ ǘƘŜ ǳƴƛǾŜǊǎƛǘȅ ŀƴŘ ǘƘŜ 

classroom: humanistic compassion, meritocracy, creative countercultural expression, and civic 

responsibility. In many ways the university offers one of the most felicitous environments for the 

critique of corporate globalized arrangements.  

 The rapid spread and success of the United Students against Sweatshops in some of the most 

elite institutions in North America, for example, attest to the practical application of labor rights, social 

ƧǳǎǘƛŎŜΣ ƘǳƳŀƴ ŘƛƎƴƛǘȅ ŀƴŘ ŜŘǳŎŀǘƛƻƴŀƭ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ǘƻ ǘƘŜ ǳƴƛǾŜǊǎƛǘȅΩǎ ƻŦǘŜƴ ǳƴŀŎƪƴƻǿƭŜŘƎŜŘ 

operational policies.  !ǎ ǘŜŀŎƘŜǊǎΣ ǿŜ ǎƘƻǳƭŘ ƴƻǘŜ ǘƘŀǘ ǘƘŜ ¦{!{Ωǎ ǎǘǊŀǘŜƎƛŜǎ ŜƳǇƭƻȅ ǘƘŜ ǾŜǊȅ ǎƪƛƭƭǎ ǿŜ 

value and encourage in our writing classroomsτextensive research of university apparel licensing 

contracts, close reading and discursive analyses of public statements from manufacturers and university 

officials, collaboratively formed arguments, rhetorical awareness of audiences that range from peers, to 

parents, to politicians, to college presidentsτall are used to frame a whole range of public arguments 

meant to produce a more democratic university identity.1  Even further, the success of USAS derives 

partly through its understanding of meaning as a collective, rather than individual project, a skill largely 

ignored by most university curriculum, and one common in the history of literacy campaigns conducted 

by organizations within the Civil Rights, labor and peace movements. How, for instance, are arguments 

produced over a period of weeks, months, or even years, rather than as single efforts, like an essay or a 

ŦŀƳŜŘ άƭŜǘǘŜǊ ǘƻ ǘƘŜ ŜŘƛǘƻǊέ ŦƻǊƳŀǘΚ  Iƻǿ ŘƻŜǎ ŀ ƎǊƻǳǇ ǎǘǊŀǘŜƎƛȊŜ ŀǊƎǳƳŜƴǘǎ ǘƻ ŘƛŦŦŜǊŜƴǘ ǘŀǊƎŜǘ 

readers?  How can an organization of individuals construct a set of focused claims while also respecting 

the differences within the group?  What kind of local, national, even global affiliations and solidarities 

Ŏŀƴ ōŜ ōǳƛƭǘ ōŜǘǿŜŜƴ ƎǊƻǳǇǎ ŀŎǊƻǎǎ ŎƻƳƳǳƴƛǘƛŜǎ ǘƘŀǘ ǎǘǳŘŜƴǘ ŀŎǘƛǾƛǎǘǎ ŘƻƴΩǘ ǳǎǳŀƭƭȅ ǎǇŜŀƪ ǘƻΣ ǎǳŎƘ ŀǎ 

students from different campuses, religious leaders, labor unions, non-governmental agencies, and 

                                                 
1
 For a history of the USAS moment see Liza Featherstone, Students Against Sweatshops: The Making of a Movement (New York: Verso, 

2002).  
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professional organizations?  How does argument require innovative access to resources, like media 

outlets, online networking, funding of printing, and balancing time with the everyday demands of 

studies, work, and family?  To even pose, let alone to answer, these questions embarks on a journey of 

ǇƻǎǎƛōƛƭƛǘȅΣ ǿƘŜǊŜ ǎǘǳŘŜƴǘǎΩ ƛŘŜƴǘƛǘƛŜǎ ŀǊŜ ƴƻǘ ƳŜǊŜƭȅ ƳŜƳōŜǊǎ ƻŦ ǘƘŜ Ǝƭƻōŀƭ ǾƛƭƭŀƎŜΣ ōǳǘ ŀŎǘƛǾŜ ŀƎŜƴǘǎτ

and writersτable to critically resist and change its commonly ignored cynical and mendacious 

operations.  

 Of course, first-year writing courses do not create identities, but they could nevertheless be 

much better in offering spaces promoting two goals of global literacy and citizenship: first, to read the 

institutional texts that actively define Empire and its marketplace; and second, to understand that no 

meaningful social action ever occurs without critique.  I can anecdotally attest to the number my 

colleagues at my university and beyond who have constructed fine composition classes completing the 

first objective by effectively developing skills for reading and responding to the problems of 

globalization (immigration, poverty, terrorism, global warming, technological literacy, etc.). These 

courses, which structurally follow the design of most composition readers, serve a crucial role in both 

raising a more sophisticated awareness of the scope of these issues, and at their best provide 

opportunities for students to conduct independent research on the impact of global issues on local 

communities, including their own. For example, one course created the opportunity for students to 

interview a local manufacturer to learn about the labor its subcontracted labor in China, the source of 

its raw materials, and the process of its waste disposal. In another class, a student learning about 

genetically modified crops pursued research on corporate multinational agri-giant Cargill when he 

recognized its logo pasted to the window of the animal feed store in his rural (and quite Amish) 

hometown. Other projects have included beginning with a commodity, such as a tomato, sweatshirt, 

cell phone, or automobile to critically trace its global processes of production, distribution, and 

consumption. Equipped with the tools of global inquiry, students ideally move beyond seeing the 

images or products of the marketplace as merely powerful monoliths, but as the end results of a series 

of deliberately constructed policies, practices, and assumptions.  

 As important as these skills are, they do little to consider models of democratic citizenship that 

transform smart investigation into critique and action. Lƴ ǘƘŜ ŦŀŎŜ ƻŦ ǘƘŜ ƳŀǊƪŜǘǇƭŀŎŜΩǎ Ǝƭƻōŀƭ ŜƴƻǊƳƛǘȅΣ 

ǿƘŜƴ ǎǘǳŘŜƴǘǎ ŀǘ ƭŀǎǘ Ǝŀƛƴ ŀ ŦǳƭƭŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 9ƳǇƛǊŜΩǎ ǇǊƻōƭŜƳǎΣ ǘƘŜȅ ŀǊŜ ŦǊŜǉǳŜƴǘƭȅ ŀǊŜ ƭŜŦǘ ǿƛǘƘ 
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despair when asked to consider the alternatives. As Rachel Riedner and Kevin Mahoney have recently 

argued in their incisive and timely book Democracies to Come, while students can rationally 

comprehend massive and often frightening global inequities, they feel powerless, unimaginative, and 

frequently isolŀǘŜŘ ǿƘŜƴ ǘƘŜƛǊ ŘƛǎŎƻǾŜǊȅ ǊŜƳŀƛƴǎ Řƛǎǘŀƴǘ ŦǊƻƳ ǇǳōƭƛŎ ŘƛǎŎǳǊǎƛǾŜ ŜȄŎƘŀƴƎŜǎΦ άώ¢ϐƘŜ 

communicative networks that would promote solidarity, creativity, and connection, are substituted by 

deliberation with the disembodied discourses of neoliberalism masked as private, self-ǉǳŜǎǘƛƻƴƛƴƎέ 

(80). As the authors note, this despair is a longing for community rather than just more research, more 

textual analysis or more classroom discussion. These certainly remain important, but I argue that 

writing classrooms can better engage actually existing present or historical examples of collective 

possibility and action, where rhetorical skills are viewed as fundamental to democratic citizenship.  

 What if, for instance, a writing course were to foreground global social movements rather than 

άǇǊƻōƭŜƳǎέ ŀǎ ǿŀȅ ƴƻǘ ƻƴƭȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜǎŜ ǇǊƻōƭŜƳǎΣ ōǳǘ ŀƭǎƻ ǘƻ ƛƴǾŜǎǘƛƎŀǘŜ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ 

ǊƘŜǘƻǊƛŎŀƭ ŀƴŘ ǇƻƭƛǘƛŎŀƭ ŀŎǘƛƻƴ ǘƻ ǎǳŎƘ άŎƻƳƳƻƴ ǎŜƴǎŜέ ƛƴǎǘƛǘǳǘƛƻƴǎ ŀǎ ǘƘŜ ƳŀǊƪŜǘǇƭŀŎŜΣ ŜŘǳŎŀǘƛƻƴΣ ŀƴŘ 

government?   Indeed, the separation ƻŦ άƛǎǎǳŜǎέ ŦǊƻƳ ǇƻƭƛǘƛŎŀƭ ǊŜǎǇƻƴǎŜǎ ƛǎ ŀƴ ŀǊǘƛŦƛŎƛŀƭ ƻƴŜ ǘƘŀǘ 

dangerously presumes historical phenomena appear independently of the social lives of people who 

daily negotiate, resist, suppress and promote their instantiation. While teaching social movements is no 

panacea, it views identities of citizenship a starting point rather than as an afterthought, or latecomers 

to the game as some textbooks on globalization have it. Even further it provides identificatory 

possibilities for students open to seeing thŜƳǎŜƭǾŜǎ ǿƛǘƘƛƴ ǘƘŜ ŦǊŀƳŜǿƻǊƪ ƻŦ άǎƻƭǳǘƛƻƴǎΣέ ǊŀǘƘŜǊ ǘƘŀƴ ŀǎ 

powerless subjects to broad-ǊŜŀŎƘƛƴƎ άǇǊƻōƭŜƳǎΦέ  !ǎ wƛŜŘƴŜǊ ŀƴŘ aŀƘƻƴŜȅ ǎǳƎƎŜǎǘΣ ά¢ƘŜ ŘŜǎƛǊŜ ŦƻǊ 

community and for happiness may be momentarily and repeatedly deferred by despair, but it is not 

contained. Relations of solidarity produced by social movements offer a space to respond to that 

ŘŜǎƛǊŜέ όулύ. To return to USAS, the movement has proven to be such a fertile example for classes on 

globalization exactly because students who study its strategies and successes are often able to identify, 

if not feel solidarity, with the outrage, anger, and frustration articulated by activists who likely share 

their social position as college students. This is not at all to say that college students can only identify 

with others like them, but that they their intellectual as well as affective responses become connected 

to discourses of possibility, hope, and are shared by a variety of communities on the move.  

 The teaching of movements introduces models of global citizenship outside of the marketplace, 
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not as idealism, or a hypothesis that our students are so well trained to dismiss, but as a reality through 

which identity is defined and redefined through its links to democratic forms of culture and 

globalization, oǊ ǿƘŀǘ CǊŜƛǊŜ ŎŀƭƭŜŘ ǘƘŜ ŜŘǳŎŀǘƛƻƴŀƭ άǇǊƻŎŜǎǎ ƻŦ ƘǳƳŀƴƛȊŀǘƛƻƴέ ŀƴŘ ŀ ŎǳǊǊƛŎǳƭǳƳ 

ŜƴŎƻǳǊŀƎƛƴƎ άǘƘŜ ŀŎǘƛƻƴ ŀƴŘ ǊŜŦƭŜŎǘƛƻƴ ƻŦ ƳŜƴ ώǎƛŎϐ ǳǇƻƴ ǘƘŜƛǊ ǿƻǊƭŘ ƛƴ ƻǊŘŜǊ ǘƻ ǘǊŀƴǎŦƻǊƳ ƛǘέ όртύΦ 

Identity still holds analytical and rhetorical potential as a placeholder for understanding the way we are 

shaped by and participate in, the world. Yet, so far, the prevailing constructions of difference and 

identity have described the winners in the process of the globalized market logic. As writers and writing 

teachers we still must explore the boundary crossing of identity, but in ways that acknowledges its 

relationship to the global relations of power and the seemingly entrenched reality of marketed 

difference. We cannot allow identity to remain the domain of civic paralysis, disengagement, and 

Francis Fukuyama-ŜǎǉǳŜ ŀǘǘƛǘǳŘŜǎ ƻŦ ƎƭƻōŀƭƛȊŀǘƛƻƴΩǎ ŜƴŘ ƻŦ ƘƛǎǘƻǊȅ. To learn and to write is to 

coordinate action; the challenge is to suggest that when considering globalization, we certainly have 

more than one option.  
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hǳǘ ƻŦ .ƻǳƴŘǎΣ ƛƴ wŜǾŜǊǎŜΥ aŜƭǾƛƭƭŜΩǎ Redburn and the Painful Knowledge of the  

Atlantic Rim 

Jeffrey Hotz, East Stroudsburg University of Pennsylvania 

  

 bŜŀǊ ǘƘŜ ƳƛŘŘƭŜ ƻŦ IŜǊƳŀƴ aŜƭǾƛƭƭŜΩǎ ŦƻǳǊǘƘ ƴƻǾŜƭΣ Redburn: His First Voyage. Being the Sailor-Boy 

Confessions of the Son-Of-A-Gentleman, in the Merchant Service  (1849), the young narrator 

²ŜƭƭƛƴƎōƻǊƻǳƎƘ wŜŘōǳǊƴΣ ŀ άƎǊŜŜƴέ ǎŀƛƭƻǊ ƻƴ Ƙƛǎ ŦƛǊǎǘ ǾƻȅŀƎŜΣ ŘǊŀǿǎ ŀƴ ŀƴŀƭƻƎȅ ōŜǘǿŜŜƴ ƳŀǎǘŜǊƛƴƎ ǘƘŜ 

sundry skills of a sailor and the epistemological problem of arriving at true knowledge. Redburn 

ŎƻƳƳŜƴǘǎ ǇŀǊŀŘƻȄƛŎŀƭƭȅΣ άƘŜ ώǘƘŜ ǎŀƛƭƻǊϐ Ƴǳǎǘ ōŜ ŀ ǎƻǊǘ ƻŦ WŀŎƪ ƻŦ ŀƭƭ ǘǊŀŘŜǎΣ ƛƴ ƻǊŘŜǊ ǘƻ ƳŀǎǘŜǊ Ƙƛǎ ƻǿƴ 

[trade]. And this, perhaps, in a greater or lesser degree, is pretty much the case with all things else; for 

ȅƻǳ ƪƴƻǿ ƴƻǘƘƛƴƎ ǘƛƭƭ ȅƻǳ ƪƴƻǿ ŀƭƭΤ ǿƘƛŎƘ ƛǎ ǘƘŜ ǊŜŀǎƻƴ ǿŜ ƴŜǾŜǊ ƪƴƻǿ ŀƴȅ ǘƘƛƴƎέ όмунύ. Unlike the 

exotic travel-adventures in the Polynesian Islands and Tahiti in his first two books, Typee (1846) and 

Omoo (1847), MŜƭǾƛƭƭŜΩǎ Redburn ƛǎ ƻƴ ǘƘŜ ǎǳǊŦŀŎŜ ŀ ǎƛƳǇƭŜ ǎŜŀƳŀƴΩǎ ȅŀǊƴ ƻŦ ŀ ǾƻȅŀƎŜ ŦǊƻƳ bŜǿ ¸ƻǊƪ ǘƻ 

Great Britain, and back. Much like today, in the nineteenth-century, a trip to England would have been 

one of the more common international travel experiences for an American. wŜŘōǳǊƴΩǎ ǾƻȅŀƎŜ ǘƻ 

Liverpool, England, however, and his subsequent wanderings in Liverpool and London have deeper 

philosophical underpinnings. These journeys involve a shedding of prior knowledge and the recognition 

that all cannot be known: the impossibility of knowledge. As an example of the problem of knowledge, 

the two books that Redburn carries with him to assist him in his travelsτ!ŘŀƳ {ƳƛǘƘΩǎ  An Inquiry into 

the Nature and Causes of the Wealth of Nations  όмттсύ ŀƴŘ Ƙƛǎ ŦŀǘƘŜǊΩǎ ƻƭŘ ƎǳƛŘŜōƻok of Liverpool, The 

Picture of LiverpoolΣ ǿƘƛŎƘ wŜŘōǳǊƴ ŘǳōǎΣ άhƭŘ aƻǊƻŎŎƻέτlead only to further bafflement.  

 During two transatlantic voyagesτfrom New York to Liverpool, and then on his return, from 

Liverpool back to New YorkτRedburn strives for knowledge amidst the multifaceted transactions of the 

Atlantic Rim. Disoriented, Redburn discovers that capitalism fails, paternal guidance is irrelevant, and 

cruelty is too frequently the norm. Disillusioned by the suffering he sees everywhere, Redburn asks, 

ά!Ƙ!  What are our creeds and how do we hope to be saved?  Tell me, oh Bible, that story of Lazarus 

ŀƎŀƛƴΣ ǘƘŀǘ L Ƴŀȅ ŦƛƴŘ ŎƻƳŦƻǊǘ ƛƴ Ƴȅ ƘŜŀǊǘ ŦƻǊ ǘƘŜ ǇƻƻǊ ŀƴŘ ŦƻǊƭƻǊƴέ όнртύ. The answer that he arrives at 

is similar to the findings expressed by the author of the Old Testament Book Ecclesiastes: the only truth 

is human suffering, an experience Melville knew personally both as a sailor and an author.  
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 More concretely, Melville crafts his autobiographical experiences in a travel novel that advances 

numerous deconstructions of social and political systemsτwhile depicting actual experiences of 

sufferingτǘƘŀǘ ŀǊŜ άƻǳǘ ƻŦ ōƻǳƴŘǎΣέ ƻƴƭȅ ƳŀŘŜ ǇŀƭŀǘŀōƭŜ ōȅ Ƙƛǎ ƴŀƠǾŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ ōǳƳōƭƛƴƎ 

ǘǊŀƴǎŀǘƭŀƴǘƛŎ ǇŀǎǎŀƎŜǎ ŦǊƻƳ άbŜǿ ²ƻǊƭŘέ ǘƻ άhƭŘ ²ƻǊƭŘΣέ ŀƴŘ ōŀŎƪ. Redburn describes his longing for 

ǘǊŀǾŜƭ ŀǎ ŀ ŘŜǎƛǊŜ ǘƻ ŜȄǇŜǊƛŜƴŎŜ άŦƛƴŜ ƻƭŘ ƭŀƴŘǎΣ Ŧǳƭƭ ƻŦ Ƴƻǎǎȅ ŎŀǘƘŜŘǊŀƭǎέ όпрύΣ ǘƻ ǊŜ-ƭƛǾŜ Ƙƛǎ ŦŀǘƘŜǊΩǎ 

stories of Old Europe. IƻǿŜǾŜǊΣ ōŜŦƻǊŜ ŜǾŜƴ ƭŜŀǾƛƴƎ bŜǿ ¸ƻǊƪ ƘŀǊōƻǊΣ ƘŜ ŀƭǊŜŀŘȅ ŦŜŜƭǎ ǎǳƛŎƛŘŀƭΥ ά!ƴŘ 

then, I thought of lying down at the bottom of the sea, stark alone, with the great waves rolling over 

ƳŜΣ ŀƴŘ ƴƻ ƻƴŜ ƛƴ ǘƘŜ ǿƛŘŜ ǿƻǊƭŘ ƪƴƻǿƛƴƎ L ǿŀǎ ǘƘŜǊŜέ όтфύΦ Lƴ wŜŘōǳǊƴΩǎ ŎƻƴŦŜǎǎƛƻƴǎ ƻŦ ŀƭƛŜƴŀǘŜŘ 

youth and suicide ideation, Melville presents a problematic picture of the spaces of a complex 

intercontinental trade. Aboard the merchant ship Highlander on which Redburn serves and in the 

commercial centers of New York, Liverpool, and London, Melville introduces the reader to a larger 

world where money is the final arbiter of both social status and an ƛƴŘƛǾƛŘǳŀƭΩǎ ƻǿƴ ǎŜƴǎŜ ƻŦ ǎŜƭŦ-worth. 

¢ƘǊƻǳƎƘ wŜŘōǳǊƴΩǎ ǇŀƛƴŦǳƭ ƛƴƛǘƛŀǘƛƻƴ ƛƴǘƻ ǘƘŜ ǎŀƛƭƻǊΩǎ ǿƻǊƭŘΣ aŜƭǾƛƭƭŜ ŀŘǾŀƴŎŜǎ ŀƴ ŜŀǊƭȅ ǎǘǳŘȅ ŀƴŘ 

critique of globalization and transatlantic capitalism with its roots in the slave trade, a system that 

depended on the labor and the exploitation of many. 

 wƻōƛƴ [ŀǿ ŀƴŘ YǊƛǎǘƛƴ aŀƴƴ ƛƴ ǘƘŜƛǊ ŀǊǘƛŎƭŜ ά²Ŝǎǘ !ŦǊƛŎŀ ƛƴ ǘƘŜ !ǘƭŀƴǘƛŎ /ƻƳƳǳƴƛǘȅΥ ¢ƘŜ /ŀǎŜ ƻŦ 

ǘƘŜ {ƭŀǾŜ /ƻŀǎǘέ ŘŜǎŎǊƛōŜ ǘƘŜ ƭŀǊƎŜ !ǘƭŀƴǘƛŎ ŎƻƳƳǳƴƛǘȅ ƛƴ ǘŜǊƳǎ ƻŦ ŀ ǿƘƻƭŜ ǊŀƴƎŜ ƻŦ άǘǊŀƴǎŀǘƭŀƴǘƛŎ ǎƻŎƛŀƭ 

aƴŘ ŎǳƭǘǳǊŀƭ ŎƻƴƴŜŎǘƛƻƴǎέ ǘƘŀǘ ǿŜǊŜ ƎŜƴŜǊŀǘŜŘ ōȅ άŎƻƳƳŜǊŎƛŀƭ ƭƛƴƪǎ ŜǎǘŀōƭƛǎƘŜŘ ōȅ ǘƘŜ ǎƭŀǾŜ ǘǊŀŘŜ 

ŀƳƻƴƎ ǇƻǊǘǎ ƛƴ ²Ŝǎǘ !ŦǊƛŎŀΣ !ƳŜǊƛŎŀΣ ŀƴŘ 9ǳǊƻǇŜέ όолтύ. The Atlantic Rim encompasses the coasts of 

Europe, Africa, North America, South America, and the Caribbean, as well as the trade routes leading to 

the Pacific. .ŜǊƴŀǊŘ .ŀƛƭȅƴΩǎ ǊŜŎŜƴǘ ǿƻǊƪ Atlantic History: Concepts and Contours (2005) offers a useful 

ŦǊŀƳŜǿƻǊƪ ǘƻ ǳƴŘŜǊǎǘŀƴŘ !ǘƭŀƴǘƛŎ ƘƛǎǘƻǊȅ ŀƴŘ ǘƻ ŀǇǇǊŜŎƛŀǘŜ aŜƭǾƛƭƭŜΩǎ ƻǿƴ ƛƴŎƘƻŀǘŜ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘƛǎ 

region, expressed through the experiences of the character Wellingborough Redburn. Bailyn describes 

the origins of Atlantic history in terms of the interaction of cultures in Europe, the Western hemisphere, 

ŀƴŘ ²Ŝǎǘ !ŦǊƛŎŀ ǘƘŀǘ ƘŜƭǇŜŘ ŦƻǊƳ άŀ ŘƛǎǘƛƴŎǘƛǾŜ ǊŜƎƛƻƴŀƭ ŜƴǘƛǘȅΣ ōŜŀǊƛƴƎ ǘƘŜ ƛƴŘŜƭƛōƭŜ ƛƳǇǊƛnts of the 

settlement eraτviolent instability, cultural conflict and alienation, racism, and brutal economic 

ŘȅƴŀƳƛǎƳέ όмммύ. aŜƭǾƛƭƭŜΩǎ ƴŀǊǊŀǘƛǾŜ Redburn dramatizes these encounters at the microcosmic level, 

through the perception of the autobiographically based protagonist. 

 ¢ƘŜ ǇǳōƭƛǎƘŜŘ ǇǊƻŎŜŜŘƛƴƎǎ ƻŦ ǘƘŜ мффт άaŜƭǾƛƭƭŜ Ψ!ƳƻƴƎ ǘƘŜ bŀǘƛƻƴǎΩ /ƻƴŦŜǊŜƴŎŜέ ŜȄŀƳƛƴŜ 

http://en.wikipedia.org/wiki/Europe
http://en.wikipedia.org/wiki/Africa
http://en.wikipedia.org/wiki/North_America
http://en.wikipedia.org/wiki/South_America
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aŜƭǾƛƭƭŜΩǎ ŎƻƴǎƛǎǘŜƴǘ ƛƴǘŜǊƴŀǘƛƻƴŀƭƛǎƳ ŀƴŘ Ƙƛǎ ƛƴǘŜǊŜǎǘ ƛƴ ŎǳƭǘǳǊŀƭ ŎƻƴǘŀŎǘΦ /ƘǊƛǎ {ǘŜƴΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ ǎŜŜǎ 

aŜƭǾƛƭƭŜΩǎ ǎǘŀƴŎŜ ǘƻǿŀǊŘ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ²ŜǎǘŜǊƴ ŎƻƭƻƴƛŀƭƛǎƳ ŀǎ ŀ ŦƻǊƳ ƻŦ άŎƻǎƳƻǇƻƭƛǘŀƴƛǎƳέ ǘƘŀǘ 

recognizes the complexities of a global society, which Melville experienced personally and deeply. 

!ŎŎƻǊŘƛƴƎ ǘƻ {ǘŜƴΣ άŎƻǎƳƻǇƻƭƛǘŀƴƛǎƳ ƘŀŘ ōŜŎƻƳŜ ŀ ŘŜŦƛƴƛƴƎ ŀŎǘƛǾƛǘȅ ƻŦ ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴ ƻŦ aŜƭǾƛƭƭŜΣ ƛn 

ǇƻƭƛǘƛŎǎ ŀƴŘ ŀǊǘΣ ƻƴŜ ǊŜǉǳƛǊƛƴƎ ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ǎŜŜ ŀƴŘ ŦŜŜƭ ƻǘƘŜǊ ǇŜƻǇƭŜέ όптύ. Redburn can be included 

ŀǎ ǇŀǊǘ ƻŦ aŜƭǾƛƭƭŜΩǎ ƻǿƴ ŀǊǘƛǎǘƛŎ ŀƴŘ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǇǊƻŎŜǎǎ ǘƻǿŀǊŘ ŀ ƭŀǊƎŜǊ Ǝƭƻōŀƭ ǿƻǊƭŘǾƛŜǿΣ ǘƻ ŜȄŀƳƛƴŜ 

Ǝƭƻōŀƭ ǎƻŎƛŀƭ ƛƴŜǉǳƛǘƛŜǎΦ aŜƭǾƛƭƭŜΩǎ ŘŜǘŀŎƘed authorial voice in the textτthe voice of an older man 

reviewing the actions of a younger selfτƛƳōǳŜǎ wŜŘōǳǊƴΩǎ ōŜǿƛƭŘŜǊƳŜƴǘ ǿƛǘƘ ǘƘŜ ŘŜǇǘƘ ƻŦ ŀ ǇŜǊǎƻƴ 

searching for answers and knowledge. Redburn himself, as the first-person narrator, never directly 

issǳŜǎ ǘƘŜ ƴŀǊǊŀǘƛǾŜΩǎ ŎǊƛǘƛǉǳŜ ƻŦ Ǝƭƻōŀƭ ŎŀǇƛǘŀƭƛǎƳ ǎƛƴŎŜ ǘƘƛǎ ƛǎ ŀ ǾƻŎŀōǳƭŀǊȅ ǘƘŜ ƴŀǊǊŀǘƻǊ ƭŀŎƪǎ. Yet, the 

ǿƻǊƪ ƛǘǎŜƭŦ ƻŦŦŜǊǎ ǘƘƛǎ ŎǊƛǘƛǉǳŜ ōƻƭŘƭȅ ƛƴ ǘƘŜ ŀǊŎ ƻŦ ǘƘŜ ŀŎǘƛƻƴ ŀƴŘ ƛƴ wŜŘōǳǊƴΩǎ ƻǿƴ ƘŀƭǘƛƴƎ ƛƴǘƛƳŀǘƛƻƴǎ ƻŦ 

the larger injustices that he is just discovering. For example, when Redburn comments, upon beholding 

ǘƘŜ ǎŜŜƳƛƴƎƭȅ ƛƴŦƛƴƛǘŜ ǇƛŜŎŜǎ ƻŦ ǘƘŜ ǎƘƛǇΩǎ ǊƛƎƎƛƴƎΣ άLǘ ƛǎ ǊŜŀƭƭȅ ǿƻƴŘŜǊŦǳƭ Ƙƻǿ Ƴŀƴȅ ƴŀƳŜǎ ǘƘŜǊŜ ŀǊŜ ƛƴ 

ǘƘŜ ǿƻǊƭŘΣέ ǘƘŜ ǊŜŀŘŜǊ ƛǎ ǊŜƳƛƴŘŜŘ ƻŦ aŜƭǾƛƭƭŜΩǎ ƭŀǊƎŜǊΣ ȅŜǘ ƛƴŎƻƳǇƭŜǘŜ ŀǎǇƛǊŀǘƛƻƴΥ ǘƻ ƴŀƳe, in his 

ǘǊŀǾŜƭǎΣ ǘƘŜ ŎƻƳǇƭŜȄƛǘƛŜǎ ƻŦ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŎƻƳƳŜǊŎŜΣ ŀƴŘ ŀǘ ƭŀǎǘΣ άǘƻ ƪƴƻǿ ŀƭƭΣέ ǿƛǘƘ ŀ ŎƻǎƳƻǇƻƭƛǘŀƴ 

openness: a worthy yet impossible goal. The effort of naming includes seeing the painful day-to-day 

realities of the ship as merely the opening litany of larger social problems that the maritime economy 

both perpetuates and mirrors. tƻǾŜǊǘȅ ŘǊƛǾŜǎ ƳŜƴ ǘƻ ǎŜŀ ōŜŦƻǊŜ άǘƘŜ ƳŀǎǘΣέ ŀƴŘ ȅŜǘ ǘƘŜ ǇǊƻŦƛǘǎ ƻŦ ǘƘŜ 

ǎŜŀƳŀƴΩǎ ƻǿƴ ƭŀōƻǊτwŜŘōǳǊƴΩǎ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ǎŀƛƭƻǊǎΩ ŀƛƳ ƛƴ ōƻŀǊŘƛƴƎτaccrue disproportionately to 

large and absent investor interests. The common sailor is unable to prepare for such voyages, as he and 

his crewmates become leveled with the goods that they transport: the maritime economy renders the 

human body of the sailor as a commodity itself, another parcel of trade. The travel narrative describes 

persons and bodies damaged beyond repair in a capitalist system of trade. Redburn focuses on the 

problem of evil as a constant of human nature and suggests that the social system of capitalism, of 

which the Atlantic Rim is an outgrowth, is a system tailored to, and driven by, the coarsest of human 

wants and needs.  

***  

 To understand Redburn, it is important to note the strictures under which Melville wrote the 

book. After the dismissive reviews and commercial failure of Mardi, Melville quickly wrote Redburn and 
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White-Jacket in a total of four months to regain his reputation and earn money (Tanner xiii). Edwin 

Haviland Miller concludes that Melville, under financiŀƭ ŘǳǊŜǎǎΣ άǿǊƻǘŜ ƻǳǘ ƻŦ necessity with little 

ǎŀǘƛǎŦŀŎǘƛƻƴ ƛƴ ǿƘŀǘ ƘŜ ǿŀǎ ŘƻƛƴƎέ όмрмύ. In an October 6, 1849, letter to his father-in-law Lemuel Shaw, 

aŜƭǾƛƭƭŜ ǊŜŦŜǊǎ ǘƻ ōƻǘƘ ǿƻǊƪǎ ŀǎ άǘǿƻ jobs, which I have done for moneyτbeing forced to it, as other 

ƳŜƴ ŀǎ ǘƻ ǎŀǿƛƴƎ ǿƻƻŘέ όIƻǊǘƘ моуΤ ǉǘŘΦ ƛƴ ¢ŀƴƴŜǊύΦ ¸Ŝǘ ǘȅǇƛŎŀƭ ƻŦ aŜƭǾƛƭƭŜΩǎ ǿǊƛǘƛƴƎ ƛǎ ǘƘŜ ǳƴŘŜǊƭȅƛƴƎ 

irony of Redburn: while a work primarily written to make moneyτάŀ Ƨƻōέτit attacks the capitalist 

marketplace that made writing such a work a necessity. An immediate autobiographical convergence 

between the youthful Wellingborough Redburn and Herman Melville, the author, can be seen in the 

ǇǊƻǘŀƎƻƴƛǎǘ ŀƴŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǎƘŀǊŜŘ ǎŜƴǎŜ ƻŦ ŦƛƴŀƴŎƛŀƭ ŘŜǎǇŜǊŀǘƛƻƴ. Redburn opens with a recounting of 

temptingly written advertisements in New York newspapers for places on board ship, what Redburns 

ǊŜŎŀƭƭǎ ŀǎ άǘƘŜ ƭƻƴƎ ŎƻƭǳƳƴǎ ƻŦ ǎƘƛǇ ŀŘǾŜǊǘƛǎŜƳŜƴǘǎΣ ŀƭƭ ƻŦ ǿƘƛŎƘ ǇƻǎǎŜǎǎŜŘ ŀ ǎǘǊŀƴƎŜΣ ǊƻƳŀƴǘƛŎ ŎƘŀǊƳέ 

(43). By opening his novel with the falsely glowing classified ads for sailors that might tempt a young 

man like Redburn, Melville suggests perhaps his own suspicions about the quality of Redburn itself, as a 

work conceived and written for the marketplace: a work designed to sell. wŜŘōǳǊƴΩǎ ƛƴƛǘƛŀǘƛƻƴ ƛƴǘƻ ǘƘŜ 

!ǘƭŀƴǘƛŎ wƛƳ ŎƻǊǊŜǎǇƻƴŘǎ ǘƘŜƴ ǘƻ aŜƭǾƛƭƭŜΩǎ ǊŜ-initiation into the market-demands that he thought he 

had escaped with his early successes with Typee and Omoo. Hugh W. Hetherington aptly describes 

aŜƭǾƛƭƭŜΩǎ ƳƻǘƛǾŜǎ ŦƻǊ ǿǊƛǘƛƴƎ RedburnΥ άIŀǾƛƴƎ ŦƻǳƴŘ ŀƴȅǘƘƛƴƎ ōǳǘ ǊŜƳǳƴŜǊŀǘƛǾŜ ǘƘŜ Ǿŀǎǘ ŜȄǇŜǊƛƳŜƴǘ ƻŦ 

offering his public a voyage frankly fantastic [i.e., Mardi], the now impecunious young author made, 

ǿƛǘƘ ŀ ǾƻȅŀƎŜ ǇŀǘŜƴǘƭȅ ǊŜŀƭΣ ŀ ŎŀƴŘƛŘƭȅ ŀŘƳƛǘǘŜŘ ōƛŘ ŦƻǊ ōŀǎŜ ǎƘƛƭƭƛƴƎǎ ŀƴŘ ŘƻƭƭŀǊǎέ όморύΦ ¢ƘŜ 

advertisements at the beginning of the novel bare an ironic parallel to those that would have 

ŀŎŎƻƳǇŀƴƛŜŘ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ aŜƭǾƛƭƭŜΩǎ ƴƻǾŜƭ ƛǘǎŜƭŦΦ 

   At the beginning of the novel, the ineptitude of Wellingborough Redburn, re-named as the 

ŘƛƳƛƴǳǘƛǾŜ ά.ǳǘǘƻƴǎέ όтоύ ōȅ ǘƘŜ ŎǊŜǿΣ ǊŜŦƭŜŎǘǎ ƻƴ ǘƘŜ ƭŀǊƎŜƴŜǎǎ ƻŦ ǘƘŜ !ǘƭŀƴǘƛŎ ǿƻǊƭŘ ƘŜ Ŝƴters and his 

own comparative insignificance in this world. wŜŘōǳǊƴΩǎ ƴŀƛǾŜǘŞ ǊŜƎƛǎǘŜǊǎ ǘƘŜ ŀǊōƛǘǊŀǊƛƴŜǎǎ ƻŦ ŀƴ !ǘƭŀƴǘƛŎ 

world governed primarily by capital, and not the shared, nurturing sense of humanity that Redburn 

expects.  aŜƭǾƛƭƭŜΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ wedburn as a naïve character who is startlingly unprepared for the 

travails of the voyage demands at the outset that the reader begin to question the nature of the social 

arrangements of the Atlantic Rim economy itself, which stands steadfastly and seemingly unfairly 

against the earnest, unassuming Redburn throughout the book.  
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 wŜŘōǳǊƴΩǎ ŘƛŦŦƛŎǳƭǘƛŜǎ ŀǊŜ ŜǾƛŘŜƴǘ ŀǘ ǘƘŜ ǾŜǊȅ ōŜƎƛƴƴƛƴƎ ƻŦ Ƙƛǎ ƧƻǳǊƴŜȅ ǿƘƛƭŜ ŀōƻŀǊŘ ŀ IǳŘǎƻƴ wƛǾŜǊ 

packet boat bound for New York City. Because Redburn is unable to pay his full fare and is 

ƛƴŀǇǇǊƻǇǊƛŀǘŜƭȅ ŘǊŜǎǎŜŘ ƛƴ ŀ ƎŜƴǘƭŜƳŀƴΩǎ ǎƘƻƻǘƛƴƎ ƧŀŎƪŜǘΣ Ƴŀƴȅ ǇŀǎǎŜƴƎŜǊǎ ǎǘŀǊŜ ŀǘ ƘƛƳ. Declaring that 

ƘŜ άŎƻǳƭŘ ǎǘŀƴŘ ƛǘ ƴƻ ƳƻǊŜΣέ wŜŘōǳǊƴ ǎǳŘŘŜƴƭȅ ōǊŀƴŘƛǎƘŜǎ ŀƴŘ Ǉƻƛƴǘǎ Ƙƛǎ ŦƻǿƭƛƴƎ ǇƛŜŎŜ ŀǘ ŀ ƘŜŀǾȅ-set 

ƎŀǿƪƛƴƎ ƳŀƴΣ ǎƻ ǘƘŀǘ ǘƘŜ ƳŀƴΩǎ ƭŀǊƎŜ ōƻŘȅ ƛǎ ƘŜƭŘ άǇƻƛƴǘ ōƭŀƴƪΣ Ŧǳƭƭ ƛƴ ǘƘŜ ƭŜŦǘ ŜȅŜέ όрсύ. Although 

wŜŘōǳǊƴ ŀŘƳƛǘǎ ǘƻ ōŜƛƴƎ άƘŜŀǊǘƛƭȅ ŀǎƘŀƳŜŘ ƻŦ ƘƛƳǎŜƭŦέ ŦƻǊ ǘƘƛǎ ǾƛƻƭŜƴǘ ƻǳǘōǳǊǎǘΣ ǘƘŜ ƛƴŎƛŘŜƴǘ ŀǊƛǎŜǎ 

from the alienating situation of his own poverty and his absence of guile. Importantly, the cause and 

ǎǳōǎŜǉǳŜƴǘ ƻōƧŜŎǘ ƻŦ wŜŘōǳǊƴΩǎ ƳŜƴǘŀƭ ŀƴƎǳƛǎƘ ŀǊŜ ōƻŘƛŜǎΥ Ƙƛǎ ƛƴŀǇǇǊƻǇǊƛŀǘŜƭȅ ŀǘǘƛǊŜŘ ōƻŘȅ ŀƴŘ ǘƘŜ 

body of the heavy set man in the sights of his gun. 

 WƻȅŎŜ !Φ wƻǿŜ ǎŜŜǎ wŜŘōǳǊƴΩǎ ŎƻƴŘƛǘƛƻƴ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ƴƻǾŜƭ ŀǎ ōŜƛƴƎ ŘŜŦƛƴŜŘ ōȅ ŀ άŎƛǊŎǳƭŀǊ 

ōƛƴŘέ ƻŦ ǇƻǿŜǊƭŜǎǎƴŜǎǎΥ άǘƘŜ ƳƻǊŜ ƘŜ ŦŜŜƭǎ ǘƘŀǘ ƘŜ ƛǎ ŀƴ ŜŎƻƴƻƳƛŎ ŀƴŘ ǎƻŎƛŀƭ όŀǎ ǿŜƭƭ ŀǎ Ŧƛƭƛŀƭύ ƻǊǇƘŀƴΣ 

the more his anger toward the patriarchy that has failed him must be suppressed in the name of 

ǎǳǊǾƛǾŀƭέ όоύ. While, no doubt, an apt characterization of his psychological make-up, this circular bind 

also defines his relationship to the larger corporate endeavor of nineteenth-century maritime 

commerce. The hierarchical structure of the ship itself possesses layers of control, which in Michel 

CƻǳŎŀǳƭǘΩǎ ǘŜǊƳǎ ǊŜǇǊŜǎŜƴǘǎ άŀƴ ŀǊŎƘƛǘŜŎǘǳǊŜ ǘƘŀǘ ǿƻǳƭŘ ƻǇŜǊŀǘŜ ǘƻ ǘǊŀƴǎŦƻǊƳ ƛƴŘƛǾƛŘǳŀƭǎ ώΧϐ ǘƻ ƳŀƪŜ ƛǘ 

ǇƻǎǎƛōƭŜ ǘƻ ƪƴƻǿ ǘƘŜƳΣ ǘƻ ŀƭǘŜǊ ǘƘŜƳέ όмфмύ. The system of control operates across global class and 

racial systems, which emanate outward and within Atlantic commerce, where human value is reified in 

terms of monetary transactions.  

 Redburn suffers deficiencies in both material resources and knowledge. Equipped with gifts from 

Ƙƛǎ ōǊƻǘƘŜǊ ŀƴŘ Ƙƛǎ ōǊƻǘƘŜǊΩǎ ŦǊƛŜƴŘ aǊΦ WƻƴŜǎΣ ǘƘŀǘ ƛƴŎƭǳŘŜ άŀ ǎƘƻƻǘƛƴƎ ƧŀŎƪŜǘΣέ άŀ ŦƻǿƭƛƴƎ ǇƛŜŎŜέ 

ǿƛǘƘƻǳǘ ǇƻǿŘŜǊΣ ŀƴŘ !ŘŀƳ {ƳƛǘƘΩǎ ǿƻǊƪ ǘƘŜ Wealth of Nations (1776), Redburn begins his life as a 

sailor profoundly unprepared. Furthermore, he lacks the financial resources that would enable him to 

transform his circumstances, what contemporary economisǘ ¢ƘƻƳŀǎ aΦ {ƘŀǇƛǊƻ ŎŀƭƭǎΣ άǘǊŀƴǎŦƻǊƳŀǘƛǾŜ 

assets"τthat is, wealth and gifts inherited from previous generations that enable individuals to enjoy 

opportunities bequeathed to them by previous generations but which they have not earned themselves 

through merit. ²ƛǘƘ ǘƘŜ ƭƻǎǎ ƻŦ ŦƻǊǘǳƴŜ ǊŜǎǳƭǘƛƴƎ ŦǊƻƳ Ƙƛǎ ŦŀǘƘŜǊΩǎ ǳƴǘƛƳŜƭȅ ŘŜŀǘƘΣ wŜŘōǳǊƴ ƴŀƛǾŜƭȅ 

ŎƘƻƻǎŜǎ ǘƘŜ ǎŀƛƭƻǊΩǎ ƭƛŦŜ ŀǎ ǘƘŜ ƳŜŀƴǎ ǘƻ ƻǾŜǊŎƻƳŜ ǇŜƴǳǊȅ. !ƭƭ ƻŦ wŜŘōǳǊƴΩǎ ƪƴƻǿƭŜŘƎŜΣ ǘƘŜ ǇǊƻŘǳŎǘ ƻŦ 

Ƙƛǎ ƎŜƴǘƭŜƳŀƴΩǎ ŜŘǳŎŀǘƛƻƴΣ ǊŜŦƭŜŎǘǎ ŀƴ ǳǇōǊƛƴƎƛƴƎ ŀǘ ƻŘŘǎ ǿƛǘƘ Ƙƛs changed circumstances. From his 
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ƛƴƛǘƛŀƭ ǘǊǳǎǘ ƛƴ aǊΦ WƻƴŜǎΩǎ ŀōƛƭƛǘȅ ǘƻ ǎŜŎǳǊŜ ƘƛƳ ŀ ƎƻƻŘ ōŜǊǘƘ ǘƻ Ƙƛǎ ƛƎƴƻǊŀƴŎŜ ƻŦ ǘƘŜ ŘǳǘƛŜǎ ŀƴŘ ǊƻƭŜǎ ƻƴ 

ōƻŀǊŘ ǘƘŜ ǎƘƛǇΣ wŜŘōǳǊƴ ƛǎ ƻǾŜǊƳŀǘŎƘŜŘ ōȅ ǘƘŜ !ǘƭŀƴǘƛŎ ǿƻǊƭŘΣ ǿƘƛŎƘ .ŀƛƭȅƴ ŘŜǎŎǊƛōŜǎ ŀǎ άŀ ǿƻǊƭŘ ƛƴ 

ƳƻǘƛƻƴΣέ ŀƴŘ άƳǳƭǘƛǘǳŘƛƴƻǳǎΣ ŜƳōǊŀŎƛƴƎ ǘƘŜ ǇŜƻǇƭŜ ŀƴŘ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ƻŦ ŦƻǳǊ ŎƻƴǘƛƴŜƴǘǎ ώΧϐέ όсмύ. 

LƴǎǘŜŀŘ ƻŦ ŜǾƻƪƛƴƎ ǎȅƳǇŀǘƘȅ ƛƴ ƻǘƘŜǊǎΣ Ƙƛǎ ƴŀƛǾŜǘŞ ƛƴŘǳŎŜǎ ƻǘƘŜǊǎΩ ŘƛǎŘŀƛƴΦ !ǎ ŀ ǊŜǎǳƭǘΣ wŜŘōǳǊƴ ŘŜŎƭŀǊŜǎ 

himself in anticipation of Moby DickΣ άŀ ǎƻǊǘ ƻŦ LǎƘƳŀŜƭ ƛƴ ǘƘŜ ǎƘƛǇΣ ǿƛǘƘƻǳǘ ǎƛƴƎƭŜ ŦǊƛŜƴŘ ƻǊ ŎƻƳǇŀƴƛƻƴέ 

ŀƴŘ ŀŘƳƛǘǎ ǘƘŀǘ ƘŜ ōŜƎƛƴǎ ǘƻ άŦŜŜƭ ǘƘŜ ƘŀǘǊŜŘ ƎǊƻǿƛƴƎ ǳǇ ƛƴ ƳŜ ŀƎŀƛƴǎǘ ǘƘŜ ǿƘƻƭŜ ŎǊŜǿέ όммпύ.  

 wŜŘōǳǊƴΩǎ ŜŀƎŜǊƴŜǎǎ ǘƻ ŜƴŎƻǳƴǘŜǊ ŦƻǊŜƛƎƴ ŎǳƭǘǳǊŜǎ ŜȄǇǊŜǎǎŜǎ ŀ ōƭŜƴŘ ƻŦ ƴŀƠǾŜ ǊƻƳŀƴǘƛŎƛǎƳ ŀƴŘ 

open-minded curiosity. When the Highlander ŘƻŎƪǎ ƛƴ [ƛǾŜǊǇƻƻƭΣ wŜŘōǳǊƴ ŜƴǘŜǊǎ ά¢ƘŜ .ŀƭǘƛƳƻǊŜ 

/ƭƛǇǇŜǊΣέ ŀ ǘŀǾŜǊƴ ǘƘŀǘ ŀŘǾŜǊǘƛǎŜǎ ǘƻ ŀ ƳƛȄŜŘ ŎƭƛŜƴǘŜƭŜ ƻŦ !ƳŜǊƛŎŀƴ ŀƴŘ .ǊƛǘƛǎƘ ǎŀƛƭƻǊǎΣ ōŜƴŜŀǘƘ ŀ ǎƛƎƴ 

ŘŜǇƛŎǘƛƴƎ άŀ .ǊƛǘƛǎƘ ¦ƴƛŎƻǊƴ ŀƴŘ ŀƴ !ƳŜǊƛŎŀƴ ŜŀƎƭŜΣ ƭȅƛƴƎ Řƻǿƴ ōȅ ŜŀŎƘ ƻǘƘŜǊέ όмфпύ. Redburn 

ǊƘŀǇǎƻŘƛȊŜǎ ŀōƻǳǘ ŦƻǊŜƛƎƴƴŜǎǎΥ άL ǊŜƳŀƛƴŜŘ ŀƭƻƴŜ ƛƴ ǘƘŜ ƭƛǘǘƭŜ ǊƻƻƳΣ ƳŜŘƛǘŀǘƛƴƎ ǇǊƻŦƻǳƴŘƭȅ ǳǇƻƴ ǘƘŜ 

fact, that I was now seated upon an English bench, under an English roof, in an English tavern, forming 

an integral part of the English empire. It was a staggering fact, but none the less trueέ ό196). This 

enthusiasm is, of course, undercut by the whole weight of his travel experience, to date, including his 

very first encounter with the English empire in New York before his departure, when he meets an 

English lad from Lancashire, who becomes his bunkmate on the Highlander.  Recognizing that the boy is 

άƴƻǘ !ƳŜǊƛŎŀƴΣέ wŜŘōǳǊƴ ŘŜǎŎǊƛōŜǎ ǘƘŜ ōƻȅΩǎ ƭŀƴƎǳŀƎŜ ǿƛǘƘ ǇǳȊȊƭŜƳŜƴǘ ŀǎ άŀ ŎǳǊƛƻǳǎ ƭŀƴƎǳŀƎŜ ώΧϐ ƘŀƭŦ 

English and half gibberish, that I knew not what to ƳŀƪŜ ƻŦ ƘƛƳέ όтлύΣ ōŜŦƻǊŜ ŀŘƳƛǘǘƛƴƎ ǘƘŀǘ ƘŜ ǿŀǎ άŀ 

ƭƛǘǘƭŜ ŀǎǘƻƴƛǎƘŜŘΣ ǿƘŜƴ ƘŜ ǘƻƭŘ ƳŜ ƘŜ ǿŀǎ ŀƴ 9ƴƎƭƛǎƘ ōƻȅέ όтлύ.  Throughout the narrative, Redburn has 

epiphanies where he realizes that British identity admits of great variety and defies easy categorization. 

In addition, Redburn encounters almost simultaneously the paradox that a diverse world is also 

ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ ǎŀƳŜƴŜǎǎΥ άL ōŜƎŀƴ ǘƻ ǘƘƛƴƪ ǘƘŀǘ ŀƭƭ ǘƘƛǎ ǘŀƭƪ ŀōƻǳǘ ǘǊŀǾŜƭ ǿŀǎ ŀ ƘǳƳōǳƎΤ ŀƴŘ ǘƘŀǘ ƘŜ 

who lives in a nutshell, lives in an epitome of the uƴƛǾŜǊǎŜέ όнтуύ. The circulation of images in magazines 

ŎƻƭƻǊǎ wŜŘōǳǊƴΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ǿƻǊƭŘ ƛƴ ŀ ƭŜǾŜƭƛƴƎ ǳƴƛŦƻǊƳƛǘȅ. For instance, in Liverpool, Redburn 

ƴƻǘƛŎŜǎ ŀ άaƻƻǊƛǎƘ !ǊŎƘέ ƴŜŀǊ ŀ ǊŀƛƭǊƻŀŘΣ ǿƘƛŎƘ ƘŜ ǎǿŜŀǊǎ ǘƘŀǘ ƘŜ Ƙŀǎ ǎŜŜƴ ōŜŦƻǊŜΤ ǿƘŜƴ ƘŜ ǊŜǘǳǊƴǎ to 

ǘƘŜ ¦Φ{Φ ƘŜ ǎŜŜǎ ǘƘƛǎ ǎŀƳŜ ƛƳŀƎŜ ƛƴ άŀƴ ƻƭŘ ƴǳƳōŜǊ ƻŦ tŜƴƴȅ ƳŀƎŀȊƛƴŜέ όнуоύ ǘƘŀǘ ƘŜ ƘŀŘ ŦƛǊǎǘ ǊŜŀŘ 

before taking his trip. Just as Redburn himself is neither unique nor special, at moments like these 

Redburn begins to believe that no place in the world is particularly different from any other. Yet, 

throughout the narrative he oscillates between unchecked enthusiasm for what he longs to see and 
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abject despair in what he typically finds. 

 The disjunction between his imagination of how the world should be and the reality of how things 

ŀǊŜ ŘŜŦƛƴŜǎ wŜŘōǳǊƴΩǎ ŜȄǇŜǊƛŜƴŎŜ ŀōƻŀǊŘ ǘƘŜ ǎƘƛǇ ŀƴŘ Ƙƛǎ ŜƴŎƻǳƴǘŜǊǎ ǿƛǘƘ ƻǘƘŜǊƴŜǎǎΦ ¢ƘŜ !ƳŜǊƛŎŀƴ 

ship, The HighlanderΣ ƛǎ ŎŀǇǘŀƛƴŜŘ ōȅ /ŀǇǘŀƛƴ wƛƎŀΣ ƻŦ wǳǎǎƛŀƴ ŘŜǎŎŜƴǘΣ ŀƴŘ ǘƘŜ ǎƘƛǇΩǎ ŎǊŜǿ ƛƴŎƭǳŘŜǎ ŀ 

Greenlander, an African American cook, a steward of African and European ancestry, Euro-Americans, 

and representatives of various Western European nations. /ƻƳƳŜƴǘƛƴƎ ƻƴ ǘƘŜ ŎǊŜǿΩǎ ǾŀǊƛŜŘ 

ŜȄǇŜǊƛŜƴŎŜǎΣ wŜŘōǳǊƴ ƴƻǘŜǎΣ ά9ǾŜǊȅ Ƴŀƴ ƻŦ ǘƘŜƳ ŀƭƳƻǎǘ ǿŀǎ ŀ ǾƻƭǳƳŜ ƻŦ ±ƻȅŀƎŜǎ ŀƴŘ ¢ǊŀǾŜƭǎ Ǌƻǳƴd 

ǘƘŜ ²ƻǊƭŘέ όфпύ ǿƘƻǎŜ ƪƴƻǿƭŜŘƎŜ άƭƛƪŜ ōƻƻƪǎ ƻŦ ǾƻȅŀƎŜǎ ώΧϐ ƻŦǘŜƴ ŎƻƴǘǊŀŘƛŎǘŜŘ ŜŀŎƘ ƻǘƘŜǊέ όфпύ. 

LƴǘŜǊŜǎǘƛƴƎƭȅΣ ǘƘŜ ƻƴŜ ŎƘŀǊŀŎǘŜǊ ǿƘƻΣ ƭƛƪŜ wŜŘōǳǊƴΣ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ άƴŀǘƛǾŜ bŜǿ ¸ƻǊƪŜǊέ ŀƴŘ ƛǎ ǘƘǳǎ ŀ 

fellow-American, is Jackson: Jackson, however, is presenǘŜŘ ŀǎ ǘƘŜ Ƴƻǎǘ άŦƻǊŜƛƎƴ ŎƘŀǊŀŎǘŜǊΣέ ŘƛŀōƻƭƛŎŀƭƭȅ 

ƛƴƘǳƳŀƴ ŀƴŘ ŘƛǎŜŀǎŜŘΣ άǎǳŎƘ ŀ ƘƛŘŜƻǳǎ ƭƻƻƪƛƴƎ ƳƻǊǘŀƭΣ ǘƘŀǘ {ŀǘŀƴ ƘƛƳǎŜƭŦ ǿƻǳƭŘ ƘŀǾŜ Ǌǳƴ ŦǊƻƳ ƘƛƳέ 

(107). Redburn dreads Jackson, who is a demonic figure throughout the text. No solace can be found, 

even witƘ ƻƴŜΩǎ ŎƻǳƴǘǊȅƳŜƴ. At the moment when Redburn seems to understand how the world works, 

he is presented with information or has experiences that he cannot assimilate with he previously held 

to be true. 

 In Liverpool, Redburn finds simultaneously both the embodiment of American ideals unrealized in 

the United States and conditions that are worse than those in the United States. Redburn describes a 

positive, broadening experience of racial tolerance when on a few occasions in Liverpool he observes 

άƻǳǊ ōƭŀŎƪ steward, dressed very handsomely, walking arm in arm with a good-ƭƻƻƪƛƴƎ 9ƴƎƭƛǎƘ ǿƻƳŀƴέ 

(277). wŜŘōǳǊƴ ŎƻƳƳŜƴǘǎ ǘƘŀǘ ƛŦ ǘƘƛǎ ƘŀǇǇŜƴŜŘ ƛƴ bŜǿ ¸ƻǊƪ ǘƘŜ ǎǘŜǿŀǊŘ ǿƻǳƭŘ ƘŀǾŜ ōŜŜƴ άƭǳŎƪȅ ǘƻ 

ŜǎŎŀǇŜ ώŦǊƻƳ ǘƘŜ Ƴƻōϐ ǿƛǘƘ ǿƘƻƭŜ ƭƛƳōǎέ όнттύ. While Redburn acknowledges that at first he finds 

ƛƴǘŜǊǊŀŎƛŀƭ ƳƛƴƎƭƛƴƎ ǘƻ ōŜ ŘƛǎŎƻƴŎŜǊǘƛƴƎ ŘǳŜ ǘƻ Ƙƛǎ ƻǿƴ άƭƻŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ǇǊŜƧǳŘƛŎŜǎΣέ ƘŜ ŀǎǎŜǊǘǎ ǘƘŀǘ ǘƘŜ 

ŦǊŜŜŘƻƳ ǘƘŜ ǎǘŜǿŀǊŘ ŜƴƧƻȅǎ ƛƴ [ƛǾŜǊǇƻƻƭ ƛǎ ōŀǎŜŘ ƻƴ ǘƘŜ ŎƻǊǊŜŎǘ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ǘƘŜ ǎǘŜǿŀǊŘΩǎ άŎƭŀƛƳǎ ǘƻ 

humanity and normal Ŝǉǳŀƭƛǘȅέ όнтуύ. wŜŘōǳǊƴ Ǉƻƛƴǘǎ ƻǳǘ ǘƘŀǘ άǿŜ !ƳŜǊƛŎŀƴǎ ƭŜŀǾŜ ǘƻ ƻǘƘŜǊ ŎƻǳƴǘǊƛŜǎ 

ǘƘŜ ŎŀǊǊȅƛƴƎ ƻǳǘ ƻŦ ǘƘŜ ǇǊƛƴŎƛǇƭŜ ǘƘŀǘ ǎǘŀƴŘǎ ŀǘ ǘƘŜ ƘŜŀŘ ƻŦ ƻǳǊ 5ŜŎƭŀǊŀǘƛƻƴ ƻŦ LƴŘŜǇŜƴŘŜƴŎŜέ όнтуύ.  

 IƻǿŜǾŜǊΣ [ƛǾŜǊǇƻƻƭΩǎ ǎŜŜƳƛƴƎ ƻǇŜƴƴŜǎǎ ǎǘŀƴŘǎ ƛƴ ǘƘŜ ŦŀŎŜ ƻŦ ƛǘǎ ƻǿƴ Ǉŀǎǘ. Redburn shudders at 

the eighteenth-century slave trade that gave Liverpool its prominence as a commercial center through 

its complicity within a capitalism system predicated on global racial oppression. With this insight in 

mind, Redburn interprets imaginŀǘƛǾŜƭȅ ǘƘŜ άŦƻǳǊ ƴŀƪŜŘ ŦƛƎǳǊŜǎ ƛƴ ŎƘŀƛƴǎέ ŀǘ ǘƘŜ ōŀǎŜ ƻŦ ǘƘŜ [ƻǊŘ bŜƭǎƻƴ 
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statue in Liverpool as stark reminders of the slave trade from which Liverpool profited. Although he is 

ŀǿŀǊŜ ǘƘŀǘ ƘŜ ƳƛǎǊŜŀŘǎ ǘƘŜǎŜ ŦƛƎǳǊŜǎ ƻƴ ǘƘŜ ǎǘŀǘǳŜΣ ǿƘƻ ŀǊŜΣ ƛƴ ŦŀŎǘΣ άŜƳōƭŜƳŀǘƛŎ ƻŦ bŜƭǎƻƴΩǎ ǇǊƛƴŎƛǇŀƭ 

ǾƛŎǘƻǊƛŜǎέ όнннύ ŀƴŘ ƴƻǘ ŜƴǎƭŀǾŜŘ ƳŜƴ ŀōŘǳŎǘŜŘ ŦǊƻƳ !ŦǊƛŎŀΣ wŜŘōǳǊƴ ǊŜŦƭŜŎǘǎΣ άƳȅ ǘƘƻǳƎƘǘǎ ǿƻǳƭŘ 

revert to Virginia and Carolina; and also to the historical fact, that the African slave-trade once 

constituted the principal commerce of Liverpool; and that prosperity of the town was once supposed to 

ƘŀǾŜ ōŜŜƴ ƛƴŘƛǎǎƻƭǳōƭȅ ƭƛƴƪŜŘ ǘƻ ƛǘǎ ǇǊƻǎŜŎǳǘƛƻƴέ όнннύ.  wŜŘōǳǊƴΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ [ƛǾŜǊǇƻƻƭΩǎ ƘƛǎǘƻǊȅ ƛǎ 

accurate, and his concern is prescient. The International Slavery Museum in Liverpool, which only 

recently opened in August 2007 on the two-hundred year anniversary of the end of the British slave 

ǘǊŀŘŜΣ ƴƻǘŜǎ ǘƘŀǘ άhǾŜǊŀƭƭΣ [ƛǾŜǊǇƻƻƭ ǎƘƛǇǎ ǘǊŀƴǎǇƻǊǘŜŘ ƘŀƭŦ ƻŦ ǘƘŜ о Ƴƛƭƭƛƻƴ !ŦǊƛŎŀƴǎ ŎŀǊǊƛŜŘ ŀŎǊƻǎǎ ǘƘŜ 

!ǘƭŀƴǘƛŎ ōȅ .ǊƛǘƛǎƘ ǎƭŀǾŜǊǎέ όά!ōƻǳǘ ǘƘŜ LƴǘŜǊƴŀǘƛƻƴŀƭ {ƭŀǾŜǊȅ aǳǎŜǳƳέύ. The International Slavery 

aǳǎŜǳƳ ƛǎ ŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ wŜŘōǳǊƴΩǎ ƻǿƴ ǊŜ-examination of the past and the connection between 

Western wealth and four centuries of the transatlantic, intercontinental slave tradeτa convergence 

that many Westerners still deny or underestimate. 

 The second half of Redburn dwells, fittingly, on the image of the broken, abused bodyτthe 

commodification of humanityτas a final signifier of the painful realities of the Atlantic Rim. In a scene 

that expresses the self-consuming and cannibalizing nature of global commerce when governed solely 

ōȅ ǘƘŜ ǇǊƻŦƛǘ ƳƻǘƛǾŜΣ WŀŎƪǎƻƴΣ ǘƘŜ bŜǿ ¸ƻǊƪŜǊΣ ŜƳŜǊƎŜǎ ǎƛŎƪ ŦǊƻƳ ǘƘŜ ŦƻǊŜŎŀǎǘƭŜ ƭƻƻƪƛƴƎ ƭƛƪŜ άŀ Ƴŀƴ 

ǊŀƛǎŜŘ ŦǊƻƳ ǘƘŜ ŘŜŀŘέ ǿƛǘƘ άǘƘŜ ōƭǳŜ Ƙƻƭƭƻǿǎ ƻŦ Ƙƛǎ ŜȅŜǎ ώΧϐ ƭƛƪŜ ǘƘŜ Ǿŀǳƭǘǎ Ŧǳƭƭ ƻŦ ǎƴŀƪŜǎέ όоурύ. When 

Jackson fatally falls from the yard-arm into the consuming Atlantic, he is already physically dead 

through sickness and overwork; spiritually, Jackson, the hardened sailor, has long ago lost his humanity 

in his enrageŘ ƴƛƘƛƭƛǎƳ ŀƴŘ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ǘƘŜ ǎƭŀǾŜ ǘǊŀŘŜΣ ǿƘƛŎƘ WŀŎƪǎƻƴ ōǊŀƎǎ ŀōƻǳǘ ǿƛǘƘ άŘƛŀōƻƭƛŎŀƭ 

ǊŜƭƛǎƘέ όмлтύ. Meanwhile, Redburn describes the emigrants on the voyage to New York in terms 

reminiscent, literally and metonymically, of the misery and death of the middle passage, focusing 

deliberately on bodies rather than people. /ƘŀǇǘŜǊ руΣ ŜǳǇƘŜƳƛǎǘƛŎŀƭƭȅ ŜƴǘƛǘƭŜŘΣ άaŀƴȅ tŀǎǎŜƴƎŜǊǎ ŀǊŜ 

[ŜŦǘ .ŜƘƛƴŘέ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǊŀǾŀƎŜǎ ƻŦ ŀ ŎƘƻƭŜǊŀ ŜǇƛŘŜƳƛŎ ƛƴ ǎǘŜŜǊŀƎŜ. wŜŘōǳǊƴ ǎǘŀǘŜǎΣ άƛǘ ǿŀǎΣ ōŜȅƻƴŘ 

question, this noisome confinement in so close, unventilated, and crowded den: joined to the 

ŘŜǇǊƛǾŀǘƛƻƴ ƻŦ ǎǳŦŦƛŎƛŜƴǘ ŦƻƻŘΣ ŦǊƻƳ ǿƘƛŎƘ Ƴŀƴȅ ǿŜǊŜ ǎǳŦŦŜǊƛƴƎ ώΧϐ ōǊƻǳƎƘǘ ƻƴ ŀ ƳŀƭƛƎƴŀƴǘ ŦŜǾŜǊέ όотпύ. 

IŜ ŘŜǎŎǊƛōŜǎ Ƙƛǎ ōǊƛŜŦ ŘŜǎŎŜƴǘ ƛƴǘƻ ǎǘŜŜǊŀƎŜ ŀǎ άƭƛƪŜ ŜƴǘŜǊƛƴƎ ŀ ŎǊƻǿŘŜŘ Ƨŀƛƭέ όотрύ. Redburn counts the 

deaths of thirty passengers and crew. His observations are presented with the world-weary wisdom of 
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Ecclesiastesτthat human suffering is inevitableτwhile the narrative itself points more concretely to 

the quotidian injustices of Atlantic Rim capitalism.  

 Uncovering another layer of the aftermath of the economic system in the Atlantic world, Redburn 

describes the poverty he sees in Liverpool, where abused bodies are the norm. Witnessing a diseased 

mother with her two children in the Launcelott-IŜȅ ŀƭƭŜȅΣ wŜŘōǳǊƴ ƭŀƳŜƴǘǎΣ ά²Ƙŀǘ ǊƛƎƘǘ ƘŀŘ ŀƴȅ ōƻŘȅ 

ƛƴ ǘƘŜ ǿƛŘŜ ǿƻǊƭŘ ǘƻ ǎƳƛƭŜ ŀƴŘ ōŜ ƎƭŀŘΣ ǿƘŜƴ ǎƛƎƘǘǎ ƭƛƪŜ ǘƘƛǎ ǿŜǊŜ ǘƻ ōŜ ǎŜŜƴΚέ όнроύ. He draws the 

ǊŜŀŘŜǊ ǘƻ ǘƘŜ ƳƻǘƘŜǊΩǎ ƘǳƳŀƴƛǘȅΣ ŀǎƪƛƴƎ ǊƘŜǘƻǊƛŎŀƭƭȅ ƛŦ ƛǘ ƛǎ ƴƻǘ ǘǊǳŜ ǘƘŀǘ ǘƘŜ ǿƻƳŀƴΩǎ άŜȅŜǎΣ lips, and 

ŜŀǊǎ ώŀǊŜϐ ƭƛƪŜ ŀƴȅ ǉǳŜŜƴέ όнроύ. Unable to secure assistance for them, Redburn wonders if euthanasia 

would be the most compassionate option in such an uncaring society.  

 wŜŘōǳǊƴΩǎ ƧƻǳǊƴŜȅ ǘƻ ǘƘŜ !ƭŀŘŘƛƴ ƴƛƎƘǘŎƭǳō ƛƴ [ƻƴŘƻƴ ǿƛǘƘ IŀǊǊȅ .ƻƭǘƻƴΣ Ƙƛs feminine-featured, 

youthful friend, provides the dizzying climax to the work. The Aladdin nightclub contrasts with the 

poverty of Launcelott-IŜȅ ŀƴŘ ǘƘǳǎ ŜȄǇƻǎŜǎ ǘƘŜ ƻǇǳƭŜƴŎŜ ŀƴŘ ǘƘŜ ŎƻǊǊǳǇǘƛƻƴ ƻŦ [ƻƴŘƻƴΩǎ ŜƭƛǘŜΣ ǿƘƛŎƘ ƛǎ 

enjoyed at the expense of the destitute. IŜǊŜΣ wŜŘōǳǊƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŜȄǇƻǎŜ ǘƘŜ ǊŜŀƭƛǘȅ ƻŦ ŜȄǘǊŜƳŜ 

poverty coexisting with extreme wealth within the nation. Bolton, after gambling himself to ruin, 

appears to prostitute himself to an older man in order to dispatch his debts. In shame, Bolton makes 

wŜŘōǳǊƴ ǎǿŜŀǊ ƻƴ ǘƘŜƛǊ ƧƻǳǊƴŜȅ ōŀŎƪ ǘƻ [ƛǾŜǊǇƻƻƭ άƴŜǾŜǊ ǘƻ ǉǳŜǎǘƛƻƴ ƳŜ ŀōƻǳǘ ǘƘƛǎ ƛƴŦŜǊƴŀƭ ǘǊƛǇ ǘƻ 

[ƻƴŘƻƴΗέ όомсύ. ! ƴǳŀƴŎŜŘ ŘŜǇƛŎǘƛƻƴ ƻŦ IŀǊǊȅ .ƻƭǘƻƴΩǎ ƘŀƴŘ ƭŀǘŜǊ ƛƴ ǘƘŜ ƴŀǊǊŀǘƛǾŜ Ŏŀƴ ōŜ ǊŜŀŘ 

ŦƛƎǳǊŀǘƛǾŜƭȅ ŀǎ ŀ ǇƘŀƭƭǳǎΣ ǎƛƎƴƛŦȅƛƴƎ .ƻƭǘƻƴΩǎ ǎŜȄǳŀƭ violation. The physical, sexual abuse of the body 

connects with the broken bodies found throughout the system of commerce in the Atlantic Rim. 

wŜŘōǳǊƴ ƻōǎŜǊǾŜǎ ǘƘŀǘ ǘƘŜ ƘŀƴŘΩǎ άƭŀŘȅ-like-ƭƻƻƪƛƴƎέ ǿƘƛǘŜƴŜǎǎ Ƙŀǎ ōŜŜƴ άǇƻƭƭǳǘŜŘ ǿƛǘƘ ǇƛǘŎƘέ όосуύ. 

Adopting BoƭǘƻƴΩǎ ƻǿƴ ǾƻƛŎŜΣ wŜŘōǳǊƴ ǎǘŀǘŜǎ ǘƘŜ ƘŀƴŘ ǎƘƻǳƭŘ άŘƛǎŀǇǇŜŀǊ ƛƴ ǘƘƛǎ Ŧƻǳƭ ƳƻƴƪŜȅ-jacket 

ǇŀŎƪŜǘ ƛƴ ǿƘƛŎƘ L ǘƘǊǳǎǘ ȅƻǳέ όосуύ. What is seenτǘƘŜ ƭƻǎǎ ƻŦ IŀǊǊȅΩǎ ƻǿƴ ƛƴƴƻŎŜƴŎŜ ŀƴŘ ǇŜǊƘŀǇǎ Ƙƛǎ 

soulτis too painful to behold. 

 The ship, likewise, offers no refuge against the commodification of the body. On the voyage to 

bŜǿ ¸ƻǊƪΣ wŜŘōǳǊƴ ǎǳƎƎŜǎǘǎ ǘƘŀǘ .ƻƭǘƻƴ Ƙŀǎ ōŜŜƴ ǎŜȄǳŀƭƭȅ ŀōǳǎŜŘ ōȅ ǘƘŜ ǎƘƛǇΩǎ ŎǊŜǿτάǘƘŜ ƛƭƭƛǘŜǊŀǘŜ ǎŜŀ 

ǘȅǊŀƴǘǎέ όопмύ ƛƴ ǘƘŜ ƳŀǊƛǘƛƳŜ ŜŎƻƴƻƳȅ. Redburn confesses that he was himself lucky to avoid these 

ǎǳŦŦŜǊƛƴƎǎ ƻƴ Ƙƛǎ ŦƛǊǎǘ ǾƻȅŀƎŜΣ ŀƭƭǳŘƛƴƎ ǾŀƎǳŜƭȅ ǘƻ άŎƛǊŎǳƳǎǘŀƴŎŜǎ ǿƘƛŎƘ ŜȄŜƳǇǘŜŘ ƳŜ ŦǊƻƳ ŜȄǇŜǊƛŜƴŎƛƴƎ 

ǘƘŜ ōƛǘǘŜǊŜǎǘ ƻŦ ǘƘŜǎŜ ŜǾƛƭǎέ όопмύ. Here, Redburn signifies the hazing and abuse, both physical and 

sexual, which would often be meted out to young sailors on long journeys at sea. In an analogous 
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ǎƛǘǳŀǘƛƻƴΣ /ŀǇǘŀƛƴ wƛƎŀ ƻƴ ǘƘŜ ǾƻȅŀƎŜ ǘƻ [ƛǾŜǊǇƻƻƭ ǘǊŀƴǎǇƻǊǘǎ άŀ ōŜŀǳǘƛŦǳƭ ǿŀǊŘΣέ ǘƘŜ ǎǳǇǇƻǎŜŘ ŘŀǳƎƘǘŜǊ 

ƻŦ ŀ [ƛǾŜǊǇƻƻƭ ǇƻǊǘ ƻŦŦƛŎƛŀƭΣ ǿƘƻ ƭƛǾŜǎ ƛƴ ǘƘŜ ŎŀǇǘŀƛƴΩǎ ŎŀōƛƴΤ wŜŘōǳǊƴ ŘŜǎŎǊƛōŜǎ ǘƘŜƛǊ ƛƴǘŜǊŀŎǘƛƻƴǎ ŀǎ άƻƴŜ 

long paternal sort of a shabby flirtation between the hoydenish nymph and the ill-ŘǊŜǎǎŜŘ ŎŀǇǘŀƛƴέ 

(169). wŜŘōǳǊƴ ǾƛŜǿǎ ƘŜǊ ŦǳǘǳǊŜ ǇǊƻǎǇŜŎǘǎΣ ŀǎ ǎƘŜ ŘƛǎŜƳōŀǊƪǎ ƛƴ [ƛǾŜǊǇƻƻƭΣ ǿƛǘƘ άƳƛǎƎƛǾƛƴƎǎέ όмтлύΣ 

anticipating a future of female prostitution, where her self becomes merely the cargo of a body 

transferred among men.  

 ¢ƻ ǳƴŘŜǊǎŎƻǊŜ ǘƘŜ ǎƪŜǿŜŘ ŜŎƻƴƻƳƛŎ ǎȅǎǘŜƳƛŎΣ ǘƘŜ Ŧƛƴŀƭ ŦƛƴŀƴŎƛŀƭ ǊŜǿŀǊŘǎ ƻŦ wŜŘōǳǊƴΩǎ ŀŘǾŜƴǘǳǊŜ 

on the Atlantic Rim are tellingly disappointing, depicting the ubiquitous injustice that the lower classes 

face within the global economy. After abstruse calculations Captain Riga determines that 

²ŜƭƭƛƴƎōƻǊƻǳƎƘ wŜŘōǳǊƴ ŀŎǘǳŀƭƭȅ ƻǿŜǎ ƘƛƳ ϷтΦтрΣ ŀƴŘ ǘƘŀǘ IŀǊǊȅ .ƻƭǘƻƴΩǎ ǿŀƎŜǎ ŀƳƻǳƴǘ ǘƻ ŀ ƳŜǊŜ 

$1.50, which Harry heroically rejects, throwing the six two-shilling pieces on the desk. Harry, who is the 

most financially desperate character throughout the narrative and who has likely already sold his own 

body at the Aladdin, gives up the little money he has due to himself rather than submit, in the 

acceptance of this money, to the financial order that subjugates him. Redburn, meanwhile, sees himself 

at the end of the travel narrative as the disaffected agent, the stooge, of the system of transatlantic 

commerce that oppresses both himself and others, including his closest friends.  

 CƻǊ IŜǊƳŀƴ aŜƭǾƛƭƭŜΩǎ ƻǿƴ ŜŦŦƻǊǘǎ ƛƴ ǘƘƛǎ ƭƛǘŜǊŀǊȅ άƧƻōΣέ ŘŜǎǇƛǘŜ ƎŜƴŜǊŀƭƭȅ ŦŀǾƻǊŀōƭŜ ǊŜǾƛŜǿǎ ƛƴ 

England and the United States, book sales were modest. In dollars and cents, Melville earned 

approximately $1,167.57 for the 5,468 copies of Redburn sold in the England and the United States 

(Tanselle). With these returns, Melville suffered again from the daunting realization of the limits of his 

labor in the marketplace, a reality that would haunt him throughout his literary career. 

** *  

 As Chris Sten aptly puts it, Melville advances the claims and complaints of the working classes in 

Redburn ōȅ ǎƘƻǿƛƴƎ Ƙƻǿ άǘƘŜ ǳǇǇŜǊ ŎƭŀǎǎŜǎ ƛƴ ǘƘŜ ǿƻǊƭŘΩǎ ŜŎƻƴƻƳȅ ǊƻŘŜ ƛƴ ǘƘŜƛǊ ŎƻŀŎƘ ƻƴ ǘƘŜ ǿƘŜŜƭǎ 

ƻŦ ǘƘŜ ƭƻǿŜǊ ŎƭŀǎǎŜǎέ όпнύ. aŜƭǾƛƭƭŜΩǎ Redburn takes readers into the out of bounds world of the Atlantic 

Rim as seen through the eyes of Wellingborough Redburn. His initiation is our initiation, and his 

ŦƻǊƳŀǘƛƻƴ ōŜŎƻƳŜǎ ƻǳǊ ƻǿƴΤ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƴƻǾŜƭΣ wŜŘōǳǊƴΩǎ ƧƻǳǊƴŜȅΣ ŦǊƻƳ ǘƘŜ bŜǿ ²ƻǊƭŘ ǘƻ ǘƘŜ 

Old Work and back, offers a glimpse of an Atlantic World and history, where one may name yet not fully 

know, and where the only final truth is unavoidable human suffering, whether the cause be human 
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nature, laissez-faire capitalism, or the mixture of the two. It is undoubtedly significant that Redburn 

ŜǾŜƴǘǳŀƭƭȅ ŘƛǎŎŀǊŘǎ Ƙƛǎ ŎƻǇȅ ƻŦ !ŘŀƳ {ƳƛǘƘΩǎ Wealth of Nations, which outlines the happy marriage of 

human nature and free-ƳŀǊƪŜǘ ŎŀǇƛǘŀƭƛǎƳΣ ƎǳƛŘŜŘ ōȅ άǘƘŜ ƛƴǾƛǎƛōƭŜ ƘŀƴŘΦέ This hand is replaced 

metaphorically by Harry .ƻƭǘƻƴΩǎ ƻǿƴ ōŀǘǘŜǊŜŘ ƘŀƴŘΣ ǿƘƛŎƘ wŜŘōǳǊƴ ǿƛǎƘŜǎ ǿŜǊŜ ƳŀŘŜ ƛƴǾƛǎƛōƭŜΣ ǘƻƻΣ 

but for entirely different reasons; its sight induces only sickening suffering.  

 

 



 

©English Association of Pennsylvania State Universities, 2008 

 

128 

Works Cited 

ά!ōƻǳǘ ǘƘŜ LƴǘŜǊƴŀǘƛƻƴŀƭ {ƭŀǾŜǊȅ aǳǎŜǳƳΦέ International Slavery Museum. 19 March 2008  

 < http://www.liverpoolmuseums.org.uk/ism/about/>. 

Bailyn, Bernard. Atlantic History: Concept and Contours. Cambridge: Harvard UP, 2005. 

Foucault, Michel. The Foucault Reader. Ed. Paul Rabinow. Trans. Paul Rabinow. New York:  

 Pantheon , 1984. 

Hetherington, Hugh W. aŜƭǾƛƭƭŜΩǎ wŜǾƛŜǿŜǊǎΥ .ǊƛǘƛǎƘ ŀƴŘ !ƳŜǊƛŎŀƴΣ мупс ς 1891. Chapel Hill:  

 U of North Carolina P, 1961. 

Horth, Lynn ed. Correspondence/Herman Melville. Evanston and Chicago: Northwestern UP  

 and Newberry Library;,1993. 

Law, Robin and Kristin Mann. ά²Ŝǎǘ !ŦǊƛŎŀ ƛƴ ǘƘŜ !ǘƭŀƴǘƛŎ /ƻƳƳǳƴƛǘȅΥ ¢ƘŜ /ŀǎŜ ƻŦ ǘƘŜ {ƭŀǾŜ  

 /ƻŀǎǘΣέ The William and Mary Quarterly 56. 2 (April 1999): 307-34. 

Melville, Herman. Redburn: His First Voyage. 1849. Ed. Harold Beaver. New York: Penguin,  

 1986. 

Miller, Edwin Haviland. Melville. New York: Venture, 1975. 

wƻȅŎŜΣ WƻȅŎŜ !Φ ά{ƻŎƛŀƭ IƛǎǘƻǊȅ ŀƴŘ ǘƘŜ tƻƭƛǘƛŎǎ ƻŦ aŀƴƘƻƻŘ ƛƴ aŜƭǾƛƭƭŜΩǎ RedburnΦέ Mosaic: A  

 Journal for the Interdisciplinary Study of Literature 26.1 (Winter 1993): 53-68.  

Shapiro, Thomas M. The Hidden Cost of Being African American: How Wealth Perpetuates  

 Inequality. New York: Oxford UP, 2005. 

Sten, Chris. άaŜƭǾƛƭƭŜΩǎ /ƻǎƳƻǇƻƭƛǘŀƴƛǎƳΥ ! aŀǇ ŦƻǊ [ƛǾƛƴƎ ƛƴ ŀ όtƻǎǘ-ύ /ƻƭƻƴƛŀƭƛǎǘ ²ƻǊƭŘΦέ  

aŜƭǾƛƭƭŜ ά!ƳƻƴƎ ǘƘŜ bŀǘƛƻƴǎέΥ tǊƻŎŜŜŘƛƴƎǎ ƻŦ !ƴ LƴǘŜǊƴŀǘƛƻƴŀƭ /ƻƴŦŜǊŜƴŎŜΥ ±ƻƭƻǎΣ Greece, July 2 ς 

6, 1997. Ed. Sanford E. Marovitz and A.C. Chrisodoulou. Kent, Ohio: Kent State UP, 2001. 

¢ŀƴƴŜǊΣ ¢ƻƴȅΦ άLƴǘǊƻŘǳŎǘƛƻƴΦέ White-Jacket or the World in a Man-of-War. 1849. By Herman Melville. 

Ed. Tony Tanner. New York: Oxford UP, 1990. 

Tanselle, G. Thomas. "The Sales of Melville's Books." Harvard Library Bulletin 17 (1969): 195-215. 

 

 

Back to table of contents 



 

©English Association of Pennsylvania State Universities, 2008 

 

129 

On Doing a Good Deed 

William Archibald, Millersville University of Pennsylvania 

 

 Early one Sunday morning not long ago, I heard the sound of an irregular car horn. Not the sort 

of sound that indicates a car alarm but a series of rapid beeps and then nothing and then a repeat of the 

sounds but in no particular pattern. It was about 6am and I was in bed when I first heard it. After I ruled 

out the car alarm, I thought someone was honking outside one of the student apartments on the block 

trying to get someone inside to come out. But then the horn stopped: ok, the car had moved on, with or 

without the person. 

 I took my coffee and settled on my backyard patio to read the Times. I always started with the 

book review. The horn sounded again. Over a half hour period, it stopped and started up again and 

again. When it stopped I couldn't stop listening for it to begin again and when it did I fixated on some 

idiot goading a friend in one of the nearby apartments. 

 Finally, I had had enough. I got up, walked out the back gate, and went to see where the noise 

was coming from. I wanted to shout at them, scare them into stopping the joke, and make them move 

on or I would call the police. This was ridiculous. 

 While sitting on the patio, I had narrowed it down to the apartment building with the parking lot 

two doors down. I walked through the trees to the parking lot and stood surveying the vehicles aligned 

in the lot. No sound. I walked over to the line of cars and just then one of them blasted its horn. The car 

wasn't up against the apartment as I imagined but parked in a space well away from the building. I 

moved oveǊ ǘƻ ǘƘŜ ŘǊƛǾŜǊǎΩ ǎƛŘŜ ŘƻƻǊ ƻŦ ŀ ōƭǳŜ WŜŜǇ ǿŀƎƻƴ ŀƴŘ ƭƻƻƪŜŘ ƛƴǎƛŘŜΦ 

 There was a woman sitting in the seat moving her head and torso rhythmically back and forth: 

pressing her head to the steering wheel and setting off the horn and then letting off and pressing 

forward again sounding the horn. I banged on the window. No response. The figure continued moving 

back and forth, head to backrest then head down to the wheel/horn. I tore off running back through the 

trees to my house to call 911. 

***  

 Before investigating the honking horn, I had been reading a review of a novel (Black Flies by 

Shannon Burke) about EMTs in New York City. The story is about a young EMT who tries not to become 
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calloused to the death and dying he sees. One scene from the novel sticks in my mind. The main 

character's partner refuses to help a suicide victim who has jumped from a building and instead returns 

to the ambulance to finish his take-out dinner. He reasons: The girl was already dead, so why waste a 

prep kit. The mother of the girl pounds on the ambulance window screaming at the man but he ignores 

her and continues eating. 

 I don't have the sort of day-in-day job that makes me callous to human suffering. I teach at a 

local state college and do my share of bitching about students. None of them harass me as a professor 

because I generally understand the stresses they are under and give them the benefit of the doubt. The 

students that live around me are the ones that bother me. Their drunken, all hours of the night 

partying, used to often ruin my disposition. The first couple of years we lived in the neighborhood, we 

called the cops on the house next door repeatedly. When that happened, neighborliness went out the 

window. Yet most students we have lived next to--at least those we could discuss issues with face-to-

face--listened to our complaints and tried to be more considerate. The problem was that I often did not 

or would not bother to confront them and thus suffered in silence. 

 Keeping this in mind, my immediate response to the woman in the jeep might come as a 

surprise. What would you have done? I guess I could have returned to my patio and my coffee and 

blithely ignored the horn and the person in the car? And yes, my irritation with the horn set me against 

the person, but when I discovered the true source of the noise, I immediately went for help. 

***  

 When the 911 operator came on the line he asked me what was wrong. I was out of breath and 

thoroughly rattled, so I could hardly talk to him. My heart pounded in my chest.  

 ά¢ƘŜǊŜϥǎ ŀ woman in a car. I think she's having a seizure.έ      

 άLǎ ǘƘŜǊŜ ŀƴȅ ōƭƻƻŘΦέ      

 άbƻΚέ      

 ά!ǊŜ ȅƻǳ ŀƭl right? You sound agitated.έ     

  άLϥƳ ƻǳǘ ƻŦ ōǊŜŀǘƘΦ L Ǌŀƴ ǘƻ Ƴȅ ƘƻǳǎŜ ǘƻ Ŏŀƭƭ ȅƻǳΦέ     

  I gave him the address and he said help was on its way. After I got off the phone I thought: why 

did he ask me if I were OK. Did he think the woman and I were involved? That she and I had had a fight 

or something? 
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 I stood at the end of my driveway in a pair of lounge pants and t-shirt and looked up and down 

the street, one way and then the other. It was taking them forever. When the ambulance and police 

finally arrived (no siren!), I waved them into the parking lot and pointed to the Jeep. The two 

policeman--one, a tall gangly man with a mustache and the other, who moved closest to me, an Asian 

man, thin and quick--approached the vehicle, one on the passenger side, and the other from the driver's 

side. They started banging on the side windows trying to get the occupant to open the locked doors. 

Finally, he did. 

 Yes, it was a young man. He was dressed in a blue checkered shirt and jeans. His eyelids barely 

open, he attempted to respond to one cop and then the other, his head lolling back and forth. But 

instead of answering their questions he started mumbling some of his own: What's wrong? What'd ya 

want? 

***  

 I've had to call the EMTs at least three times for my wife since I've known her. Once when we 

were engaged and two more times since we've been married. She's a type one diabetic and a pretty 

brittle one at that. She's had perilously low blood sugars many times but the three times were the ones 

when I could not pull her back by squirting a gelatinous sugar substance into her mouth or by forcing 

her to drink sugary orange juice or by giving her a shot of glucagon. I hated doing the shot. 

 Those three times I woke up next to her, the sheets soaked, her body shaking in spasms, her skin 

clammy, and me unable to get her to come around. Her eyes wide open but no one's there. She doesn't 

hear me or feel my touch. She is somewhere deep inside her body, a body that has closed up around 

her and won't let me in or her out. When she would go under like this I panicked, and then I got angry. 

 That's the thing. She was gone but still there and I couldn't get her back. And I got scared and 

then mad at her. She had gone away, abandoned me, I was the victim. Weird. My fear made me call 911 

but the EMTs who came were no help to me; her, yes. They never sensed my fear only saw my anger, so 

they got frightened and soon became angry, too. Their anger increased as they worked on her. They 

weren't mad at her, mostly at me, like it was my fault. I had inserted a level of fear into those rooms 

where for them this was a routine procedure: start a sugar drip, strap the patient to a gurney, take her 

to the hospital, and hopefully on the way she comes around. She's going to come around; they always 

do. But this blockhead (me) standing in his underwear screaming at them to do something just pissed 
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them off. 

***  

 The two EMTs had turned away from the scene and returned to their vehicle shaking their 

heads. They never even looked in on the guy. They knew. 

 One of the cops came over to me, holding a white index card and a pencil.  

 ά¸ƻǳϥǊŜ ǘƘŜ ƻƴŜ ǿƘƻ ŎŀƭƭŜŘ ƛǘ ƛƴΚέ     

 ά¸ŜǎΣ L ǘƘƻǳƎƘǘ ƘŜ ǿŀǎ ƘŀǾƛƴg a seizure or something. Is he drunk?έ      

 ά¸ŜǎΣ ŀ Ǝǳȅ ǘǊȅƛƴƎ ǘƻ ǊŜŎƻǾŜǊ ŦǊƻƳ ŀ ƭƻƴƎ ƴƛƎƘǘΣ Ƨǳǎǘ ǘǊȅƛƴƎ ǘƻ ǎƭŜŜǇ ƛǘ ƻŦŦΦέ      

 ά{ƻǊǊȅΦέ      

 ά¸ƻǳ ŘƛŘ ǘƘŜ ǊƛƎƘǘ ǘƘƛng. Better safe than sorry. 

 He asked me where I lived and my name and phone number. He wrote the information down on 

the card and then left to go back to the man who hadn't yet stepped out of the car. I felt the tension 

drain out of me; my body felt buoyant. I watched for a moment more as the police talked to the guy 

then I walked back to my house. 
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Space and Time in Harriet WŀŎƻōǎΩǎ LƴŎƛŘŜƴǘǎ ƛƴ ǘƘŜ [ƛŦŜ ƻŦ ŀ {ƭŀǾŜ DƛǊƭ 

John E. Dean, Indiana University of Pennsylvania 

 

 The concepts of space and time are interdependent because when one speaks of space, she 

must do so in the framework of time. The Oxford English Dictionary ŘŜŦƛƴŜǎ ǎǇŀŎŜ ŀǎ ά5ŜƴƻǘƛƴƎ ǘƛƳŜ ƻǊ 

ŘǳǊŀǘƛƻƴΣέ ŀƴŘ ǘƛƳŜ ŀǎ άŀ ǎǇŀŎŜ ƻǊ ŜȄǘŜƴǘ ƻŦ ǘƛƳŜΦέ Further, as Jeffrey Nealon and Susan Searls Giroux 

point out in The Theory ToolboxΣ άǿŜ ŜȄǇŜǊƛŜƴŎŜ ǎǇŀŎŜ ǘŜƳǇƻǊŀƭƭȅ ŀƴŘ ǘƛƳŜ ƛǎ ǊŜƎƛǎǘŜǊŜŘ 

ǎǇŀǘƛŀƭƭȅΧΦƳƻǾƛƴƎ ǘƘǊƻǳƎƘ ǎǇŀŎŜ ǘŀƪŜǎ ǘƛƳŜέ όммпύ. David Harvey writes in The Condition of 

Postmodernity ǘƘŀǘ άǿŜ ƳŀǇ ǘƛƳŜ ǎǇŀǘƛŀƭƭȅΣ ǳǎƛƴƎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǿǊƛǎǘǿŀǘŎƘŜǎΣ ǿŀƭƭ ŎƭƻŎƪǎ ŀƴŘ ŎŀƭŜƴŘŀǊǎέ 

(qtd. in Nealon and Giroux 114). IŀǊǊƛŜǘ WŀŎƻōǎΩǎ Incidents in the Life of a Slave Girl is a playing out of 

space and time as the narrator, Linda Brent, moves through different geographical, figurative, and 

narrative spaces in the space of racial time. aŜƭƛǎǎŀ /ƭŀǊƪ ƛƴ ά¢ƘŜ {ǇŀŎŜ-¢ƛƳŜ LƳŀƎŜέ ƴƻǘŜǎ ǘƘŀǘ άǘƛƳŜ ƛǎ 

ǳƴŘŜǊǎǘƻƻŘ ŀǎ ŀƴ ƛƴǘŜǊƴŀƭ ǎǳōƧŜŎǘƛǾŜ ǊŜƭŀǘƛƻƴέ όмулύΣ ŀƴŘ ǘƘƛǎ ǊŜƭŀǘƛƻƴ ŎƘŀƴƎŜǎ ŦƻǊ [ƛƴŘŀ ƛƴ ƘŜǊ 

transformation from an objective presence to a subjective presence. Like most slave narratiǾŜǎΣ WŀŎƻōǎΩǎ 

Incidents is a progression from a space of enforced geographical and time containment to one of free 

physical and linear movement. ¢Ƙƛǎ ŘƛǎŎǳǎǎƛƻƴ ǿƛƭƭ ǘǊŀŎŜ [ƛƴŘŀ .ǊŜƴǘΩǎ ǎǳŎŎŜǎǎƛƻƴ ŦǊƻƳ ŜƴŎƭƻǎǳǊŜ ǘƻ 

freedom in space and time. 

  Linda Brent is contained in the physical space of slavery. Her body is thus wholly confined by her 

slave masters. aƛŎƘŀŜƭ CƻǳŎŀǳƭǘ ǿǊƛǘŜǎ ƛƴ ά{ǇŀŎŜΣ YƴƻǿƭŜŘƎŜΣ ŀƴŘ tƻǿŜǊέ ǘƘŀǘ άǘƘŜ ƻǇŜǊŀǘƛƻƴǎ ƻŦ 

socialization, repression, confinement, discipline, and punishment are peǊŦƻǊƳŜŘέ ƛƴ άǘƘŜ ǎǇŀŎŜ ƻŦ ǘƘŜ 

ōƻŘȅέ όǉǘŘΦ ƛƴ bŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ ммрύΦ !ǘ ŦƛǊǎǘΣ [ƛƴŘŀ ƛǎ ǎƘƛŜƭŘŜŘ ŦǊƻƳ ƪƴƻǿƛƴƎ ǎƘŜ ƛǎ ŀ ǎƭŀǾŜ ŀǎ ǎƘŜ ƭƛǾŜǎ 

with her parents. Once she understands she is a slave, however, her space shrinks. She is contained by 

Dr. Flint, whosŜ ŘŀǳƎƘǘŜǊ ƛǎ [ƛƴŘŀΩǎ ƳŀǎǘŜǊ. Linda escapes the space of slavery, moving toward a 

completely free space only by first confining herself in successively smaller enclosed spaces. In escaping 

ƘŜǊ ŎƻƴŦƛƴŜƳŜƴǘ ƛƴ ǎƭŀǾŜǊȅΣ [ƛƴŘŀΩǎ ǇƘȅǎƛŎŀƭ ǎǇŀŎŜ ōƻǘƘ ǎƘǊƛƴƪǎ ŀƴŘ enlarges, yet her internal space 

expands as she experiences more and more agency with each progressive movement in geographical 

space. ²Ŝ ǎŜŜ ǘƘƛǎ ŦǊŜŜŘƻƳ ƛƴ ŎƻƴŦƛƴŜƳŜƴǘ ŀǎ ǿŜ ǘǊŀŎŜ [ƛƴŘŀΩǎ ƳƻǾŜƳŜƴǘ ŦǊƻƳ ǎƭŀǾŜǊȅ ǘƻ ŦǊŜŜŘƻƳΦ  

 Linda inhabits at least twenty geographical spaces in the narrative. The first space is at her 

ǇŀǊŜƴǘǎΩ ƘƻǳǎŜ ǿƘŜǊŜ ǎƘŜ ƛǎ ǎƘŜƭǘŜǊŜŘΣ άƴŜǾŜǊ ŘǊŜŀƳώƛƴƎϐ ǘƘŀǘ ώǎƘŜϐ ǿŀǎ ŀ ǇƛŜŎŜ ƻŦ ƳŜǊŎƘŀƴŘƛǎŜΣ ǘǊǳǎǘŜŘ 
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to [her parents] for safe keeping, and liable to be demanded ƻŦ ǘƘŜƳ ŀǘ ŀƴȅ ƳƻƳŜƴǘέ ό9). Her second 

ǎǇŀŎŜΣ ǿƘƛŎƘ ǎƘŜ ƛƴƘŀōƛǘǎ ǳƴǘƛƭ ǎƘŜ ƛǎ άƴŜŀǊƭȅ ǘǿŜƭǾŜ ȅŜŀǊǎ ƻƭŘΣέ ƛǎ ǿƛǘƘ ƘŜǊ ƳƻǘƘŜǊΩǎ ƳƛǎǘǊŜǎǎΣ ǿƘƻ 

treats her kindly. In this space, Linda does not realize the dehumanization of slavery. This may be the 

largest space she inhabits while consciously in slavery. When her mistress dies, Linda is moved into her 

third spaceτƘŜǊ ƳƛǎǘǊŜǎǎΩǎ άǎƛǎǘŜǊǎ ŘŀǳƎƘǘŜǊΣ ŀ ŎƘƛƭŘ ƻŦ ŦƛǾŜ ȅŜŀǊǎ ƻƭŘέ όммύ. .ŜŎŀǳǎŜ ƻŦ ƘŜǊ ƳƛǎǘǊŜǎǎΩǎ 

ŀƎŜΣ [ƛƴŘŀ ƛǎ ŘƛǊŜŎǘƭȅ ǳƴŘŜǊ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ 5ǊΦ CƭƛƴǘΣ ǘƘŜ ƳƛǎǘǊŜǎǎΩǎ ŦŀǘƘŜǊ. Linda describes her first 

ŦŜŜƭƛƴƎ ƻŦ ŎƻƴŦƛƴŜƳŜƴǘ ƛƴ ǘƘŜ ǎƭŀǾŜ ǉǳŀǊǘŜǊǎ ǿƘŜƴ ǎƘŜ ŘŜǎŎǊƛōŜǎ ƘŜǊ άƴŀǊǊƻǿ ōŜŘέ ƻƴ ǿƘƛŎƘ ǎƘŜ 

άƳƻŀƴŜŘ ŀƴŘ ǿŜǇǘέ όмнύ. IŜǊ ŦƻǳǊǘƘ ǎǇŀŎŜ ƛǎ ŀ ǊƻƻƳ ŀŘƧƻƛƴƛƴƎ aǊǎΦ CƭƛƴǘΩǎ. Here, Linda feels no freer 

than in the slave quarters because Mrs. Flint keeps a jealous vigil over her. She remembers: Mrs. Flint 

άǎǇŜƴǘ Ƴŀƴȅ ŀ ǎƭŜŜǇƭŜǎǎ ƴƛƎƘǘ ǘƻ ǿŀǘŎƘ ƻǾŜǊ ƳŜ. Sometimes I woke up, and found her bending over 

ƳŜέ όомύ. [ƛƴŘŀΩǎ ŦƛŦǘƘ ƛƳǇƻǎŜŘ ǎǇŀŎŜ ƛǎ aǊΦ CƭƛƴǘΩǎ ǇƭŀƴǘŀǘƛƻƴΣ ǘƘŜ ǎǇŀŎŜ ƻŦ ǇǳƴƛǎƘƳŜƴǘ ŦƻǊ [ƛƴŘŀΩǎ ƴƻǘ 

ǎǳōƳƛǘǘƛƴƎ ǘƻ 5ǊΦ CƭƛƴǘΩǎ ǎŜȄǳŀƭ ŀŘǾŀƴŎŜǎ. However, she escapes before being forced to go there, and 

ƎƻŜǎ ōȅ ŎƘƻƛŎŜ ǘƻ ƘŜǊ ǎƛȄǘƘ ǎǇŀŎŜΥ άL Ǌŀƴ ƻƴ ǘƛƭƭ L ŎŀƳŜ ǘƻ ǘƘŜ ƘƻǳǎŜ ƻŦ ǘƘŜ ŦǊƛŜƴŘ ǿƘƻ ǿŀǎ ǘƻ ŎƻƴŎŜŀƭ ƳŜέ 

(79). Though Linda is not free to move from this space without fear of capture, it is her first space where 

she has a modicum of free agency. She is confined to a smaller geographical space because she cannot 

safely leave the house, but she is, at the moment, free from slavery. Her subjective space is now much 

larger. As we follow her spatial progression, we see that progressively shrinking spaces afford her with 

progressively enlarging spaces in freedom.  

  When she feels she has been tracked to her sixth space, she hides in her seventh space, a 

άǘƘƛŎƪŜǘ ƻŦ ōǳǎƘŜǎέ ŦƻǊ ǘǿƻ ƘƻǳǊǎ ό80). ! Ǉƻƛǎƻƴƻǳǎ ǎƴŀƪŜ ōƛǘŜǎ ƘŜǊΣ ŀƴŘ ǎƘŜ άƎǊƻǇŜώǎϐέ ƘŜǊ άǿŀȅ ōŀŎƪ 

ƛƴǘƻ ǘƘŜ ƘƻǳǎŜέ όулύ. IŜǊ ŜƛƎƘǘƘ ǎǇŀŎŜ ƛǎ ǘƘŜ ƘƻǳǎŜ ƻŦ ŀ ǿƘƛǘŜ ǎƭŀǾŜ ƻǿƴŜǊΣ ǿƘŜǊŜ ǎƘŜ ǎǘŀȅǎ ƛƴ άŀ ǎƳŀƭƭ 

ǊƻƻƳ ƻǾŜǊ ώǘƘŜ ǎƭŀǾŜ ƻǿƴŜǊΩǎϐ ǎƭŜŜǇƛƴƎ ŀǇŀǊǘƳŜƴǘέ όумύ. {ƻƻƴ ŀŦǘŜǊΣ 5ǊΦ Cƭƛƴǘ ǘŜƭƭǎ [ƛƴŘŀΩǎ ƎǊŀƴŘƳƻǘƘŜǊΣ 

άL ƘŀǾŜ ŦƻǳƴŘ ƻǳǘ ǿƘŜǊŜ [ƛƴŘŀ ƛǎέ όуоύ. Because of her fear of capture in this space, she hurries to her 

ƴƛƴǘƘΣ άŘƻǿƴ ǎǘŀƛǊǎΣ ŀƴŘ ŀŎǊƻǎǎ ǘƘŜ ȅŀǊŘΣ ƛƴǘƻ ǘƘŜ ƪƛǘŎƘŜƴΣέ ǿƘŜǊŜ .ŜǘǘȅΣ ǘƘŜ ǎƭŀǾŜ ƻŦ ǘƘŜ man in whose 

house Linda had been hiding, lifts a plank and Linda descends beneath the kitchen. [ƛƴŘŀΩǎ ǎǇŀŎŜ ƛǎ 

ǎƘǊƛƴƪƛƴƎΥ άLƴ Ƴȅ ǎƘŀƭƭƻǿ ōŜŘ L ƘŀŘ ōǳǘ Ƨǳǎǘ ǊƻƻƳ ŜƴƻǳƎƘ ǘƻ ōǊƛƴƎ Ƴȅ ƘŀƴŘǎ ǘƻ Ƴȅ ŦŀŎŜ ǘƻ ƪŜŜǇ ǘƘŜ Řǳǎǘ 

ƻǳǘ ƻŦ Ƴȅ ŜȅŜǎέ όупύ. Once she feels that Dr. Flint does not know where she is, she moves back to her 

eighth space. Another escape brings her to her tenth space. Disguised as a male sailor, her space opens 

because she can move about freely in public. {ƘŜΩǎ Ǉǳǘ ƻƴ ŀ ǾŜǎǎŜƭ ǘƘŀǘ ǘŀƪŜǎ ƘŜǊ ǘƻ {ƴŀƪȅ Swamp 
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where her space again shrinks. {ƘŜ ƛǎ ƘŜƳƳŜŘ ƛƴ ōȅ ōŀƳōƻƻ ŀƴŘ ōȅ ǎƴŀƪŜǎΥ άL ǎŀǿ ǎƴŀƪŜ ŀfter snake 

crawling around us. . . . The bamboos were so high and so thick that it was impossible to see beyond a 

ǾŜǊȅ ǎƘƻǊǘ ŘƛǎǘŀƴŎŜέ όфмύΦ CǊƻƳ ƘŜǊŜΣ [ƛƴŘŀ ƳƻǾŜs into a chaotic spaceτback to the vessel, back to 

swamp, and back to vessel. 

 ¢ƘŜ Ƴƻǎǘ ǊŜƳŀǊƪŀōƭŜ ǎǇŀŎŜ ŦƻǊ [ƛƴŘŀ ƛǎ ǘƘŜ ƎŀǊǊŜǘ ŀōƻǾŜ ƘŜǊ ƎǊŀƴŘƳƻǘƘŜǊΩǎ ƘƻǳǎŜΣ ǿƘŜǊŜ ǎƘŜ 

stays for almost seven years. This is her eleventh space. Though it is much smaller than her geographical 

ǎǇŀŎŜ ƛƴ ǎƭŀǾŜǊȅΣ ƛƴ ǿƘƛŎƘ ǎƘŜ ŎƻǳƭŘ ƳƻǾŜ ŀōƻǳǘ ƳƻǊŜ ŦǊŜŜƭȅ ƻƴ 5ǊΦ CƭƛƴǘΩǎ ǇǊƻǇŜǊǘȅΣ ǘƘŜ ƎŀǊǊŜǘ ƻŦŦŜǊǎ ƘŜǊ 

more control over her subjective space. She watches her children and Dr. Flint through a small peephole 

and speaks to her family and Mr. Sands, the free man with whom she has had a child.  

 After her confinement in the garret partially cripples her, Linda moves on to her twelfth space, a 

vessel to Philadelphia sailing on Chesapeake Bay. Here both her geographical and subjective space 

expands dramatically. {ƘŜ ǊŜƳŜƳōŜǊǎ ƘŜǊ ŦǊŜŜŘƻƳΥ άhΣ ǘƘŜ ōŜŀǳǘƛŦǳƭ ǎǳƴǎƘƛƴŜΗ ǘƘŜ ŜȄƘƛƭŀǊŀǘƛƴƎ ōǊŜŜȊŜΗ 

ŀƴŘ L ŎƻǳƭŘ ŜƴƧƻȅ ǘƘŜƳ ǿƛǘƘƻǳǘ ŦŜŀǊ ƻǊ ǊŜǎǘǊŀƛƴǘέ όWŀŎƻōǎ мнпύ. In her thirteenth space, Philadelphia, 

[ƛƴŘŀΩǎ ǎǇŀŎŜ ƛǎ ǘŜƳǇƻǊŀǊƛƭȅ ƻǇŜƴŜŘ ǳǇ ŎƻƳǇƭŜǘŜƭȅ. She feels that she can now control all spatial 

ŘŜƭƛƴŜŀǘƛƻƴ ŀǎ ǎƘŜ ǎǘŀǘŜǎΣ ά²ƘŜƴ ǿŜ ǊŜŀŎƘŜŘ ƘƻƳŜΣ L ǿŜƴǘ ǘƻ Ƴȅ ǊƻƻƳΣ ƎƭŀŘ ǘƻ ǎƘǳǘ ƻǳǘ ǘƘŜ ǿƻǊƭŘ ŦƻǊ ŀ 

ǿƘƛƭŜΧΦ ¢Ƙŀǘ ƴƛƎƘǘ L ǎƻǳƎƘǘ Ƴȅ Ǉƛƭƭƻǿ ǿƛǘƘ ŦŜŜƭƛƴƎǎ L ƘŀŘ ƴŜǾŜǊ ŎŀǊǊƛŜŘ ǘƻ ƛǘ ōŜŦƻǊŜ. I verily believed 

mȅǎŜƭŦ ǘƻ ōŜ ŀ ŦǊŜŜ ǿƻƳŀƴέ όмнтύ. Lƴ ƘŜǊ ƴŜȄǘ ǎǇŀǘƛŀƭ ƳƻǾŜƳŜƴǘǎΣ [ƛƴŘŀΩǎ ǎǳōƧŜŎǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƛƳŜ 

contracts. She is geographically freer in the north than she is in the south, and thus, her time is, off and 

on, more her own. She moves to a boarding houǎŜ ƛƴ bŜǿ ¸ƻǊƪΣ ŀƴŘ ǘƘŜƴ ǘƻ ƘŜǊ aǊǎΦ .ǊǳŎŜΩǎ ƘƻǳǎŜ 

ǿƘŜǊŜ ǎƘŜ ǿƻǊƪǎ ŦƻǊ ǿŀƎŜǎ ŀǎ 9ƭƭŜƴ .ǊǳŎŜΩǎ ƴŀƴƴȅ. In this, her fifteenth space, she is confined by 

roaming slaveholders. Her sixteenth space shrinks as well. It is a summer hotel in Rockaway where she 

is told she cannot sit in a chair. Linda then confines herself to her hotel room and, in an act of agency, 

refuses to go to the table. Her seventeenth-through-final spaces are as follows: She stays at the house 

of a friend of Mrs. Bruce, moves on to Boston, and then London where she has her first taste of pure 

freedom from racial oppression. {ƘŜ ǊŜƳŜƳōŜǊǎΣ άCƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ ƛƴ Ƴȅ ƭƛŦŜ L ǿŀǎ ƛƴ ŀ ǇƭŀŎŜ ǿƘŜǊŜ L 

ǿŀǎ ǘǊŜŀǘŜŘ ŀŎŎƻǊŘƛƴƎ ǘƻ Ƴȅ ŘŜǇƻǊǘƳŜƴǘΣ ǿƛǘƘƻǳǘ ǊŜŦŜǊŜƴŎŜ ǘƻ Ƴȅ ŎƻƳǇƭŜȄƛƻƴέ όмпнύ. She moves to 

Oxford Crescent, then to Steventon, in Berkshire. Here, in her twenty-first space, she sees the struggling 

poor at work and notes that poor space is better than slave space: 
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    I saw men working in the fields for six shillings, and seven shillings, a week, and women 

for sixpence, and sevenpence, a day, out of which they boarded themselves. . . . The 

people I saw around me were, many of them, among the poorest poor. But when I visited 

them in their little thatched cottages, I felt that the condition of even the meanest and 

most ignorant among them was vastly superior to the condition of the most favored 

slaves in America. (143) 

CǊƻƳ {ǘŜǾŜƴǘƻƴΣ ƛƴ .ŜǊƪǎƘƛǊŜΣ [ƛƴŘŀ ƳƻǾŜǎ ǘƻ .ƻǎǘƻƴ ǿƛǘƘ 9ƭƭŜƴ .ǊǳŎŜ ŦƻǊ ǘǿƻ ȅŜŀǊǎΣ ǘƘŜƴ ǘƻ aǊΦ .ǊǳŎŜΩǎ 

in New York, where the fugitive slave law confines her movements in space. [ƛƴŘŀΩǎ ǘǿŜƴǘȅ-forth space 

ƛǎ bŜǿ 9ƴƎƭŀƴŘΣ ŦƻƭƭƻǿŜŘ ōȅ ǘƘŜ ŎƻǳƴǘǊȅΣ bŜǿ ¸ƻǊƪΣ ŀƴŘ ǘƘŜƴ ǘƘŜ ƘƻƳŜ ƻŦ ƻƴŜ ƻŦ aǊǎΦ .ǊǳŎŜΩǎ ŦǊƛŜƴŘǎ 

before returning to New England. Her final space is one of freedom from slavery as Mrs. Bruce tells 

[ƛƴŘŀΣ άL ŀƳ ǊŜƧƻƛŎŜŘ ǘƻ ǘŜƭƭ ȅƻǳ ǘƘŀǘ ǘƘŜ ƳƻƴŜȅ ŦƻǊ ȅƻǳǊ ŦǊŜŜŘƻƳ Ƙŀǎ ōŜŜƴ ǇŀƛŘ ǘƻ aǊΦ 5ƻŘƎŜέ όWŀŎƻōǎ 

155). At the end of the narrative, Linda does not own property, but rather, lives with Mrs. Bruce, who 

bought her freedom. Though Mrs. Bruce does not own Linda, Linda confines her own space within that 

of Mrs. Bruce. WŀŎƻōǎ ǿǊƛǘŜǎΣ ά[ƻǾŜΣ ŘǳǘȅΣ ƎǊŀǘƛǘǳŘŜΣ ŀƭǎƻ ōƛƴŘ ƳŜ ǘƻ ƘŜǊ ǎƛŘŜέ όмрсύ. Thus, Linda seems 

to have only partial agency in her final space of freedom. She is free, in body, to move about as she 

pleases in New York, but she is subjectively fettered to yet another white person.  

 Another confinement for Linda is imposed silenced. Dr. Flint repeatedly silences Linda, as she 

ǊŜƳŜƳōŜǊǎΣ ά5ǊΦ Cƭƛƴǘ ǎǿƻǊŜ ƘŜ ǿƻǳƭŘ ƪƛƭƭ ƳŜΣ ƛŦ L ǿŀǎ ƴƻǘ ŀǎ ǎƛƭŜƴǘ ŀǎ ǘƘŜ ƎǊŀǾŜέ όWŀŎƻōǎ нтύ. After her 

ŜǎŎŀǇŜΣ [ƛƴŘŀ ōǊŜŀƪǎ ƻǳǘ ƻŦ ǘƘƛǎ ǎƛƭŜƴǘ ǎǇŀŎŜ ōȅ ǿǊƛǘƛƴƎ ƭŜǘǘŜǊǎ ǘƻ 5ǊΦ Cƭƛƴǘ άǘƘŀǘ Ŧƻƛƭ Ƙƛǎ ǎŎƘŜƳŜǎ ƻŦ 

ǇƻǎǎŜǎǎƛƻƴ ŀƴŘ ŘƻƳƛƴŀƴŎŜέ ό.ŀƪŜǊΣ WǊΦ рсύ. Jacobs frees herself from silence in her writing Incidents. 

Though writing frees Jacobs from the imposed space of silence, she is confined within the traditional 

slave narrative space. 

 Valery Smith argues that Jacobs, though presumably confined within this narrative space, breaks 

out of it in order to free her voice. Mosǘ ǎƭŀǾŜ ƴŀǊǊŀǘƛǾŜǎ ǿŜǊŜ ǊŜǉǳƛǊŜŘ ǘƻ άǎŜǊǾŜ ŀƴ ƻǳǘǎƛŘŜ ƛƴǘŜǊŜǎǘΥ 

the stories are shaped according to the requirements of the abolitionists who published them and 

provided them with readers (Smith 223). CǳǊǘƘŜǊΣ ǘƘŜ ƴŀǊǊŀǘƛǾŜǎ ǿŜǊŜ άƭƛǘŜǊŀǊȅ ǇǊƻŘǳŎǘƛƻƴǎ ǘƘŀǘ 

documented the antislavery crusade. Their status as both popular art and propaganda imposed upon 

them a repetitiveness of structure, tone, and content that obscured individual achievements and artistic 
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ƳŜǊƛǘέ όннпύ. ¢ƘǳǎΣ άIŀǊǊƛŜǘ WŀŎƻōǎΩǎ ŦǊŜŜŘƻƳ ǘƻ ǊŜŎƻnstruct her life was limited by a genre that 

ǎǳǇǇǊŜǎǎŜŘ ǎǳōƧŜŎǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ŦŀǾƻǊ ƻŦ ŀōƻƭƛǘƛƻƴƛǎǘ ǇƻƭŜƳƛŎǎέ όннрύΦ 

 bƻǘ ƻƴƭȅ ǿŀǎ WŀŎƻōǎ άǊŜǎǘǊƛŎǘŜŘ ōȅ ǘƘŜ ŀƴǘƛǎƭŀǾŜǊȅ ŀƎŜƴŘŀΣέ ōǳǘ άǎƘŜ ǿŀǎ Řƻǳōƭȅ ōƻǳƴŘ ōȅ ǘƘŜ 

form in which she wrote, for it contained a plot more compatible with received notions of masculinity 

ǘƘŀƴ ǘƘƻǎŜ ƻŦ ǿƻƳŀƴƘƻƻŘέ ό{ƳƛǘƘ ннрύΦ CǊŜŘŜǊƛŎƪ 5ƻǳƎƭŀǎǎΩǎ Narrative of the Life of Frederick Douglass, 

a seminal work in the slave narrative genre, is arguably the foundational model of the slave narrative. It 

is overtly masculine and focuses on the individual, rather than on the community. Douglass explains 

ǘƘŀǘ Ƙƛǎ ƴŀǊǊŀǘƛǾŜ ǿƛƭƭ ǎƘƻǿ άƘƻǿ ŀ ǎƭŀǾŜ ǿŀǎ ƳŀŘŜ ŀ Ƴŀƴέ όмлтύ. Baker, Jr., ƴƻǘŜǎ ǘƘŀǘ ǳƴƭƛƪŜ 5ƻǳƎƭŀǎǎΩǎ 

ƴŀǊǊŀǘƛǾŜΣ άώ[ƛƴŘŀϐ .ǊŜƴǘΩǎ ǿƻǊƪ Ǝƛves a sense of collectiveΣ ǊŀǘƘŜǊ ǘƘŀƴ ƛƴŘƛǾƛŘǳŀƭƛǎǘƛŎΣ ōƭŀŎƪ ƛŘŜƴǘƛǘȅέ 

(55). [ƛƴŘŀΩǎ ǎǘǊŜƴƎǘƘ ŎƻƳŜǎ ŦǊƻƳ ƘŜǊ ǎŜƴǎŜ ƻŦ ŦŜƳŀƭŜ ŎƻƳƳǳƴƛǘȅ. ¢ƘǳǎΣ ǎƘŜ άŘƻŜǎ ƴƻǘ ǎŜŜƪ ǘƘŜ 

relationship of marriage that signals a repossession of self and the possibility of black reunification in 

male narratives. . . . A new bonding of Afro-American humanity consists, for Brent, in the reunion of 

ƳƻǘƘŜǊ ŀƴŘ ŎƘƛƭŘ ƛƴ ŦǊŜŜŘƻƳέ ό.ŀƪŜǊΣ WǊΦ ррύ.  

 In an effort to free her narrative from the patriarchal slave narrative, Jacobs, in part, uses the 

άǊƘŜǘƻǊƛŎ ƻŦ ǘƘŜ ǎŜƴǘƛƳŜƴǘŀƭ ƴƻǾŜƭΧōŜŎŀǳǎŜ ƛǘ ǇǊƻǾƛŘŜŘ ƘŜǊ ǿƛǘƘ ŀ ǿŀȅ ƻŦ ǘŀƭƪƛƴƎ ŀōƻǳǘ ƘŜǊ ǾǳƭƴŜǊŀōƛƭƛǘȅ 

ǘƻ ǘƘŜ Ŏƻƴǎǘŀƴǘ ǘƘǊŜŀǘ ƻŦ ǊŀǇŜέ ό{ƳƛǘƘ ннрύ. Jacobs employs the use of the sentimental genre for 

ǊƘŜǘƻǊƛŎŀƭ ǇǳǊǇƻǎŜǎ άƛƴ ŀƴ ŜŦŦƻǊǘ ǘƻ ƛƴǎǇƛǊŜ her Northern female readers to respond emotionally to her 

ǎǘƻǊȅ ŀƴŘ ǘƻ ǘǊŀƴǎƭŀǘŜ ǘƘŀǘ ŜƳƻǘƛƻƴ ƛƴǘƻ ƳƻǊŀƭ ōŜƘŀǾƛƻǊέ όнфлύ. Michelle Burnham writes that the 

ǎŜƴǘƛƳŜƴǘŀƭ ƴƻǾŜƭ άŀǇǇŜŀƭŜŘ ǘƻ ŀ ǊŜŀŘŜǊΩǎ ǎȅƳǇŀǘƘȅ ōȅ ǇƻǊǘǊŀȅƛƴƎ ǎŎŜƴŜǎ ƻŦ ƻŦǘŜƴ ǘƘŜŀǘǊƛŎŀƭ ǇŀǘƘƻǎΣ 

and by construction plots of familial separation and indiǾƛŘǳŀƭ ǘǊƛŀƭέ όнфмύ. In several moments Jacobs 

escapes, however, ǘƘŜ ŎƻƴŦƛƴŜŘ ǎǇŀŎŜ ƻŦ ǘƘŜ ǎŜƴǘƛƳŜƴǘŀƭ ǇƭƻǘΥ ά¢ƘƻǎŜ ƳƻƳŜƴǘǎ ƛƴŎƭǳŘŜ ƘŜǊ ŘŜŎƛǎƛƻƴ ǘƻ 

take a lover, the birth of her two children out of wedlock, and the impossibility of her story ending in 

ƳŀǊǊƛŀƎŜέ ό.ǳǊƴƘŀƳ нфмύ. Jacobs states that such escape from the sentimental form is necessary for the 

ǎƭŀǾŜ ǿƻƳŀƴ ǿƘƻ άƻǳƎƘǘ ƴƻǘ ǘƻ ōŜ ƧǳŘƎŜŘ ōȅ ǘƘŜ ǎŀƳŜ ǎǘŀƴŘŀǊŘǎ ŀǎ ƻǘƘŜǊǎέ όпуύ.  

 Jacobs further escapes narrative constraints by leaving gaps in her narration. An exploration of 

these gaps demonstrates that Jacobs feels free to leave out details in order to keep them from bogging 

down her narrative, and to focus on the story that she wants to tell. Smith points out three gaps in 

WŀŎƻōǎΩǎ ƴŀǊǊŀǘƛǾŜ. The first: άwŜŀŘŜǊΣ Ƴȅ ǎǘƻǊȅ ŜƴŘǎ ǿƛǘƘ ŦǊŜŜŘƻƳΣ ƴƻǘ ƛƴ ǘƘŜ ǳǎǳŀƭ ǿŀȅΣ ǿƛǘƘ ƳŀǊǊƛŀƎŜέ 

(Jacobs 156). {ƳƛǘƘ ǿǊƛǘŜǎ ǘƘŀǘ ƛƴ ǘƘƛǎ ǎǘŀǘŜƳŜƴǘ WŀŎƻōǎ άŎŀƭƭǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ǎǇŀŎŜ ōŜǘǿŜŜƴ ǘƘŜ 
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traditional happy ending ƻŦ ǘƘŜ ƴƻǾŜƭ ƻŦ ŘƻƳŜǎǘƛŎ ǎŜƴǘƛƳŜƴǘ ŀƴŘ ǘƘŜ ŜƴŘƛƴƎ ƻŦ ƘŜǊ ǎǘƻǊȅέ όнопύ. Jacobs 

neglects to mention her second pregnancy (Jacobs 64). {ƳƛǘƘ ǎǘŀǘŜǎΣ ά.ȅ ŎƻƴǎƛƎƴƛƴƎ ǘƻ ǘƘŜ ƴŀǊǊŀǘƛǾŜ 

silences those aspects of her own sexuality for which the genre does not allow, Jacobs points to an 

ƛƴŀŘŜǉǳŀŎȅ ƛƴ ŦƻǊƳέ όнорύ. aƛǎǎ Cŀƴƴȅ άŀǘǘŜƳǇǘǎ ǘƻ ǎŜƴǘƛƳŜƴǘŀƭƛȊŜ ώWŀŎƻōǎΩϐ ǎƛǘǳŀǘƛƻƴέ Ƨǳǎǘ ōŜŦƻǊŜ 

Jacobs escapes to the north (Smith 235). aƛǎǎ Cŀƴƴȅ ǎŀȅǎ ǘƘŀǘΣ ŦƻǊ WŀŎƻōǎΣ ǎƘŜ άΨǿƛǎƘŜŘ ǘƘŀǘ L ŀƴŘ ŀƭƭ Ƴȅ 

ƎǊŀƴŘƳƻǘƘŜǊΩǎ ŦŀƳƛƭȅ ǿŜǊŜ ŀǘ ǊŜǎǘ ƛƴ ƻǳǊ ƎǊŀǾŜǎΣ ŦƻǊ ƴƻǘ ǳƴǘƛƭ ǘƘŜƴ ǎƘƻǳƭŘ ǎƘŜ ŦŜŜƭ ŀƴȅ ǇŜŀŎŜ ŀōƻǳǘ ǳǎΩέ 

(Jacobs 73). Here, Jacobs leaves a gap between the conventions of the sentimental novel and her own 

act of freedom. 

 hǘƘŜǊ ƴŀǊǊŀǘƛǾŜ ƎŀǇǎ ƛƴŎƭǳŘŜ 9ƭƭŜƴΩǎ ƘŀǾƛƴƎ ŀ ŘŀǳƎƘǘŜǊ ǿƛǘƘƻǳǘ mention of the father. The only 

ƳŜƴǘƛƻƴ WŀŎƻōǎ ƎƛǾŜǎ ƛǎΣ ά{ƘŜ ƘŀŘ ŀƴ ƛƴŦŀƴǘ ŘŀǳƎƘǘŜǊ. I had a glimpse of it, as the nurse passed with it in 

ƘŜǊ ŀǊƳǎέ όWŀŎƻōǎ млфύ. Lƴ ŀŘŘƛǘƛƻƴΣ WŀŎƻōǎ ƎƛǾŜ ƴƻ ŀŎŎƻǳƴǘ ƻŦ Ƙƻǿ .Ŝƴ ŜǎŎŀǇŜǎΣ ƻǘƘŜǊ ǘƘŀƴ Ƙƛǎ άǿƘƛǘŜ 

ŦŀŎŜέ ŘƻƛƴƎ άƘƛƳ ŀ ƪƛƴŘƭȅ ǎŜǊǾƛŎŜέ όноύ. The question of whether Dr. Flint rapes Linda is a narrative gap 

that Jacobs tries to close by implying that he did not rape her, but when examined more closely, the 

ǉǳŜǎǘƛƻƴ ƛǎ ƭŜŦǘ ƻǇŜƴ ŦƻǊ ǘƘŜ ǊŜŀŘŜǊΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ. The following examples demonstrate this 

ŀƳōƛƎǳƛǘȅΥ ά.ǳǘ 5ǊΦ Cƭƛƴǘ ǎǿƻǊŜ ƘŜ ǿƻǳƭŘ ƪƛƭƭ ƳŜΣ ƛŦ L ǿŀǎ ƴƻǘ ǎƛƭŜƴǘ ŀǎ ǘƘŜ ƎǊŀǾŜέ όнтύΤ άL ƘŀŘ ƘƛǘƘŜǊǘƻ 

succeeded in eluding my master, though a razor was often held to my throat to force me to change this 

ƭƛƴŜ ƻŦ ǇƻƭƛŎȅέ όнфύΤ Lƴ ŀƴǎǿŜǊƛƴƎ ƘŜǊ ƳƛǎǘǊŜǎǎΩǎ ǉǳŜǎǘƛƻƴ ƻŦ ǿƘŜǘƘŜǊ ǎƘŜ ƛǎ άƛƴƴƻŎŜƴǘέ ƻŦ  ǎƭŜŜǇƛƴƎ ǿƛǘƘ 

5ǊΦ CƭƛƴǘΣ [ƛƴŘŀ ǊŜǇƭƛŜǎΣ άΨL ŀƳΣΩέ ŀƴŘ ǎƘŜ ŘƻŜǎ ǎƻ άǿƛǘƘ ŀ ŎƭŜŀǊ ŎƻƴǎŎƛŜƴŎŜέ όолύΤ [ƛƴŘŀ ǘŜǎǘƛŦƛŜǎΣ άIƛǘƘŜǊǘƻΣ 

L ƘŀŘ ŜǎŎŀǇŜŘ Ƴȅ ŘǊŜŀŘŜŘ ŦŀǘŜέ ƻŦ ōŜƛƴƎ ǊŀǇŜŘ ōȅ 5ǊΦ Clint (45). Though Jacobs intends to demonstrate 

that Dr. Flint did not rape her, the above examples leave the reader to question what really happened. 

Because Jacobs leaves other obvious narrative gaps, it is possible that she is not a completely reliable 

narrator. She admits that her writing ability itself leaves gaps in the narrative. For example she writes, 

ά²ƻǳƭŘ ǘƘŀǘ L ƘŀŘ ƳƻǊŜ ŀōƛƭƛǘȅΗ  .ǳǘ Ƴȅ ƘŜŀǊǘ ƛǎ ǎƻ ŦǳƭƭΣ ŀƴŘ Ƴȅ ǇŜƴ ƛǎ ǎƻ ǿŜŀƪΗέ όнуύΦ  

 hŦ ŎƻǳǊǎŜΣ ǎƻƳŜ ƻŦ WŀŎƻōǎΩǎ ƎŀǇǎ ŀǊŜ ƛƴǘŜƴǘƛƻƴŀƭ. She leaves a narrative gap in order to conceal 

ǘƘŜ ƛŘŜƴǘƛǘȅ ƻŦ ǎƻƳŜ ǇŜƻǇƭŜ ǿƘƻ ƘŜƭǇ ƘŜǊ ŜǎŎŀǇŜΥ ά!ǎ ŀ ƳŀǘǘŜǊ ƻŦ ǇǊǳŘŜƴŎŜ ƴƻ ƴŀƳŜǎ ǿŜǊŜ ƳŜƴǘƛƻƴŜŘέ 

(81). On the other extreme, we see narrative gaps filled as Jacobs makes up the dialogue between Phil 

and Ben, since she was not present to witness the conversation (24-25). In this way, Jacobs goes back in 

time to speculate what happened in a space where she was not present. Lƴ ŦŀŎǘΣ WŀŎƻōǎΩǎ ǿǊƛǘƛƴƎ ƻŦ 
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Incidents is an act of space and time travel because she must negotiate between both memory and the 

present to create a cohesive narrative. 

 As mentioned earlier, the concepts of space and time are interdependent. Jacobs orders and 

exists in space; however, in order for one to have a full understanding of space, one must place it in 

ǘƛƳŜ ōŜŎŀǳǎŜ άǿŜ ŜȄǇŜǊƛŜƴŎŜ ǎǇŀŎŜ ǘŜƳǇƻǊŀƭƭȅ ŀƴŘ ǘƛƳŜ ƛǎ ǊŜƎƛǎǘŜǊŜŘ ǎǇŀǘƛŀƭƭȅέ όbŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ 

114). Jacobs presents a historiagraphical narrative, placing her characters in a meaningful past that can 

be understood as it informs the present, yet a phenomenological reading of time in Incidents further 

informs the meaning of time for Jacobs and for her characters. bŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ ŜȄǇƭŀƛƴ ǘƘŀǘ άǿŜ 

experience time in individual, often idiosyncratic ways, but these experiences are also shaped by larger 

social processes. . . . How we experience time is not necessarily a function of our choosing, a simple 

ŀǎǎŜǊǘƛƻƴ ƻŦ ǿƛƭƭέ όммлύ. The characters in Incidents display this subjective experience of time in what 

Michael Hanchard notes άǘƘǊŜŜ ŎƻƴŎŜǇǘǳŀƭ Ŧacets to racial time: waiting, time appropriation, and the 

ŜǘƘƛŎŀƭ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘŜƳǇƻǊŀƭƛǘȅ ŀƴŘ ǇǊƻƎǊŜǎǎέ όǉǘŘΦ ƛƴ bŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ ммнύ. According to 

IŀƴŎƘŀǊŘΣ ǿŀƛǘƛƴƎ ƛǎ άǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƛƳŜ ƭŀƎǎ ƻǊ ŘƛǎƧǳƴŎǘǳǊŜǎ ǘƘŀǘ ǊŜǎǳƭǘ ŦǊƻƳ ǘƘŜ ƛmposition of 

ǊŀŎƛŀƭ ǊǳƭŜέ όммн-13). ²ŀƛǘƛƴƎ ƛǎ ŜȄǇŜǊƛŜƴŎŜŘ ōȅ άƻƴŜ ƻŦ ǘƘŜ Ǉƭŀƴǘŀǘƛƻƴ ǎƭŀǾŜǎέ ǿƘƻ ƛǎ ōǊƻǳƎƘǘ ōȅ Ƙƛǎ 

ƳŀǎǘŜǊ ǘƻ 5ǊΦ CƭƛƴǘΩǎ ǇǊƻǇŜǊǘȅ ŦƻǊ ǇǳƴƛǎƘƳŜƴǘ όWŀŎƻōǎ мрύ. 5ǊΦ Cƭƛƴǘ ƻǊŘŜǊǎ ǘƘƛǎ ǎƭŀǾŜ ǘƻ ōŜ άǘŀƪŜƴ ǘƻ ǘƘŜ 

work house, and tied up to the joist, so that his feet would just escape the ground. In that situation he 

ǿŀǎ ǘƻ ǿŀƛǘ ǘƛƭƭ ǘƘŜ ŘƻŎǘƻǊ ƘŀŘ ǘŀƪŜƴ Ƙƛǎ ǘŜŀέ όмрύ. Here the slave waits to be whipped. Another example 

of waiting is when Benjamin is in prison waiting to be bought by another slave trader. .ŜƴƧŀƳƛƴ ǎŀȅǎΣ άΨL 

ŀƳ ǿŀƛǘƛƴƎ ώǘƘŜ ǎƭŀǾŜ ƳŀǎǘŜǊΩǎϐ ǘƛƳŜέ όноύ. Lƴ ŀŘŘƛǘƛƻƴΣ [ƛƴŘŀΩǎ ƎǊŀƴŘƳƻǘƘŜǊΣ ǿƘƻǎŜ ƳƛǎǘǊŜǎǎ ƘŀŘ 

άŀƭǿŀȅǎ ǇǊƻƳƛǎŜŘ ƘŜǊ ǘƘŀǘΣ ŀǘ ƘŜǊ ώƳƛǎǘǊŜǎǎΩǎϐ ŘŜŀǘƘΣ ǎƘŜ ǎƘƻǳƭŘ ōŜ ǎŜǘ ŦǊŜŜΣέ ǿŀƛǘǎ ŀƭƭ ƘŜǊ ƭƛŦŜ ŦƻǊ 

freedom that never comes (13). FinallyΣ [ƛƴŘŀ ƘƛŘŜǎ ƛƴ ǘƘŜ ƎŀǊǊŜǘ ǿŀƛǘƛƴƎ άŦƻǊ ƴŜŀǊƭȅ ǎŜǾŜƴ ȅŜŀǊǎέΤ ǎƘŜ 

ǿŀƛǘǎ ǘƻ ƪƴƻǿ άǿƘŜƴ ǘƘŜǎŜ ŘŀǊƪ ȅŜŀǊǎ ǿƻǳƭŘ ŜƴŘΣ ŀƴŘ ώǎƘŜϐ ǎƘƻǳƭŘ ŀƎŀƛƴ ōŜ ŀƭƭƻǿŜŘ ǘƻ ŦŜŜƭ ǘƘŜ 

sunshine, ŀƴŘ ōǊŜŀǘƘŜ ǘƘŜ ǇǳǊŜ ŀƛǊέ όммс-17). In these examples, characters experience time lags that 

are not experienced by the slave owners because of racial rule. 

 IŀƴŎƘŀǊŘΩǎ ǎŜŎƻƴŘ ŦŀŎŜǘ ǘƻ ǊŀŎƛŀƭ ǘƛƳŜ ƛǎ ǘƛƳŜ ŀǇǇǊƻǇǊƛŀǘƛƻƴΣ ǿƘƛŎƘ άƛƴǾƻƭǾŜǎ ŎƘŀƭƭŜƴƎƛƴƎ ǘƘŜ 

ǘŜƳǇƻǊŀƭ ŘƛƳŜƴǎƛƻƴǎ ƻŦ ƛƴŜǉǳŀƭƛǘȅ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǎŜƎǊŜƎŀǘƛƻƴέ όbŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ ммоύ. Linda 

experiences time appropriation as she is prohibited, due to Jim Crow laws, from sitting in the first class 

section of a train, though she has paid a first class fare. aǊΦ 5ǳǊƘŀƳ ǘŜƭƭǎ ƘŜǊΣ άΨ¢ƘŜȅ ŘƻƴΩǘ ŀƭƭƻǿ ŎƻƭƻǊŜŘ 
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people to go in the first-Ŏƭŀǎǎ ŎŀǊǎέ (Jacobs 128). [ƛƴŘŀ ƛǎ ƻƴƭȅ ŀƭƭƻǿŜŘ άǘƻ ǊƛŘŜ ƛƴ ŀ ŦƛƭǘƘȅ ōƻȄΣ ōŜƘƛƴŘ 

ǿƘƛǘŜ ǇŜƻǇƭŜέ όмнуύ. Hanchard gives another instance of time appropriationτάǊŜǾƻƭǳǘƛƻƴŀǊȅ ǘƛƳŜΣ 

when members of a subordinated group reconstitute themselves as a social movement and intervene in 

ǘƘŜ ǇǳōƭƛŎ ǎǇƘŜǊŜ ƻŦ ǇƻƭƛǘƛŎǎ ƛƴ ǘƘŜ ƛƴǘŜǊŜǎǘǎ ƻŦ Ŝǉǳŀƭƛǘȅ ŀƴŘ ǎƻŎƛŀƭ ƧǳǎǘƛŎŜέ όbŜŀƭƻƴ ŀƴŘ DƛǊƻǳȄ ммоύ. We 

see this in the writing of slave narratives. Jacobs appropriates time in this manner as she addresses the 

women of the North directly, appealing to their pathos, in order to move them to abolish slavery: 

άwŜŀŘŜǊΣ ƛǘ ƛǎ ƴƻǘ ǘƻ ŀǿŀƪŜƴ ǎȅƳǇŀǘƘȅ ŦƻǊ ƳȅǎŜƭŦ ǘƘŀǘ L ŀƳ ǘŜƭƭƛƴƎ ȅƻǳ ǘǊǳǘƘŦǳƭƭȅ ǿƘŀǘ L ǎǳŦŦŜǊŜŘ ƛƴ 

slavery. I do it to kindle a flame of compassion in your hearts for my sisters who are still in bondage, 

ǎǳŦŦŜǊƛƴƎ ŀǎ L ƻƴŎŜ ǎǳŦŦŜǊŜŘέ όнтύ. ¢ƘŜ ǇǳǊǇƻǎŜ ƻŦ WŀŎƻōǎΩǎ ƴŀǊǊŀǘƛǾŜ ƛǎ ǘƻ ƘŜƭǇ ƛƴŎƛǘŜ ŀ ǊŜǾƻƭǳǘƛƻƴŀǊȅ 

attitude in the women of the North that would end slavery. 

 In Incidents, tƘŜ Ƴƻǎǘ ƻōǾƛƻǳǎ ƻŦ IŀƴŎƘŀǊŘΩǎ ŦŀŎŜǘǎ ǘƻ ǊŀŎƛŀƭ ǘƛƳŜ ƛǎ ǘƘŀǘ ƻŦ temporality and 

progress. ¢Ƙƛǎ ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴ ƻŦ ǘƛƳŜ άǊŜŦŜǊǎ ǘƻ ōŜƭƛŜŦ ƛƴ ǘƘŜ ŦǳǘǳǊŜ ŀǎ ƛƳǇǊƻǾŜƳŜƴǘ ƻƴ ǘƘŜ ǇǊŜǎŜƴǘΣ 

ƻŦǘŜƴ ǿƛǘƘ ǊŜƭƛƎƛƻǳǎ ǊŜŦŜǊŜƴŎŜǎ ǘƻ ŀ ǎŜŎƻƴŘ ŎƻƳƛƴƎ ƻǊ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ŀƴŘ ǘƘŜ ŀǊǊƛǾŀƭ ƻŦ ŀƴ ŀƴƎǊȅ DƻŘέ 

(Nealon and Giroux 113). Thomas JeŦŦŜǊǎƻƴ ƛƴ Ƙƛǎ άbƻǘŜǎ ƻƴ ǘƘŜ {ǘŀǘŜ ƻŦ ±ƛǊƎƛƴƛŀέ ŜȄŜƳǇƭƛŦƛŜǎ ǘƘƛǎ 

άǎŜƴǎŜ ƻŦ ƳƛƭƭŜƴƴƛŀƭ ǘƛƳŜέ ŀǎ ƘŜ ŀŘŘǊŜǎǎŜǎ ǘƘŜ ŎƻƴǎŜǉǳŜƴŎŜǎ ƻŦ ǎƭŀǾŜǊȅ όммоύΥ άLƴŘŜŜŘ L ǘǊŜƳōƭŜ ŦƻǊ Ƴȅ 

ŎƻǳƴǘǊȅ ǿƘŜƴ L ǊŜŦƭŜŎǘ ǘƘŀǘ DƻŘ ƛǎ ƧǳǎǘΥ ǘƘŀǘ Ƙƛǎ ƧǳǎǘƛŎŜ Ŏŀƴƴƻǘ ǎƭŜŜǇ ŦƻǊ ŜǾŜǊέ όǉǘŘΦ ƛn Nealon and Giroux 

113). 9ȄŀƳǇƭŜǎ ƻŦ ǘŜƳǇƻǊŀƭƛǘȅ ŀƴŘ ǇǊƻƎǊŜǎǎ ƛƴŎƭǳŘŜ [ƛƴŘŀΩǎ ƎǊŀƴŘƳƻǘƘŜǊ ǿƘƻ άǘǊǳǎǘώǎϐ ƛƴ ǘƛƳŜ ǘƻ ōŜ 

able to purchase some ƻŦ ƘŜǊ ŎƘƛƭŘǊŜƴέ όWŀŎƻōǎ млύΤ ǎƘŜ ŜƴŎƻǳǊŀƎŜǎ [ƛƴŘŀ ƛƴ ǎŀȅƛƴƎΣ άΨ¢Ǌȅ ǘƻ ōŜŀǊ ŀ ƭƛǘǘƭŜ 

longer. Things may turn out beǘǘŜǊ ǘƘŀƴ ǿŜ ŜȄǇŜŎǘΩέ όтрύΤ ŀƴŘ ƘŜǊ Ŧƛƴŀƭ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ǿƛǘƘ [ƛƴŘŀ ǊŜŀŘǎΣ 

ά Ψ5ŜŀǊ 5ŀǳƎƘǘŜǊΥ L Ŏŀƴƴƻǘ ƘƻǇŜ ǘƻ ǎŜŜ ȅƻǳ ŀƎŀƛƴ ƻƴ ŜŀǊǘƘΤ ōǳǘ L ǇǊŀȅ ǘƻ DƻŘ ǘƻ ǳƴƛǘŜ ǳǎ ŀōƻǾŜΣ ǿƘŜǊŜ 

pain will no more rack this feeble body of mine; where sorrow and parting from my children will be no 

more. DƻŘ Ƙŀǎ ǇǊƻƳƛǎŜŘ ǘƘŜǎŜ ǘƘƛƴƎǎ ƛŦ ǿŜ ŀǊŜ ŦŀƛǘƘŦǳƭ ǳƴǘƻ ǘƘŜ ŜƴŘέ όмрмύ. Linda demonstrates such 

ǘŜƳǇƻǊŀƭƛǘȅ ŀƴŘ ǇǊƻƎǊŜǎǎ ŀǎ ǿŜƭƭΣ ŀǎ ǎƘŜ ǘŜƭƭǎ ƘŜǊ ǎƻƴ .ŜƴƧŀƳƛƴ ǘƘŀǘ άǇŜǊƘŀǇǎ ǿŜ ƳƛƎƘǘΣ ōŜŦƻǊŜ ƭƻƴƎΣ ōŜ 

allowed to hire our own time, ŀƴŘ ǘƘŜƴ ǿŜ ŎƻǳƭŘ ŜŀǊƴ ƳƻƴŜȅ ǘƻ ōǳȅ ƻǳǊ ŦǊŜŜŘƻƳέ όмоύΤ ŀƴŘ ŀǎ ǎƘŜ 

ǊŜƳŜƳōŜǊǎΣ άhōǎǘŀŎƭŜǎ Ƙƛǘ ŀƎŀƛƴǎǘ Ǉƭŀƴǎ. ¢ƘŜǊŜ ǎŜŜƳŜŘ ƴƻ ǿŀȅ ƻŦ ƻǾŜǊŎƻƳƛƴƎ ǘƘŜƳΤ ŀƴŘ ȅŜǘ L ƘƻǇŜŘέ 

(68). 

 [ƛƴŘŀΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƛƳŜ ƛǎ ŀ ŘƛǊŜŎǘ ǊŜǎǳƭǘ ƻŦ ƘŜǊ ƳƻǾŜƳŜƴǘ ƛƴ ǎǇŀŎŜ. In slavery, her space and 

time are controlled by her master. Once she moves to spaces in which she has agency, however small, 

Linda experiences both free space and free time. Her geographical space, however, does not open up 
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until she escapes to the North. Here she has freer ownership of space and time, but due to the Jim Crow 

ƭŀǿǎΣ ǘƘŜ CǳƎƛǘƛǾŜ {ƭŀǾŜ ŀŎǘΣ ŀƴŘ 5ǊΦ CƭƛƴǘΩǎ ƘǳƴǘƛƴƎ ƘŜǊΣ ǎƘŜ ŘƻŜǎ ƴƻǘ ǘǊǳƭȅ ƻǿƴ ƘŜǊ ǎǇŀŎŜ ŀƴŘ ǘƛƳŜ ǳƴǘƛƭ 

Mrs. Bruce has bought her freedom. Even in this case Linda does not truly own her space since she 

rents, rather than owns, her space of property. Nevertheless, she owns her time as she works for and 

keeps her presumably fair wages. She feels she owes at least some of her space and time to Mrs. Bruce, 

but she is freer than she was in slavery. One can imagine further constraints on Linda in the North due 

to slave laws and racism, but her narrative helps her and others in the black community break free of 

these constraints. WŀŎƻōǎΩǎ Incidents takes her experience out of private space and places it into the 

public in order to combat racial inequalities of space and time. 
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ά.ǳǘ ²ƘŜǊŜ ƛǎ ǘƘŜ /ŀǎǘƭŜΚέΥ ¢ƘŜ CǳƴŎǘƛƻƴ ƻŦ aƻŘŜǊƴƛǎǘ !ƭƭŜƎƻǊȅ ƛƴ bƻǊƳŀƴ aŀƛƭŜǊΩǎ The Castle in the 

Forest 

James R. Fleming, University of Florida 

 

ά¢ƘŜǊŜ Ƴŀȅ ōŜ ƴƻ ŀƴǎǿŜǊ ǘƻ ǘƘƛǎΣ ōǳǘ ƎƻƻŘ ǉǳŜǎǘƛƻƴǎ ǎǘƛƭƭ ǾƛōǊŀǘŜ ǿƛǘƘ ƘƻƴƻǊ ǿƛǘƘƛƴΦέ  

  - Norman Mailer, The Castle in the Forest  

 

It would demand little stretch of our critical imaginations to conclude that Norman Mailer is 

ŀƳƻƴƎ ²ŜǎǘŜǊƴ ƭƛǘŜǊŀǘǳǊŜΩǎ ǇǊŜŜƳƛƴŜƴǘ ŀƭƭŜƎƻǊƛŎŀƭ ƴovelists, a unique position he shares with only 

Gabriel Garcia-Marquez and Salman Rushdie among his contemporaries. Throughout his sixty-year 

career as a novelist, essayist and journalist (as well as a poet, playwright, filmmaker and politician), 

Mailer published over forty novels, non-fiction accounts, and collections of essays and stories, virtually 

all of which have explored, among a variety of other topics, the existential, mystical and metaphysical 

mysteries of life and death (often in the course of the same work, as demonstrated most particularly in 

his novels An American Dream and Why Are We In Vietnam?), as well as what he long considered to be 

one of the fundamental dynamics of reality: the continuing war between the forces of good and those 

of evil across the various battlefields (both conscious and unconscious) of the modern world. Despite his 

well-noted adherence to existential philosophy and concern with contemporary American politics and 

social issues, Mailer frequently makes use of allegorical structures in his work in order to represent the 

dynamic and often complicated and contradictory structures of reality and human psychology. 

WƛǘƘ ǘƘŜ ŜȄŎŜǇǘƛƻƴ ƻŦ wƻōŜǊǘ WΦ .ŜƎƛŜōƛƴƎΩǎ Acts of Regeneration: Allegory and Archetype in the 

Works of Norman Mailer, however, ǊŜƭŀǘƛǾŜƭȅ ƭƛǘǘƭŜ ŎǊƛǘƛŎŀƭ ŀǘǘŜƴǘƛƻƴ Ƙŀǎ ōŜŜƴ ƎƛǾŜƴ ǘƻ aŀƛƭŜǊΩǎ ǳǎŜ ƻŦ 

allegory in his writings. While most critics of Mailer have failed to recognize the vital importance of 

allegory to his writings1, this critical deficit is probably owed more to the popular critical resistance to 

                                                 
1
  Surprisingly, Mailer has said nothing about his use of allegory (nor his use of metaphor, aside from a few passing mentions) in his 

writings published before 1990. However, in his 1980 interview with John W. Aldridge, Mailer discusses ¢ƘŜ 9ȄŜŎǳǘƛƻƴŜǊΩǎ {ƻƴƎ and the 
ŎƘŀƭƭŜƴƎŜ ƘŜ ŦŜƭǘ ƘŜ ŦŀŎŜŘ ǿƛǘƘ ǘƘŀǘ ƴƻǾŜƭ ǘƻ άǇŀƛƴǘ ǘƘƛǎ ǎŎŜƴŜ ŀǎ ƛǘ ƛǎΣ ōŜŎŀǳǎŜ ƛƴ ǘƘŜ ŀŎǘ ƻŦ ǇǊŜǎŜƴǘƛƴƎ ƛǘΣ ȅƻǳ ǿƛƭƭ ǳƴŘŜǊline the mystery. 
¢ƘŀǘΩǎ ǿƘȅ ȅƻǳ ǎƘƻǿ ƛǘ ǿƛǘƘ ƴƻ ŘŜŎƻǊŀǘƛƻƴ ŀƴŘ ƴƻ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴτfor just that reason. The aesthetic imperative, if there was one, finally 
ŎŀƳŜ Řƻǿƴ ǘƻΥ ƭŜǘ ǘƘŜ ōƻƻƪ ōŜ ƭƛŦŜƭƛƪŜέ όнтлύ. IŜ ŀŘƳƛǘǎ ǘƘŀǘ ǿƘƛƭŜ /ŀǇƻǘŜΩǎ In Cold Blood was an influence on his writing of The 
9ȄŜŎǳǘƛƻƴŜǊΩǎ {ƻƴƎ έƛǘ ǿŀǎ ǎǘƛƭƭ ǾŜǊȅ ƳǳŎƘ ŀ ōƻƻƪ ǿǊƛǘten by Truman Capote . . . he novelizes more, where I determined to keep it to the 
ŦŀŎǘǳŀƭ ƴŀǊǊŀǘƛǾŜ Φ Φ Φ ǿƘŀǘ L ƘŀŘ ǿŀǎ ƎƻƭŘΣ ƛŦ L ƘŀŘ ŜƴƻǳƎƘ ǎŜƴǎŜ ƴƻǘ ǘƻ ƎƛƭŘ ƛǘέ όнтлύ. Mailer has also discussed his most ostensibly 
allegorical novels, Barbary Shore and Why Are We in Vietnam, at length, without ever touching on their obvious allegorical structures and 
content. But why does Mailer resist considering himself, at least publicly, as an allegorist?  This might be owed to Romantic and post-
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aŀƛƭŜǊΩǎ ǿǊƛǘƛƴƎ ƻǾŜǊ ǘƘŜ ƭŀǎǘ ǘƘƛǊǘȅ ȅŜŀǊǎ ǘƘŀƴ ǘƻ ǘƘŜ wƻƳŀƴǘƛŎ ŀƴŘ tƻǎǘ-Romantic resistance to the 

practice of allegory in fiction and poetry. ²Ƙŀǘ ƛǎ Ƴƻǎǘ ǊŜƳŀǊƪŀōƭŜ ŀōƻǳǘ aŀƛƭŜǊΩǎ ŀƭƭŜƎƻǊƛŜǎΣ ƘƻǿŜǾŜǊΣ ƛǎ 

not simply the manner in which he departs from the Postmodern tradition of allegory, but, rather, that 

his allegories can be located quite firmly within the Modernist allegorical tradition, in so far as he 

refuses to offer firm and readily discernible allegories, but instead a proliferation of simultaneous and at 

times contradictory allegorical interpretations within a single work.  

aŀƛƭŜǊΩǎ Ŧƛƴŀƭ ƴƻǾŜƭΣ The Castle in the Forest, represents the very pinnacle of his achievement as 

an allegorist. ²ƘƛƭŜ aŀƛƭŜǊΩǎ ŜŀǊly novels used allegory to disguise and at the same time render palpable 

the dark, existential realities he explored and celebrated, in his later narratives, Mailer used allegory to 

illustrate the complexities and contradictions of modern social structures and psychology, as well as to 

reunite the reader with what Mailer believed to be a spiritual dimension of life and consciousness lost 

to modern civilization. The Castle in the Forest, then, is a heavily overdetermined allegory, one which, in 

the Modernist tradition of Joyce, Beckett, and Kafka, resists clear allegorical interpretation. While the 

ǎŀƳŜ Ŏŀƴ ōŜ ǎŀƛŘ ƻŦ ŀƭƭ ƻŦ aŀƛƭŜǊΩǎ ƳŀǘǳǊŜ ŀƭƭŜƎƻǊƛŜǎΣ ǘƘŜ ǇƻǎǎƛōƭŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ŀƴŘ ǊŜŀŘƛƴƎǎ ƻŦ The 

Castle and the Forest pile even higher than those possible ŦƻǊ aŀƛƭŜǊΩǎ ƻǘƘŜǊ ŘŜŎƛŘŜŘƭȅ ƳŀǘǳǊŜ 

allegorical narratives, Why Are We in Vietnam? and ¢ƘŜ 9ȄŜŎǳǘƛƻƴŜǊΩǎ {ƻƴƎ. Throughout all of his 

mature allegorical writing, Mailer rejects the allegorical practices of his Postmodernist contemporaries, 

instead returning, time and again, to the Modernist tradition of allegory, for all of its indeterminacies 

and lingering, irresolvable questions. 

The Castle in the Forest ƛǎ ƻŦŦŜǊŜŘΣ ŀǘ ƭŜŀǎǘ ƻǎǘŜƴǎƛōƭȅΣ ŀǎ ŀ ǎǘƻǊȅ ƻŦ !ŘƻƭǇƘ IƛǘƭŜǊΩǎ ŦŀƳƛƭȅ ƘƛǎǘƻǊȅ 

and early childhood. The themes that are pursued throughout the narrative, however, reveal it to be 

richly suggestive and packed full of allegorical suggestions, to the point that the allegorical suggestions 

with the novel seem to overwhelm it, in turn flooding the reader with an endless array of possible and 

likely readings. While we can argue that The Castle in the Forest serves, in many respects, to offer an 

allegory of writing itself, this stands as but one particular allegorical reading of a narrative that suggests 

countless other possible allegorical meanings and interpretations. Like a number of strong Modernist 

                                                                                                                                                                           
Romantic deprivilegization of allegory, which served, in part, to position allegory as being an outmoded and archaic literary form, a 
prejudice which carried well into the Modern and Postmodern ages. That being said, I the answer to this question might be far simpler 
than that. aŀƛƭŜǊΩǎ ŦŀƛƭǳǊŜ ƻǊ ǳƴǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ŘƛǎŎǳǎǎ ǘƘŜ ƛƳǇƻǊǘŀƴǘ ǊƻƭŜ ƻŦ ŀƭƭŜƎƻǊȅ ƛƴ Ƙƛǎ ǿǊƛǘƛƴƎ ƳƛƎƘǘ ōŜ ƻǿŜŘ ǘƻ ǘƘƛǎ ƛƳǇǳƭǎŜ ǘƻ ƪeep his 
figurative cards close to his chest and not reveal a key element of his own literary drives and methods to his public.   
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ŀƭƭŜƎƻǊƛŜǎ όǘƘŜ ŜȄŀƳǇƭŜǎ ŀǊŜ ŎƻǳƴǘƭŜǎǎΥ YŀŦƪŀΩǎ The CastleΣ .ŜŎƪŜǘǘΩǎ Waiting for GodotΣ CŀǳƭƪƴŜǊΩǎ ά¢ƘŜ 

.ŜŀǊΣέ ŀƴŘ IŜƳƛƴƎǿŀȅΩǎ The Old Man and the Sea), The Castle in the Forest suggests a plethora of 

allegorical suggestions and positions them in an overtly incommensurable correlation to each other.  

wƻōŜǊǘ .ŜƎƛŜōƛƴƎ ŀǊƎǳŜǎ ǘƘŀǘ aŀƛƭŜǊ ƻǇŜǊŀǘŜǎ ŀǎ ŀƴ ŀƭƭŜƎƻǊƛŎŀƭ άǾƛǎƛƻƴŀǊȅέ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ 

ǿǊƛǘƛƴƎΣ ŀƴŘ ǘƘŀǘ ƛǘ ƛǎ άǘƻ ǘƘŜ ŀƭƭŜƎƻǊƛŎŀƭ ƳƻŘŜ ǘƘŀǘ aŀƛƭŜǊΩǎ ǿƻǊƪ ƛǎ ǘƻ ōŜ ŘƛǎǘƛƴƎǳƛǎƘŜŘ ŦǊƻƳ ǘƘŜ 

fabulism (the conscious or mechanical appropriation of specific parables, epics, or myths) associated 

ǿƛǘƘ Ƴŀƴȅ ƻŦ Ƙƛǎ !ƳŜǊƛŎŀƴ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎέ όрύ. According to Begiebing, allegory fulŦƛƭƭǎ aŀƛƭŜǊΩǎ 

particular spiritual and social needs as an artist. IŜ ƛƴǎƛǎǘǎ ǘƘŀǘ aŀƛƭŜǊ ƳŀƪŜǎ ǊŜƎǳƭŀǊ ǳǎŜ ƻŦ άǊŀǘƛƻƴŀƭ 

ŀƭƭŜƎƻǊȅέ ŀƴŘΣ ŜǾŜƴ ƳƻǊŜƻǾŜǊΣ άǘǊǳŜ ŀƭƭŜƎƻǊȅέ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ƳŀƧƻǊ ŀƭƭŜƎƻǊƛŎŀƭ ǿǊƛǘƛƴƎǎ. According to 

.ŜƎƛŜōƛƴƎΣ άǊŀǘƛƻƴŀƭ ŀƭƭŜƎƻǊȅέ Ŏŀn be defined as 

allegory that separates from the mode its ancient function of representing a spiritual 

world through the details of the phenomenal world, as allegory in the 18th century 

tended to separate the spiritual world from the phenomenal. The appeal of rational 

allegory, therefore, lies solely in the direct translatability of all the allegorical material 

ŀƴŘ ƛƴ ǘƘŜ ǿǊƛǘŜǊΩǎ ŘƛǎǇƭŀȅ ƻ Ǌŀǘƛƻƴŀƭ ƛƴƎŜƴǳƛǘȅ ŀƴŘ ƳȅǘƘΦ όсύΦ 

hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ άǘǊǳŜ ŀƭƭŜƎƻǊȅΣέ ƛƴ .ŜƎƛŜōƛƴƎΩǎ ǾƛŜǿΣ Ŏŀƴ ōŜ ŘŜŦƛƴŜŘ ŀǎ άŀƭƭŜƎƻǊȅ that reunites the 

spiritual and phenomenal worlds. {ǳŎƘ ŀƭƭŜƎƻǊƛŜǎ ƻŦǘŜƴ ǇƻǊǘǊŀȅ ƳŀƴƪƛƴŘΩǎ ŘƛǊŜŎǘ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ 

spiritual powers and with an inner, visionary world largely through the details of the phenomenal 

ǿƻǊƭŘέ όсύ. True allegory, he insists, is almost always privileged ƻǾŜǊ Ǌŀǘƛƻƴŀƭ ŀƭƭŜƎƻǊȅ ƛƴ aŀƛƭŜǊΩǎ ǿƻǊƪ. In 

true allegory the conscious and the symbolic tend to operate simultaneously, in turn creating an 

indivisible, organic whole within the narrative at hand. Begiebing considers true allegory to be 

ǇŀǊǘƛŎǳƭŀǊƭȅ ŎǊǳŎƛŀƭ ǘƻ aŀƛƭŜǊΩǎ ǿƻǊƪΣ ŦƻǊ aŀƛƭŜǊ ǊŜƎǳƭŀǊƭȅ ŀǘǘŜƳǇǘǎ ǘƻ ǊŜƎŜƴŜǊŀǘŜ ƻǳǊ ǇǊƛƳƛǘƛǾŜ ŎŀǇŀŎƛǘȅ 

to perceive spiritual truths by effectively restoring a lost spiritual dimension to our internal lives and 

external worlds.  

Throughout his novels, Mailer continuously attempts to make sense of the literal through the 

figurative. aŀƛƭŜǊΩǎ ŀƭƭŜƎƻǊƛŜǎ ŀǊŜ ōƻǘƘ ƘƛǎǘƻǊƛŎŀƭƭȅ ŀƴŘ ǇƻƭƛǘƛŎŀƭƭȅ ƎǊƻǳƴŘŜŘ όŀǎ ǿŜ ǎŜŜΣ Ƴƻǎǘ ŜǎǇŜŎƛŀƭƭȅΣ 

in Barbary Shore, Why Are We In Vietnam, IŀǊƭƻǘΩǎ DƘƻǎǘ, and, indeed, The Castle in the Forest) and 

ideologically grounded (as we see demonstrated in The Deer Park, An American Dream, and The 

9ȄŜŎǳǘƛƻƴŜǊΩǎ {ƻƴƎ). Of course, as M.H. Abrams makes clear, both types of allegory can be used and 
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sustained throughout a particular work (ŀǎ ǿŜ ǎŜŜ ŘŜƳƻƴǎǘǊŀǘŜŘ ƛƴ .ǳƴȅŀƴΩǎ tƛƭƎǊƛƳΩǎ tǊƻƎǊŜǎǎ) and are 

not mutually exclusive (6), which is certainly the case in Mailer Why Are We in Vietnam?, Armies of the 

Night, and The Castle in the Forest.  

wƻōŜǊǘ {ƻƭƻǘŀǊƻŦŦ ŀǊƎǳŜǎ ǘƘŀǘ bƻǊƳŀƴ aŀƛƭŜǊΩǎ ƴƻǾŜƭ An American Dream ƛǎ άŀ ǊŜƭŀǘƛǾŜƭȅ 

ŎƻƴǾŜƴǘƛƻƴŀƭ ŀƭƭŜƎƻǊȅΣέ όмтлύ ŀƴŘ ƭƛƪŜƴǎ ǘƘŜ ƴŀǊǊŀǘƛǾŜΩǎ ŀƭƭŜƎƻǊƛŎŀƭ ƳŜǘƘƻŘ ǘƻ ǘƘŀǘ ƻŦ 5ŀƴǘŜΩǎ Divine 

Comedy. {ƻƭƻǘŀǊƻŦŦ ŀǊƎǳŜǎ ǘƘŀǘ άƭƛƪŜ 5ŀƴǘŜΣ ǘƘŜ ƴŀǊǊŀǘƻǊ ƻŦ ǘƘŀǘ Ƴƻǎǘ ŎŜƭŜōǊŀǘŜŘ ƻŦ ŀƭƭ ŘǊŜŀƳ ǾƛǎƛƻƴǎΣ 

Rojack [the narrator and protagonist of An American Dream] must relinquish his allegiance to the 

ǘŜƳǇǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ŘŜǾƛƭ ŀƴŘ ƻƴŎŜ ŀƎŀƛƴ ŀƭƛƎƴ ƘƛƳǎŜƭŦ ǿƛǘƘ ǘƘŜ ǿƛƭƭ ƻŦ DƻŘέ όмтлύ ƻǾŜǊ ǘƘŜ ŎƻǳǊǎŜ ƻŦ ǘƘŜ 

narrative. He locates numerous thematic parallels between Mailer and 5ŀƴǘŜΩǎ ǊŜǎǇŜŎǘƛǾŜ ƴŀǊǊŀǘƛǾŜǎΣ 

ŎƻƴǘŜƴŘƛƴƎ ǘƘŀǘ aŀƛƭŜǊ ŀƴŘ Ƙƛǎ ǇǊƻǘŀƎƻƴƛǎǘ ŀǊŜ ōƻǘƘ άŀƭǿŀȅǎ ΨǘŜƴŘƛƴƎ ǘƻǿŀǊŘ ǘƘŜ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ώǘƘŜ 

protagonist], even as [Dante] moved inexorably toward that moment of confrontation with Satan in the 

ŘŜǇǘƘǎ ƻŦ IŜƭƭΩέ όмтлύ. Solotaroff argues that by structuring his narrative as an allegory, Mailer is able to 

άŜǎŎŀǇŜ ŦǊƻƳ ǎƻƳŜ ƻŦ Ƙƛǎ ŎǊƛǘƛŎǎ ōȅ ŦƭŜŜƛƴƎ ƛƴǘƻ ǘƘŜ ǇǊƻǘŜŎǘƛǾŜ ŎƻƴǾŜƴǘƛƻƴǎ ƻŦ ǘƘƛǎ ƭƛǘŜǊŀǊȅ ŦƻǊƳέ όмтлύ. 

Solotaroff points out that many critics found An American DreamΩs actions and events to be improbable, 

if not downright impossible. {ƻƭƻǘŀǊƻŦŦ ŘƻŜǎ ƴƻǘ ŎƻƴǎǘǊǳŎǘ ŀƴȅ ǇŀǊǘƛŎǳƭŀǊ ǘƘŜƻǊȅ ƻŦ aŀƛƭŜǊΩǎ ǳǎŜ ƻŦ 

allegory in the narrative, but rather identifies it as being allegorical simply because it is seemingly 

improbable. His suggestion, though, is that Mailer structures An American Dream as an allegory in 

ŀƴǘƛŎƛǇŀǘƛƻƴ ƻŦ Ƙƛǎ ŎǊƛǘƛŎǎ ǊŜƧŜŎǘƛƴƎ ǘƘŜ ƛƳǇƻǎǎƛōƛƭƛǘȅ ƻŦ Ƙƛǎ ƴŀǊǊŀǘƛǾŜ ŦƻǊΣ ŀǎ {ƻƭƻǘŀǊƻŦŦ ŀǊƎǳŜǎΣ άƴƻ ŎǊƛǘƛŎ 

has ever troubled himself with the improbability of a historical personage getting a ride on the back of a 

mythological animal or with how little sleep the thirty-five-year-old Dante got during his one week 

ǇƛƭƎǊƛƳŀƎŜ Řƻǿƴ ǘƻ ŀ ŎƻƴŦǊƻƴǘŀǘƛƻƴ ǿƛǘƘ {ŀǘŀƴ ŀƴŘ ǳǇ ǘƻ ŀ Ǿƛǎƛƻƴ ƻŦ DƻŘέ όмтлύ.  

Stanley T. Gutman argues thaǘ aŀƛƭŜǊΩǎ ŜŀǊƭȅ ƴƻǾŜƭ Barbary Shore ǊŜǇǊŜǎŜƴǘǎ aŀƛƭŜǊΩǎ ǇŀǊŀƳƻǳƴǘ 

allegorical vision. He contends that with Barbary ShoreΣ άaŀƛƭŜǊ Ƙŀǎ ǿǊƛǘǘŜƴ ŀƴ ŀƭƭŜƎƻǊȅ ƻŦ ƳƻŘŜǊƴ 

ǇƻƭƛǘƛŎŀƭ ƭƛŦŜΣέ όомύ ŀƴŘ ŀ ŦŀƛǊƭȅ ǎǘǊŀƛƎƘǘ ŦƻǊǿŀǊŘ ŀƴŘ ŘƛǎŎŜǊƴŀōƭŜ ŀƭƭŜƎƻǊȅ ŀǘ ǘƘŀǘ. Gutman sees the 

ŎƘŀǊŀŎǘŜǊ ƻŦ IƻƭƭƛƴƎǎǿƻǊǘƘΣ ǘƘŜ ŀƴǘŀƎƻƴƛǎǘ ƛƴ ǘƘŜ ƴƻǾŜƭΣ ŀǎ άŀƴ ŀƎŜƴǘ ƻŦ ƳƻƴƻǇƻƭȅ ŎŀǇƛǘŀƭƛǎƳΣ ƻŦ ǘƘŜ 

¦ƴƛǘŜŘ {ǘŀǘŜǎΣ ƻŦ ǘƘŜ ΨŦǊŜŜ ǿƻǊƭŘΩΦέ aŎ[ŜƻŘΣ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘ ƛƴ ǘƘŜ ƴƻǾŜƭΣ ǘƘŜƴΣ ǊŜǇǊŜǎŜƴǘǎ άǘƘŜ aŀǊȄƛǎǘ-

Leninist tradition as it has been pervŜǊǘŜŘ ŀƴŘ ŎƻǊǊǳǇǘŜŘ ƛƴǘƻ {ǘŀƭƛƴƛǎƳΣ ƻǊ ǎǘŀǘŜ ŎŀǇƛǘŀƭƛǎƳέ όонύ. 

DǳǘƳŀƴ ƎƻŜǎ ƻƴ ǘƻ ŀǊƎǳŜ ǘƘŀǘ aŀƛƭŜǊΩǎ ǳǎŜ ƻŦ ŀƭƭŜƎƻǊȅ ǊŜǇǊŜǎŜƴǘǎ Ƙƛǎ άǾƛŜǿ ƻŦ ǘƘŜ ǇƻƭƛǘƛŎŀƭ ǎŎŜƴŜ ŘǳǊƛƴƎ 

ǘƘŜ ŜŀǊƭȅ ŦƛŦǘƛŜǎέ όонύ. While Mailer gives voice to a number of contrasting ideas and viewpoints 
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throughout the novel, his narrative is centered, at least ideologically, primarily upon the character of 

McLeod, who, at the end of the novel, issues a lengthy polemic that is representative, in large part, of 

aŀƛƭŜǊΩǎ ƻǿƴ ǾƛŜǿ ƻŦ ǘƘŜ ǇƻƭƛǘƛŎŀƭ ǎituations of the Western world at the time. aŀƛƭŜǊΩǎ ŀƭƭŜƎƻǊȅΣ ǘƘŜƴΣ 

ultimately develops into a mere polemic, a pronouncement of his own political, social and artistic view 

points. Mailer issues a definitive judgment in this narrative, and overtly privileges one ideological 

system over another, something that he avoids doing, at least overtly, in his later allegorical narratives.  

In his next stage as an allegorist, which begins with Why Are We In Vietnam?  Mailer begins to 

issue allegories that can be located fairly firmly within the Modernist allegorical tradition, in so far as he 

presents allegories without ready or simple solutions to them, allegories which are not immediately 

solvable and which balance a multiplicity of contradictory and incommensurable notions 

simultaneously. While Thomas Pynchon and Ishmael Reed certainly both make pronounced use of the 

ŀƭƭŜƎƻǊƛŎŀƭ ƳƻŘŜ ƛƴ ǘƘŜƛǊ ǿǊƛǘƛƴƎǎΣ aŀƛƭŜǊΩǎ Ǉƻǎǘ-An American Dream allegories tend to have a greater 

sense of intention or direction pushing behind them. aŀƛƭŜǊΩǎ ƳŀǘǳǊŜ ŀƭƭŜƎƻǊƛŜǎ ŀǊŜ ƴŜǾŜǊ ŎƭŜŀǊ-cut or 

simply dualistic; rather, it always seems as if he is attempting to develop and pronounce a social, 

culture, artistic, psychological or political vision in his works. aŀƛƭŜǊΩǎ ƳŀǘǳǊŜ ŀƭƭŜƎƻǊƛŜǎ ŀǊŜ Ƴǳƭǘi-

faceted and sweeping, attached in some direct manner to reality, yet always resistant to mere 

simplification or correspondence to such.  

 .Ǌƛŀƴ aŎIŀƭŜ ŀǊƎǳŜǎ ǘƘŀǘ aƻŘŜǊƴƛǎǘ ŀƭƭŜƎƻǊƛŜǎ ŀǊŜ άƻǾŜǊ ŘŜǘŜǊƳƛƴŜŘ ŀƭƭŜƎƻǊƛŜǎΣ ǘƘŜȅ ƘŀǾŜ ǘƻƻ 

many interpretations. The result of overdetermination is indeterminacy; and this indeterminacy has 

profound ontological consequences, for sets in motion a game of musical chairs involving the literal 

frame ƻŦ ǊŜŦŜǊŜƴŎŜέ όмпнύ. He argues further ǘƘŀǘ άŎŜǊǘŀƛƴ ǇƻǎǘƳƻŘŜǊƴƛǎǘ ŀƭƭŜƎƻrists, instead of 

exploiting indeterminate allegory to destabilize ontological structure, seem to have opted for relatively 

ǘǊŀƴǎǇŀǊŜƴǘΣ ǳƴƛǾƻŎŀƭ ŀƭƭŜƎƻǊƛŎŀƭ ƴŀǊǊŀǘƛǾŜǎΣ ƻŦŦŜǊƛƴƎ ŀǇǇŀǊŜƴǘƭȅ ƴƻ ƻōǎǘǊǳŎǘƛƻƴ ǘƻ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴέ όмпнύ. 

Unlike a number of his Postmodern contemporaries (Thomas Pynchon, William Burroughs, Angela 

/ŀǊǘŜǊ ŀƴŘ LǎƘƳŀŜƭ wŜŜŘ ƛƴ ǇŀǊǘƛŎǳƭŀǊύΣ aŀƛƭŜǊΩǎ ƳŀǘǳǊŜ ŀƭƭŜƎƻǊƛŜǎ ƻǿŜ ŦŀǊ ƳƻǊŜ ǘƻ ǘƘŜ aƻŘŜǊƴƛǎǘ 

allegorical tradition than the Postmodern allegorical tradition, in that he does not offer allegories which 

are transparent and unobstructed.  

McHale argues that in terms of Postmodern allegory, ǘƘŜ άǊŜŀƭƛǎǘƛŎέ ƭŜǾŜƭ ƻŦ ŀƴ ŀƭƭŜƎƻǊȅ άŎŀƴ ƻƴƭȅ 

ōŜ ǘƘŜ ǿƻǊŘǎ ƻƴ ǘƘŜ ǇŀƎŜ ƛƴ ŦǊƻƴǘ ƻŦ ȅƻǳέ όмпсύ. Citing and expanding from Maureen Quilligan, McHale 
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suggests that this is especially true in the case of Thomas Pynchon. άtȅƴŎƘƻƴΩǎ ŎƘŀǊŀŎǘŜǊǎ ǇŜǊǎƛǎǘ ƛƴ 

behaving as though their world were a textτwhich of course, literally, it isτŀƴŘ ǘƘŜȅ ƛǘǎ ǊŜŀŘŜǊǎέ όмпсύ. 

McHale contends that in a number of Postmodernist allegories, the fictional world is perpetually 

ŜǾŀǇƻǊŀǘƛƴƎ ŀƴŘ άǇŜǊǇŜǘǳŀƭƭȅ ǎƭƛŘƛƴƎ ōŀŎƪ ŀƴŘ ŦƻǊǘƘ ōŜǘǿŜŜƴ ǘǊƻǇŜ ŀƴŘ ƭƛǘŜǊŀƭέ ό146). In Postmodernist 

ŦƛŎǘƛƻƴΣ ŀǎ vǳƛƭƭƛƎŀƴ ŀǎǎŜǊǘǎΣ άǘƘŜ ǎǘŀƎŜ ǎŜǘǘƛƴƎ ƻŦ ŀƴ ŀƭƭŜƎƻǊȅ ōŜƎƛƴǎΣ ŀǎ ƛǘ ƳƛƎƘǘ ƛƴ ŀƴȅ ŦƛŎǘƛƻƴΣ ōǳǘ ŀǘ 

some point in the play of the narrative the action fades, as if the lights were to go off behind the screen, 

ǎƻ ǘƘŀǘ ǘƘŜ ŀǳŘƛŜƴŎŜ ƛǎ ƭŜŦǘ ŦŀŎƛƴƎ ǘƘŜ ŎǳǊǘŀƛƴ ƻƴ ǿƘƛŎƘ ŀǊŜ ǇǊƛƴǘŜŘ ǘƘŜ ŀǳǘƘƻǊΩǎ ǿƻǊŘǎέ όǉǘŘΦ ƛƴ aŎIŀƭŜ 

147) in turn leaving the reader stranded in the realm of the metafictional or metatetextual and 

effectively left somewhere outside of the narrative itself. In that respect, McHale suggests that William 

.ǳǊǊƻǳƎƘǎ ƛǎ ǘƘŜ tƻǎǘƳƻŘŜǊƴ ŀƭƭŜƎƻǊƛǎǘ ǇŀǊ ŜȄŎŜƭƭŜƴŎŜΣ ŦƻǊ ƛƴ ǘƘŜ ŀƭƭŜƎƻǊƛŜǎ ƻŦ .ǳǊǊƻǳƎƘǎΣ άǘƘŜ 

opposition is between the principle of control and the various avatars of the life-force that resists 

control. Control is allegorized in a number of ways: as power-mad bureaucrats, as junk, as parasitic 

ǾƛǊǳǎŜǎΣ ŀƴŘ ǳƭǘƛƳŀǘŜƭȅ ŀǎ ǘƘŜ ²ƻǊŘ ƛǘǎŜƭŦέ όмпоύ. For McHŀƭŜΣ .ǳǊǊƻǳƎƘǎΩǎ tƻǎǘƳƻŘŜǊƴƛǎǘ ŀƭƭŜƎƻǊƛŜǎ ŀǊŜ 

ultimately quite discernable and clear-cut. ¢ƘŜ ǎŀƳŜΣ ƘƻǿŜǾŜǊΣ Ŏŀƴƴƻǘ ōŜ ǎŀƛŘ ƻŦ aŀƛƭŜǊΩǎ ŀƭƭŜƎƻǊƛŜǎΣ 

ŘŜǎǇƛǘŜ aŀƛƭŜǊΩǎ ƘƛǎǘƻǊƛŎŀƭ ƭƻŎŀǘƛƻƴ ŀƳƻƴƎǎǘ Ƙƛǎ tƻǎǘƳƻŘŜǊƴ ŎƻƴǘŜƳǇƻǊŀǊƛŜǎ.  

The Castle in the Forest  is, undoubtedly, an example of true allegory (at least in terms of 

.ŜƎƛŜōƛƴƎΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǎǳŎƘύΣ ƛƴ ǎƻ ŦŀǊ ŀǎ ƛǘ ǳƴƛǘŜǎ ǘƘŜ ǎǇƛǊƛǘǳŀƭ ŀƴŘ ǇƘŜƴƻƳŜƴŀƭ ǿƻǊƭŘǎ ƛƴǘƻ ŀƴ 

organized whole, albeit one that is filtered through a daemonic narrator that refuses to offer a full 

conception of what his allegory is in fact signifying. Good and evil, freedom and control, life and death, 

the tragic and the comedic, and even truth and fiction, are not presented in any particular binarism in 

The Castle in the Forest, at least not one that is immediately discernable. In fact, the narrative does not 

offer any clear indication of what is and what is not being allegorized, never mind what the proper or 

intended interpretation of the narrative might be. Mailer instead goes to great lengths to suggest that 

much of what is represented is somehow allegorical, without revealing exactly what those allegorical 

suggestions serve to signify.  

¢ƘǊƻǳƎƘƻǳǘ ǘƘŜ ƴŀǊǊŀǘƛǾŜ aŀƛƭŜǊ ƳŀƪŜǎ ƳǳŎƘ ƻŦ !ŘƻƭǇƘΩǎ ŦŀǘƘŜǊΩǎ ƻōǎŜǎǎƛƻƴ ǿƛǘƘ ōŜŜ-keeping 

(itself a potent symbol of the forces of creativity and militarism that would prove to be so highly 

ƛƴŦƭǳŜƴǘƛŀƭ ǳǇƻƴ IƛǘƭŜǊΩǎ ǇǎȅŎƘŜύΣ ǘƘŜ ŜǘŜǊƴŀƭ ōŀǘǘƭŜ ōŜǘǿŜŜƴ ǘƘŜ ŦƻǊŎŜǎ ƻŦ ƎƻƻŘ ŀƴŘ ŜǾƛƭ ŀƴŘ ƭƛŦŜ ŀƴŘ 

death (a theme which represent the very foundation of countlŜǎǎ ŀƭƭŜƎƻǊƛŎŀƭ ǘŀƭŜǎύ ŀƴŘ ǘƘŜ ƴŀǊǊŀǘƻǊΩǎ 
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ƪŜŜƴ ƛƴǘŜǊŜǎǘ ƛƴ aƛƭǘƻƴΩǎ Paradise Lost.1 While all of these narrative elements signify greater allegorical 

meanings to the narrative, Mailer tends to simply posit them along the way without allowing us any 

greater insight into their significance in terms of the larger allegorical meaning of the narrative.  

To even begin to decipher the greater allegorical significance of The Castle in the Forest, we must turn 

to the daemonic narrator of the text himself, our only source of knowledge of what is occurring within 

the narrative.  

¢ƘŜ ǎǘƻǊȅ ƛǎ ƴŀǊǊŀǘŜŘ ƛƴ ǘƘŜ ŦƛǊǎǘ ǇŜǊǎƻƴ ōȅ ŀ ŘŀŜƳƻƴ ǿƘƻ ƛŘŜƴǘƛŦƛŜǎ ƘƛƳǎŜƭŦ ŀǎ άŀƴ ƻŦŦƛŎŜǊ ƻŦ ǘƘŜ 

9Ǿƛƭ hƴŜέ όтмύ ƻǊ άŘƛǊŜŎǘƛƴƎ ŘŜǾƛƭέ όттύ ŀƴŘ ƳŀǎƪŜŘ ƘƛƳǎŜƭŦ ŀǎ ŀ ƘǳƳŀƴ {{ ƻŦŦƛŎŜǊ ŘǳǊƛƴƎ ²ƻǊƭŘ War II 

named Dieter. 5ƛŜǘŜǊΩǎ ƳƛǎǎƛƻƴΣ ōŜŦƻǊŜ ǘŀƪƛƴƎ ƘǳƳŀƴ ŦƻǊƳΣ ǿŀǎ ǘƻ ƳƻƴƛǘƻǊ ǘƘŜ ŦŀƳƛƭȅ ŀƴŘ ŎƘƛƭŘƘƻƻŘ 

circumstances of the young Adolph Hitler in order to lead young Hitler further into darkness and evil. 

5ƛŜǘŜǊ ǎǘŀǘŜǎ ǘƘŀǘ άL ŦƻƭƭƻǿŜŘ Ƙƛǎ ƭƛŦŜ ŦǊƻƳ ƛƴfancy a long way into his development as the wild beast of 

the century, this all-too-modest-ƭƻƻƪƛƴƎ ǇƻƭƛǘƛŎƛŀƴ ǿƛǘƘ Ƙƛǎ ǎƴƛǇǇŜǊǎ ƻŦ ŀ ƳǳǎǘŀŎƘŜέ όтнύ ŦƻǊ άŜǾŜƴ ǘƘŜ 

noblest, most-self sacrificing and generous mother can produce a monster. Provided we are preǎŜƴǘέ 

(74) to influence him or her along the way.  ²ƘƛƭŜ 5ƛŜǘŜǊ ƳƻƴƛǘƻǊŜŘ ŀƴŘ ƛƴŦƭǳŜƴŎŜŘ !ŘƻƭǇƘΩǎ ƭƛŦŜ ŦǊƻƳ 

the ontological position of the spiritual realm, he reveals that at a later point he became human in order 

to become all the closer to Hitler. He is, then, a daemonic metamorph, itself, as Bruce Clarke tells us, a 

highly pertinent allegorical trope. Dieter, then, is figured as a symbolic representation and 

personification of evil and Nazism as well as the unique historical situation that served to produce 

Hitler. Lƴ ǘƘŀǘ ǊŜǎǇŜŎǘΣ 5ƛŜǘŜǊ Ŏŀƴ ōŜ ŎƻƳǇŀǊŜŘ ǘƻ ǘƘŜ hƭȅƳǇƛŀƴ ŘƛǾƛƴƛǘȅ IŜǊƳŜǎΣ ǿƘƻǎŜ άǇǊƻǇŜǊ 

attributes as a herald, messenger, guardian, and guide, an intermediary, as a secondary or filial terms 

ǇǊƻŎƭŀƛƳƛƴƎ ŀƴ hǘƘŜǊΩǎ όǇŀǊŜƴǘŀƭύ ǿƻǊŘΣ ǇŀǊŀƭƭŜƭ ǘƘŜ ǎǘŀƴŘŀǊŘƛȊŜŘ ŀǘǘǊƛōǳǘŜǎ ƻŦ ŘŀŜƳƻƴǎ ƛƴ ƎŜƴŜǊŀƭέ 

(Clarke 3).  

Both Dieter and his Greek archetype serve to classify and personify writing as a particularly 

ŘŀŜƳƻƴƛŎ ŀŎǘƛǾƛǘȅΣ ŦƻǊΣ ŀǎ /ƭŀǊƪŜ ǎǳƎƎŜǎǘǎΣ άŀǎ ǎŎŀǇŜƎƻŀǘ Φ Φ Φ ǿŀƴŘŜǊƛƴƎ ƻǳǘŎŀǎǘΣ ƻǊ ǎǘŜŀƭǘƘȅ ƻǳǘǎƛŘer, the 

ƳŜǘŀƳƻǊǇƘ ŜȄŜƳǇƭƛŦƛŜǎ ǘƘŜ ǎǘŀǘǳǎ ƻŦ ǿǊƛǘƛƴƎ ǿƛǘƘƛƴ ŀ ƭƻƎƻŎŜƴǘǊƛŎ ǎȅǎǘŜƳέ όрύ. Both Dieter and Hermes 

are figured as daemonic metamorphs in their respective narratives, and possess particular attachments 

                                                 
1
 5ƛŜǘŜǊ ŎƭŀƛƳǎ ǘƘŀǘ aƛƭǘƻƴ άƴƻ ƳŀǘǘŜǊ Ƙƻǿ ƛƴŀŎŎǳǊŀǘŜ ǿŜǊŜ Ƙƛǎ ŘŜǘŀƛƭǎ Φ Φ Φ ŘƛŘ ǇǊŜǎŜƴǘ ŀ ǇƛƻƴŜŜǊ ŘŜƳƻƴǎǘǊŀǘƛƻƴ ƻŦ Ƙƻǿέ ǘƘŜ 
ƪƛƴƎŘƻƳǎ ƻŦ ƎƻƻŘ ŀƴŘ ŜǾƛƭ άƳƛƎƘǘ ƘŀǾŜ ŎƻƴŦǊƻƴǘŜŘ ŜŀŎƘ ƻǘƘŜǊ ŀǘ ǘƘŜ ŎƻƳƳŜƴŎŜƳŜƴǘ ƻŦ ǘƘŀǘ ƎǊŜŀǘ ŜǎǘǊŀƴƎŜƳŜƴǘ ǿƘƛŎƘ 
occurred when tƘŜ ŜŀǊƭƛŜǎǘ ǎǉǳŀŘǊƻƴΩǎ ƻŦ ŀƴƎŜƭǎ ŘƛǾƛŘŜŘ ƛƴǘƻ ƻǇǇƻǎŜŘ ŎŀƳǇǎ ŀƴŘ ŜŀŎƘ ǿŀǎ ŎƻƴǾƛƴŎŜŘ ǘƘŀǘ ǘƘŜȅ ǿŜǊŜ ǘƘŜ 
ones to direct ǘƘŜ ŦǳǘǳǊŜ ƻŦ ƘǳƳŀƴ ōŜƛƴƎǎέ όтрύΦ 
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to the practice of writing, and Hermes,1 much ƭƛƪŜ aŀƛƭŜǊΩǎ 5ƛŜǘŜǊΣ άƘŀǎ ŀ Φ Φ Φ ƎŜƴƛǳǎ ŦƻǊ ƛƳǇǊƻǇǊƛŜǘȅΣ ŀƴŘ 

comes to oversee a number of disreputable agents and activities, stealthy operators and their acts; 

thieves, merchants, alchemists, lovers, sophists, and rhetoricians, and their economic, sexual, and 

ƭƛƴƎǳƛǎǘƛŎ ŎƻƳƳŜǊŎŜΣέ όпύ ŀƴŘ ōƻǘƘ ǎƘŀǊŜΣ ŀǎ ǿŜŀǇƻƴǎΣ  άǎƘŀŘȅ ǊƘŜǘƻǊƛŎΥ ƭƛƴƎǳƛǎǘƛŎ ǎǘŜŀƭǘƘΣ ƛƳǇƻǎŜŘ 

ŀƭƭŜƎƻǊŜǎƛǎΣ ǾŜǊōŀƭ ŀƴŘ ƎǊŀǇƘƛŎ ǘǊƛŎƪŜǊȅΣ ōǳǎƛƴŜǎǎ ŎƻƴǘǊŀŎǘǎΣ ǎƪƛƭƭ ŀǘ ǘƘŜ ƻŀǘƘέ ό/ƭŀǊƪŜ рύ.  Dieter, then, 

serves as the deamonic writer personified, translating and suppressing signs, shifting meaning, 

ǘǊŀƴǎŦŜǊǊƛƴƎ ƳŜŀƴƛƴƎǎΣ ŀƴŘ ƻǇŜǊŀǘƛƴƎΣ ƛƴ ŜǎǎŜƴŎŜΣ ƛƴ ƻǇǇƻǎƛǘƛƻƴ ǘƻ ǿƘŀǘ /ƭŀǊƪŜ ǊŜŦŜǊǎ ǘƻ ŀǎ άǎǇƻƪŜƴ 

ƭƻƎƻǎέ όрύΦ 

/ƭŀǊƪŜ ƛƴǎƛǎǘǎ ǘƘŀǘ ά²ƘŜǊŜŀǎ ŀ ƳȅǘƘƛŎ ƻǊ ǎŎǊƛǇǘǳǊŀƭ ƳŜǘŀƳƻǊǇƘƻǎƛǎ Ƴŀȅ ōŜ ǘƘŜ ƻŎŎŀǎƛƻƴ Ŧƻr an 

awesome epiphany or revelation of the sacred, a literary metamorphosis cannot be taken completely 

ǎŜǊƛƻǳǎƭȅΣέ όмύ ŀǎΣ ŎƭŜŀǊƭȅΣ ǿŜ ŀǊŜ ƴƻǘ ǎǳǇǇƻǎŜŘ ǘƻ ǘŀƪŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ 5ƛŜǘŜǊ ŎƻƳǇƭŜǘŜƭȅ ǎŜǊƛƻǳǎƭȅ. 

There is a certain degree of silliness to Dieter, evident particularly in his humor and ironic self-

ŀǿŀǊŜƴŜǎǎΣ ŦƻǊΣ ŀǎ ƘŜ ƴƻǘŜǎΣ άƻŦ ŎƻǳǊǎŜΣ ƛŦ L ǇǳōƭƛǎƘΣ L ǿƛƭƭ ǘƘŜƴ ƘŀǾŜ ǘƻ ŦƭŜŜ ŦǊƻƳ ǘƘŜ ǿǊŀǘƘ ƻŦ ǘƘŜ 

Maestro . . . I could choose to enter the equivalent in our spirit-life of the Federal Witness Protection 

Program. That is, the Cudgels would hide me. Of course, I would have to cooperate with them. 

Conversions are their stock-in-ǘǊŀŘŜέ όулύ. /ƭŀǊƪŜ ŀǊƎǳŜǎ ǘƘŀǘΣ άǘƘŜ ƳƻǊŜ ǇŀǊƻŘƛŎ ǘƘŜ ŘŀŜƳƻƴƛŎ 

becomes, the more strongly it may be translated from mythic detachment into material significance. 

The manifest silliness of such characters gives them a kind of cover under which to carry powerful and 

ǎŜǊƛƻǳǎ ŎƻƴǘŜƴǘǎέ όмо-14). 5ƛŜǘŜǊΩǎ ǳƴŘŜǊǘŀƪƛƴƎΣ ŘŜǎǇƛǘŜ Ƙƛǎ ƛǊƻƴƛŎ ŘŜǘŀŎƘƳŜƴǘ όŀƴŘ Ƴǳǘǳŀƭ ŀǘǘŀŎƘƳŜƴǘύ 

from it, is however quite powerful and serious. He is, after all, influencing the development of Adolph 

Hitler, helping him to develop from a weak-willed child hindered by a pronounced Oedipus complex into 

the Fuehrer himself. The increasing influence of Dieter and other daemonic agents over young Adolph 

also represents a pronounced allegorical trope, a clear signifier that what we are reading is, quite 

indeed, an allegory. !ƴƎǳǎ CƭŜǘŎƘŜǊ ŀǊƎǳŜǎ ǘƘŀǘΣ ƛƴ ƴŀǊǊŀǘƛǾŜ άǘƘŜ ƛƴŎǊŜŀǎŜ ƻŦ ŘŀŜƳƻƴƛŎ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ 

character amounts ǘƻ ŀƴ ƛƴǘŜƴǎƛŦƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ŀƭƭŜƎƻǊȅέ όпфύ. Over the course of the narrative, Dieter 

and his fellow daemons cultivate an increasing measure of control over the lives of the Hitler family. As 

5ƛŜǘŜǊΩǎ ƛƴŦƭǳŜƴŎŜ ƻǾŜǊ ǘƘŜ IƛǘƭŜǊ ŦŀƳƛƭȅ ƛƴŎǊŜŀǎŜǎ ŀƴŘ ǎǘǊŜƴƎǘƘŜƴǎΣ !ŘƻƭǇƘΣ ŀƴŘ ƳƻǊŜƻǾŜǊ 5ƛŜǘŜǊΩǎ 

ƴŀǊǊŀǘƛǾŜ ƻŦ !ŘƻƭǇƘΩǎ ŜŀǊƭȅ ŜȄǇŜǊƛŜƴŎŜǎΣ ŘŜǾŜƭƻǇǎ ƛƴǘƻ ǎƻƳŜǘƘƛƴƎ ŦŀǊ ƎǊŜŀǘŜǊ ƛƴ ǘƘŜ ǿŀȅ ƻŦ ŀƴ ŀƭƭŜƎƻǊȅ.  

                                                 
1
 Hermes, as Clark notes, is a god of writing, Dieter, on the other hand, is a practitioner. 
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/ƭŀǊƪŜ ƴƻǘŜǎ ǘƘŀǘ άǿƛǘƘ ǊŜƎŀǊŘ ǘƻ ƛǘǎ ŀƭƭŜƎƻǊƛŎŀƭ ŦǳƴŎǘƛƻƴΣ ǘƘŜ ŘŀŜƳƻƴ ǘȅǇƛŎŀƭƭȅ ōŜŀǊǎ ŀ ƳŜǎǎŀƎŜ 

with a moral contentτƎƻƻŘ ƻǊ ŜǾƛƭ ǿƘƛǎǇŜǊƛƴƎ ǘƻ ǘƘŜ ƘǳƳŀƴ ǎƻǳƭέ όммύ. Interestingly, this is virtually 

exactly how Dieter bears his deamonic (and clearly quite evil) messages to the Hitler family. Dieter tell 

ǳǎ ǘƘŀǘ ƘŜ ƛƴŦƭǳŜƴŎŜǎ ǘƘŜ IƛǘƭŜǊ ŦŀƳƛƭȅΣ ǇǊƛƳŀǊƛƭȅΣ ōȅ άŜǘŎƘƛƴƎέ ŘǊŜŀƳǎ ŦƻǊ ǘƘŜƳ ƛƴ ƻǊŘŜǊ ǘƻ άŦƻǊǘƛŦȅέ ǘƘŜƛǊ 

ǇǎȅŎƘŜǎΥ άǿŜ ŀǊŜ ƪŜȅŜŘ ǘƻ ƭƻƻƪ ŦƻǊ ŜȄŎŜǎǎŜǎ ƻŦ ŜǾŜǊȅ ƪƛƴŘΣ ƎƻƻŘ ƻǊ ōŀŘΣ ƭƻǾƛƴƎ ƻǊ ƘŀǘŜŦǳƭΣ ǘƻƻ ƳǳŎƘ ƻǊ 

too little of anything. 9ǾŜǊȅ ŜȄŀƎƎŜǊŀǘƛƻƴ ƻŦ ƘƻƴŜǎǘ ǎŜƴǘƛƳŜƴǘ ƛǎ ǘƘŜǊŜ ǘƻ ǎŜǊǾŜ ƻǳǊ ŀƛƳǎέ ŦƻǊ άǿŜ ƪƴŜǿ 

all aōƻǳǘ ǿƛǎƘ ŦǳƭŦƛƭƭƳŜƴǘ ƭƻƴƎ ōŜŦƻǊŜ 5ǊΦ CǊŜǳŘ ƘŀŘ ŀƴȅǘƘƛƴƎ ǘƻ ǎŀȅ ƻƴ ǘƘŜ ƳŀǘǘŜǊέ όоффύ. Dieter and his 

fellow demons primarily operate through the mode of the dream, the supreme allegorical mode, and 

one which explorers to far greater lengths and depths in his earlier allegorical novels.  

/ƭŀǊƪŜ ŎƻƳƳŜƴǘǎ ǘƘŀǘ ƛƴ ŀƭƭŜƎƻǊȅΣ άōƻǘƘ ƘǳƳŀƴǎ ŀƴŘ ŘŀŜƳƻƴǎ ŀǊŜ ƳƻǾŜŘ ōȅ ŦŜŜƭƛƴƎǎΥ 

ǇŀǎǎƛƻƴŀǘŜ ŘŀŜƳƻƴǎ ōŜƘŀǾŜ ƭƛƪŜ ƳƻǊǘŀƭ ǇŜǊǎƻƴǎΣ ǇŀǎǎƛƻƴŀǘŜ ǇŜǊǎƻƴǎ ǘǳǊƴ ƛƴǘƻ ŘŀŜƳƻƴǎέ όммύ. Again, 

this is particularly evident in The Castle in the Forest, for despite being an otherworldly being, Dieter 

often acts with the passion of a mortal, exhibiting not only desire and a longing for pleasure, but also a 

particular artistic needτhe is, after all, a writer, if not a novelist. Throughout the narrative, Dieter 

ƳŀƪŜǎ ŦǊŜǉǳŜƴǘ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ǇƻǎǎƛōƭŜ ŎƻƴǎŜǉǳŜƴŎŜ ƻŦ Ƙƛǎ ǿǊƛǘƛƴƎ ƻŦ Ƙƛǎ ǊƻƭŜ ƛƴ IƛǘƭŜǊΩǎ ȅƻǳǘƘΣ 

suggesting that such could earn him the wrath of the Maestro for even daring to put his story on paper.  

While the Maestro has no desire to use up any part of his resources by monitoring every 

last one of our acts . . . he is also not inclined to let us go on ventures he has not selected 

. . . but now . . . one can try to steal a bit of secrecy, a private zone if you will, for oneself . 

. . I have grown more confident that I will be able to conceal the existence of this 

manuscript until, at least, it is finished. Then I will feel obliged either to print it orτ

destroy it . . . of course, if I publish, I will then have to flee from the wrath of the maestro 

. . . Ergo, I have a choiceτtreachery or extinction . . . by revealing our procedures, I can 

enjoy the rarefied pleasure (for a devil) of being able not only to characterize but to 

explore the elusive nature of my own existence. (80) 

Perhaps Mailer is attempting to allegorize the status of the novelist in contemporary Western society. 

After all, as the experiences of Salman Rushdie and Milan Kundera (and the career of Norman Mailer, 

for that matter) have proved, writing is by no means a safe activity and the writer can, indeed, face 

extinction because of what he or she reveal or characterize. /ƭŀǊƪŜ ŀǊƎǳŜǎ ǘƘŀǘΣ άŘŀŜƳƻƴƛŎ ŎǊŜŀǘǳǊŜǎ 
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are allegorical fictions that arise as exceptions to normal, natural, or mimetic production, exceptions 

that either ǳƴŘŜǊǿǊƛǘŜ ƻǊ ǳƴŘŜǊƳƛƴŜ ǘƘŜ ǊǳƭŜ ƻŦ ǘƘŜ ƴƻǊƳŀƭƛǘȅ ŦǊƻƳ ǿƘƛŎƘ ǘƘŜȅ ŘŜǾƛŀǘŜΣέ όннύ ƳǳŎƘΣ ŀǎ 

we might imagine, like novelists, who themselves often function as exceptions, by the very nature of 

their activity, to typical modes of production and serve, almost always, to undermine the worlds from 

which they spring.  

²ƘŜƴ ǿǊƛǘƛƴƎ ƻŦ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ aƛƭǘƻƴΩǎ Paradise Lost to the cosmology that he propagates 

ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ƴŀǊǊŀǘƛǾŜΣ 5ƛŜǘŜǊ ǘŜƭƭǎ ǳǎ ǘƘŀǘΣ άL Ŏŀƴƴƻǘ ǎǇŜŀƪ ŦƻǊ ǘƘŜ ŀƴƎŜƭǎΣ ōǳǘ ŘŜǾƛƭǎ ŀǊŜ ƻōƭƛƎŜŘ ǘo be 

devoted to good writing. Milton, therefore, is high in our arcana of those few literary artists whom we 

do not have to look upon as unforgivably second-ǊŀǘŜ όōŜŎŀǳǎŜ ƻŦ ǘƘŜƛǊ ǎŜƴǘƛƳŜƴǘŀƭ ƛƴŜȄŀŎǘƛǘǳŘŜǎύέ όтрύ. 

Writing (or, rather, good writing, as Dieter is careful to insist), then, is identified by both Clarke and 

Mailer as being firmly within the realm of the daemonic. For Deiter, then, writing is quite literally the 

5ŜǾƛƭΩǎ ǿƻǊƪ. ²Ƙŀǘ ƛǎ ŜǎǇŜŎƛŀƭƭȅ ƛƴǘŜǊŜǎǘƛƴƎΣ ƘƻǿŜǾŜǊΣ ƛǎ 5ƛŜǘŜǊΩǎ ŘƛǎƳƛǎǎŀƭ ƻŦ ǿǊƛǘŜrs who are 

άǳƴŦƻǊƎƛǾŀōƭȅ ǎŜŎƻƴŘ-ǊŀǘŜ όōŜŎŀǳǎŜ ƻŦ ǘƘŜƛǊ ǎŜƴǘƛƳŜƴǘŀƭ ƛƴŜȄŀŎǘƛǘǳŘŜǎύΣέ ǿǊƛǘŜǊǎΣ ǘƘŜƴΣ ǿƘƻƳ ǿŜ ƳƛƎƘǘ 

identify as Romantic and, implicitly, opposed to allegory. Allegorical writing, Dieter implicitly argues, 

possesses a particular power that appeals to daemons, suggesting that good writing, namely allegorical 

writing, is, indeed, somehow deamonic (and by extension subversive) in nature.1   Dieter, in turn, 

privileges the classical over the Romantic, the formal over the organic, and the traditional over the 

revolutionary.  DƛǾŜƴ aŀƛƭŜǊΩǎ ƻǿƴ wƻƳŀƴǘƛŎ ƴŀǘǳǊŜΣ ƛƴ ǇŀǊǘƛŎǳƭŀǊ Ƙƛǎ ǊŜǾƻƭǳǘƛƻƴŀǊȅΣ ŜȄǇŜǊƛƳŜƴǘŀƭΣ ŀƴŘ 

imaginative focus throughout his career, it would seem ǘƘŀǘ 5ƛŜǘŜǊΩǎ ŎǊƛǘƛŎƛǎƳ ƛǎ ƴƻǘ meant to be taken 

literally, or as a pronouncement of MaƛƭŜǊΩǎ ƻǿƴ ǾƛŜǿ. If anything, Mailer is suggesting that the formal 

and classical forms of art are but tools of evil, and that Romantic ideology is but an escape or resistance 

to such.  

At the end of the novel, Dieter (still in human form) is captured by the Allies and taunts a 

Jewish/American military officer during his interrogation into executing him, in turn allowing him to 

                                                 
1
 A particular anxiety surrounding the fleeting significance of writing in the contemporary world is also evident throughout the narrative. 

Dieter notes that: 
I have been able to do this work without attracting the attention of the Maestro. And that is possible only because in these 
latter-day American years, he is more attuned to electronics than to print. The Maestro has followed human progress into 
cybertechnologies far more closely than the Lord . . . Since the Maestro is heavily engaged, and his present existence is more 
arduous than everτI believe he deems himself closer to eventual victoryτI feel free to venture out. (80) 

This anxiety surrounding the cybernization of Western life and the possibility of it leading to the downfall of narrative has been a constant 
tƘŜƳŜ ƛƴ aŀƛƭŜǊΩǎ ǿǊƛǘƛƴƎ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ Ǉŀǎǘ ŦŜǿ ŘŜŎŀŘŜǎ.   
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ǾŀŎŀǘŜ ǘƘŀǘ ōƻŘȅ ŀƴŘ άƳƻǾŜ ƻƴΣέ όпспύ ƴƻǘ ǘƻ ƳŜƴǘƛƻƴ ƘŜƭǇ ŎƻǊǊǳǇǘ ȅŜǘ ŀƴƻǘƘŜǊ ǎƻǳƭ ŀƭƻƴƎ ǘƘŜ ǿŀȅ. He 

concludes his narrative by offering, ostensibly, something of an explication for the mysterious and 

unexplained title of his text: 

All that remains to discuss is why I have chosen this title, The Castle in the Forest. If the 

ǊŜŀŘŜǊΣ ƘŀǾƛƴƎ ŎƻƳŜ ǿƛǘƘ ƳŜ ǘƘǊƻǳƎƘ !ŘƻƭǇƘ IƛǘƭŜǊΩǎ ōƛǊǘƘΣ ŎƘƛldhood, and a good part of 

Ƙƛǎ ŀŘƻƭŜǎŎŜƴŎŜΣ ǿƻǳƭŘ ƴƻǿ ŀǎƪΣ ά5ƛŜǘŜǊΣ ǿƘŜǊŜ ƛǎ ǘƘŜ ƭƛƴƪ ǘƻ ȅƻǳǊ ǘŜȄǘΚ  ¢ƘŜǊŜ ƛǎ ŀ ƭƻǘ ƻŦ 

forest in your story, but where is the castle? 

    I would reply that The Castle in the Forest translates into Das Waldshloss. 

This happens to be the name given by the inmates some years ago to the camp just 

 liberated . . . not many trees are in sight, no any hint of a castle. Nothing of interest is on 

 the horizon. Waldschloss became, therefore, the appellation given by the brightest of the 

 prisoners to their compound. One pride maintained to the end was that they must not 

 surrender their sense of irony. That had become their fortitude. It should come as no 

 surprise that the prisoners who came up with this piece of nomenclature were from 

 Berlin. If you are German and possessed of lively intelligence, irony is, of course, vital to 

 ƻƴŜΩǎ ǇǊƛŘŜ. (465)   

Despite his attempt at offering an explanation as to the title he has chosen for his narrative, however, 

Dieter offers no further or substantial insight into the meaning of his title and, in effect, the allegorical 

meaning of his narrative, other than his suggestion that it is, indeed, meant to be ironic. Stephen 

aŜƭǾƛƭƭŜ ŀǎǎŜǊǘǎ ǘƘŀǘΣ άƛǊƻƴȅ ǎƭƛŘŜǎ ǘƻǿŀǊŘ ŀƭƭŜƎƻǊȅ ŀǎ ƛǘ ǊŜŎƻƎƴƛȊŜǎ ƛǘǎ ƛƴǾƻlvement with other minds and 

personsτand as it does so it confuses and complicated the line between what we might otherwise 

ǿŀƴǘ ǘƻ ŘƛǎǘƛƴƎǳƛǎƘ ŀǎ Φ Φ Φ ŀǊǘ ŀƴŘ ƭƛŦŜέ όслύ. Perhaps these closing lines represents yet another of 

aŀƛƭŜǊΩǎ ŀǘǘŜƳǇǘ ǘƻ ŦǳǊǘƘŜǊ Ŝxplicate the fine line between life and art and truth and falsity, not to 

mention irony and allegory and classical and Romantic. While a clear binarism would seem to exist 

ōŜǘǿŜŜƴ IƛǘƭŜǊΩǎ ǾƛŎǘƛƳǎ ŀƴŘ Ƙƛǎ ŘŀŜƳƻƴƛŎ ƳŜƴǘƻǊΣ aŀƛƭŜǊ ŀǘǘŜƳǇǘǎ ǎƻƳŜǘƘƛƴƎ ƻŦ ŀ ŘŜŎonstruction of 

that structure here, suggesting, indeed, that they share, in the wake of Hitler, a particular ironic 

awareness and a need to give name or signature to whatever event(s) they have experienced. It is, then, 

from this recognition that irony spawns allegory. .ƻǘƘ 5ƛŜǘŜǊ ŀƴŘ ǘƘŜ ǎǳǊǾƛǾƻǊǎ ƻŦ IƛǘƭŜǊΩǎ ŎŀƳǇŀƛƎƴǎ Ŏŀƴ 

give a name the enterprises he spawnedτthe irony being, it would seem, that they give the very same 
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name to these enterprisesτfor what we possess, solely, is language and narrative, no matter our 

position, be it that of the daemonic, or that of the oppressed or the oppressors. When he writes of the 

unwillingness of the survivors to surrender their sense of irony despite their experiences, Dieter might 

as well be writing of himself and his own experience within the locus of Adolph Hitler. While there is, in 

fact, plenty of interest on the horizon of this text, locating just what that might be remains the question, 

a point which Dieter (and, indeed, Mailer himself) seems to recognize as he concludes his narrative by 

ǎǘŀǘƛƴƎ ǘƘŀǘ άǘƘŜǊŜ Ƴŀȅ ōŜ ƴƻ ŀƴǎǿŜǊ ǘƻ ǘƘƛǎΣ ōǳǘ ƎƻƻŘ ǉǳŜǎǘƛƻƴǎ ǎǘƛƭƭ ǾƛōǊŀǘŜ ǿƛǘƘƛƴέ όпстύ.   

  Indeed, good questions continue to vibrate within the text even after its conclusion, leaving the 

reader to wonder exactly what the allegorical significance of the narrative might ultimately be. Is Mailer 

ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ǘƘŜ ǇƭƛƎƘǘ ƻŦ 5ƛŜǘŜǊ ƛǎ ŀƴŀƭƻƎƻǳǎ ǘƻ ǘƘŀǘ ƻŦ IƛǘƭŜǊΩǎ ǾƛŎǘƛƳǎΚ  Lǎ aŀƛƭŜǊ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ǘƘŜ 

experiences of Hitler as recounted in the previous pages will result in numerous castles in the proverbial 

forest, numerous genocidal leaders and crazed political leaders?  Is Mailer offering an allegory of 

writing, with Dieter representing all that which is dark and diabolical in the act of writing?  Or is Mailer, 

perhaps, affirming the importance of writing, particularly in terms of the manner in which it might bear 

witness to the horrors of both the past and the present and make the truth known through language?  

Is the inexplicable irony the survivors of Das Walschloss meant to be comparable to the inexplicable 

irony of the Postmodern movement?  Is the Castle and the Forest, then, an allegory of the genesis of 

Postmodern thinking and artistic practices in the wake of Hitler and the Holocaust?   

  While there is much in the waȅ ƻŦ ŦƻǊŜǎǘ ƛƴ aŀƛƭŜǊΩǎ ƴŀǊǊŀǘƛǾŜΣ ǘƘŜǊŜ ŀǊŜ ŀƭǎƻ Ƴŀƴȅ ŎŀǎǘƭŜǎ ŀƴŘΣ 

ƛƴŘŜŜŘΣ Ƴŀƴȅ ǾƛōǊŀǘƛƴƎ ǉǳŜǎǘƛƻƴǎ ǿƘƛŎƘΣ ōȅ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ƴŀǊǊŀǘƛǾŜΩǎ ŀƭƭŜƎƻǊƛŎŀƭ ǎǘǊǳŎǘǳǊŜΣ Ŏŀƴ ƴŜǾŜǊ 

be fully answered. !ƴŘ ƛƴ ǘƘŀǘΣ ǇŜǊƘŀǇǎΣ ǿŜ Ŏŀƴ ƭƻŎŀǘŜ aŀƛƭŜǊΩǎ ǳƭǘƛƳŀǘŜ Ǉƻƛƴǘ ƛƴ this narrative: the 

ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ƛƴ ǘƘŜ ǿŀƪŜ ƻŦ IƛǘƭŜǊΩǎ ǊŜƎƛƳŜ ŀƴŘ ǘƘŜ IƻƭƻŎŀǳǎǘΣ ŀƭƭŜƎƻǊƛŎŀƭ ǊŜŀŘƛƴƎ ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ 

ŀǊŜ ƛƳǇƻǎǎƛōƭŜ ǘƻ ƭƻŎŀǘŜ ƻǊ Ŧǳƭƭȅ ŀŦŦƛǊƳΣ ŦƻǊΣ ŀǎ 5ƛŜǘŜǊ ǎǳƎƎŜǎǘǎ ƛƴ ǘƘŜ ŜǇƛƭƻƎǳŜ ƻŦ Ƙƛǎ ƴŀǊǊŀǘƛǾŜΣ άƴƻǘƘƛƴƎ 

of interest is on the ƘƻǊƛȊƻƴέ όпсрύ.  
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[ŀŘȅ !ǳŘƭŜȅ ŀǎ ǘƘŜ /ǳƴƴƛƴƎ άhǘƘŜǊέΥ !ƴ 9ŎƻƴƻƳƛŎΣ {ŜȄǳŀƭΣ ŀƴŘ /ǊƛƳƛƴŀƭ !ǘǘŀŎƪ ƻƴ ǘƘŜ ±ƛŎǘƻǊƛŀƴ 

Patriarchal Mindset  

Jennifer M. Woolston, Indiana University of Pennsylvania 

 

  In The Spectacle of Intimacy: A Public Life for the Victorian Family, authors Karen Chase and 

aƛŎƘŀŜƭ [ŜǾŜƴǎƻƴ ŀǎǘǳǘŜƭȅ ŘƛŀƎƴƻǎŜ ŀ ŘƛǎǉǳƛŜǘƛƴƎ ŦŀŎǘ ŀōƻǳǘ ƻƴŜ ƻŦ aŀǊȅ 9ƭƛȊŀōŜǘƘ .ǊŀŘŘƻƴΩǎ Ƴƻǎǘ 

ǇƻǇǳƭŀǊ ƴƻǾŜƭǎ ōȅ ŀǎǎŜǊǘƛƴƎΣ άώǊϐŜŀŘŜǊs quickly understand that what makes the command of Helen 

Maldon / Lucy Graham / Lady Audley is so sinister is that it is concealed beneath an exquisite mask of 

flaxen hair and blue-ŜȅŜŘ ŘŜƭƛŎŀŎȅΣέ όнлпύΦ Lǘ ƛǎ ŎŜǊǘŀƛƴƭȅ ƴƻ ǎŜŎǊŜǘ ǘƘŀǘ .ǊŀŘŘƻƴΩǎ ǎŜƴǎŀǘƛƻƴ novel, Lady 

!ǳŘƭŜȅΩǎ {ŜŎǊŜǘ achieved rapid success with readers when first serialized in both Robin Goodfellow as 

well as Sixpenny Magazine during the early 1860s (Pedlar 187), although contemporary readers may 

wish to know precisely why this seemingly formulaic text received such a passionate following. At this 

time, sensation fiction as a genre had already began to take shape, and many themes found within 

.ǊŀŘŘƻƴΩǎ ǿƻǊƪ ŀǇǇŜŀǊŜŘ ŜƭǎŜǿƘŜǊŜΦ .ŀǊōŀǊŀ [ŜŎƪƛŜ Ǉƻƛƴǘǎ ƻǳǘ ǘƘŀǘ ǎŜƴǎŀǘƛƻƴ ƴƻǾŜƭ ŘŜōŀǘŜǎ ƘŀŘ ōŜƎǳƴ 

iƴ ǘƘŜ ±ƛŎǘƻǊƛŀƴ ǎƻŎƛŀƭ ǎǇƘŜǊŜΣ ǿƘŜǊŜ ǘƘŜ ǾŜǊȅ ŀŎǘ ƻŦ ƭƻƻƪƛƴƎ ŀǘ ǇǊƛƴǘŜŘ ǘŜȄǘ ǿŀǎ ƭƛƪŜƴŜŘ ǘƻ άǎǘƛƳǳƭŀƴǘǎΣ 

dram-drinking, opium-ŜŀǘƛƴƎΣ ŀƴŘ ŘǊǳƎǎέ όммнύΣ ŀǎ ƛǘ ǿŀǎ ǘƘƻǳƎƘǘ ǘƻ ōŜ ŀ ǇƻǘŜƴǘƛŀƭ ŀŘŘƛŎǘƛƻƴΣ ŜǎǇŜŎƛŀƭƭȅ 

for impressionable female readers. While readers found themselves engaged in the voracious and 

controversial consumption of sensation fiction, literary critics sounded several cautionary alarms as to 

the contents of the works themselves.  

 Critical outrage towards [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ, Voskuil posits, άǎǘŜƳƳŜŘ ŘƛǊŜŎǘƭȅ ŀǘ ǘƘŜ ƳƻŘŜΣ ƴƻǘ 

ǘƘŜ ƳŜǊŜ ŦŀŎǘΣ ƻŦ [ŀŘȅ !ǳŘƭŜȅΩǎ ǘƘŜŀǘǊƛŎŀƭƛǘȅΥ ǘƘŀǘ ǎƘŜ Ƙŀǎ ŜȄǇƻǎŜŘ ±ƛŎǘƻǊƛŀƴ ŦŜƳƛƴƛƴƛǘȅ as an act is less 

ŀƭŀǊƳƛƴƎ ǘƘŀƴ ǘƘŜ ǿŀȅ ƛƴ ǿƘƛŎƘ ǎƘŜ Ǉƭŀȅǎ ƛǘέ όсмрύΦ Lƴ ƭƛƎƘǘ ƻŦ ǘƘŜ ŎǳƭǘǳǊŀƭ ŀǘǘƛǘǳŘŜǎ ǎǳǊǊƻǳƴŘƛƴƎ ǘƘŜ 

theatricalƛǘȅ ƻŦ [ŀŘȅ !ǳŘƭŜȅΩǎ ǇŜǊŦƻǊƳŜŘ ŦŜƳƛƴƛƴƛǘȅ ŀƴŘ ǘƘŜ ǎƻŎƛŀƭ ŀƴȄƛŜǘƛŜǎ ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ ŘƛǎŎŜǊƴƳŜƴǘ 

of truth in such situations (Stern 39), one may receive a hint as to why novels such as this one achieved 

immense and immediate popularity. This having been said, critics would be remiss in leaving the 

ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ǘƛǘƭŜ ŎƘŀǊŀŎǘŜǊΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƻƴ ŀ Ǿƛǎǳŀƭ ƭŜǾŜƭΣ ŀǎ ǘƘƛǎ ƛǎ ƳŜǊŜƭȅ ƻƴŜ ŎƻƳǇƻƴŜƴǘ ƛƴ ǘƘŜ 

ŎȅŎƭŜ ƻŦ [ŀŘȅ !ǳŘƭŜȅΩǎ ƎŜƴŘŜǊ-role defiance. Within the novel, Lady Audley is marginalized in a variety of 

ways, but rather than embracing the subservient female status afforded to her, she surreptitiously 

transforms her alienation into aggressive avenues of manipulation. In [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ, Mary 
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Elizabeth Braddon creates a place where the title character consciously becomes an economic, sexual, 

ŀƴŘ ŎǊƛƳƛƴŀƭ άhǘƘŜǊΣέ ǘƘŜǊŜƛƴ ŜŦŦŜŎǘƛǾŜƭȅ ŦƻǊŜǎƘŀŘƻǿƛƴƎ ǘƘŜ ǘƘŜƻǊƛŜǎ ƻŦ {ƛƳƻƴŜ ŘŜ .ŜŀǳǾƻƛǊ ǿƘƛƭŜ 

simultaneously serving to destabilize Victorian notions of passive femininity.  

 In The Second Sex, Simone de Beauvoir rightly asserts that the άcategory of the Other is as 

primordial as consciousness itself. In the most primitive societies, in the most ancient mythologies, one 

finds the expression of a dualityτthat of the Self and the Otherέ όмсύΦ ¢ƘŜ ƛŘŜŀ ƻŦ ǘƘŜ άhǘƘŜǊέ Ƙŀǎ been 

ƛƴŜȄǘǊƛŎŀōƭȅ ƭƛƴƪŜŘ ǘƻ ǘƘŜ ƛŘŜŀ ƻŦ ǘƘŜ ŦŜƳŀƭŜΣ ǿƛǘƘ ǘƘŜ ƳŀƭŜ ŜƳōƻŘȅƛƴƎ ǘƘŜ ǇǊƛȊŜŘ Ǉƻǎƛǘƛƻƴ ƻŦ ǘƘŜ ά{ŜƭŦΦέ 

With the male being the primary, the female then becomes marginalized as the secondary subordinate 

figure. This line of thinking effectively serves to erase the woman from positions of power, privileging 

her counterpart through a biologically essentialist argument. ŘŜ .ŜŀǳǾƻƛǊ ŀƭǎƻ ŜȄǇƭŀƛƴǎ ǘƘŀǘΣ άǿƘŀǘ 

peculiarly signalizes the situation of woman is that sheτa free and autonomous being like all human 

creaturesτnevertheless finds herself living in a world where men compel her to assume the status of 

ǘƘŜ hǘƘŜǊέ όнфύΦ ²ƻƳŜƴ Řƻ ƴƻǘ ŎƘƻƻǎŜ ǘƻ ōŜ άhǘƘŜǊǎέ ŀƭǘƘƻǳƎƘ ǘƘŜȅΣ ƛƴ ŘŜ .ŜŀǳǾƻƛǊΩǎ ǾƛŜǿΣ Řƻ ƭƛǘǘƭŜ ǘƻ 

change this power structure. In light of Victorian texts such as [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ, this theoretical bent 

ǇǊƻǾƛŘŜǎ ǊƻƻƳ ŦƻǊ ǿƻƳŀƴΩǎ ŀǳǘƻƴƻƳƻǳǎ ŀŎǘƛƻƴτin that certain acts are committed both because of as 

well as under the guide of this imbalance of power.  

 Lƴ .ǊŀŘŘƻƴΩǎ ƴƻǾŜƭΣ [ŀŘȅ !ǳŘƭŜȅ ǎŜǊǾŜǎ ŀǎ ŀƴ ŜŎƻƴƻƳƛŎ άhǘƘŜǊ,έ ŎƭƛƳōƛƴƎ ǘƘŜ ǎƻŎƛŀƭ ƭŀŘŘŜǊ 

through marriage while additionally being defined by her ensuing worldly possessions. Marriage to Sir 

Michael was a dream come true for Lucy, and when he proposed to the governess, she exclaimed, 

άwemember what my life has been; only remember that. From my very babyhood I have seen nothing 

ōǳǘ ǇƻǾŜǊǘȅ Χ L Ŏŀƴƴƻǘ ōŜ ōƭƛƴŘ ǘƻ ǘƘŜ ŀŘǾŀƴǘŀƎŜǎ ƻŦ ǎǳŎƘ ŀƴ ŀƭƭƛŀƴŎŜέ ό.ǊŀŘŘƻƴ мсύΦ aŀǊǊƛŀƎŜΣ ƛǘ ǎŜŜƳǎΣ 

ǿŀǎ ŀ ǾŜǊȅ ŦƻǊǘǳƴŀǘŜ ŜƴŘ ǘƻ [ǳŎȅΩǎ ǇƻǾŜǊǘȅΣ ŀƭǘƘƻǳƎƘ ƛǘǎ ǾŜǊȅ ǇǊƻǇƻǎƛǘion aligned her with the opposite 

of wealth. Instead of being a rich socialite, Lucy came from the opposite end of the economic spectrum. 

IŜǊŜΣ ƛƴ ŀ ǾŜǊȅ ōŀǎƛŎ ǿŀȅΣ [ǳŎȅ ƛǎ ŘŜŦƛƴŜŘ ŀǎ άhǘƘŜǊέ ƛƴ ǘƘŀǘ ǎƘŜ ƛǎ ƭǳŎƪȅ ƻǳǘǎƛŘŜǊ ŀōƻǳǘ ǘƻ ŜƴǘŜǊ ǘƘŜ 

world of opulence, with little to offer aside from beauty to call forth such a match. In Murder and Moral 

Decay in Victorian Popular Literature, author Beth Kalikoff attests to the idea of Lucy as the socially 

peǊƛǇƘŜǊŀƭ άhǘƘŜǊέ ōȅ ŀǎǎŜǊǘƛƴƎΣ άIn [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘΣ aristocrats are not dangerous; those who 

intrude into higher social classes are. Because she has committed a social crimeτshe married her titled 

former employerτLady Audley is suspect from the start. This inappropriate coupling is emphasized by 
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the grotesque difference in ǘƘŜƛǊ ŀƎŜǎέ (92). [ǳŎȅ ŎƭŜŀǊƭȅ ŎƻƳƳƛǘǎ ŀ ǎƻŎƛŀƭ ŎǊƛƳŜ ƛƴ YŀƭƛƪƻŦŦΩǎ ǾƛŜǿΣ 

ŀƭǘƘƻǳƎƘ ƛǘ ǎƘƻǳƭŘ ōŜ ƴƻǘŜŘ ǘƘŀǘ ƛǘ ƛǎ ōŜŎŀǳǎŜ ƻŦ ƘŜǊ άhǘƘŜǊέ ǎǘŀǘǳǎ ǘƘŀǘ [ǳŎȅ ŎŀǇǘǳǊŜǎ {ƛǊ aƛŎƘŀŜƭΩǎ 

attention, as she generously gives of her time and money to the community at large. Lucy transforms 

herself through her new social status, therein obtaining the freedom to act opulently in any manner 

that she chooses. Action, then, becomes an additional way through which Lucy may invert her status as 

ǘƘŜ άhǘƘŜǊΦέ LƴǎǘŜŀd of budgeting her time and moneyτshe can now exist with added mobility, 

allowing for a small blurring of the often gendered notion of public and private spheres.  

 aƻōƛƭƛǘȅ ƛǎ ŀ ŘŜŦƛƴƛƴƎ ŦŀŎǘƻǊ ƛƴ [ǳŎȅΩǎ ŀǊǊƛǾŀƭ ŀǘ ǘƘŜ 5ŀǿǎƻƴΩǎ ǊŜǎƛŘŜƴŎŜΣ ŀǎ ǎƘŜ ŎƘƻƻǎŜǎ ǘo cast 

aside her old life for one of her own design. Nicole P. Fisk draws attention to this clever maneuvering 

when she argues that,  

unlike Clara, when Lady Audley wants to act, she does so, instead of merely fantasizing 

about what she would do if she werŜ ŀ ƳŀƴΦ Lǘ ƛǎ ƴƻǘ ŎƻƛƴŎƛŘŜƴǘŀƭ ǘƘŀǘ DŜƻǊƎŜΩǎ ƭŜǘǘŜǊ 

ŀƴŘ [ŀŘȅ !ǳŘƭŜȅΩǎ ƭŜǘǘŜǊ ŀǊŜ ŀƭƳƻǎǘ ƛŘŜƴǘƛŎŀƭΤ DŜƻǊƎŜ ǿǊƛǘŜǎΣ ά[I am] going to try my 

ŦƻǊǘǳƴŜ ƛƴ ŀ ƴŜǿ ǿƻǊƭŘΣέ ŀƴŘ [ŀŘȅ !ǳŘƭŜȅ ǿǊƛǘŜǎ άI go out into the world. . . to seek 

another home and another fortunŜΦέ (25) 

LƴǎǘŜŀŘ ƻŦ ŜƳōǊŀŎƛƴƎ ǘƘŜ ǘƛǊŜŘ ǘǊƻǇŜ ƻŦ ŦŜƳƛƴƛƴŜ ǇŀǎǎƛǾƛǘȅΣ IŜƭŜƴ ōŜŎƻƳŜǎ άhǘƘŜǊέ ƛƴ ǘƘŀǘ ǎƘŜ ƻǇŜƴƭȅ 

acts despite social (and legal) conventions which forbid such selfish maneuvering. Helen transforms 

herself into Lucy, who is extremely feminine on the surface. Lucy does not wish to be masculine, but her 

actions signify the occupation of an intellectual borderland, separating her from the common crowd of 

±ƛŎǘƻǊƛŀƴ ŦŜƳŀƭŜǎΦ CŜƳƛƴƛƴŜ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ǿƘŀǘ ŀƭƭƻǿǎ ŦƻǊ [ŀŘȅ !ǳŘƭŜȅΩǎ ǎǳŎŎŜǎǎΣ ŀǎ ǎƘŜ ŜŦŦŜŎǘively 

succeeds in her fortune-hunting, and becomesτat least for the men around herτequated with her 

ǇƻǎǎŜǎǎƛƻƴǎΦ Lƴ άaŀŘΣ .ŀŘΣ ƻǊ 5ƛŦŦƛŎǳƭǘΚ aŀǊȅ 9ƭƛȊŀōŜǘƘ .ǊŀŘŘƻƴΩǎ [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ and the Enigma 

ƻŦ CŜƳƛƴƛƴƛǘȅΣέ Cƛƻƴŀ tŜǘŜǊǎ ǎǇŜŀƪǎ ǘƻ this phenomenon ōȅ ƴƻǘƛƴƎΣ άwead thus, woman, viewed as both 

the cause of desire and desirous object, can use the masquerade to undermine her position as image by 

ŜǾƻƪƛƴƎ ǘƘŜ ƎŀǇ ǎƘŜ Ƙŀǎ ǇǊŜǾƛƻǳǎƭȅ ōŜŜƴ ŘŜƴƛŜŘΣ ƛƴ ƻǘƘŜǊ ǿƻǊŘǎ ƛǘ ƎƛǾŜǎ ƘŜǊ ǇƻǿŜǊέ όнлмύΦ {ƛƳǇƭȅ ǇǳǘΣ 

Lady Audley ceases to become a threat due to her alignment with material goods. Braddon effectively 

ŎƘŀǊŀŎǘŜǊƛȊŜǎ ǘƘŜ ǘƛǘƭŜ ŎƘŀǊŀŎǘŜǊ ǘƘǊƻǳƎƘ ŜƭŀōƻǊŀǘŜ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǘƘŜ [ŀŘȅΩǎ ŘǊŜǎǎƛƴƎ ǉǳŀǊǘŜǊǎΦ Lƴ ƻne 

passage, Braddon notes that the άatmosphere of the room was almost oppressive from the rich odors of 

perfumes in bottles whose gold stoppers had not been replaced. A bunch of hothouse flowers was 
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withering upon a tiny writing-table. Two or three handsome dresses lay in a heap upon the ground, and 

the open doors of a wardrobŜ ǊŜǾŜŀƭŜŘ ǘƘŜ ǘǊŜŀǎǳǊŜǎ ǿƛǘƘƛƴέ (70). LƴǎǘŜŀŘ ƻŦ ŜȄŀƳƛƴƛƴƎ [ǳŎȅΩǎ 

character, the members of her household seem heavily invested in viewing the spectacles of her 

ƻǇǳƭŜƴǘ ƭƛŦŜǎǘȅƭŜΦ Lƴ ǘƘƛǎ ǎŜƴǎŜΣ ƻƴŜ Ƴŀȅ ŀƭǎƻ ǾƛŜǿ [ŀŘȅ !ǳŘƭŜȅ ŀǎ ŀƴ άhǘƘŜǊέ ƛƴ ǘhat she becomes the 

object of envy and curiosityτrather than appreciated as an animated human being. Essentially, the 

alignment of Lucy with the material world dehumanizes her, as she becomes two-dimensional. Lucy 

Ƴŀȅ ƴƻǘ ǎǳŦŦŜǊ ŦǊƻƳ ǘƘƛǎ ƳŀǊƎƛƴŀƭƛȊŜŘ άhǘƘŜǊƛƴƎέ ŀǎ ƛǘ ŀŦŦƻǊŘǎ ƘŜǊ ǘƘŜ ŦǊŜŜŘƻƳ ǘƻ ƳƻǾŜ ǇǳōƭƛŎƭȅ ŀƴŘ ƛƴ 

the attempted commission of her crimes without drawing much attention to herself.  

 Conversely, just as wealth and material goods allow Lucy freedom of mobility, these opulent 

trappings also limit her autonomy through the blackmail imposed upon her by Luke and Phoebe. When 

ƭƻƻƪƛƴƎ ǘƘǊƻǳƎƘ [ŀŘȅ !ǳŘƭŜȅΩǎ ōŜƭƻƴƎƛƴƎǎ ŜŀǊƭȅ ƻƴ ǿƛǘƘƛƴ ǘƘŜ ƴƻǾŜƭΣ [ǳƪŜ ŀƴŘ tƘƻŜōŜ ŘƛǎŎƻǾŜǊ ǘƘŜ 

ŎƻƴǘŜƴǘǎ ƻŦ ŀ ǎŜŎǊŜǘ ŘǊŀǿŜǊΣ ŀƴŘ ŎƻƴŦƛǎŎŀǘŜ ǘƘŜ ōŀōȅΩǎ ƘŀƛǊ ŎƻƴǘŀƛƴŜŘ ǿƛǘƘƛƴ ƛǘ (Braddon 34). This 

moment foreshadows the economic blackmail which will occur later in the text, while highlighting the 

ƎǊŜŜŘ ƻŦ ǘƘŜ ƭƻǿŜǊ Ŏƭŀǎǎ ŎƘŀǊŀŎǘŜǊǎΦ [ŀŘȅ !ǳŘƭŜȅΣ ǘƘŜƴΣ ōŜŎƻƳŜǎ ǘƘŜ ǿŜŀƭǘƘȅ άhǘƘŜǊέ ǘƻ [ǳƪŜ ŀƴŘ 

tƘƻŜōŜΣ ŀǎ ǎƘŜ ƻǿƴǎ άŘƛŀƳƻƴŘ ǘƘƛƴƎǎέ ǿƘƛŎƘ ǿƻǳƭŘ άǎŜǘ ǘƘŜƳ ŦƻǊ ƭƛŦŜέ ό.ǊŀŘŘƻƴ опύΦ !ŘŘƛǘƛƻƴŀƭƭȅΣ [ŀŘȅ 

Audley aligns herself with tƘƻŜōŜ ǇƘȅǎƛŎŀƭƭȅ ōȅ ƴƻǘƛƴƎΣ ά¸ou are like me and your features are very nice; 

ƛǘ ƛǎ ƻƴƭȅ ŎƻƭƻǊ ǘƘŀǘ ȅƻǳ ǿŀƴǘέ ό.ǊŀŘŘƻƴ слύΦ [ŀŘȅ !ǳŘƭŜȅ ƛǎ ƻƴŎŜ ŀƎŀƛƴ ǘƘŜ άhǘƘŜǊΣέ ƛƴ that she 

possesses natural beauty, whereas Phoebe desires chemical alterations in order to achieve the same 

ƻŎǳƭŀǊ ŜŦŦŜŎǘΦ Lƴ ōƻǘƘ ŎŀǎŜǎΣ [ŀŘȅ !ǳŘƭŜȅ ƛǎ ŀ ǇǊƛǾƛƭŜƎŜŘ άhǘƘŜǊέ ǿƘƛŎƘ ƛǎ ƴƻǘ ŀ ǎǘŀǘǳǎ ǘȅǇƛŎŀƭƭȅ ŀŦŦƻǊŘŜŘ 

to women. Instead, women were frequently seen as interchangeable, and merely defined by their 

ōƛƻƭƻƎƛŎŀƭ ǎŜȄ ŀƴŘ ǇƘȅǎƛŎŀƭ ŀŎŎƻǳǘǊŜƳŜƴǘǎΦ ±ƻǎƪǳƛƭ ŎƻƳƳŜƴǘǎ ǳǇƻƴ ǿƻƳŜƴΩǎ ŦƭǳƛŘ ŀƴŘ ŀƭƛŜƴŀǘŜd status 

ōȅ ŀǎǎŜǊǘƛƴƎΥ άWust as Helen Maldon had become Helen Talboys, then Lucy Graham, and finally Lady 

AudleyΣ ǘƘŜ ƳŀƛŘ ŎƻǳƭŘ ōŜ ǘǊŀƴǎŦƻǊƳŜŘ ƛƴǘƻ ǘƘŜ ƳƛǎǘǊŜǎǎέ όснпύΦ hƴŜ ǿƻƳŀƴ ŎƻǳƭŘ Ŝŀǎƛƭȅ ōŜŎƻƳŜ 

another through a name change or a bottle of hair coloring, although these shifts alone would not alter 

the fact that the females themselves still occupied a subaltern place within the heavily gendered 

ŘƻƳŜǎǘƛŎ ŀƴŘ ǎƻŎƛŀƭ ǎǇƘŜǊŜǎΦ 9ǾŜƴ ŀ ǇǊƛǾƛƭŜƎŜŘ άhǘƘŜǊέ ǎǘƛƭƭ ǊŜƳŀƛƴŜŘ ŀ ǾƛǊǘǳŀƭ ƻǳǘǎƛŘŜǊ ƛƴ ǘƘŜ ǎƻŎƛŀƭ 

hierarchy.  
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 !ǎƛŘŜ ŦǊƻƳ ƻŎŎǳǇȅƛƴƎ ŀ ǇƭŀŎŜ ŀǎ ŀƴ ŜŎƻƴƻƳƛŎ άhǘƘŜǊΣέ [ŀŘȅ !ǳŘƭŜȅ ƛǎ also depicted as a sexual 

άhǘƘŜǊέ ǿƛǘƘƛƴ .ǊŀŘŘƻƴΩǎ ƴƻǾŜƭ. In order to position Lucy as an opposing female force, Braddon 

discusses Sir MichaelΩǎ ŦŜŜƭƛƴƎǎ ŦƻǊ ǘƘƛǎ ŦƛǊǎǘ ǿƛŦŜΥ  

HŜ ƘŀŘ ƴŜǾŜǊ ƭƻǾŜŘ ōŜŦƻǊŜΦ ²Ƙŀǘ ƘŀŘ ōŜŜƴ Ƙƛǎ ƳŀǊǊƛŀƎŜ ǿƛǘƘ !ƭƛŎƛŀΩǎ ƳƻǘƘŜǊ ōǳǘ ŀ ŘǳƭƭΣ 

jog-trot bargain, made to keep some estate in the family that would have been just as 

well out of it? What had been his love for his first wife but a poor, pitiful, smoldering 

spark, too dull to be extinguished, too feeble to burn? (12)  

The passion that Lucy excites in the older man is paralleled with the lack of desire that the previous 

ǿƻƳŀƴ ŜǾƻƪŜŘΦ LƴǎǘŜŀŘ ƻŦ ōŜƛƴƎ ŎƻƳƳƻƴǇƭŀŎŜΣ [ǳŎȅ ƛǎ ŘŜŦƛƴŜŘ ŀǎ ŀƴ ŜȄǘǊŀƻǊŘƛƴŀǊȅ άhǘƘŜǊέ ŦƛƎǳǊŜΣ ŀƴŘ 

heavily defined by her stunning outward appearance throughout the novel. Simone de Beauvoir 

comments upon this ǇƘȅǎƛŎŀƭ άhǘƘŜǊƛƴƎέΥ   

For the young girl, erotic transcendence consists in becoming prey in order to gain her 

ends. She becomes an object, and she sees herself as object; she discovers this new 

aspect of her being with surprise: it seems to her that she has been doubled; instead of 

coinciding exactly with herself, she now begins to exist outside. (361) 

Instead of being defined by internal traits or characteristics, women who experience this form of 

άhǘƘŜǊƛƴƎέ ōŜŎƻƳŜ ŜȄŎƭǳǎƛǾŜƭȅ ŘŜŦƛƴŜŘ ōȅ ǘƘŜƛǊ ƻǳtward beauty. Lady Audley becomes a captivating 

sexual force within the text, transfixing all those around her with her surface charms. Braddon notes 

ǘƘŀǘ {ƛǊ aƛŎƘŀŜƭ ŎƻǳƭŘ ƴƻǘ ǊŜǎƛǎǘ [ǳŎȅΩǎ άǎƻŦǘ ŀƴŘ ƳŜƭǘƛƴƎ ōƭǳŜ ŜȅŜǎΤ ǘƘŜ ƎǊŀŎŜŦǳƭ ōŜŀǳǘȅ ƻŦ ǘƘŀǘ ǎƭŜƴŘŜǊ 

ǘƘǊƻŀǘ ŀƴŘ ŘǊƻǇǇƛƴƎ ƘŜŀŘΣ ǿƛǘƘ ƛǘǎ ǿŜŀƭǘƘ ƻŦ ǎƘƻǿŜǊƛƴƎ ŦƭŀȄŜƴ ŎǳǊƭǎΤ ǘƘŜ ƭƻǿ ƳǳǎƛŎ ƻŦ ǘƘŀǘ ƎŜƴǘƭŜ ǾƻƛŎŜέ 

as these aesthetic charms are what drew him to her during their first meetings (12). Instead of 

ǉǳŜǎǘƛƻƴƛƴƎ [ǳŎȅΩǎ Ǉŀǎǘ ƻǊ ŜƴƎŀƎƛƴƎ ǘƘŜ ƎƛǊƭ ƛƴ ŀ ǎǇƛǊƛted intellectual debate, Sir Michael concerns 

himself with her singular defining characteristicτƘŜǊ ōŜŀǳǘȅΦ [ǳŎȅΩǎ ŦŀŎŜΣ ōƻŘȅΣ ŀƴŘ ƳŀƴƴŜǊƛǎƳǎ ŀǊŜ 

what set her apart from other girls, and in a sense, they constrict the ways in which the men of Audley 

Court view her. Simultaneously, Lucy is afforded a certain measure of freedom and power through this 

ǎŜȄǳŀƭ άhǘƘŜǊƛƴƎέ ŀǎ ǎƘŜ ƛǎ ŀōƭŜ ǘƻ ƳŀƴƛǇǳƭŀǘŜ ǘƘƻǎŜ ŀǊƻǳƴŘ ƘŜǊ ǘƘǊƻǳƎƘ ƘŜǊ ƛƴƴƻŎŜƴǘ ŎƻǎǘǳƳŜΦ 

 Katherine Montwieler comments upon this phenomenon by noting that ά.ǊŀŘŘƻƴ ǇǊŜǎŜƴǘǎ [ŀŘȅ 

Audley in two fundamentally different ways: as a childlike beauty and as a powerful, self-interested 

woman. Both figures were popular tropes within the literature of the day. And, like any good woman, 
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Lucy cultivates her childishnessέ όпфύΦ [ǳŎȅΩǎ ŎƘƛƭŘ-like beauty and mannerisms were nothing new to 

readers of Sensation fiction, although this sexualized mask allowed other characters the initial 

opportunity to underestimate her power, desire, and underlying motivations. Elizabeth Tilley asserts, 

άώƛϐǘ ƛǎ [ŀŘȅ !ǳŘƭŜȅΩǎ ΨǳƴŎƻƴǘǊƻƭƭŜŘΩ ǎŜȄǳŀƭƛǘȅ ŀƴŘ ƘŜǊ ƴƻǘƛƻƴǎ ƻŦ ŜŎƻƴƻƳƛŎ ŀƴŘ ǎƻŎƛŀƭ Ƴƻōƛƭƛǘȅ ǿƘƛŎƘ ǎƻ 

enrage a patriarchal society bent, perversely, on de-sexing and babyfying women, clearly because they 

are dangerous to the hierarchy in any ƻǘƘŜǊ ŦƻǊƳέ όнлнύΦ ! ǿƻƳŀƴ ǊŜŘǳŎŜŘ ǘƻ ƛƴŦŀƴǘƛƭƛǎƳ ǎŜŜƳŜŘ 

unthreatening to the patriarchal mindset, as her outward appearance and mannerisms cast her into the 

Ǌŀƴƪǎ ƻŦ ǎǳōƻǊŘƛƴŀǘŜŘ άhǘƘŜǊΦέ ²Ƙŀǘ ŀ ƳƻǾŜ ƭƛƪŜ ǘƘƛǎ Ŧŀƛƭǎ ǘƻ ǘŀƪŜ ƛƴǘƻ ŀŎŎƻǳƴǘΣ ƘƻǿŜǾŜǊΣ ƛǎ ǘƘŀǘ 

ƻǳǘǿŀǊŘ ŀǇǇŜŀǊŀƴŎŜǎ Řƻ ƴƻǘ ŀƭǿŀȅǎ ǎƛƎƴŀƭ ŀ ŎƘŀǊŀŎǘŜǊΩǎ ƛƴǘŜǊƴŀƭ ŎŀǇŀōƛƭƛǘƛŜǎΦ aƻƴǘǿƛŜƭŜǊ ƳƛǎǘŀƪŜƴƭȅ 

ŀǊƎǳŜǎ ǘƘŀǘΣ ά[ŀŘȅ !ǳŘƭŜȅ ƛǎ ŀƴ ŀŎǘƛǾŜ ŘŜŎƻǊŀǘƛǾŜ ƻōƧŜŎǘΣ ŀ ƳŜŎƘŀƴƛŎŀƭ Řƻƭƭ ǿƘƻ ƪƴƻǿǎ Ƙƻǿ ǘƻ ŀŎǘ 

ŀǇǇǊƻǇǊƛŀǘŜƭȅ ƛƴ ŀƴȅ ƎƛǾŜƴ ǎŎŜƴŜέ όрмύΦ LƴǎǘŜŀŘ ƻŦ ƳŜǊŜƭȅ Ǿiewing Lady Audley as an empty spectacle, 

one may notice the limited power that the objectified gaze affords to her. Lucy is a character who 

ŎǊƻǎǎŜǎ ōƻǳƴŘŀǊƛŜǎ ǿƛǘƘƻǳǘ ŀǇƻƭƻƎȅΦ ±ƻǎƪǳƛƭ ǎǳǇǇƻǊǘǎ ǘƘƛǎ ŎƭŀƛƳ ōȅ ǿǊƛǘƛƴƎΣ ά.ǊŀŘŘƻƴ ƘŀŘ ŎǊŜŀǘŜŘ ŀƴ 

unnatural monsterτa childish, blonde creature who looked the part of the Victorian wife but who then 

belied the appearance by acting out a brazen materialism and murderous self-ŀǎǎŜǊǘƛƻƴέ όсмрύΦ [ŀŘȅ 

Audley takes the role of the child and very potently acts out against it. Lissa Paul discusses the social 

ŀǘǘƛǘǳŘŜǎ ǎǳǊǊƻǳƴŘƛƴƎ ǘƘƛǎ άhǘƘŜǊƛƴƎέ ōŜƘŀǾƛƻǊ ōȅ ƴƻǘƛƴƎΣ ά/hildren, like women, are lumped together 

as helpless and dependant; creatures to be kept away from the scene of action, and who otherwise 

ought not to be seen or ƘŜŀǊŘέ όмрлύΦ wŀǘƘŜǊ ǘƘŀƴ ōǳȅƛƴƎ ǘƻ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ǉǳƛŜǘ ŀƴŘ ŘƻŎƛƭŜ ǇŀǎǎƛǾƛǘȅΣ 

Lady Audley takes her woman-child status and transforms it through the outward manifestation of 

ŀŎǘƛƻƴΦ ¢ƛƭƭŜȅ ŀǊƎǳŜǎΣ άCor here is the most interesting fact about this particular sensation novel: the 

Angel in the House has become the Demon; the golden-haired beauty so praised and protected has 

become a femŀƭŜ ǾŀƳǇƛǊŜέ όмффύΦ ¢ƘŜ ŦŀŎǘ ƛǎ ǘƘŀǘ Lady Audley is not as innocent as the narrator of the 

text would initially have readers believe.  

Despite the fact that her άfragile figure, which she loved to dress in heavy velvets and stiff 

rustling silks, till she looked like a child tricked out for a masquerade, was as girlish as if she had but just 

left the nurseryέ όBraddon 55), very fŜǿ ƻŦ ǘƘŜ [ŀŘȅΩǎ ŀǳǘƻƴƻƳƻǳǎ ŀŎǘƛƻƴǎ ǿƛǘƘƛƴ ǘƘŜ ǘŜȄǘ ŎƻǳƭŘ ōŜ 

ŘŜǎŎǊƛōŜŘ ŀǎ ƛƴƴƻŎŜƴǘ ƛƴ ƴŀǘǳǊŜΦ ²ƘƛƭŜ [ŀŘȅ !ǳŘƭŜȅ ǊŜƳŀƛƴǎ άǘƘŜ ƘŜǊƻƛƴŜ ƻǾŜǊ ǿƘƻƳ ƳŜƴ ŦƛƎƘǘΣ ǘƘŜ 

ŜȄŎƘŀƴƎŜŘ ŎƻƳƳƻŘƛǘȅ ƛƴ ŀ ƳŀǎŎǳƭƛƴŜ ŜŎƻƴƻƳȅέ όwƻōŜǊǘǎ моύΣ ǎƘŜ ŘƻŜǎ ŜȄŜǊǘ ŀ ŎŜǊǘŀƛƴ ŀƳƻǳƴǘ ƻŦ 
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influence over those around her through her sexuality. Lady Audley is not the common woman, and 

ǊŜŀŘŜǊǎ ƻŦ .ǊŀŘŘƻƴΩǎ ǘŜȄǘ ŀǊŜ Ŏƻƴǎǘŀƴǘƭȅ ǊŜƳƛƴŘŜŘ ƻŦ ǘƘƛǎ ŦŀŎǘ Ǿƛŀ ǘƘŜ ƛƴŎŜǎǎŀƴǘ ǇǊŀƛǎŜǎ ƻŦ ƘŜǊ άŦŜŀǘƘŜǊȅ 

ƎƻƭŘŜƴ ǊƛƴƎƭŜǘǎέ ό.ǊŀŘŘƻƴ оооύΦ IŀƛǊ ŜǎǎŜƴǘƛŀƭƭȅ ōŜŎƻƳŜǎ ŀ halo of sorts, but instead of beatifying the 

title character, Braddon chooses to showcase the ways in which women can manipulate the oftentimes 

limiting social roles afforded to them.  

 ¸Ŝǘ ŀƴƻǘƘŜǊ ǿŀȅ ǘƘŀǘ [ŀŘȅ !ǳŘƭŜȅ ōŜŎƻƳŜǎ ǘƘŜ ǎŜȄǳŀƭƛȊŜŘ άhǘƘŜǊέ ǿƛǘƘƛƴ the text is through her 

homoerotic relationship with her maid, Phoebe. As previously mentioned, the two women share some 

surface physical similaritiesτŀƭǘƘƻǳƎƘ [ŀŘȅ !ǳŘƭŜȅΩǎ ōŜŀǳǘȅ ƛǎ ƳǳŎƘ ƳƻǊŜ ŜŦŦŜǊǾŜǎŎŜƴǘ ǘƘŀƴ ƘŜǊ ƳŀƛŘΩǎ 

charms. Natalie Schroeder, in άCeminine Sensationalism, Eroticism, and Self-Assertion: M.E. Braddon 

ŀƴŘ hǳƛŘŀΣέ analyzes [ŀŘȅ !ǳŘƭŜȅΩǎ ōŜƘŀǾƛƻǊ ǘƻǿŀǊŘǎ ƘŜǊ ŦŜƳŀƭŜ ŎƻƳǇŀƴƛƻƴ ǘƘǊƻǳƎƘ ŀ ƘƻƳƻŜǊƻǘƛŎ ƭŜƴǎΦ 

²ƘŜƴ ǿǊƛǘƛƴƎ ŀōƻǳǘ ƘŜǊ ƳŀƛŘΣ .ǊŀŘŘƻƴ ƴƻǘŜǎΣ ά¢reated as a companion by her mistress, in the receipt 

ƻŦ ǘƘŜ Ƴƻǎǘ ƭƛōŜǊŀƭ ǿŀƎŜǎΣ ŀƴŘ ǿƛǘƘ ǇǊŜǊŜǉǳƛǎƛǘŜǎ ŀǎ ǇŜǊƘŀǇǎ ƴƻ ƭŀŘȅΩǎ ƳŀƛŘ ŜǾŜǊ ƘŀŘ ōŜŦƻǊŜΣ ƛǘ ǿŀǎ 

ǎǘǊŀƴƎŜ ǘƘŀǘ tƘƻŜōŜ aŀǊƪǎ ǎƘƻǳƭŘ ǿƛǎƘ ǘƻ ƭŜŀǾŜ ƘŜǊ ǎƛǘǳŀǘƛƻƴέ όммлύΦ wŜŀŘŜǊǎ ŀǊŜ ƴƻǘ ǘƻƭŘ ƻŦ ǘƘŜ 

prerequisites which accompany such a position, although they are alerted to the warm relationship 

between the two women. When Phoebe announces her intentions of marrying Luke to her employer, 

[ŀŘȅ !ǳŘƭŜȅ ǊŜǎǇƻƴŘǎ ōȅ ǎŀȅƛƴƎΣ άL ǘŜƭƭ ȅƻǳ ȅƻǳ ǎƘŀƴΩǘ ƳŀǊǊȅ ƘƛƳΣ tƘƻŜōŜΦ Lƴ ǘƘŜ ŦƛǊǎǘ ǇƭŀŎŜΣ L ƘŀǘŜ ǘƘŜ 

man; aƴŘΣ ƛƴ ǘƘŜ ƴŜȄǘ ǇƭŀŎŜΣ L ŎŀƴΩǘ ŀŦŦƻǊŘ ǘƻ ǇŀǊǘ ǿƛǘƘ ȅƻǳέ ό.ǊŀŘŘƻƴ мммύΦ Does she refuse to part with 

her companion as merely a matter of convenience, or is there a love relationship occurring?  

ά¦ƴŘŜǊŎǳǊǊŜƴǘǎ ƻŦ ƘƻƳƻŜǊƻǘƛŎƛǎƳ ŀƭǎƻ ŀŎŎƻǳƴǘ ŦƻǊ [ŀŘȅ !ǳŘƭŜȅΩǎ ǎǘǊƻƴƎ ƻōƧŜŎǘƛƻƴǎ ǘƻ tƘƻŜōŜΩǎ 

ƳŀǊǊƛŀƎŜέ όSchroeder 92). While a physical relationship between the two women is not discussed at 

ƭŜƴƎǘƘ ŀǘ ŀƴȅ Ǉƻƛƴǘ ǿƛǘƘƛƴ ǘƘŜ ǘŜȄǘΣ ǘƘŜǊŜ ŀǊŜ Ƙƛƴǘǎ ƻŦ ŀƴ ŀŦŦŜŎǘƛƻƴŀǘŜ ŎƻǳǇƭƛƴƎΦ ά[ŀŘȅ !ǳŘƭŜȅΩǎ ǎŜƭŦ-

indulgent manner of attaining warmthτby wrapping herself in luxurious covers and by demanding a 

caress from PhoebeτǎǳƎƎŜǎǘǎ ōƻǘƘ ƳŀǎǘǳǊōŀǘƛƻƴ ŀƴŘ ƭŜǎōƛŀƴƛǎƳέ όSchroeder 92). What is certain is 

ǘƘŀǘ tƘƻŜōŜ ƛǎ ŜƴŀƳƻǊŜŘ ǿƛǘƘ ƘŜǊ ŜƳǇƭƻȅŜǊΣ ŀǎ ǎƘŜ ƻŦǘŜƴ ǇŀǎǎƛƻƴŀǘŜƭȅ ŘŜǎŎǊƛōŜǎ ƘŜǊ [ŀŘȅΩǎ living 

ǎƛǘǳŀǘƛƻƴΦ 9ŀǊƭȅ ƻƴ ǿƛǘƘƛƴ ǘƘŜ ƴƻǾŜƭΣ tƘƻŜōŜ ǊŜŦƭŜŎǘǎ ƻƴ ƘŜǊ ŜƳǇƭƻȅŜǊΩǎ ŀŘƳƛǊŜǊǎ ǿƘŜƴ ǘraveling abroad 

by telling Luke:  

You should have heard her laugh and talk with them; throwing all their compliments and 

fine speeches back at them, as it were, as if they had been pelting her with roses. She set 

every body mad about her wherever she went. Her singing, her playing, her painting, her 
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dancing, her beautiful smile, and sunshiny ringlets! She was always the talk of a place, as 

long as we stayed in it. (Braddon 32)  

Even though this speech lacks a explicit ǎŜȄǳŀƭ ǘƛƴǘΣ tƘƻŜōŜΩǎ ŀŘƳƛǊŀǘƛƻƴ ƻŦ ƘŜǊ ƳƛǎǘǊŜǎǎ ǎƘƛƴŜǎ ǘƘǊƻǳƎƘ 

her glowing wordsτrevealing the presence of a deep attachment. One may wonder if a fluid sexuality is 

part of Lady Audley herself, existing as an additional facet of the secrets that she keeps. In relation to 

this idea, Leckie observes that in άsensation novels, sexuality is intertwined with epistemology; the 

ƴƻǾŜƭΩǎ ǎŜŎǊŜǘΣ ŦǳŜƭƭƛƴƎ ŀƴŘ ƛƴŦƻǊƳƛƴƎ ǘƘŜ ǊŜŀŘŜǊΩǎ ŀƴŘ ǘƘŜ ŘŜǘŜŎǘƛǾŜΩǎ ŘŜǎƛǊŜ Ŧƻr resolution, after all, is 

ŀƭǿŀȅǎ ŀ ǎŜȄǳŀƭ ǎŜŎǊŜǘέ όмрмύΦ ²ƘƛƭŜ [ŀŘȅ !ǳŘƭŜȅΩǎ ŎƻƳƳƛǎǎƛƻƴ ƻŦ ōƛƎŀƳȅ ƛǎ ŀƴ ƛǊǊŜŦǳǘŀōƭŜ ǎŜȄǳŀƭ ǎŜŎǊŜǘΣ 

ǎƻ ǘƻƻ Ƴŀȅ ōŜ ƘŜǊ ƘƛŘŘŜƴ ǇƘȅǎƛŎŀƭ ŀǘǘŀŎƘƳŜƴǘ ǘƻ tƘƻŜōŜΦ {ƛƳƻƴŜ ŘŜ .ŜŀǳǾƻƛǊ ǿǊƛǘŜǎ ǘƘŀǘ Ƴŀƴ άǘŀƪŜǎ 

great pride in his sexuality only in so far as it is a means of appropriating the Otherτand this dream of 

ǇƻǎǎŜǎǎƛƻƴ ŜƴŘǎ ƻƴƭȅ ƛƴ ŦǊǳǎǘǊŀǘƛƻƴέ όмфрύΦ ¢Ƙƛǎ ŀǎǎŜǊǘƛƻƴ Ƴŀȅ ǎƛƎƴƛŦȅ ŦƭǳƛŘƛǘȅ ƻƴ ǘƘŜ ǇŀǊǘ ƻŦ ǘƘŜ ŦŜƳŀƭŜΩǎ 

ŘŜǎƛǊŜΣ ǿƘƛŎƘ ǿƻǳƭŘ ŎŜǊǘŀƛƴƭȅ ŜȄǇƭŀƛƴ [ŀŘȅ !ǳŘƭŜȅΩǎ ǇŜƴŎƘŀƴǘ ŦƻǊ ǊŜceiving the attentions of both male 

as well as female members of her household. Whether Lady Audley experiences lesbian desire or not, 

ǎƘŜ ƛǎ ǎǘƛƭƭ ŎŀǘŜƎƻǊƛȊŜŘ ŀǎ ǘƘŜ άhǘƘŜǊέ ƻǊ ƻōƧŜŎǘ ƻŦ ƳǳŎƘ ƻǳǘǿŀǊŘ ƳŀƭŜ ŘŜǎƛǊŜΦ [ŀŘȅ !ǳŘƭŜȅΩǎ ƘƻƭŘ ƻƴ 

sexuality both limits the ways in which others view her, as well as affords her a sense of increased social 

power. Schroeder sǇŜŀƪǎ ǘƻ ǘƘƛǎ ŘǳŀƭƛǘȅΥ ά{exuality becomes a key element in determining feminine 

power and self-assertion. Through these channels, Victorian women readers got a taste of 

independence or self-ŀǳǘƘŜƴǘƛŎƛǘȅέ (90). Rather than becoming a passive receiver of the male gaze, Lady 

Audley embodies desire and uses it as a tool for manipulation. This corporal tool may serve to inspire 

readers, as it does not effectively limit the heroine in any way, shape, or form. Rather, when wielded 

conscientiously, it creates a limited avenue through which women can assert their desires upon their 

male counterparts.  

 [ŀŘȅ !ǳŘƭŜȅ ƛǎ ŀƭǎƻ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ǘƘŜ ŎǊƛƳƛƴŀƭ άhǘƘŜǊέ ǘƘǊƻǳghout her attempts to commit 

murder, her status as a bigamist, and her refusal to accept the passive social scripts dictated to Victorian 

women. It should be noted that Lady Audley is aware of the danger that her attempted crimes place her 

in, but relies oƴ ƘŜǊ ǾŀǊȅƛƴƎ ǎǘŀǘǳǎŜǎ ŀǎ άhǘƘŜǊέ ǘƻ ŎƻƴŎŜŀƭ ǘƘŜǎŜ ǘƘǊŜŀǘǎΦ ²ƘŜƴ ŦŜŜƭƛƴƎ ŘǊŜŀŘ ŀǘ ǘƘŜ 

prospect that Sir Michael may discover her past, she reflects:  

[I]ntermingled with that thought there was anotherτthere was the thought of her lovely 

face, her bewitching manner, her arch smile, her low musical laugh, which was like a peal 
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of silvery bells ringing across a broad expanse of flat pasture, and a rippling river in the 

misty summer evening. She thought of all these things with a transient thrill of triumph, 

which was stronger even than her terror. (Braddon 305) 

LƴǎǘŜŀŘ ƻŦ ŦŜŜƭƛƴƎ ŀŦǊŀƛŘ ƻŦ ŘŜǘŜŎǘƛƻƴΣ [ŀŘȅ !ǳŘƭŜȅΩǎ ǎŜȄǳŀƭƛȊŜŘ άhǘƘŜǊέ ǊƻƭŜ ǎŜǊǾŜǎ ǘƻ Ƴŀǎƪ ƘŜǊ ŎǊƛƳƛƴŀƭ 

activities. In other words, while observing her face, one may miss what her hands are doing. The body is 

ŀƴ ƛƳǇƻǊǘŀƴǘ ǇƛŜŎŜ ƻŦ [ŀŘȅ !ǳŘƭŜȅΩǎ ŎǊƛƳƛƴŀƭ ŘƛǎǇƭŀȅΣ ŀǎ ƘŜǊ ŎƻƴŦŜǎǎƛƻƴ ƛǘǎŜƭŦ ƛǎ ƎǊƻǳƴŘŜŘ ƛƴ ŀ ǇƘȅǎƛŎŀƭƭȅ 

embodied performance. Voskuil commentǎ ǳǇƻƴ ǘƘƛǎ ƻŎŎǳǊǊŜƴŎŜΥ ά²hen Robert Audley confronts her 

with the proof of her guilt, Lady Audley confesses her madness in the spectacular displays of the 

ǘƘŜŀǘǊŜέ όсооύΦ LƴǎǘŜŀŘ ƻŦ ƳŜǊŜƭȅ ŀŘƳƛǘǘƛƴƎ ǘƻ ƘŜǊ ǎŎƘŜƳŜǎΣ [ŀŘȅ !ǳŘƭŜȅ ǿƘƛǊƭǎ ŀǊƻǳƴŘ ǘƘŜ ǊƻƻƳΣ 

effectively aligning herself with both the figure of the madwoman as well as the trope of the actress 

(Voskuil 633). Everything hinges on her outward performance as she struggles to avoid the fate of her 

similarly charming mother. The very fact that Lady Audley dares to abandon her son, push George down 

a well, and attempt to kill Luke aligns her with the opposite of passive femininity, and in effect, 

ǘǊŀƴǎŦƻǊƳǎ ƘŜǊ ƛƴǘƻ ǘƘŜ ƳŀǊƎƛƴŀƭƛȊŜŘ ŀŎǘƛǾŜ άhǘƘŜǊΦέ  

 EƭƭŜƴ aƛƭƭŜǊ /ŀǎŜȅ ƻōǎŜǊǾŜǎΣ άLn her sensation novels, Braddon sees through Victorian propriety 

ǘƻ ŀ ŎƻǳƴǘŜǊǿƻǊƭŘ ƻŦ ŦŜƳƛƴƛƴŜ ǊŜōŜƭƭƛƻƴέ όумύΦ ! ƭŀǊƎŜ ŎƻƳǇƻƴŜƴǘ of this rebellion rests with the 

ǿƻƳŀƴΩǎ ŀƭƛŜƴŀǘƛƻƴτthis is an imposed status that both cloaks and inspires direct rebellious action. 

Lady Audley does not rant and rave in the manner that traditional insanity implies. Instead, her actions 

are predetermined and surreptitiously implemented with a singularity of purpose. Fisk comments upon 

Lady AudleȅΩǎ ŀƭƭŜƎŜŘ ƳŀŘƴŜǎǎ ōȅ ŀǊƎǳƛƴƎ ǘƘŀǘ άƛǘ ǎŜŜƳǎ ƳƻǊŜ ƭƛƪŜƭȅ ǘƘŀǘ ǘƘŜ ŘƻŎǘƻǊ ǊŜŎƻƎƴƛȊŜǎ 

intelligence, as he says he does, as well as self-assertion, characteristics that, when possessed by a 

ŦŜƳŀƭŜΣ ǘƘǊŜŀǘŜƴ ǘƘŜ ǇŀǘǊƛŀǊŎƘȅέ όнрύΦ [ŀŘȅ !ǳŘƭŜȅΩǎ ǎŀƴƛǘȅΣ ǘƘŜƴΣ ƛǎ ǿƘŀǘ ǇƭŀŎŜǎ ƘŜǊ ƛƴ ǘƘŜ ǊŜŀƭƳ ƻŦ ǘƘŜ 

ŎǊƛƳƛƴŀƭ άhǘƘŜǊΣέ ŀǎ ƛǘ ǊŜƭŜƎŀǘŜǎ ƘŜǊ ǘƻ ŀ ǘŜǊǊƛǘƻǊȅ ǘƘŀǘ ±ƛŎǘƻǊƛŀƴ ǿƻƳŜƴ ŀǊŜ ƴƻǘ ǎǳǇǇƻǎŜŘ ǘƻ ǘǊŀƴǎƎǊŜǎǎ 

upon. Women are supposed to tacitly accept their social place, and the refusal to do so signifies 

immediate danger to the traditional status quo. Fisk speaks to this perceived social danger, noting that 

ŀƭǘƘƻǳƎƘ άLady Audley is not guilty of murder, she is guilty of overstepǇƛƴƎ ŀ ǿƻƳŀƴΩǎ ōƻǳƴŘŀǊƛŜǎΣ ŀƴŘ 

is therefore dangerous to patriarcƘŀƭ ǎƻŎƛŜǘȅέ όнрύΦ IŜǊ madness, then, may be a refusal to accept the 

social scripts that Victorian society pressed upon her. Kalikoff argues that ƛƴ ά[ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ, 

crimes logically emerge from an environment in which social status is valued above everything. Lady 



 

©English Association of Pennsylvania State Universities, 2008 

 

165 

Audley, however, is ultimately responsible for her bigamy and murder because of her cunning, 

arrogance, and ambitious use of her sexualityέ (94). While there remains no question as to Lady 

!ǳŘƭŜȅΩǎ ŀŎǘƛƻƴǎΣ ƛǘ ǎƘƻǳƭŘ ōŜ ƴƻǘŜŘ ǘƘŀǘ ƘŜǊ ǾŀǊƛƻǳǎ Ǉƻǎƛǘƛƻƴǎ ŀǎ άhǘƘŜǊέ ŀƴŘ ǘƘŜ ƭŀŎƪ ƻŦ ǇƻǿŜǊ ǘƘŀǘ 

these states afford her served to spurn her towards action. Perhaps the madness, in this sense, is 

merely the symptom of a limited and gendered cause. Lady Audley is the inversion of proper behavior 

ŀƴŘ ƘŜǊ ŘŜǎŎŜƴǘ ŜŜǊƛƭȅ ƳƛǊǊƻǊǎ wƻōŜǊǘΩǎ ŀǎŎŜƴǘΦ ²ƛǘƘƛƴ άCǊƻƳ 5ƻ-Nothing to Detective: The 

Transformation of Robert Audley in [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘΣέ ±ƛŎƪƛ tŀƭƭƻ ƴƻǘŜǎΥ 

wƻōŜǊǘΩǎ ŎƻƴǾŜǊǎƛƻƴ Ƙŀǎ ƴƻǘ ƻƴƭȅ ǎŜŀƭŜŘ [ŀŘȅ !ǳŘƭŜȅΩǎ ŦŀǘŜΤ ƘŜ ƛǎ ƘƛƳǎŜƭŦ ǇŜǊƳŀƴŜƴǘƭȅ 

ǘǊŀƴǎŦƻǊƳŜŘΦ !ǘ ǘƘŜ ƴƻǾŜƭΩǎ ŜƴŘΣ ƘŜ Ƙŀǎ ōŜŎƻƳŜ ŀ ǇŀǘǘŜǊƴ ƳŜƳōŜǊ ƻŦ ǎƻŎƛŜǘȅΥ ŀ 

successful barrister, a landholder, and a husband. All traces of his previous asocial 

behavior has disappeared just as surely as Lady Audley herself has and he is now a 

άƳƻŘŜƭ ŎƛǘƛȊŜƴέ of his time. (475) 

While Lady Audley sinks from view, Robert becomes celebrated as a proper gentleman. This inversion of 

ǎƻŎƛŀƭ ǊƻƭŜǎ ƻƴŎŜ ŀƎŀƛƴ ǎǇŜŀƪǎ ǘƻ ǘƘŜ ƛŘŜŀ ƻŦ [ŀŘȅ !ǳŘƭŜȅ ŀǎ ǘƘŜ άhǘƘŜǊΣέ ŘǳŜ ǘƻ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƘŜǊ 

ǎǳŦŦŜǊƛƴƎ ƛǎ ƳŀǊƎƛƴŀƭƛȊŜŘ ƛƴ ŦŀǾƻǊ ƻŦ wƻōŜǊǘΩǎ ŀǎŎŜƴŘŀƴŎŜΦ hƴŜ ŘƻŜǎ ƴƻǘ ƘŜŀǊ ƳǳŎƘ ŦǊƻƳ her when she is 

institutionalized, as the focus of the text erases her, contains her, and moves forward. Lady Audley 

becomes an anecdoteτan unpleasant memory which can be ignored in favor of more pressing 

domestic realities. Her ƳȅǎǘŜǊƛŜǎ ǿƛƭƭ ǊŜƳŀƛƴ ŦƻǊŜǾŜǊ ƘƛŘŘŜƴΣ ŀǎ άƛǘ ǎŜŜƳǎ ǘƘŀǘ ǿƘƛŎƘ [ŀŘȅ !ǳŘƭŜȅ Ƙŀǎ 

ōŜŜƴ ƘƛŘƛƴƎ ŀƭƭ ŀƭƻƴƎ ǊŜƳŀƛƴǎ ƛƴǾƛǎƛōƭŜ ŀƴŘ ǳƴŘƛǎŎƭƻǎŜŘέ ό{ǘŜǊƴ псύΦ ¢ƘŜ [ŀŘȅΣ ƛƴ ǘƘƛǎ ŎŀǎŜ, becomes 

aligned with a terrifying social fraud. While this transgression is contained and erased by the end of the 

ƴƻǾŜƭΣ ǘƘŜ ŦŀŎǘ ǊŜƳŀƛƴǎ ǘƘŀǘ [ŀŘȅ !ǳŘƭŜȅΩǎ ŀŎǘƛƻƴǎ ŀƴŘ ŘŜǎƛǊŜǎ ǎŜǊǾŜŘ ǘƻ ǘƛǘƛƭƭŀǘŜ ±ƛŎǘƻǊƛŀƴ ǊŜŀŘŜǊǎ ƛƴǘƻ ŀ 

sense of disquieting emulation.  

 [ŀŘȅ !ǳŘƭŜȅΩǎ {ŜŎǊŜǘ ǎƘƻƻƪ ǘƘŜ ±ƛŎǘƻǊƛŀƴ ǇŀǘǊƛŀǊŎƘȅ ƻƴ ƛǘǎ ƘƛƴƎŜǎΣ ŀǎ ƛǘ ŦŜŀǘǳǊŜŘ ŀ ƘŜǊƻƛƴŜΣ άŜǾŜƴ 

ƛŦ ǎƘŜ Ƴǳǎǘ ōŜ ŎŀǘŀƎƻǊƛǎŜŘ ŀǎ ΨƳŀŘΩ ƻǊ ΨōŀŘΣΩ ƛǎ ŀƭǿŀȅǎ ŘƛŦŦƛŎǳƭǘ ŀƴŘ ŘŀƴƎŜǊƻǳǎΣ ǘǊŀƴǎƎǊŜǎǎƛǾŜ ŀƴŘ 

ŀǎǎŜǊǘƛǾŜέ όtŜǘŜǊǎ нлуύΦ LƴǎǘŜŀŘ ƻŦ ŎƻƴŦƻǊƳƛƴƎ ǘƻ ǘƘŜ ǎtandard gender ideals of the time, Braddon 

presents readers with an exciting, decadent, and intelligent alternative to grim housewifery. Lady 

!ǳŘƭŜȅ ƘŜǊǎŜƭŦ ŜƳōƻŘƛŜǎ ǘƘŜ άƳƛŘ-Victorian fear of the wicked woman whose manipulative sexuality 

allows her to purǎǳŜ ŘǊŜŀƳǎ ƻŦ ǿŜŀƭǘƘΣ ǎƻŎƛŀƭ ǎǘŀǘǳǎΣ ŀƴŘ ǇƻǿŜǊέ όYŀƭƛƪƻŦŦ упύΦ ¢ƘǊƻǳƎƘ ƎƛǾƛƴƎ ǾƻƛŎŜ ǘƻ 

such a fear, Braddon serves to speak against the existing models of passive femininity. If reading 
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sensational novels was likened to an female addiction, this very desirŜ άƛǎ ŀƭǎƻ ǘƘŜ ƛƴŘƛŎŀǘƛƻƴ ƻŦ ŀƴ 

emerging agency, very much alive and awake, only waiting to be felt and detected like the undercurrent 

ƻŦ ǘƘŜ ōƻŘȅ ƛǘ ƛƎƴƛǘŜǎέ ό[ŜŎƪƛŜ мроύΦ Fisk notes:  

Unlike Alicia, Clara, and Phoebe, Lady Audley shirks these undesirable obligations, 

thereby challenging patriarchal power. In the end, Lady Audley serves as a sacrifice: even 

though she is prevented from exercising her female independence by being locked away 

in an asylum, she has opened the way for the remaining female characters to achieve 

domestic power and to fashion a new life. (24).  

Rather than conforming to the marriage model, Lady Audley breaks away from convention through her 

bold outward actions. Instead of accepting the rule of a man, Lady Audley effectively becomes her own 

keeper of private thoughts and secrets. At the end of the novel, the remaining female characters have 

found filial bliss, although there is a change present. Gender boundaries, although intact, become 

ǎƭƛƎƘǘƭȅ ōƭǳǊǊŜŘ ŘǳŜ ǘƻ [ŀŘȅ !ǳŘƭŜȅΩǎ ǎǳŎŎŜǎǎ ŀǎ ŀƴ άhǘƘŜǊΦέ {ƛƴŎŜ ǘƘŜ ŦƛȄŜŘ ŎŀǘŜƎƻǊƛŜǎ ƴƻ ƭƻƴƎŜǊ ǎŜǊǾŜ 

their purpose, a new script must be written. Fisk speaks to this phenomenon:     

Iƴ ǘƘŜ Ŧƛƴŀƭ ŎƘŀǇǘŜǊΣ ǘƘŜ ǊŜŀŘŜǊ ƛǎ ƛƴǘǊƻŘǳŎŜŘ ǘƻ wƻōŜǊǘΩǎ ŀƴŘ /ƭŀǊŀΩǎ ōŀōȅ ŀƴŘΣ ƛƴ ŀ ƴƻǾŜƭ 

in which gender is initially of the utmost importance, this baby remains genderless. Lady 

!ǳŘƭŜȅ Ƙŀǎ ŘŜŦƛŜŘ ƘŜǊ Ŧƛƭƛŀƭ ŀƴŘ ƳŀǊƛǘŀƭ ƻōƭƛƎŀǘƛƻƴǎΣ Ƙŀǎ ǎǳŎŎŜǎǎŦǳƭƭȅ ŜƴǘŜǊŜŘ ƛƴǘƻ ŀ ƳŀƴΩǎ 

world, and, although she does not survive the journey, she has enabled other women to 

do so. RobeǊǘΩǎ ŀƴŘ /ƭŀǊŀΩǎ ōŀōȅ ǊŜƳŀƛƴǎ ƎŜƴŘŜǊƭŜǎǎ ōŜŎŀǳǎŜ ƛǘ ƴƻ ƭƻƴƎŜǊ ƳŀǘǘŜǊǎ 

whether it is male or female. (26) 

Gender becomes a site of anxiety within the novel, and as such, the patriarchal binary becomes 

destabilized. Lady Audley has successfully, through her manipulations of her multi-ŦŀŎŜǘŜŘ άhǘƘŜǊŜŘέ 

positions, broken new ground for Victorian female audiences to begin to consider exploring.  
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Ulysses and Generations 

Patrick S. Herald, Saginaw Valley State University 

 

The influence of generational difference is often ignored in literary studies, which generally 

ŘŜŦŜǊǎ ǘƻ ǇŜǊƛƻŘ ƭŀōŜƭǎ ǎǳŎƘ ŀǎ ƳƻŘŜǊƴƛǎƳ ŀƴŘ ǘƘŜ ±ƛŎǘƻǊƛŀƴ ŀƎŜ ǘƻ ŘŜŦƛƴŜ ƛƴŘƛǾƛŘǳŀƭ ŀǳǘƘƻǊǎΩ ƛŘŜƴǘƛǘƛŜǎΦ 

/ǳǊƛƻǳǎƭȅΣ ƛƳǇƻǊǘŀƴǘ ŎǳƭǘǳǊŀƭ ǎƛƎƴƛŦƛŜǊǎ ǎǳŎƘ ŀǎ ά.ŀōȅ .ƻƻƳŜǊέ ŀƴŘ άDŜƴŜǊŀǘƛƻƴ ·έ ƘŀǾŜ ƴƻǘ ǇǊƻƳǇǘŜŘ ŀ 

literary project to consider generational impact on the texts of authors other than those who are placed 

ǿƛǘƘƛƴ ǘƘŜ ά[ƻǎǘ DŜƴŜǊŀǘƛƻƴΦέ 9ǾŜƴ ǘƘƛǎ ƭŀōŜƭ ƛǎ ǳǎŜŘ Ƴƻǎǘ ŎƻƳƳƻƴƭȅ ǘƻ ǘǊŜŀǘ ǘƘŜ ŀǳǘƘƻǊǎ ƛǘ Ŏƻƴǘŀƛƴǎ ŀǎ 

more emblematic of the modernist period than othersτan act which both undermines the importance 

of other authors at the time (especially American writers who were not expatriates), and again cedes 

greater power to the period label of modernism. The importance of generations in literature is not a 

new idea, as Michael Soto points out iƴ ŀ ŘƛǎŎǳǎǎƛƻƴ ƻŦ 9ƳŜǊǎƻƴΣ ǿƘƻ ƘŜ ǎŀȅǎ άŀŘǾŀƴŎŜǎ ŀ ƎŜƴŜǊŀǘƛƻƴŀƭ 

model of literary history because it offers an organic alternative to static notions of ages, epochs, or 

ƻǘƘŜǊ ƳƻǊŜ ΨƻōƧŜŎǘƛǾŜΩ ŀƭǘŜǊƴŀǘƛǾŜǎ ǘƻ ǇŜǊƛƻŘƛȊŀǘƛƻƴΦ hƴŜ ƛǎ ƴƻǘ ōƻǊƴ ƛƴǘƻ ŀ ƎŜƴŜǊŀǘƛƻƴ, he suggests; one 

lives into it, one reads ƛƴǘƻ ƛǘέ όнмύΦ ! ƎŜƴŜǊŀǘƛƻƴŀƭ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ WŀƳŜǎ WƻȅŎŜΣ ƘƛƳǎŜƭŦ ŀōƻǳǘ ƻƴŜ 

generation removed from the infamous Lost Generation (17 years older than Hemingway), helps point 

us toward further perspective of his writing, as well as other texts associated with the time. Such a 

survey reveals the multifaceted nature of generations, which can be broad and sociohistorical, personal 

and familial, and literary. Generations are also revealed as an influence Joyce and others found 

impossible to ignore, which had an indelible impact during World War I and the following years, and 

which function as both a divisive and connective force.  

Prior to writing UlyssesΣ WƻȅŎŜ ŎǊŜŀǘŜŘ ŦƻǊ ǘƘŜ ǎƘƻǊǘ ǎǘƻǊȅ ά¢ƘŜ 5ŜŀŘέ ŀ ŎƘŀǊŀŎǘŜǊ ǇƻƛƎƴŀƴtly 

aware of a coming change, and a generational one at that. At a dinner party, the forty-ish Gabriel, while 

giving a speech in honor of the hospitality of the elderly hosts Aunt Kate and Aunt Julia, proclaims: 

 τA new generation is growing up in our midst, a generation actuated by new ideas and  

  new principles. It is serious and enthusiastic for these new ideas and its enthusiasm, even 

  when it is misdirected, is, I believe, in the main sincere. But we are living in a skeptical,  

  and, if I may use the phrase, a thought-tormented age: and sometimes I fear that this  
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  new generation, educated or hypereducated as it is, will lack those qualities of humanity, 

  of hospitality, of kindly humour which belonged to an older day. (2188) 

A conventional read of this passage would relegate it to a mere proto-modernist exclamation of longing 

ŦƻǊ ǘƘŜ ƭƻǎǘ ǇŀǎǘΦ CƻŎǳǎƛƴƎ ƻƴ DŀōǊƛŜƭΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ƎŜƴŜǊŀǘƛƻƴǎΣ ƘƻǿŜǾŜǊΣ ǊŜǾŜŀƭǎ ǘƘŜ ǎǇŜŜŎƘ ǘƻ ōŜ 

relaying an anxiety about the coming generation, one member of which he has a failed conversation 

with earlier when he bumbles an attempt at a joke. Gabriel is anxious before the speech, anticipating 

ǘƘŀǘ ƘŜ άǿƻǳƭŘ ƻƴƭȅ ƳŀƪŜ ƘƛƳǎŜƭŦ ǊƛŘƛŎǳƭƻǳǎ ōȅ ǉǳƻǘƛƴƎ ǇƻŜǘǊȅ ǘƻ ǘƘŜƳ ǿƘƛŎƘ ǘƘŜȅ ŎƻǳƭŘ ƴƻǘ 

understand. They would think that he was airing his superior education. He would fail with them just as 

ƘŜ ƘŀŘ ŦŀƛƭŜŘ ǿƛǘƘ ǘƘŜ ƎƛǊƭ ƛƴ ǘƘŜ ǇŀƴǘǊȅέ όнмтпύΦ  

This anxiety is one echoed by others in the years surrounding World War I as well. As Bonnie 

Kime Scott writes in The Gender of Modernism, ά[ƻȅ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ƳƻŘŜǊƴƛǎƳ ŘŜƳŀƴŘǎ ŎǊŜŀǘƛǾƛǘȅ ƻŦ ǘƘŜ 

ŀǳŘƛŜƴŎŜΣ ŀƴŘ {ǘŜƛƴ ŦƛƴŘǎ ǘƘŀǘ ƘŀǾƛƴƎ ŀƴ ŀǳŘƛŜƴŎŜ ŀƭǘŜǊǎ ǘƘŜ ƭŜŎǘǳǊŜǊΩǎ ǎŜƴǎŜ ƻŦ ƘŜǊ ƻǿƴ ǿƻǊŘǎέ όмрύΦ 

DŜǊǘǊǳŘŜ {ǘŜƛƴ ƛǎ ƻŦǘŜƴ ŎǊŜŘƛǘŜŘ ŀǎ ǘƘŜ ŎǊŜŀǘƻǊ ƻŦ ǘƘŜ ƭŀōŜƭ ά[ƻǎǘ DŜƴŜǊŀǘƛƻƴΣέ ǘƘŜ Ƴƻǎǘ ŦŀƳƻǳǎ ŜȄample 

ōŜƛƴƎ ǘƘŜ ŜǇƛƎǊŀǇƘ ǘƻ IŜƳƛƴƎǿŀȅΩǎ The Sun Also RisesΣ ǿƘƛŎƘ ǊŜŀŘǎ άΩ¸ƻǳ ŀǊŜ ŀƭƭ ŀ ƭƻǎǘ ƎŜƴŜǊŀǘƛƻƴΩ ς

DŜǊǘǊǳŘŜ {ǘŜƛƴ ƛƴ ŎƻƴǾŜǊǎŀǘƛƻƴέ όтύΦ {ǘŜƛƴΩǎ ŀŎŎƻǳƴǘ ƛƴ 9ǾŜǊȅōƻŘȅΩǎ !ǳǘƻōƛƻƎǊŀǇƘȅ actually attributes the 

invention of the term to a hotel keeper: 

 It was this hotel keeper who said what it is said I said that the war generation was a lost 

 generation. And he said it this way. He said that every man becomes civilized between 

 the ages of eighteen and twenty-five. If he does not go through a civilizing experience at 

 that time in his life he will not be a civilized man. And the men who went to the war at 

 eighteen missed the period of civilizing, and they could never be civilized. They were a 

 lost generation. Naturally if they are at war they do not have the influences of women of 

 parents and of preparation. (53) 

!ǎ ƛƴ IŜƳƛƴƎǿŀȅΩǎ ƴƻǾŜƭΣ ǘƘŜ ǿŀǊ ǎŜŜƳǎ ǘƻ ōŜ ǘƘŜ ŘŜŎƛŘƛƴƎ ŦŀŎǘƻǊ ŦƻǊ ƻǘƘŜǊ ǿǊƛǘŜǊǎ ƻŦ ǘƘŜ ά[ƻǎǘ 

DŜƴŜǊŀǘƛƻƴΦέ Lƴ The Great War and Modern Memory, Paul Fussell describes such a generation, writing 

ǘƘŀǘ άώƻϐǳǘ ƻŦ ǘƘŜ ǿƻǊƭŘ ƻŦ ǎǳƳƳŜǊΣ мфмпΣ ƳŀǊŎƘŜŘ ŀ ǳƴƛǉǳŜ ƎŜƴŜǊŀǘƛƻƴΦ Lǘ ōŜƭƛŜǾŜŘ ƛƴ tǊƻƎǊŜǎǎ ŀƴŘ !Ǌǘ 

and in no way doubted the benignity even of technology. The word machine was not yet invariably 

coupled with the word gunέ όмпύΦ ¢Ƙƛǎ ŀŎŎƻǳƴǘ ŀŘŘǎ ƴŜǿ ŘŜǇǘƘ ǘƻ ǘƘŜ ǘŜǊƳ άƭƻǎǘέ ǿƛǘƘ ƛǘǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 

ǘƘŜ ƎŜƴŜǊŀǘƛƻƴΩǎ ōŜƭƛŜŦǎΣ ǿƘƛŎƘ ǿŜǊŜ ǎǳōǎŜǉǳŜƴǘƭȅ ǎƘŀǘǘŜǊŜŘ ōȅ ǘƘŜ ƘƻǊǊƻǊǎ ƻŦ ²ƻǊƭŘ ²ŀǊ LΦ  
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World War I returns the discussion to Joyce, who is generally not discussed in terms of the Great 

²ŀǊΩǎ ƛƴŦƭǳŜƴŎŜΣ ŀǎ ƘŜ ƴŜƛǘƘŜǊ ǘƻƻƪ ǇŀǊǘ ƛƴ ƛǘ ƴƻǊ ŜȄǇƭƛŎƛǘƭȅ ǘǊŜŀǘŜŘ ƛǘ ƛƴ Ƙƛǎ ŦƛŎǘƛƻƴΦ Lƴ άbŜǎǘƻǊ ŀƴŘ ǘƘŜ 

Nightmare: The Presence of the Great War in UlyssesΣέ ǘƘƻǳƎƘΣ wƻōŜǊǘ 9Φ {Ǉƻƻ ǇǊƻǾƛŘŜǎ ŀ ǾŀƭǳŀōƭŜ 

ƛƴǎƛƎƘǘ ƛƴǘƻ Ƙƻǿ WƻȅŎŜΩǎ ǿǊƛǘƛƴƎ ƛǎ ŀŎǘǳŀƭƭȅ ǎǳŦŦǳǎŜŘ ǿƛǘƘ ²ƻǊƭŘ ²ŀǊ I, using Ulysses (much of which was 

written during the war)  ŀǎ ŀ ŎŀǎŜ ǎǘǳŘȅΦ {Ǉƻƻ ƳŀƪŜǎ ǘƘŜ ŀǊƎǳƳŜƴǘ ǘƘŀǘ άώǘϐƘŜ ǎŜŎƻƴŘ ŜǇƛǎƻŘŜ ƻŦ 

Ulysses ƛǎΣ ƻƴ ŜǾŜƴ ŀ Ŏŀǎǳŀƭ ǇŜǊǳǎŀƭΣ ǎǳŦŦǳǎŜŘ ǿƛǘƘ ǿŀǊέ όмофύΦ ¢Ƙƛǎ ƛǎ ŀ ƭƛƴƪ ǿƻǊǘƘ ǇǳǊǎǳƛƴƎΣ ŀƴŘ ƛƴŘŜŜŘΣ 

the lecture Stephen Dedalus delivers to his students about an ancient battle takes on new meaning 

ǿƘŜƴ ŎƻƴǎƛŘŜǊŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǿŀǊ ǘŀƪƛƴƎ ǇƭŀŎŜ ŀǎ WƻȅŎŜ ǿǊƻǘŜ άbŜǎǘƻǊΦέ ! ǎǘǳŘŜƴǘΩǎ ǊŜŎƻƭƭŜŎǘƛƻƴ ƻŦ 

ŀ ǉǳƻǘŜ ŀƴŘ {ǘŜǇƘŜƴΩǎ ǎǳōǎŜǉǳŜƴǘ ǘƘƻǳƎƘǘǎ ŀǊŜΥ άτYes, sir. And he said: Another victory like that and 

we are done for. That phrase the world had remembered. A dull ease of the mind. From a hill above a 

corpsestrewn plain a general speaking to his officers, leaned upon his spear. Any general to any officers 

(24) . As Spoo poiƴǘǎ ƻǳǘΣ ǿƘƛƭŜ WƻȅŎŜ ǿŀǎ ŎƻƳǇƻǎƛƴƎ άbŜǎǘƻǊέ ƛƴ мфмтΣ άƎŜƴŜǊŀƭǎ ǿŜǊŜ ǘǊȅƛƴƎ ǘƻ ŜȄǇƭŀƛƴ 

ǘƻ ǘƘŜƳǎŜƭǾŜǎ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜƛǊ ƻŦŦƛŎŜǊǎ Ƙƻǿ ǎǳŎƘ ŀ tȅǊǊƘƛŎ ŜǾŜƴǘ ŀǎ ǘƘŜ {ƻƳƳŜ ŎƻǳƭŘ ƘŀǾŜ ǘŀƪŜƴ ǇƭŀŎŜέ 

(140). By looking at Ulysses in these terms, new connections between Joyce, World War I, and 

generations arise. 

The presence of World War I in Ulysses is not confined to the thoughts of Stephen Dedalus. In 

ǘƘŜ ά9ǳƳŀŜǳǎέ ǎŜŎǘƛƻƴ ƻŦ Ulysses, as Leopold Bloom reflects on the generational gap between himself 

and Stephen as welƭ ŀǎ ǘƘŜ ǇǊŜƧǳŘƛŎŜ ǿƛǘƘ ǿƘƛŎƘ ƘŜ ƘƛƳǎŜƭŦ ǿŀǎ ǘǊŜŀǘŜŘ ŜŀǊƭƛŜǊ ƛƴ .ŀǊƴŜȅ YƛŜǊƴŀƴΩǎ ǇǳōΣ 

άƘŜ ǿŀǎ ƻƴƭȅ ǘƻƻ ŎƻƴǎŎƛƻǳǎ ƻŦ ǘƘŜ ŎŀǎǳŀƭǘƛŜǎ ƛƴǾŀǊƛŀōƭȅ ǊŜǎǳƭǘƛƴƎ ŦǊƻƳ ǇǊƻǇŀƎŀƴŘŀ ŀƴŘ ŘƛǎǇƭŀȅǎ ƻŦ 

mutual animosity and the misery and suffering it entailed as a foregone conclusion on fine young 

ŦŜƭƭƻǿǎΣ ŎƘƛŜŦƭȅΣ ŘŜǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ŦƛǘǘŜǎǘΣ ƛƴ ŀ ǿƻǊŘέ όсртύΦ ²ƘƛƭŜ .ƭƻƻƳ ƛǎ ŎŜǊǘŀƛƴƭȅ ŘŜǎŎǊƛōƛƴƎ 

ǇǊƻǇŀƎŀƴŘŀ ŀǎ ŀ ǎƻǊǘ ƻŦ ōǊŀƛƴǿŀǎƘƛƴƎ ƛƴŦƭǳŜƴŎŜ ƻƴ άŦƛƴŜ ȅƻǳƴƎ ŦŜƭƭƻǿǎΣέ ǘƘŜ ǎǘŀǘŜƳŜƴǘ ŘƻŜǎ ƴƻǘ ƘŀǾŜ ǘƻ 

be confined to mental casualties. As Spoo writes, ǘƘŜ άdestruction of the fittest is a grim potentiality 

ƭǳǊƪƛƴƎ ōŜƘƛƴŘ ǘƘŜ ǎŎƘƻƻƭǊƻƻƳ ǎŎŜƴŜ ƛƴ ΨbŜǎǘƻǊΣΩ ŦƻǊ ǘƘŜ ōƻȅǎ {ǘŜǇƘŜƴ ǘŜŀŎƘŜǎ ƛƴ мфлп Φ Φ Φ ǿƛƭƭ ōŜ ƻŦŦƛŎŜǊ 

material in ten years. They were being killed as Joyce created their fiŎǘƛǾŜ ŎƻǳƴǘŜǊǇŀǊǘǎέ όмппύΦ ¢ƘŜ ǘŜȄǘ 

is not ignorant of this fact.  

Ulysses ǇƻǊǘǊŀȅǎ ǘƘŜ ǎŎƘƻƻƭŎƘƛƭŘǊŜƴ ŀǎ ƭƛǘǘƭŜ ǎƻƭŘƛŜǊǎΣ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ǘƘŜ ǘŜȄǘ ǎǳǊǊƻǳƴŘƛƴƎ {ǘŜǇƘŜƴΩǎ 

counsel of the aptly (and probably not coincidentally) named Sargent. After their brief tutoring session, 

Stephen sends him off to play with the other boys:  
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 He stood in the porch and watched the laggard hurry towards the scrappy field where 

 sharp voices were in strife. They were sorted in teams and Mr. Deasy came stepping over 

 wisps of grass with gaited feet. When he had reached the schoolhouse voices again 

 contending called to him. He turned his angry white moustache. ςWhat is it now? He 

 cried continually without listening. (29) 

5ŜŀǎȅΣ ƛƴ ŀŘŘƛǘƛƻƴ ǘƻ {ŀǊƎŜƴǘΣ ƛǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ŦƛƎǳǊŜ ƛƴ άbŜǎǘƻǊΣέ ŀǎ ǿŜƭƭ ŀǎ ƛƴ ƛǘǎ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǿŀǊ ŀƴŘ 

ƎŜƴŜǊŀǘƛƻƴǎΦ {Ǉƻƻ ŘŜǎŎǊƛōŜǎ 5Ŝŀǎȅ ŀǎ άŀ ƘŀǇǇȅ ǿŀǊǊƛƻǊ ƻŦ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ-century type, full of hardy 

Victorian optimism and high-sounding imperialistic rhetoric, exactly the type who promoted and 

welcomed tƘŜ ǿŀǊ ŀƴŘ ŎƻƴǘƛƴǳŜŘ ǘƻ ŘŜŦŜƴŘ ƛǘ ŜǾŜƴ ŀŦǘŜǊ ƛǘ ƘŀŘ ōŜŎƻƳŜ ŀ ƴƛƎƘǘƳŀǊŜέ όмпмύΦ ¢Ƙƛǎ ǎŜŜƳǎ 

ŀƴ ŀŎŎǳǊŀǘŜ ŘŜǎŎǊƛǇǘƛƻƴΣ ŜǎǇŜŎƛŀƭƭȅ ŎƻƴǎƛŘŜǊƛƴƎ Ƙƻǿ 5Ŝŀǎȅ ŀŘŘǊŜǎǎŜǎ ǘƘŜ ȅƻǳƴƎŜǊ ƎŜƴŜǊŀǘƛƻƴ άǿƛǘƘƻǳǘ 

ƭƛǎǘŜƴƛƴƎΦέ  

Deasy is both full of imperialistic rhetoric and ignorant of the cries of younger generations. Mr. 

5Ŝŀǎȅ ƳŀƪŜǎ ǘƘŜ ŎƭŀƛƳ ǘƘŀǘ άώŀϐƭƭ ƘƛǎǘƻǊȅ ƳƻǾŜǎ ǘƻǿŀǊŘǎ ƻƴŜ ƎǊŜŀǘ Ǝƻŀƭέ όUlysses 34). This itself is 

disguised wartime rhetoric. Paul Fussell describes how in World War I the άobjective of an attack [was 

called] the goalέ όннύΦ 5Ŝŀǎȅ ƛǎ ǘƘŜ ǘȅǇŜ ǘƻ ŎǊŜŀǘŜ Ƨǳǎǘ ǘƘŜ ƪƛƴŘ ƻŦ ǇǊƻǇŀƎŀƴŘŀ .ƭƻƻƳ ƛǎ ǎƻ ǊƛƎƘǘŦǳƭƭȅ ǿŀǊȅ 

of. Fussell describes such a case of wartime deception: 

 ¢ƘŜ ƧƻǳǊƴŀƭƛǎǘƛŎ ŦƻǊƳǳƭŀ ά¢ƘŜ wŀŎŜ ǘƻ ǘƘŜ ψψψψψέ ǿŀǎ ǊŜŀŘȅ ǘƻ ƘŀƴŘΣ ŦŀƳƛƭƛŀǊ ǘƘǊƻǳƎƘ ƛǘǎ 

 use in мфлф ǘƻ ŘŜǎŎǊƛōŜ tŜŀǊȅΩǎ ΨwŀŎŜ ǘƻ ǘƘŜ όbƻǊǘƘύ tƻƭŜΩ ŀƎŀƛƴǎǘ /ƻƻƪΦ wŜƘŀōƛƭƛǘŀǘŜŘ ŀƴŘ 

 applied to these new events, the phrase had the advantage of a familiar sportsmanlike, 

 Explorer Club overtone, suggesting that what was happening was not too far distant from 

 playing games, running races, and competing in a thoroughly decent way. (9) 

By coding and allegorizing the young students as soldiers in the war, Joyce speaks to this public, yet 

mostly unnoticed, phenomenon. In addition, Joyce portrays Stephen as both relating to Sargent and 

rejecting Deasy. Like a father lookinƎ ŀǘ ŀ ǎƻƴΣ {ǘŜǇƘŜƴ ǘƘƛƴƪǎΣ ά[ike him was I, these sloping shoulders, 

ǘƘƛǎ ƎǊŀŎŜƭŜǎǎƴŜǎǎΦ aȅ ŎƘƛƭŘƘƻƻŘ ōŜƴŘǎ ōŜǎƛŘŜ ƳŜέ όнуύΦ !ŦǘŜǊ ŀ ǎǇƻǳǘ ƻŦ 5ŜŀǎȅΩǎ ǊƘŜǘƻǊƛŎΣ ƻƴ ǘƘŜ ƻǘƘŜǊ 

hand, Stephen says άτL ŦŜŀǊ ǘƘƻǎŜ ōƛƎ ǿƻǊŘǎ Φ Φ Φ ǿƘƛŎƘ ƳŀƪŜ ǳǎ ǎƻ ǳƴƘŀǇǇȅέ όомύΦ {ǘŜǇƘŜƴ ǊŜŦƭŜŎǘǎ ƻƴ 

5ŜŀǎȅΩǎ ǿƻǊŘǎ ŀƎŀƛƴ ǿƘŜƴ ƘŜ ƻǾŜǊƘŜŀǊǎ ǘƘŜ ŎƘƛƭŘǊŜƴΥ ά{Ƙƻǳǘǎ ǊŀƴƎ ǎƘǊƛƭƭ ŦǊƻƳ ǘƘŜ ōƻȅǎΩ ǇƭŀȅŦƛŜƭŘ ŀƴŘ ŀ 

whirring whistle. Again; a goal. I am among them, among their battlinƎ ōƻŘƛŜǎ ƛƴ ŀ ƳŜŘƭŜȅέ όонύΦ 
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{ǘŜǇƘŜƴΩǎ ǘƘƻǳƎƘǘǎ ŀǊŜ ŀ ǊŜƳƛƴƛǎŎŜƴŎŜ ƻŦ Ƙƛǎ ƻǿƴ ǎŎƘƻƻƭȅŀǊŘ ŘŀȅǎΣ ōǳǘ ǘƘŜȅ ŀƭǎƻ Ŏŀƭƭ ǘƻ ƳƛƴŘ ǘƘŜ ǿŀǊ 

rhetoric Fussell describes and the propaganda which concerns Bloom.  

{ǘŜǇƘŜƴΩǎ ǎǳǎǇƛŎƛƻƴ ƻŦ Ƙƛǎ ŜƭŘŜǊǎ ǿŀǎ ƴƻǘ ǳƴŎƻƳƳƻƴ ŘǳǊƛƴƎ World War I. It appears that the 

rhetoric of those who continued to believe in the war even after it had become so abominable was also 

rejected by the youth of the time. George Orwell comments on this trend in The Road to Wigan Pier: 

άBy 1918 everyone under forty was in a bad temper with his elders, and the mood of anti-militarism 

which followed naturally upon the fighting was extended into a general revolt against orthodoxy and 

authority. At that time there was, among the young, a curious cult of hatred of Ψold menΩέ όмтлύ. Again, 

discussion of the war leads back to the notion of generations, whether in the hopeless optimism of the 

generation marching into 1914 that Fussell describes, or the dissension among youth acted out by 

Stephen and reported by Orwell. And indeed, Stephen relates to his students in a way suggestive both 

ƻŦ ŀ ƎŜƴŜǊŀǘƛƻƴŀƭ ŘƛǾƛŘŜ ŀƴŘ ŀ ƳƛƭƛǘŀǊȅ ŜƭŜƳŜƴǘΦ !ǎ {Ǉƻƻ ƴƻǘŜǎΣ {ǘŜǇƘŜƴΩǎ άŎƻƳǇŀǎǎƛƻƴ ŦƻǊ {ŀǊƎŜƴǘ Ƙŀǎ 

ǎƻƳŜ ƻŦ ǘƘŜ ƻǾŜǊǘƻƴŜǎ ƻŦ ǘƘŜ 9ƴƎƭƛǎƘ ƻŦŦƛŎŜǊΩǎ ŎƻƴŎŜǊƴ ŦƻǊ Ƙƛǎ ƳŜƴΣ ŀ ŎƻƴŎŜǊƴ ǿƘƛŎƘ . . . often resembled 

ŀ ǇŀǘŜǊƴŀƭ ǊŜǎǇƻƴǎƛōƛƭƛǘȅέ ό{Ǉƻƻ мпрύΦ ¢ƘŜ ǘƘǊŜŀŘǎ ǊǳƴƴƛƴƎ ōŜǘǿŜŜƴ ǘƘŜ DǊŜŀǘ ²ŀǊ ŀƴŘ ƎŜƴŜǊŀǘƛƻƴǎ ƛƴ 

Ulysses are inseparable. 

A generational perspective necessarily centers on Stephen. With the exception of Deasy, 

characters two or more generations removed from him have little in the way of a voice. Conversely, he 

Ƙŀǎ Ƴŀƴȅ ƛƴǘŜǊŀŎǘƛƻƴǎ ǿƛǘƘ Ƙƛǎ ƛƳƳŜŘƛŀǘŜƭȅ ƻƭŘŜǊ ƎŜƴŜǊŀǘƛƻƴ ƛƴ .ƭƻƻƳ ŀƴŘ ƻǘƘŜǊǎ ƻŦ .ƭƻƻƳΩǎ ŀƎŜΣ ŀǎ 

well as the immediately younger generation in his students and siblings. The lack of a much older 

ƎŜƴŜǊŀǘƛƻƴ ƛǎ ƴƻǘ ǳƴŜȄǇŜŎǘŜŘΦ DŜǊǘǊǳŘŜ {ǘŜƛƴΩǎ The Making of Americans discusses the tendency for us 

to be unable to picture previous generations in their prime, or as peers: 

 We, living now, are always to ourselves young men and women. When we, living always 

 in such feeling, think back to them who make for us a beginning, it is always as grown 

 and old men and women or as little children that we feel them . . . . Nay, we never know 

 ourselves as other than young and grown men and women . . . . No, old generations and 

 past ages never have grown young men and women in them. (4-5) 

LŦ ǘƘƛǎ ƛǎ ǘƘŜ ŎŀǎŜΣ 5Ŝŀǎȅ ǿƛǘƘ Ƙƛǎ άŎƻǳƎƘōŀƭƭ ƻŦ ƭŀǳƎƘǘŜǊ Φ Φ Φ ŘǊŀƎƎƛƴƎ ŀŦǘŜǊ ƛǘ ŀ ǊŀǘǘƭƛƴƎ ŎƘŀƛƴ ƻŦ ǇƘƭŜƎƳέ 

όWƻȅŎŜ осύ ŀƴŘ ǘƘŜ ƭƛōǊŀǊƛŀƴ ƛƴ ά{Ŏȅƭƭŀ ŀƴŘ /ƘŀǊȅōŘƛǎέ ǿƘƻ ƛǎ άŎǊŜŀƪƛƴƎ ǘƻ ƎƻΣ ŀƭōŜƛǘ ƭƛƴƎŜǊƛƴƎέ ŀƴŘ 

ǇŜǊŦƻǊƳǎ ŀ άώǘϐǿƛŎǊŜŀƪƛƴƎƭȅ ŀƴŀƭȅǎƛǎέ όмупύ ŀǊŜ ǊŜǾŜŀƭŜŘ ŀǎ ōŜȅƻƴŘ ǘƘŜ ŎƻƳǇǊŜƘŜƴǎƛƻƴ ƻŦ {ǘŜǇƘŜƴΩǎ 
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generation. Stephen is too far removed from Deasy, for example, to be capable of coming to an 

understanŘƛƴƎ ƻŦ ƘƛƳ ŀǎ ŀ άƎǊƻǿƴ ȅƻǳƴƎ ƳŀƴΣέ ǿƘƛŎƘ ƘŜ ƻƴŎŜ ǿŀǎΣ ŀƴŘ ǿƘƛŎƘ ŎƻǳƭŘ ǇƻǘŜƴǘƛŀƭƭȅ ǎƘŜŘ 

light on what conditions and experiences shaped him into the anti-Semitic and imperialistic braggart he 

is.  

{ǘŜǇƘŜƴΩǎ ǾƛŜǿǎ ŀǊŜ ƛƴŜǎŎŀǇŀōƭȅ ƛƴŦƭǳŜƴŎŜŘ ōȅ ǊŜƭƛƎƛƻƴΦ !ƭǘhough it is clear from his attitude and 

statements, such as describing God as άǎƘƻǳǘ ƛƴ ǘƘŜ ǎǘǊŜŜǘέ όWƻȅŎŜ опύΣ ǘƘŀǘ ƘŜ Ƙŀǎ ǊŜƧŜŎǘŜŘ ǘƘŜ 

ŎƻƴǾŜƴǘƛƻƴŀƭ ōŜƭƛŜŦǎ ƻŦ Ƙƛǎ WŜǎǳƛǘ ǳǇōǊƛƴƎƛƴƎΣ {ǘŜǇƘŜƴΩǎ ǘƘƛƴƪƛƴƎ ƛǎτat least in partτa response to that 

upbringing, whŜǘƘŜǊ ƘŜ ǊŜƧŜŎǘǎ ƛǘ ƻǊ ƴƻǘΦ 5ƻƻŘȅ ŀƴŘ aƻǊǊƛǎ ƴƻǘŜ ƛƴ ά[ŀƴƎǳŀƎŜ ŀƴŘ ±ŀƭǳŜΥ CǊŜŜŘƻƳ ŀƴŘ 

the Family in Ulyssesέ ǘƘŀǘ ƛǘ ƛǎ άǉǳƛǘŜ ŎƭŜŀǊƭȅ ǘƘŜ ǘƘŜƻƭƻƎƛŎŀƭ ōƛŀǎ ƻŦ {ǘŜǇƘŜƴΩǎ ǘƘƛƴƪƛƴƎ ǘƘŀǘ ƳŀƪŜǎ ƘƛƳ 

ƭƻƴƎ ŦƻǊ ŀƴ ƛŘŜŀƭ ǿƘƻƭŜ ǘƘŀǘ ŘŜƴƛŜǎ ŘƛŦŦŜǊŜƴŎŜέ όнонύΦ ¢Ƙƛǎ ƭƻƴƎƛƴƎ ŦƻǊ ŀ ǿƘƻƭŜ ǇŀǊǘƭȅ ŜȄǇƭŀƛƴǎ {ǘŜǇƘŜƴΩǎ 

mental anguish and uncertainty throughout the text and also how his rejection of religious tenets helps 

define his view of the world. Gregory Castle explains a fundamental difference between Stephen and 

Mr. Deasy as well as Haines, who has been staying with Stephen and Buck Mulligan in the tower, noting 

ǘƘŀǘ ŀǎ άrepresentatives of an imperial culture . . . Deasy and Haines . . . apotheosize history, narrate the 

past according to the logic of a process (both deterministic and transcendental) outside of human 

ŜȄǇŜǊƛŜƴŎŜ ǿƘƛŎƘ ƭŜŀǾŜǎ ǘƘŜƳ ōƭŀƳŜƭŜǎǎ ǇŀǊǘƛǎŀƴǎέ όоммύΦ CƻǊ {ǘŜǇƘŜƴΣ ƻƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ άƘƛǎǘƻǊƛŎŀƭ 

ŀǳǘƘƻǊƛǘȅ ŀƴŘ ǾŀƭǳŜ ǊŜǎǘ ƴƻǘ ƛƴ ŀ ŘƛǾƛƴŜ ƳŀƴƛŦŜǎǘŀǘƛƻƴ ōǳǘ ƛƴ ƳŀǘŜǊƛŀƭƛǘȅΣ ƛƴ ΨǎƘƻŎƪǎΩ ƻŦ ǘƛƳŜέ ό/ŀǎǘƭŜ омнύΦ 

If this is the case, Stephen finds meaning in individual and defining historical momentsτsuch as World 

War I. 

{ǘŜǇƘŜƴΩǎ ǾƛŜǿ ƻŦ ƘƛǎǘƻǊȅΣ ǘƘƻǳƎƘΣ ǎǘƛƭƭ ǊŜƭƛŜǎ ƻƴ ŀ ōƛōƭƛŎŀƭ ŦǊŀƳŜǿƻǊƪΣ ŀƭōŜƛǘ ŀ ŘƛŦŦŜǊŜƴǘ ƻƴŜ ǘƘŀƴ 

that put forth by Deasy and Haines. He is unable to come to terms with the generative repetition of 

nature: 

In the materiality of natureτƛƴ ǘƘŜ ǊƘȅǘƘƳǎ ǿƘƛŎƘ ƘŜ ƛƴǘŜǊǇǊŜǘǎ ŀǎ ŀ άŦƻǳǊǿƻǊŘŜŘ 

ǿŀǾŜǎǇŜŜŎƘέτStephen finds the supreme expression of this historical alternative. But despite 

the potentially positive message of renewal within the eternal return of nature, he turns away 

ŦǊƻƳ ǘƘŜ ǇƻƛƴǘƭŜǎǎ ŀƴŘ ŦǳǘƛƭŜ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ǘƘŜ ǎŜŀΣ άǘƻ ƴƻ ŜƴŘ ƎŀǘƘŜǊŜŘΥ Ǿŀƛƴƭȅ ǘƘŜƴ ǊŜƭŜŀǎŜŘΣ 

ŦƻǊǘƘ ŦƭƻǿƛƴƎΣ ǿŜƴŘƛƴƎ ōŀŎƪΥ ƭƻƻƳ ƻŦ ǘƘŜ ƳƻƻƴΦέ ό/ŀǎǘƭŜ омнύ 

{ǘŜǇƘŜƴΩǎ ǊŜƧŜŎǘƛƻƴ ƻŦ ƴature is also a rejection of his religious upbringing. His musings on the waves 

ǿŜǊŜ ǇŜǊƘŀǇǎ ƛƴǎǇƛǊŜŘ ōȅ ƻƴŜ ƻŦ Ƙƛǎ ǎǘǳŘŜƴǘǎΩ ŎƻƳƳŜƴǘǎΣ άτA pier, sir, Armstrong said. A thing out in 
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ǘƘŜ ǿŀǾŜǎέ όнпύΦ ²ƘŜƴ ŎƻƴǎƛŘŜǊŜŘ ǘƻƎŜǘƘŜǊΣ ǘƘŜǎŜ ǘǿƻ ǇŀǎǎŀƎŜǎ ǎǳƎƎŜǎǘ ǘƘŀǘ Stephen is a sort of pier. 

5ŜǎǇƛǘŜ /ŀǎǘƭŜΩǎ ƴƻǘƛƻƴ ǘƘŀǘ ƘŜ ǘǳǊƴǎ ŀǿŀȅΣ ŀ ǇƛŜǊ ƛǎ ŀ ǎǘŀǘƛƻƴŀǊȅ ǎǘǊǳŎǘǳǊŜτa relation which illustrates 

that while Stephen may mentally reject this renewing aspect of nature, he is unable to avoid it.  

{ǘŜǇƘŜƴΩǎ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ ǘƘŜ ǿŀǾŜǎ ŀƭǎƻ Ŏŀƭƭǎ ǘƻ ƳƛƴŘ ŀ ά[ƻǎǘ DŜƴŜǊŀǘƛƻƴέ ǘŜȄǘΣ ǘƘŜ ƻǘƘŜǊ ƘŀƭŦ 

of the epigraph to The Sun Also Rises: 

 One generation passeth away, and another generation cometh; but the earth abideth 

 forever. . . The sun also ariseth, and the sun goeth down, and hasteth to the place where 

 he arose . . . . All the rivers run into the sea; yet the sea is not full; unto the place from 

 whence the rivers come, thither they return again.  

 --Ecclesiastes (Hemingway 7) 

The similarities between this selection from EcŎƭŜǎƛŀǎǘŜǎ ŀƴŘ {ǘŜǇƘŜƴΩǎ ǊŜŦƭŜŎǘƛƻƴǎ ƻƴ ǘƘŜ ǿŀǾŜǎ ŦǳǊǘƘŜǊ 

ƛƭƭǳǎǘǊŀǘŜ {ǘŜǇƘŜƴΩǎ ǊŜƧŜŎǘƛƻƴ ƻŦ ǘƘŜ /ƘǊƛǎǘƛŀƴ ƳŜǘŀƴŀǊǊŀǘƛǾŜΦ Iƛǎ ǾƛŜǿǎ ŀǊŜ ŎƻƴǘǊŀǎǘŜŘ ōȅ ǘƘƻǎŜ ƻŦ 

Bloom, who is one generation older than Stephen, and with whom he makes up a dyad which becomes 

a primary focus of Ulysses.  

Bloom, rather than rejecting nature, reflects on it and takes it in strideτit is more like a fact of 

life to him than something which can be rejected or accepted: 

 I daresay the soil would be quite fat with corpse manure, bones, flesh, nails, 

 charnelhouses. Dreadful. Turning green and pink, decomposing. Rot quick in damp earth . 

 . . . Of course the cells or whatever they are go on living. Changing about. Live for ever 

 practically. Nothing to feed on feed on themselves (Ulysses 108-9). 

!ǘ ŦƛǊǎǘ ŘŜǎŎǊƛōƛƴƎ ŘŜŎƻƳǇƻǎƛǘƛƻƴ ŀǎ άŘǊŜŀŘŦǳƭΣέ .ƭƻƻƳ ƴƻƴŜǘƘŜƭŜǎǎ ƎƻŜǎ ƻƴ ǘƻ ŀŎŎŜǇǘ ƛǘ ŀǎ ŀ ƴŀǘǳǊŀƭ 

process necessary for the world to continue to generate objects, life forms, even people. Castle uses 

ǘƘƛǎ ƛŘŜŀ ǘƻ ǎŀȅ ǘƘŀǘ ά.ƭƻƻƳΩǎ ŀƭǘŜǊƴŀǘƛǾŜ ƛǎ grounded in the reconstitution of the flesh in a cyclical 

process of death and rebirth, generation and degeneration . . . the same natural world that Stephen 

rejected as futilŜ ƛƴ ΨtǊƻǘŜǳǎΩέ όомсύΦ Bloom, however, ŀƭǎƻ άŦŜŜƭǎ ǘƘŜ ƛǎƻƭŀǘƛƻƴ ƻŦ Ƙƛǎ ƻǿƴ Ǉƻǎƛtion. His 

rejection of the Christian master narrative . . . leads inevitably to a kind of spiritual exile, a permanent 

ŎƻƴŘƛǘƛƻƴ ƻŦ ŀƭƛŜƴŀǘƛƻƴ ŀƴŘ ƻǘƘŜǊƴŜǎǎέ ό/ŀǎǘƭŜ омсύΦ ²ƘƛƭŜ ǘƘƛǎ ƛǎ ǘǊǳŜΣ ǘƘŜ ǾŜǊȅ ŀǎǇŜŎǘǎ ƻŦ Ƙƛǎ ǇŜǊǎƻƴŀƭƛǘȅ 

which cause his exile make BƭƻƻƳΩǎ ŎƘŀǊŀŎǘŜǊ ǎǘǊƻƴƎŜǎǘΦ /ǊƛǘƛŎǎ άŘŜōŀǘŜ .ƭƻƻƳΩǎ WŜǿƛǎƘƴŜǎǎέ όhΩDǊŀŘŀ 

муύΣ ŀƴŘ 5ƻƻŘȅ ŀƴŘ aƻǊǊƛǎ ŀǎǎŜǊǘ ǘƘŀǘ ά.ƭƻƻƳ ŘƻŜǎ ƴƻǘ ƴŜŜŘ ǎƛƴƎƭŜ ŎŜƴǘŜǊǎΣ ŦƻǊ ƘŜ ƎŀǘƘŜǊǎ Ƙƛǎ ƛŘŜƴǘƛǘȅ 
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ƛƴ ŦƛƴŘƛƴƎ ƘƛƳǎŜƭŦ ƛƴ ǾŀǊƛƻǳǎ ŎƻƴǘŜȄǘǎ ƻŦ ŘŜŦƛƴƛǘƛƻƴέ όнооύΦ ²ƛǘƘ ƎǊŜŀǘ ƛǊƻƴȅΣ Woyce creates in Bloom a 

heroic figure whose very fragmented nature makes him superior. 

Paradoxically, Bloom is a more complete human being than Stephen due to the multiplicities in 

Ƙƛǎ ƛŘŜƴǘƛǘȅΦ IŜ ƛǎ ŀŘŀǇǘƛǾŜ ŀƴŘ ǾŜǊǎŀǘƛƭŜΣ ŀƴŘ ƘŜ ŀƴŘ {ǘŜǇƘŜƴ άŎŀƴ ƴŜǾŜǊ ōe confused because Stephen 

Ŏŀƴƴƻǘ ȅŜǘ ŦŀŎŜ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǘƘŜ ǿŀȅ .ƭƻƻƳ ŎŀƴΣ ƴƻǊ Ŏŀƴ ƘŜ ŀŎŎŜǇǘ ƘƛƳǎŜƭŦ ŀǎ .ƭƻƻƳ ŘƻŜǎέ ό5ƻƻŘȅ ŀƴŘ 

Morris 235). Interestingly, Fussell notes a wartime trend which paid special attention to division and 

wholeness: 

 Another phenoƳŜƴƻƴ ƛƳǇƭȅƛƴƎ ŀ ǎǇŜŎƛŀƭ ǎŜƴǎƛǘƛǾƛǘȅ ǘƻ ΨŘƛǾƛǎƛƻƴΩ ƛǎ ǘƘŜ Ǉƻǎǘ-war 

 popularity, perhaps especially at the University of Cambridge, of the famous injunction 

 ƻƴ ǘƘŜ ǘƛǘƭŜ ǇŀƎŜ ƻŦ CƻǊǎǘŜǊΩǎ IƻǿŀǊŘΩǎ 9ƴŘ, which was published four years before the 

 ǿŀǊΥ άhƴƭȅ ŎƻƴƴŜŎǘΦέ ¢ƻ ōŜŎƻƳŜ ŜƴǘƘǳǎƛŀǎǘƛŎ ŀōƻǳǘ ŎƻƴƴŜŎǘƛƴƎ ƛǘ ƛǎ ŦƛǊǎǘ ƴŜŎŜǎǎŀǊȅ ǘƻ 

 perceive things as regrettably disjoined if not actively opposed and polarized. (106) 

The popularity of this phrase is perhaps representative of the modern condition, which seems 

inextricably tied to feelings of disconnection and uncertainty. When taken into consideration with 

regard to Ulysses, it also opens the door for a comparison between the character of Leonard in 

IƻǿŀǊŘΩǎ 9ƴŘ and Stephen. Both characters are young, lost in life, in need of connection, and both seek 

understanding of the world through literature (although Stephen is more educated and privileged). 

Bloom offers Stephen such a connection, and also serves as an example that disconnectedness is not in 

and of itself a bad thing. 

The father/son relationship between Bloom and Stephen is well documented. As Hugh Kenner 

ƴƻǘŜǎΣ άUlysses Ƴŀȅ ōŜ όƳƻǎǘ ƛƳǇŜǊŦŜŎǘƭȅύ ǎǳƳƳŀǊƛȊŜŘ ŀǎ ǘƘŜ ǎǘƻǊȅ ƻŦ .ƭƻƻƳΩǎ ŦǳǘƛƭŜ ŜŦŦƻǊǘ ǘƻ ǘǊŜŀǘ 

Stephen as a son. Stephen in Ulysses is no longer in search of a father, as he was in the Portrait. He is 

obsessed by a dead mother, and as for fathers, living or mythic, elected or adoptive, his present instinct 

ƛǎ ǘƻ ƎŜǘ ŎƭŜŀǊ ƻŦ ǘƘŜƳέ όмтύΦ .ƭƻƻƳ ƛǎ ƛƴŘŜŜŘ ƛƴ ǎŜŀǊŎƘ ƻŦ ŀ ǎƻƴΦ Iƛǎ ƻǿƴ ŎƘƛƭŘΣ wǳŘȅΣ ŘƛŜŘ ǾƛǊǘǳally upon 

ōŜƛƴƎ ōƻǊƴΦ !ŦǘŜǊ ƘŜŀǊƛƴƎ {ƛƳƻƴ 5ŜŘŀƭǳǎΣ {ǘŜǇƘŜƴΩǎ ŦŀǘƘŜǊΣ Ǝƻ ƻƴ ŀ ǾŜǊōŀƭ ǘƛǊŀŘŜ ŀōƻǳǘ {ǘŜǇƘŜƴΩǎ 

friendship with the somewhat unscrupulous Buck Mulligan, Bloom is at first annoyed. He comes to a 

realization, though, thinking, άbƻƛǎȅ ǎŜƭŦǿƛƭƭŜŘ Ƴŀn. Full of his son. He is right. Something to hand on. If 

little Rudy had lived. See him grow uǇΦ IŜŀǊ Ƙƛǎ ǾƻƛŎŜ ƛƴ ǘƘŜ ƘƻǳǎŜέ (89). There is a sense that Bloom 

ǿƻǳƭŘ ōŜ ŀƴ ŜȄŎŜƭƭŜƴǘ ŦŀǘƘŜǊ ǘƻ ŀ ǎƻƴΣ ƻǊ ŀǘ ƭŜŀǎǘ ƘŜ ǿƻǳƭŘ ŀǎǇƛǊŜ ǘƻ ōŜ ƻƴŜΦ {ǘŜǇƘŜƴΩǎ ǎǳǎǇƛŎƛon of 
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fathers of all kindsτreligious, biological, or otherwiseτseems logically less applicable to Bloom. Far 

ŦǊƻƳ ōŜƛƴƎ ŎƻƴǘǊƻƭƭƛƴƎΣ .ƭƻƻƳ ǊŜŦƭŜŎǘǎ ƻƴ wǳŘȅ ǘƘŀǘ ƘŜ άŎƻǳƭŘ ƘŀǾŜ ƘŜƭǇŜŘ ƘƛƳ ƻƴ ƛƴ ƭƛŦŜΦ L ŎƻǳƭŘΦ aŀƪŜ 

ƘƛƳ ƛƴŘŜǇŜƴŘŜƴǘΦ [ŜŀǊƴ DŜǊƳŀƴ ǘƻƻέ όуфύΦ .ƭoom would want a son to be independent, something 

ǎŜŜƳƛƴƎƭȅ ƻŦ ƎǊŜŀǘ ƛƳǇƻǊǘŀƴŎŜ ǘƻ {ǘŜǇƘŜƴΤ ƘŜ ǿƻǳƭŘ ƻƴƭȅ ǿŀƴǘ ǘƻ άƘŜƭǇ ƘƛƳ ƻƴΦέ  

The generational gap between Stephen and Bloom, ironically, is what causes them to be unable 

to come to an understanding about fatherhood, which would not have been desirable for Bloom in the 

ŦƛǊǎǘ ǇƭŀŎŜ ǿƛǘƘƻǳǘ ǘƘŀǘ ǾŜǊȅ ƎŀǇΦ !ǎ 5ƻƻŘȅ ŀƴŘ aƻǊǊƛǎ ƴƻǘŜΣ {ǘŜǇƘŜƴ άŎŀƴƴƻǘ ȅŜǘ ŦŀŎŜ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǘƘŜ 

ǿŀȅ .ƭƻƻƳ Ŏŀƴέ όнорύΣ ŀƴŘ ŀǎ ŀ ǊŜǎǳƭǘΣ ƛǎ ǳƴŀōƭŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ .ƭƻƻƳΩǎ ŎƻƴŎŜǇǘ ƻŦ ŦŀǘƘerhood. In the 

ά{Ŏȅƭƭŀ ŀƴŘ /ƘŀǊȅōŘƛǎέ ŜǇƛǎƻŘŜΣ {ǘŜǇƘŜƴ ƳŀƪŜǎ ǘƘŜ ŎƭŀƛƳ ǘƘŀǘ άώŦϐŀǘƘŜǊƘƻƻŘΣ ƛƴ ǘƘŜ ǎŜƴǎŜ ƻŦ ŎƻƴǎŎƛƻǳǎ 

ōŜƎŜǘǘƛƴƎΣ ƛǎ ǳƴƪƴƻǿƴ ǘƻ ƳŀƴΦ Lǘ ƛǎ ŀ ƳȅǎǘƛŎŀƭ ŜǎǘŀǘŜΣ ŀƴ ŀǇƻǎǘƻƭƛŎ ǎǳŎŎŜǎǎƛƻƴέ όнлтύΦ .ƭƻƻƳΩǎ 

understanding is gǊŜŀǘŜǊ ǘƘŀƴ {ǘŜǇƘŜƴΩǎΣ ǘƘƻǳƎƘΦ Lƴ άIŀŘŜǎΣέ ƘŜ ǊŜŦƭŜŎǘǎ ǳǇƻƴ ǘƘŀǘ ǾŜǊȅ άŎƻƴǎŎƛƻǳǎ 

begettingέΥ άDƛǾŜ ǳǎ ŀ ǘƻǳŎƘΣ tƻƭŘȅΦ DƻŘΣ LΩƳ ŘȅƛƴƎ ŦƻǊ ƛǘΦ Iƻǿ ƭƛŦŜ ōŜƎƛƴǎΦ Dƻǘ ōƛƎ ǘƘŜƴΦ IŀŘ ǘƻ ǊŜŦǳǎŜ 

ǘƘŜ DǊŜȅǎǘƻƴŜǎ ŎƻƴŎŜǊǘΦ aȅ ǎƻƴ ƛƴǎƛŘŜ ƘŜǊέ όуфύΦ ²ƘŜƴ {ǘŜǇƘŜƴ ŀǎƪǎΣ ά²Ƙƻ ƛǎ ǘƘŜ ŦŀǘƘŜǊ ƻŦ ŀƴȅ ǎƻn that 

ŀƴȅ ǎƻƴ ǎƘƻǳƭŘ ƭƻǾŜ ƘƛƳ ƻǊ ƘŜ ŀƴȅ ǎƻƴΚέ όнлтύΣ ƘŜ ƛǎΣ ǘǊŀƎƛŎŀƭƭȅΣ ŘŜǎŎǊƛōƛƴƎ .ƭƻƻƳΣ ǿƘƻǎŜ wǳŘȅ ŎŜǊǘŀƛƴƭȅ 

would have loved him and been loved by him, and with whom Stephen too could have such a 

relationship (although maybe not as long as Simon Dedalus remained in the picture). 

Ulysses considers generations not only in subject, but also in style. The massive stylistic shifts the 

text undergoes have been the subject of much critical work. άhȄŜƴ ƻŦ ǘƘŜ {ǳƴΣέ ǿƛǘƘ ƛǘǎ ǎǳǊǾŜȅ ƻŦ 

notable English styles, can be seen as a portrait of generations of authors, traveling from Old English 

through the styles of such authors as Mallory, eventually into nineteenth century styles, and finally 

ŜƴŘƛƴƎ ǿƛǘƘ WƻȅŎŜΩǎ ǘŀƪŜ ƻƴ 5ǳōƭƛƴ ǎƭŀƴƎΦ ²ŀƭǘƻƴ [ƛǘȊ ǿǊƛǘŜǎ ƻŦ ǘƘŜ άLǘƘŀŎŀέ ǎŜŎǘƛƻƴ ǘƘŀǘ WƻȅŎŜ άǿŀǎ 

ŀŎǳǘŜƭȅ ŀǿŀǊŜ ǘƘŀǘ ΨLǘƘŀŎŀΩ ŎǳƭƳƛƴŀǘŜŘ Ƙƛǎ Ǌƛǎƪȅ ΨǎŎƻǊŎƘŜŘ ŜŀǊǘƘΩ ǇƻƭƛŎȅ ƻŦ Ŏƻƴǎǘŀƴǘƭȅ ŀƭǘŜǊƛƴƎ ǘƘŜ ƴƻǾŜƭΩǎ 

ǎǘȅƭŜǎ ŀƴŘ ƴŀǊǊŀǘƛǾŜ ƳŜǘƘƻŘǎΣ ǎƻ ǘƘŀǘ ΨǘƘŜ ǇǊƻƎǊŜǎǎ ƻŦ ǘƘŜ ōƻƻƪ ƛǎ ƛƴ ŦŀŎǘ ƭƛƪŜ ǘƘŜ ǇǊƻƎǊŜǎǎ ƻŦ ǎƻƳŜ 

ǎŀƴŘōƭŀǎǘΣΩ ŜŀŎƘ ǎǳŎŎŜǎǎƛǾŜ ŜǇƛǎƻŘŜ ƭŜŀǾƛƴƎ ōŜƘƛƴŘ ƛǘ Ψŀ ōǳǊƴǘ ǳǇ ŦƛŜƭŘΩέ όофύΦ LŦ ŜŀŎƘ ǎǳŎŎŜǎǎƛǾŜ ŜǇƛǎƻŘŜ 

is a treatment of the story despite the style of the last, making each a sort of revision, it is pertinent to 

ŎƻƴǎƛŘŜǊ ǿƛǘƘ ƛǘ {ƻǘƻΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ άǘƘŜ ŀŎǘ ƻŦ ƘƛǎǘƻǊƛŎŀl revision remains the prerogative of each 

ǎǳŎŎŜŜŘƛƴƎ ƎŜƴŜǊŀǘƛƻƴέ όмтύΦ Lǘ ŎƻǳƭŘ ōŜ ǎŀƛŘ ǘƘŀǘ WƻȅŎŜ ǳƴŘŜǊǘƻƻƪ ŀ Ŏƻƴǘƛƴǳŀƭ ǊŜǾƛǎƛƻƴ ƻŦ ƭƛǘŜǊŀǊȅ ƘƛǎǘƻǊȅ 

with Ulysses, finally concluding with what is often considered to be a feminine style, which also marks 

his final novel, CƛƴƴŜƎŀƴΩǎ ²ŀƪŜ.  
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Lǘ ŀǇǇŜŀǊǎ WƻȅŎŜΩǎ ǇƭŀŎŜ ŀƳƻƴƎ ǘƘŜ ƎŜƴŜǊŀǘƛƻƴǎ ǿŀǎ ŀƭǎƻ ǎƻƳŜǘƘƛƴƎ ƘŜ ŎƻƴǎŎƛƻǳǎƭȅ ŎƻƴǎƛŘŜǊŜŘΦ 

RichŀǊŘ 9ƭƭƳŀƴ ǊŜǇƻǊǘǎ ǘƘŀǘ ŀǎ ŀ άyoung man Joyce notified Henrik Ibsen by letter, and W.B. Yeats by 

word of mouth, that higher and holier enlightenments lay beyond their reach and would have to await 

ǘƘŜƛǊ ǎǳŎŎŜǎǎƻǊǎέ όJoyce and Homer 567). This is a confirmation that Joyce did consider succeeding 

generations to be potentially superior. He also felt the authors of previous generatiƻƴǎ άǿŜǊŜ ŀƭǊŜŀŘȅ 

receding into the past, precursors and not saviours. Joyce saw himself as advancing beyond them into 

the ŦǳǘǳǊŜ ƻŦ ƭƛǘŜǊŀǘǳǊŜέ ŀƴŘ ƛƴ άTrieste he read in Vico that Homer, and Dante after him, were figures of 

ricorso, that stage in a histoǊƛŎŀƭ ŎȅŎƭŜ ǿƘŜƴ ǘƘŜ ǿƘƻƭŜ ŎȅŎƭŜ ǿŀǎ ƪƴƻǿƴ ŀƴŘ ƭŜŀǇŜŘ ōŜȅƻƴŘέ ό9ƭƭƳŀƴΣ 

Joyce and Homer 567-8). The idea of ricorso ƛǎ ǉǳƛǘŜ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ {ǘŜǇƘŜƴΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ άǎƘƻŎƪǎέ ƻŦ 

time, and also points to Joyce as feeling like a part of the future, perhaps hoping to be a figure of ricorso 

himself. In an unexpected move, though, Joyce makes Bloom the protagonist of Ulysses, wiser to the 

world and more empathetic than Stephen, who, like the young Joyce, hopes to canonize himself among 

his peers with his interpretation of Shakespeare, an interpretation which again, in great irony, hinges on 

the notion of generations, something which, if Stephen were to properly recognize it, would open him 

ǳǇ ǘƻ .ƭƻƻƳΩǎ ǇǊŜŦŜǊŀōƭŜ ǿƻǊƭŘǾƛŜǿΦ 

Beyond the canonistic notion of generations, Joyce also considered them on a more personal 

ƭŜǾŜƭΦ {Ǉƻƻ ǿǊƛǘŜǎ ǘƘŀǘ άUlysses seems continually to be asking, What should a father do for his son? 

²Ƙŀǘ ŘƻŜǎ ŀ ǎƻƴ ƻǿŜ Ƙƛǎ ŦŀǘƘŜǊΚ Lǎ ǘƘŜǊŜ ŀ Ǿƛǘŀƭ ŎƻƴƴŜŎǘƛƻƴΣ ōŜȅƻƴŘ ōƭƻƻŘΣ ōŜǘǿŜŜƴ ǘƘŜƳΚέ όмпоύΦ ¢Ƙŀǘ 

άǾƛǘŀƭ ŎƻƴƴŜŎǘƛƻƴέ ƛǎ ǎƻƳŜǘƘƛƴƎ WƻȅŎŜ ōƻǘƘ ƴƻǘƛŎŜŘ ŀƴŘ ƳŜƴǘƛƻƴŜŘ ǘƻ ƻǘƘŜǊǎΦ !ŦǘŜǊ ǘƘŜ ŘŜŀǘƘ ƻŦ Ƙƛǎ 

father, Joyce wrote the following to Harriet Shaw Weaver: 

 My father had an extraordinary affection for me . . . . Hundreds of pages and scores of 

 characters in my books come from him . . . I got from him his portraits, a waistcoat, a 

 good tenor voice, and an extravagant licentious disposition . . . but, apart from these, 

 something else I cannot define. But if an observer thought of my father and myself and 

 my son too physically, though we are all very different, he could perhaps define it. It is a 

 great consolation to me to have such a good son. His grandfather was very fond of him 

 and kept his photograph beside mine on the mantlepiece. (Letters 360-1) 

Joyce was indelibly influenced by his father in all aspects of life: his writing, his voice, his attitude, even 

ŀ ōƛǘ ƻŦ Ƙƛǎ ŎƭƻǘƘƛƴƎ ǎǘȅƭŜΦ IŜ ƴƻǘŜǎ ǘƘŀǘ ƘŜ ŀƭǎƻ ǊŜŎŜƛǾŜŘ ǎƻƳŜǘƘƛƴƎ ŦǊƻƳ ƘƛƳ ǘƘŀǘ ƘŜ άŎŀƴƴƻǘ ŘŜŦƛƴŜΣέ 
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ǇŜǊƘŀǇǎ ǘƘŜ άǾƛǘŀƭ ŎƻƴƴŜŎǘƛƻƴ ōŜȅƻƴŘ ōƭƻƻŘέ Ulysses seeks between father and son. The state of being a 

ŦŀǘƘŜǊ ŀƴŘ ŀ ǎƻƴ ŘŜŜǇƭȅ ŀŦŦŜŎǘŜŘ WƻȅŎŜΣ ǿƘƻ ƻƴŎŜ ǊŜƳŀǊƪŜŘ ǘƘŀǘ άώǘϐƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǘƘƛƴƎ ǘƘŀǘ Ŏŀƴ 

ƘŀǇǇŜƴ ǘƻ ŀ Ƴŀƴ ƛǎ ǘƘŜ ōƛǊǘƘ ƻŦ ŀ ŎƘƛƭŘέ ό9ƭƭƳŀƴΣ James Joyce нмнύΦ ¢Ƙƛǎ Ŏŀƭƭǎ ǘƻ ƳƛƴŘ .ƭƻƻƳΩǎ Ǌeflection 

ƻƴ άŎƻƴǎŎƛƻǳǎ ōŜƎŜǘǘƛƴƎέ ŀƴŘ aƻƭƭȅΩǎ ŜƴǎǳƛƴƎ ǇǊŜƎƴŀƴŎȅ ς here Joyce identifies more closely with 

Bloom than the younger Stephen.  

 An appropriate final reflection on the influence of generations in Joyce and his writing involves a 

selection from ǘƘŜ άLǘƘŀŎŀέ ǎŜŎǘƛƻƴ ƻŦ UlyssesΦ .ƭƻƻƳΣ ǳǇƻƴ ŀǘ ƭŀǎǘ ŜƴǘŜǊƛƴƎ aƻƭƭȅΩǎ ōŜŘ ŀŦǘŜǊ Ƙƛǎ ǘǊȅƛƴƎ 

day, may or may not smile; the text does not reveal whichτbut it does reveal why, though, if he does: 

 If he had smiled why would he have smiled?  

 To reflect that each one who enters imagines himself to be the first to enter whereas he 

 is always the last term of a preceding series even if the first term of a succeeding one, 

 each imagining himself to be the first, last, only and alone, whereas he is neither first nor 

 last nor only alone in a series originating in and repeated to infinity. (731) 

LŦ aƻƭƭȅΩǎ ōŜŘ όƻǊ ǇŜǊƘŀǇǎ aƻƭƭȅ ƘŜǊǎŜƭŦύ ƛǎ ƛƳŀƎƛƴŜŘ ŀǎ ǘƘŜ ǿƻǊƭŘΣ ǘƘƛǎ ŦƻǊƳǎ ŀ ǾŜǊȅ ŀǇǘ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 

generations. Each imagining itself to be the first to bring its ideas forward, each imagining itself as 

άȅƻǳƴƎ ƎǊƻǿƴ ƳŜƴ ŀƴŘ ǿƻƳŜƴΣέ ŀǎ {ǘŜƛƴ ǿƻǳƭŘ ǎŀȅΣ ƴƻƴŜǘƘŜƭŜǎǎ ōŜŎƻƳŜǎ ŀƴƻǘƘŜǊ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ǘƘŜ 

waves which Stephen gazes at and unsuccessfully attempts to turn from, and which Bloom embraces. 
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/ƻƭƭŀōƻǊŀǘƛƻƴΥ !ƴƻǘƘŜǊ ά[ƛƴŜέ ŦƻǊ άaŀǎǎ tǊƻŘǳŎǘƛƻƴέ ƻŦ {ǘǳŘŜƴǘǎ 

Wikis as a Case Study 

Majid Al-Khalaqi, Indiana University of Pennsylvania 

 

Our complex culture demands creative decisions from larger proportions of the workforce yet this 

same complexity robs folks of the confidence to make timely choices. 

Therefore, 

Create an idea-sharing environment where incomplete can be linked together and from this, 

creative solutions emerge. 

τWard Cunningham (2007) 

 

In fact, I might venture to say that the wiki is the most significant development on the Internet 

since the web browser. 

τStewart Mader (2008) 

 

¢ƘŜ 5±5 ǇƭŀȅŜǊ ƛǎ ƻƴΦ ά²ŜƭŎƻƳŜ ǘƻ ǘƘŜ ǊŜŀƭ ǿƻǊƭŘέ ǎǘǊƛƪŜǎ ƳŜ Ƴƻǎǘ ŀǎ L ǿŀǘŎƘ The Matrix. Not 

only does this matrix exist in a virtual world but, more important, it presents it as the real world. And 

this supposed reality manifests itself in the form of copies of what look like humans. Of course, I am not 

concerned here with a Marxist critique of the film; rather, I am trying to give the reader a sense of the 

postmodern context that embraced what theorists call άUniversity Incέ(see, for example, David 

Downing). Aside from the many details and explanations that can be said about the effects of the 

market and economic factors on the policies and practices of universities as they prepare students for 

the job market, the growing use of collaborationτas a tool that should be used in a classτraises a 

number of questions: Why collaboration? Why the wiki? What about the voice of the individual writers? 

What are the pros and cons for this technique? In this essay, I will be answering these questions as 

specifically applied to the wiki interface, which is increasingly used as a tool for collaboration; I will 

argue that although wikis can be the most effective tool for collaboration, they could have a negative 

ƛƳǇŀŎǘ ƻƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ŎǊŜŀǘƛǾƛǘȅ ƛƴ ǘƘŜ ƭƻƴƎ ǊǳƴΦ  
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Much has been said about collaboration in the form of scholarly published books and articles. Of 

course, I will not review here what has been said, but, still, let me briefly refer to the notion of 

collaboration as an introduction to collaboration through the wiki interface. The concept of 

collaboration can be traced back hundreds of years: άIƛstorically, collaborative writing groups have 

ŜȄƛǎǘŜŘ ǎƛƴŎŜ ŀǘ ƭŜŀǎǘ мтнуΣέ Wǳƭƛŀ DƻǳǎǎǾŀ ƴƻǘŜǎΣ άŀƴŘ ƘŀǾŜ ǇǊƻǾŜƴ ǘƻ ōŜ ŀƴ ŜŦŦŜŎǘƛǾŜ ǘƻƻƭ ŦƻǊ ƛƳǇǊƻǾƛƴƎ 

Ŝǎǎŀȅ ǉǳŀƭƛǘȅ ŀƴŘ ǘƘŜ ƛƴǘŜƭƭŜŎǘǳŀƭ ƭŜǾŜƭ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎέ όптнύΦ L ǿƛƭƭ ŘƛǎŎǳǎǎ ǘƘŜ ǎŜŎƻƴŘ ǇŀǊǘ ƻŦ ǘƘƛǎ 

statement later, but let me go back to the date Goussva states as the starting point for collaborative 

writing groups. I think that specifying a date for something that is inherited by human nature can be 

misleading. If I think of collaboration aside from writing, I can, with great certainty, say that 

collaboration started with the existence of the first man and woman of our kind: their children were 

ŎƻƭƭŀōƻǊŀǘƛǾŜƭȅ άǇǊƻŘǳŎŜŘΦέ Lǘ ǿƻǳƭŘ ōŜ ƛƴǘŜǊŜǎǘƛƴƎ ǘƻ ŘŜǾŜƭƻǇ ǘƘƛǎ ŎƘƛƭŘōƛǊǘƘ ǇƘŜƴƻƳŜƴƻƴ ƛƴǘƻ ŀ 

metaphor for the product of collaborative writing. 

Lƴ ǘƘŜ ŎƘƛƭŘΩǎ ŎŀǎŜΣ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǇŀǊŜƴǘǎ ƘŀǾŜ ŀ ǊŜƭŀǘƛǾŜƭȅ ƭƛƳƛǘŜŘ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ ŦŜŀǘǳǊŜǎ ƻŦ 

their product, if one considers the matching of the two parents (their appearance, genetics, etc.). The 

point of childbirth marks the point of no return: If at this point one of the parents shows some 

dissatisfaction with some of the features of the babyτǎŀȅΣ ŦƻǊ ŜȄŀƳǇƭŜΣ άL ǿƛǎƘ ǎƘŜ ƘŀŘ ŀ ǎƳŀƭƭŜǊ 

ƳƻǳǘƘέτƛǘ ǿƻƴΩǘ ōŜ ǇƻǎǎƛōƭŜ ǘƻ ǊŜƛƴǎŜǊǘ ǘƘŜ ŎƘƛƭŘ ƛƴǘƻ ǘƘŜ ǳǘŜǊǳǎ ŦƻǊ ǎome readjustments.  

In writing, however, collaboration takes a different course, and the process can be open-

endedτespecially in traditional collaboration, by which I refer to the forms of collaborative writing that 

ƭŜŀŘ ǘƻ ŀ άŦƛƴƛǎƘŜŘέ ǇƛŜŎŜ ƻŦ ǿǊƛǘƛƴƎ ǘƘat can be published as a book, in a scholarly journal, or elsewhere. 

5ƻŜǎ ǘƘŀǘ ƳŜŀƴ ǘƘŀǘ άǳƴŦƛƴƛǎƘŜŘ ŦƻǊƳǎέ Řƻ ŜȄƛǎǘ ƛƴ ǿǊƛǘƛƴƎΚ ¢ƘŜ ŘŜŦƛƴƛǘŜ ŀƴǎǿŜǊ ƛǎ άȅŜǎΦέ ¢ƘŜ ƳƻǊŜ 

recently-emerging technologies have provided us with unlimited possibilities for developing writing 

practices and, of course, for collaboration. These technologies (for example, online forums, emails, 

blogs, wikis, etc.) vary in their approaches and practices.  

Before elaborating on the kind of open-ended collaboration such emerging technologies make 

possible, I will refer to the evolution of the concept of collaboration by comparing one of the early 

arguments proposed for collaborative classrooms with the way classroom collaboration practices 

haveτmost recentlyτevolved. Because I am not focusing on the historical development of 
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collaborative practices in education, I will just highlight areas where I see the focus shifting from 

application of collaboration to control.  

In 1984, Kenneth Bruffee defended the incorporation of collaboration into both literature and 

ǿǊƛǘƛƴƎ ŎƭŀǎǎŜǎΣ ōŀǎƛƴƎ Ƙƛǎ ŀǊƎǳƳŜƴǘ ƻƴ [ŜǾ ±ȅƎƻǘǎƪȅΩǎ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǘƘŜƻǊȅΣ ǊŜǎŜŀǊŎƘ ƛƴ ƻǘƘŜǊ ŦƛŜƭŘǎ ƭƛƪŜ 

ƳŜŘƛŎƛƴŜΣ ŀƴŘ ŀƴ Ŝǎǎŀȅ ōȅ aƛŎƘŀŜƭ hŀƪŜǎƘƻǘǘΦ /ŜƴǘǊŀƭ ǘƻ .ǊǳŦŦŜŜΩǎ ŀǊƎǳƳŜƴǘ ǿŀǎ hŀƪŜǎƘƻǘǘΩǎ ŎƻƴŎŜǇǘ 

ƻŦ άƛƴǘŜǊƴŀƭƛȊŜŘ ŎƻƴǾŜǊǎŀǘƛƻƴέΥ ά²Ŝ ŀǊŜ ǘƘŜ ƛƴƘŜǊƛǘƻǊǎΣ ƴŜƛǘƘŜǊ ƻŦ ŀƴ ƛƴǉǳƛǊȅ ŀōƻǳǘ ƻǳǊǎŜƭǾŜǎ ŀƴŘ ǘƘŜ 

world, nor of an accumulating body of information, but of a conversation, begun in the primeval forests 

ŀƴŘ ŜȄǘŜƴŘŜŘ ŀƴŘ ƳŀŘŜ ƳƻǊŜ ŀǊǘƛŎǳƭŀǘŜ ƛƴ ǘƘŜ ŎƻǳǊǎŜ ƻŦ ŎŜƴǘǳǊƛŜǎέ όǉǘŘΦ ƛƴ .ǊǳŦŦŜe 638). For Bruffee, 

this internalized conversation could be translated into writing, and he saw collaboration as a means for 

ŘŜǾŜƭƻǇƛƴƎ ǘƘŀǘ ƪƛƴŘ ƻŦ ŎƻƴǾŜǊǎŀǘƛƻƴΦ ά.ŜǎƛŘŜǎ ǇǊƻǾƛŘƛƴƎ ŀ ǇŀǊǘƛŎǳƭŀǊ ƪƛƴŘ ƻŦ ŎƻƴǾŜǊǎŀǘƛƻƴΣέ .ǊǳŦŦŜŜ 

ƳŀƛƴǘŀƛƴǎΣ άŎƻƭƭŀōƻǊŀǘƛǾŜ ƭŜŀrning also provides a particular kind of social context for conversation, a 

particular kind of communityτŀ ŎƻƳƳǳƴƛǘȅ ƻŦ ǎǘŀǘǳǎ Ŝǉǳŀƭǎ ǇŜŜǊǎέ όспнύΦ 

!ƭǘƘƻǳƎƘ L ƳƛƎƘǘ ŀƎǊŜŜ ǿƛǘƘ Ƴƻǎǘ ƻŦ .ǊǳŦŦŜŜΩǎ ŀǊƎǳƳŜƴǘΣ L ǎƘƻǳƭŘ ƳŜƴǘƛƻƴ ǎƻƳŜ ŀƴƎƭŜǎ ǘƘŀǘ 

must be considered as we take the discussion of collaboration to the next level, more than twenty years 

ƭŀǘŜǊ ŀŦǘŜǊ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ .ǊǳŦŦŜŜΩǎ ŜǎǎŀȅΦ hŦ ŎƻǳǊǎŜΣ ǿŜ ƘŀǾŜ ƎƻƴŜ ōŜȅƻƴŘ ƳŀƪƛƴƎ ŀ ŎŀǎŜ ŦƻǊ 

collaborative work in education. Much of the discussion, I would say, turned to argue for how to 

ƛƴŎƻǊǇƻǊŀǘŜ ŎƻƭƭŀōƻǊŀǘƛƻƴΣ ǊŀǘƘŜǊ ǘƘŀƴ ǿƘŜǘƘŜǊ ƻǊ ƴƻǘ ǘƻ Řƻ ǎƻΦ !ƴŘ ǘƻ ǘƘŜ ŎƻƴǘǊŀǊȅ ƻŦ .ǊǳŦŦŜŜΩǎ 

enthusiasm, I am arguing that we have, in fact, emphasized collaboration to the degree that poses 

danger to the individual agency that ǎƘƻǳƭŘ ƴƻǘ ōŜ ǎŀŎǊƛŦƛŎŜŘ ƛƴ ŦŀǾƻǊ ƻŦ άǘƻǘŀƭέ ŎƻƭƭŀōƻǊŀǘƛƻƴΦ ¢ǊǳŜΣ ǘƘŜ 

kind of collaboration Bruffee argues for, as can be inferred from his essay, can be productive, for he 

talks about the kind of collaboration that involves peer-reviewing. In other words, the individual 

develops an individual piece of writing while getting some feedback from peers, which can benefit the 

student (supposing that he or she gets some useful feedback from a peer who takes the peer-reviewing 

process seriously). However, the discussion of Collaboration I am concerned more about now is the kind 

of collaboration that involves a collectively-produced piece of writing. In such a case, a number of 

ŎƻƳǇƻƴŜƴǘǎΣ ŘȅƴŀƳƛŎǎΣ ŀƴŘ ǎƻŎƛŀƭ ŘƛƳŜƴǎƛƻƴǎ ŘŜǘŜǊƳƛƴŜ ǘƘŜ άǾŀƭǳŜέ ƻŦ ǘƘŜ ŜƴŘ-product of the 

collaborative process. 

Of all the components of the collaborative activity, the group itself stands out as central. On 

some theoretical grounds, working in groups, rather than individually, has a positive effect on the 
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outcome of the writing process. AnƎŜƭŀ hΩ5ƻƴƴŜƭƭ ǊŜŦŜǊǎ ǘƻ ǘƘŜ άŘŜǾŜƭƻǇƳŜƴǘŀƭ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ǘƘŜƻǊƛŜǎέ 

of Jean Piaget and Lev Vygotsky and explains how, based on Vygotskian theory, the benefit of 

ŎƻƭƭŀōƻǊŀǘƛƻƴ Ŏŀƴ ōŜ Ƴǳǘǳŀƭ ōŜǘǿŜŜƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ǘƘŜ ƎǊƻǳǇΥ άLƴŘƛǾƛŘǳŀƭǎ Ƴŀȅ ōŜƴŜŦƛǘ ƛƴ ŀ 

collaborative group because there is an opportunity for their learning to be scaffolded by a more 

knowledgeable or experienced peer. The group may also come to shared understandings and involve 

ƛƴŘƛǾƛŘǳŀƭǎ ŀǘ ŘƛŦŦŜǊŜƴǘ ƭŜǾŜƭǎ ƻŦ ǇŀǊǘƛŎƛǇŀǘƛƻƴǎέ όпύΦ LƴŘŜŜd, if one assumes that the individual has 

something to offer to the group and that the group can satisfy the needs of the individual, collaboration 

will be a fruitful experience from which all can benefit. Another issue, however, appears here to be of 

critƛŎŀƭ ƛƳǇƻǊǘŀƴŎŜΣ ƛΦŜΦΣ ƎǊƻǳǇ ŘȅƴŀƳƛŎǎ ŀƴŘ ŦƻǊƳŀǘƛƻƴΦ ¢ǊǳŜ άǘƘŜǊŜ ƛǎ ŀƴ ƻǇǇƻǊǘǳƴƛǘȅΣέ ōǳǘ ƭŜǘ ǳǎ ōŜ 

cautious and say it is not guaranteed, as this supposed learning experience will necessarily depend on a 

number of factors, such as the nature of the group itself. 

A theory for group formation and dynamics should be developed and should answer the 

ŦƻƭƭƻǿƛƴƎ ǉǳŜǎǘƛƻƴǎΥ ²Ƙŀǘ Řƻ ǿŜ ƳŜŀƴ ōȅ άǎƘŀǊŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎέΚ ²Ƙŀǘ ƪƛƴŘ ƻŦ ƎǊƻǳǇǎ Ŏŀƴ 

theoretically agree on and share some understandings? What roles would be given to individuals within 

collaborative groups? And what if the group members share similar experiences and backgrounds? 

These questions have been addressed by scholars, yet partiality in treating the issues arising from them 

remains a problem. A good example is the discussion of inclusion and the assigned roles within the 

collaborative group in respect to gender (e.g. Christine Tully and Khristine Blair). 

I will not develop a theory for collaborative groups in this introductory essay. Rather, I will 

elaborate on one dimension that deals with what I might call the evolution of collaborative groups to 

the point where they deconstruct the necessity of their existence by the mere fact of their being 

collaborative. The dimension that strikes me most comes from a phrase used repeatedly by John B. 

{ƳƛǘƘΥ ά/ƻƭƭŜŎǘƛǾŜ LƴǘŜƭƭƛƎŜƴŎŜΦέ ά¢ƘŜ ƴƻǘƛƻƴ ƻŦ collective intelligence ό/LύΣέ {ƳƛǘƘ ŀǎǎŜǊǘǎΣ άƛǎ ǘƘŀǘ ŀ 

group of human beings can carry out a task as if the group, itself, were coherent, intelligent organism 

working witƘ ƻƴŜ ƳƛƴŘΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƛƴŘŜǇŜƴŘŜƴǘ ŀƎŜƴǘǎέόLǘŀƭƛŎǎ ƛƴ ǘƘŜ ǎƻǳǊŎŜΣ мύΦ ²ƛǘƘ 

ǘƘŜ ǎŀƳŜ ŎƻƴƴƻǘŀǘƛƻƴǎΣ  άŎƻƭƭŜŎǘƛǾŜ ǿƛǎŘƻƳέ ƛǎ ǳǎŜŘ ōȅΣ ŦƻǊ ŜȄŀƳǇƭŜΣ WŀƴŜ Yƭƻōŀǎ ƛƴ ƘŜǊ ŘƛǎŎǳǎǎƛƻƴ ƻŦ 

ǿƛƪƛǎΥ ά²ƛƪƛ Ŏŀƴ ŀƭǎƻ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǘƻ ōŜ ŀ ΨǇƘƛƭƻǎƻǇƘȅΣΩ ƛƴ ƛts ideal form, a view that the wisdom of 

Ƴŀƴȅ ǿƛƭƭ ŀƭǿŀȅǎ ōŜ ǎǳǇŜǊƛƻǊ ǘƻ ǘƘŜ ǘƘƻǳƎƘǘǎ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭέ όмоύΦ {ƛƳƛƭŀǊƭȅ tǊǳ aƛǘŎƘŜƭƭ ǿǊƛǘŜǎΣ ά¢ƘŜ 

wiki is a technology that can facilitate the approaches to learning inherent in theories such as collective 
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wiǎŘƻƳ ŀƴŘ ŎƻƴƴŜŎǘƛǾƛǎƳέ όмноύΦ ¢ƘŜ ƛŘŜŀ ōŜƘƛƴŘ ŀƭƭ ǘƘŜǎŜ ŘƛǎŎǳǎǎƛƻƴǎ ƻŦ ŎƻƭƭŜŎǘƛǾƛǎƳ ǘŀƪŜǎ ƳŜ ōŀŎƪ ǘƻ 

my initial reference to The Matrix.  

In The Matrix, a postmodern1 world exists, where copies fight against and try to destroy Neo, the 

representation of the creative human. I view the movie as a perfect metaphor of what too much 

emphasis on collaboration can end up doing to our individual creativity and, perhaps, originality. The 

many virtual copies collaborate to destroy Neo, for the individuality that his life manifests imposes 

ŘŀƴƎŜǊ ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ ŎƻǇƛŜǎΥ bŜƻ όǘƘŜ ǎǳǇǇƻǎŜŘƭȅ άǘǊǳŜέ ƘǳƳŀƴύΣ ǳƴƭƛƪŜ ǾƛǊǘǳŀƭ ƘǳƳŀƴǎΣ Ŏŀƴƴƻǘ ōŜ 

reproduced or replicated. The collective intelligence of virtual humans of the matrix makes them act as 

one, and if one, two, or more are lost in battle, they can be easily reproduced through replication. Thus, 

the importance of the individual becomes less apparent and is reduced to the value of a copy that can 

be replaced upon need. 

Similarly, students themselves can be seen as products of education, products that will be used 

to fuel the economy. Just like any other product in a capitalist market, some original (creative) copies 

ǿƛƭƭ ƴƻǘ ƳŀƪŜ άƎƻƻŘέ ǇǊƻŦƛǘΦ LƴǎǘŜŀŘΣ ŀ Ƴŀǎǎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǎǘǳŘŜƴǘǎ2 who carry certain shared qualities 

would be supported by the policies of the market. Collaboration can be a supportive tool for such a 

policy of producing students with almost similar abilities. One can argue that in a collaborative setting it 

would be possible that the shared understanding accomplished by the group is that of the average 

member of the group. Although some empirical research will be necessary to support this point of view, 

I would say that by the advance of time and with elongated periods of collaboration, the more 

enthusiastic cƻƭƭŀōƻǊŀǘƻǊǎ ǿƛƭƭ ƘŀǾŜ ǘƻ άǇǳƭƭέ ƻǘƘŜǊ ƳŜƳōŜǊǎ ǳǇ ǘƻ ǘƘŜƛǊ ƭŜǾŜƭ ƻŦ ŜƴǘƘǳǎƛŀǎƳΣ ƻǊΣ ŜƭǎŜΣ 

they will have to sink down to an average level, perhaps below average. Of course, such a dark scenario 

ǿƛƭƭ ƳŜŀƴ ǘƘŀǘ άōŜǘǘŜǊέ ǎǘǳŘŜƴǘǎ ǿƛƭƭ ƴƻǘ ƻƴƭȅ ōŜ ǎƭƻǿŜŘ Řƻǿƴ but, worse, will be trapped in a point 

where opposing views hinder the advancement of the collaborative project. In this state, which would 

be theoretically the equivalence of what physics defines as a state of equilibrium where movement 

                                                 
1
 One of the features of a postmodern society can be seen in the many copies that replace originals (see, for example, Mary Klages, 2007). 

In other words, I might go to the market and ask for an original CD of a Microsoft Product, but, of course, that CD is just a copy among 
thousands of similar copiesΦ ¢ƘŜ ƻǊƛƎƛƴŀƭƛǘȅ ƻŦ ƛǘ ƛǎ ŀ ƳŜǊŜ ƛƭƭǳǎƛƻƴΣ ǇŜǊƘŀǇǎ ǘƻ ǎŜŎǳǊŜ ǘƘŜ ŎƻƳǇŀƴȅΩǎ Ƴŀǎǎ ǇǊƻŘǳŎǘƛƻƴΦ  
 
2
 {ŜŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ άhƴ ǘƘŜ tƻǾŜǊǘȅ ƻŦ {ǘǳŘŜƴǘ [ƛŦŜέ (De la misère en milieu étudiant), published in 1966 by members of the Situationist 

International and students of Strasbourg University. 
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forward is no longer possible, high level of creativity would be scarified in favor of coping with the 

limiting conditions of the group.  

Let me turn now to the wiki interface as a case study and see how the above-mentioned issues 

can apply to this relatively new technology. What is a wiki? Many who might come across this term 

would think of Wikipedia, a web-base encyclopedia launched in 2001 (e.g. Anja Ebersbach, Markus 

DƭŀǎŜǊΣ ŀƴŘ wƛŎƘŀǊŘ IŜƛƎƭύΣ ŜǾŜƴ ǿƛǘƘƻǳǘ ƪƴƻǿƛƴƎ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴΤ ǘƘŜȅ ƳƛƎƘǘ ŜǾŜƴ ǘƘƛƴƪ άǿƛƪƛέ ǊŜŦŜǊǎ ǘƻ 

Wikipedia. Nevertheless, it is a good starting point, for the reference to Wikipedia will bring to mind the 

idea of a community (worldwide) working collaboratively to develop and keep working on an 

άǳƴŦƛƴƛǎƘŜŘέ ǇƛŜŎŜ ƻŦ ǿǊƛǘƛƴƎΦ !ǎ DǳƴǘŜǊ 5ǳŜŎƪ ǎǘŀǘŜǎΣ άhƴŜ ǎǘƻƴŜ ƻŦ ǘƘŀǘ tȅǊŀƳƛŘ ƛǎ ŦǊƻƳ ƳŜΗέ ςThat 

ƳƛƎƘǘ ǎƻƳŜǘƘƛƴƎ ŀ ²ƛƪƛǇŜŘƛŀ ŎƻƴǘǊƛōǳǘƻǊ ƳƛƎƘǘ ŜȄŎƭŀƛƳέ όǾƛύΦ  

A number of definitions can be found for the term wiki, but of course they all share the central 

concept of collaboration. The word wiki itself can etymologically be traced to the Hawaiian wiki-wiki, 

ǿƘƛŎƘ ƳŜŀƴǎ άǉǳƛŎƪέ ƻǊ άƘǳǊǊȅέ όŜΦƎΦ ²ƛƭƭ wƛŎƘŀǊŘǎƻƴύΦ ¢Ƙƛǎ ǘŜǊƳ ǿƛƭƭ ŀŎŎƻǊŘƛƴƎƭȅ ƎƛǾŜ ŀ ǎŜƴǎŜ ƻŦ ǘƛƳŜ 

saving, which can be considered a major advantage to other traditional forms of collaboration. By 

άǘǊŀŘƛǘƛƻƴŀƭΣέ L ŀƳ ǊŜŦŜǊǊƛƴƎ ǘƻ ǇǊŜ-electronic, computerized tools, such as regular mail and meeting in 

person, but also to less effective online technologies, such as blogs, forums, and emails. 

To understand the difference between the wiki technology and other commonly used 

technologies, let us have a look at some of the definitions of the term: 

 ά! ǿƛƪƛ όǇǊƻƴƻǳƴŎŜŘ ǿŜŜ-kee) is a web page or site that can be modified by anyone who 

Ǿƛǎƛǘǎ ǘƘŜ ǎƛǘŜΦέ όDǊŜŜƴΣ .ǊƻǿƴΣ ŀƴŘ wƻōƛƴǎƻƴ нпύ 

 ά²ƛƪƛǎ ŀǊŜ ǘƻƻƭǎ ǿƛǘƘ ǿƘƛŎƘ ƭƻǘǎ of people with a minimum of organization, planning, 

money and time can create something together and communicate with each other from 

several scattered computers or over the Internet. Wikis are the technology for what first 

path of volunteers with a common ƛŘŜŀΦέ όDǳƴǘŜǊ 5ǳŜŎƪ Ǿύ 

 ά²ƛƪƛǎ ŀǊŜ ǇǊƻƎǊŀƳǎ ǘƘŀǘΣ ŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜΣ ǊŀŘƛŎŀƭƭȅ ŜȄǇŀƴŘ ǘƘŜ ǇƻǎǎƛōƛƭƛǘƛŜǎ ƻŦ ǘƘŜ 

Internet as a large-ǎŎŀƭŜ ǘŜŎƘƴƛŎŀƭ ǎȅǎǘŜƳ ŦƻǊ ΨŘŜƳƻŎǊŀǘƛŎ ǳǎŜΦΩέ ό9ōŜǊǎōŀŎƘΣ DƭŀǎŜǊΣ ŀƴŘ 

Heigl 359) 
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 ά! ǿƛƪƛ ƛǎ ƭƛƪŜ ŀ ǇŀǊǘȅ ǘƘŀǘ ŘƻŜǎƴΩǘ ƘŀǾŜ ǘƻ ǎǘƻǇΦ LǘΩǎ ŀ ǇŀǊǘȅ ǘƘŀǘ ŘƻŜǎƴΩǘ ƎŜǘ ŎǊƻǿŘŜŘ 

ōŜŎŀǳǎŜ ƴŜǿ ǊƻƻƳǎ ŀǇǇŜŀǊ ǿƘŜƴ ƴŜŜŘŜŘΦ LǘΩǎ ŀ ǘƛƳŜƭŜǎǎ ǇŀǊǘȅ ǿƘŜǊŜ ȅƻǳ Ŏŀƴ ǘǊȅ ŜŀŎƘ 

ŎƻƴǾŜǊǎŀǘƛƻƴ ƻǾŜǊ ŀƴŘ ƻǾŜǊ ǳƴǘƛƭ ȅƻǳ ƎŜǘ ƛǘ ǊƛƎƘǘΦέ ό/ǳƴƴƛƴƎƘŀƳ ȄǾƛƛύ 

Moving from the scientific definition to the subtle simile adds a number of perspectives to our 

understanding of what wikis are and what they are all about. The first one gives the reader the idea of 

ƻǇŜƴƴŜǎǎ ŀǎ ƛƳǇƭƛŜŘ ƛƴ ǘƘŜ ǇƘǊŀǎŜ άōȅ ŀƴȅƻƴŜ ǿƘƻ Ǿƛǎƛǘǎ ǘƘŜ ǎƛǘŜΦέ .ǳǘ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ƛǎ ǘƘŜ ƛƴŘƛŎŀǘƛƻƴ 

that the visitors can do more than just viewing the page: They can edit its contents.  

As one reads through the second definition, three ideas strike us: One is the efficiency of this 

technology as user-friendly tool, in terms of time, money, organization, etc. Second comes the idea of 

virtual existence. In other words, a collaborator can be participating in a project from anywhere in the 

world where Internet access can be obtained. And last is the concept of a group of people having a 

άŎƻƳƳƻƴ ƛŘŜŀΦέ L Řƻ ƴƻǘ ŀƎǊŜŜ completely, however, with the implication that wiki collaboration 

requires having a common idea, for it might not be the case always. Although reaching common 

grounds would be a prerequisite for any collaboration, the process of collaboration can take a different 

course. If, for example, someone opens a Wikipedia article that is not in his or her field of expertise, 

finds a grammatical mistake, and, then, corrects it, he or she will be collaborating to the article in some 

way, although without sharing a coƳƳƻƴ ƛŘŜŀ ǿƛǘƘ ǘƘŜ άŜȄǇŜǊǘέ ǿƘƻ ǎǘŀǊǘǎ ǘƘŜ ŀǊǘƛŎƭŜΦ 

The third definition introduces a social dimension by referring to democracy. Collaboration is 

democratic in nature (e.g. Richardson; Ebersbach, Glaser, and  Heigl) and, thus, the individual has to 

cope with what the majority agrees on even if this might be in contradiction with his or her views. 

However, the issue of inclusion might be raised here, as those who may be disadvantaged in a group, 

for any reason. Yet, wikis provide collaborators with tools such as easy and equal access, which help 

overcome some of the problems associated with traditional ways, such as the difficulty to devote more 

time and space for negotiating controversial issues. In this respect, Richardson affirms that in wiki 

collaboration, students are developing skills not only on the level of the mechanics of writing but also by 

acquiring other skills that will open new possibilities for learning:  

[Wiki collaboration is] a very democratic process of knowledge creation. In using wikis, 

students are not only learning how to publish content; they are also learning how to 

develop and use all sorts of collaborative skills, negotiating with others to agree on 
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correctness, meaning, relevance, and more. In essence, students begin to teach each 

other. (65) 

At the same time, the group will need to negotiate and reach a compromise when arguments escalate 

or points of view clash. This negotiation would inevitably be aware of and would ideally include 

collaborative individuals in a dialogue, but, as tŀǳƭƻ CǊŜƛǊŜ Ǉǳǘǎ ƛǘ ƴƛŎŜƭȅΣ ά5ƛŀƭƻƎǳŜ ŦǳǊǘƘŜǊ ǊŜǉǳƛǊŜǎ ŀƴ 

intense faith in humankind, to create and recreate, faith in their vocation to be more fully human 

(which is not the privilege of an elite, but the birthright of all). Faith in people is a priori requirement for 

ŘƛŀƭƻƎǳŜέ όфлύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ŘƛŀƭƻƎǳŜ ǎƘƻǳƭŘ ōŜ ǇǊŜŎŜŘŜŘ ōȅ ŀŎŎŜǇǘƛƴƎ ŀƴŘ ŜƴŘƻǊǎƛƴƎ ƻǘƘŜǊ ƳŜƳōŜǊǎ 

of the group. But once a responsible dialogue is initiated, students can benefit from arguments. Clark A. 

Chin sums his notes as well as recent research and hypotheses by a number of scholars on the role of 

ŀǊƎǳƳŜƴǘŀǘƛƻƴ ƛƴ ŘŜǾŜƭƻǇƛƴƎ ǎǘǳŘŜƴǘǎΩ ǎƪƛƭƭǎ ŀǎ ǇǊƻōƭŜƳ-ǎƻƭǾŜǊǎ ōȅ ŀǎǎŜǊǘƛƴƎΣ άώ!ϐǊƎǳƳŜƴǘŀǘƛƻƴ ōŜƴŜŦƛǘǎ 

performance [of students] on a broad range of problem-ǎƻƭǾƛƴƎ ǘŀǎƪǎέ όорфύΦ bƻƴŜǘƘŜƭŜss, one should 

remember that any democratic practice will entail the inevitable exclusion of some individual views if 

ǘƘŜ ƳŀƧƻǊƛǘȅ άǾƻǘŜǎέ ŀƎŀƛƴǎǘ ǘƘŜƳΦ  

Written by the father1 of the wiki technology, Ward Cunningham, the last definition compares 

wiki collaboration to an open party. A party that does not end will necessarily need people to keep it 

going. Openness, in this case, entails easy accessibility, but also spaciousness. Yet, easy accessibility 

grants movement in both directions: entering and leaving. Once you participated in the party, you can 

leave. In fact, your presence in the crowd might not be even visible. If the organizers of the party decide 

ǘƻ ǇǊƻŘǳŎŜ ŀ ǾƛŘŜƻ ƻŦ ǿƘŀǘ /ǳƴƴƛƴƎƘŀƳ Ŏŀƭƭǎ ŀ άŎƻƴǾŜǊǎŀǘƛƻƴέ ƛƴ ǘƘƛǎ άǘƛƳŜƭŜǎǎ ǇŀǊǘȅΣέ ǘƘŜȅ ƳƛƎƘǘ 

decide to delete your part, or add music and other montage effects that make your voice less 

apparentτmarginal. 

Now that these selected definitions have given us a sense of the role wikis play in collaboration, I 

will briefly mention how a wiki would be different from a blog, or an email. The Fundamental difference 

ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ ƻǊƛƎƛƴ ƻŦ ǘƘŜ ǿƻǊŘ άǿƛƪƛέ ƛǘǎŜƭŦΣ ŀǎ L ƳŜƴǘƛƻƴŜŘ ŀōƻǾŜΥ ! ŦŀǎǘŜǊ ŀǇǇǊƻŀŎƘ ǘƻ 

collaboration can be perceived as central to the use of the wiki interface. Other differences could be 

summŀǊƛȊŜŘ ƛƴ ǿƘŀǘ {ǘŜǿŀǊǘ aŀŘŜǊ Ŏŀƭƭǎ άǘƘŜ ƳŜŎƘŀƴƛŎǎ ƻŦ ŜŀŎƘέ όррύΦ [Ŝǘ ƳŜ ǎǇŜŎƛŦƛŎŀƭƭȅ ŎƛǘŜ ǘǿƻ 

essential differences between a wiki and the two other tools: 

                                                 
1
 ά¢ƘŜ ŦƛǊǎǘ ǿƛƪƛΣ ǿƛǘƘ ǘƘŜ ƴŀƳŜ ²ƛƪƛ²ƛƪƛ²ŜōΣ ǿŀǎ ŘŜǾŜƭƻǇŜŘ ƛƴ мффр ōȅ ²ŀǊŘ /ǳƴƴƛƴƎƘŀƳέ ό9ōŜǊǎōŀŎƘΣ DƭŀǎŜǊΣ ŀƴŘ  IŜƛƎƭ 10). 
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 ά¦ƴƭƛƪŜ ŜƳŀƛƭǎΣ ǿƘƛŎƘ άǇǳǎƘŜǎέ ŘƛǎŎǊŜǘŜ ŎƻǇƛŜǎ ƻŦ ǘƘŜ ǎŀƳŜ ƛƴŦƻǊƳŀǘƛƻƴ ǘƻ ŜŀŎƘ ǇŜǊǎƻƴΣ 

and then requƛǊŜǎ ǘƘŀǘ ǘƘŜ ǎŜǇŀǊŀǘŜ ǊŜǾƛǎƛƻƴǎ ōŜ ǎƻƳŜƘƻǿ ŎƻƳōƛƴŜŘΣ ǿƛƪƛ άǇǳƭƭǎέ ǇŜƻǇƭŜ 

ǘƻƎŜǘƘŜǊ ǘƻ ǿƻǊƪ ƻƴ ǘƘŜ ǎŀƳŜ ǘŜȄǘέ ό {ǘŜǿŀǊǘ оύΦ 

 ά²ƛƪƛǎ ŜƴŀōƭŜ Ƴŀƴȅ-to-many communication, while blogs primarily support one-to-many 

communication; in addition, blogs are based around a timeline (the sequence of 

contributions by the author), while wikis focus on content (although [. . .] it is possible to 

ǘǊŀŎƪ ŎƘŀƴƎŜǎ ƛƴ ŀ ǿƛƪƛ ƻǾŜǊ ǘƛƳŜύέ όWŀƴŜ Yƭƻōŀǎ тύ 

Aside from the technical differences that can be understood from the above-mentioned quotes, one 

can tell that wikis, basically, enhance the collaborative experience by enabling a number of users to 

simultaneously work collaboratively on a writing project. Furthermore, the changes can be tracked, 

which is helpful, especially for teachers who want to know who does what in a collaborative wiki 

assignment. Unlike Klobas reference to wikis as content-focused, Dan Woods and Peter Thoeny classify 

wikis into four categories. It is, however, process-focused wikis, say Woods and Thoeny, that include 

educational wikis (56).  

Thus, the idea of the process clearly emerges at this point as a major base behind the 

development of the wiki interface. Paul Allison, for example, talks about the importance of wikis in 

teaching the writing process (qtd. in Arja Veerman and Else Veldhuis-Diermanse 133). But, again, it is 

not my concern to discuss how wikis can help both instructors and students to develop a better sense of 

the writing process. Rather, I am looking ahead to see what ultimately happens to the individual in the 

collaborative process. Of course, the process in the wikis will not be any different from that I have 

ŜƭŀōƻǊŀǘŜŘ ƻƴ ŜŀǊƭƛŜǊ ƛƴ Ƴȅ ŘƛǎŎǳǎǎƛƻƴΤ ƛΦŜΦΣ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ŎƻƴǘǊƛōǳǘƛƻƴ ŀƴŘ ŎǊŜŀǘƛǾƛǘȅ ōŜŎƻƳŜ ƛƴǾƛǎƛōƭŜΣ 

if not totally undermined ƻǊ ǊŜƧŜŎǘŜŘ ōȅ ǘƘŜ ŘŜƳƻŎǊŀǘƛŎ ǇǊŜǊŜǉǳƛǎƛǘŜ ƻŦ ŀ άƭƻŎŀƭƛȊŜŘέ ŎƻƭƭŀōƻǊŀǘƛǾŜ 

ǇǊƻƧŜŎǘΦ L ǳǎŜ ǘƘŜ ǿƻǊŘ άƭƻŎŀƭƛȊŜŘέ ǘƻ ŘƛŦŦŜǊŜƴǘƛŀǘŜ ōŜǘǿŜŜƴ ŀƴ ƻǇŜƴ-to-all wiki, such as Wikipedia, and a 

wiki controlled by a school or an instructor. Yet, even a localized wiki will be deemed destructive to the 

individual agency if not used in a balanced way with other individually-produced projects.  

Why, then, should instructors be advised to use wikis if the end-product can be problematic? 

And would I use a wiki for collaborativŜ ǿǊƛǘƛƴƎ ǇǊƻƧŜŎǘǎ ƛƴ Ƴȅ ŎƭŀǎǎǊƻƻƳΚ L ǿƛƭƭ ǎǘŀǊǘ ōȅ ǎŀȅƛƴƎ άȅŜǎέ ǘƻ 

the second question, and from there turns to the first. Collaboration should be a means, not the ends, 

of our educational policy. Indeed, as Veerman and Veldhuis-5ƛŜǊƳŀƴǎŜ ǎǘŀǘŜΣ άLƴ Ŏƻƭƭŀborative learning 
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situations, students actively search for information, engage in critical discussion, ask questions, discuss 

ŀƴǎǿŜǊǎΣ ƳŀƪŜ ǇǊƻǇƻǎŀƭǎΣ ŀƴŘ ǊŜǇƭȅ ǘƻ ƻǘƘŜǊ ǇǊƻǇƻǎŀƭǎέ όонтύΦ .ǳǘ ǘƘƛǎ ǿƘƻƭŜ ŜȄǇŜǊƛŜƴŎŜ ǎƘƻǳƭŘ ŀƛƳ ŀǘ 

polishing the abilities and creativity of the individual, not the collectivity of the group. If the enthusiastic 

individual begins to sense that, no matter how he or she competes, the laziest in the collaborative 

group will be given as much credit as everyone else, the collaborative project will, too, begin to fall 

apart (as did the Marxist project). 

In sum, I argue for a more responsible use of collaboration and of wikis, so that while students 

benefit from the experiences of the members of the collaborative group, they should be able to 

demonstrate their individual abilities through other individual projects. In our classrooms, collaboration, 

in general, and wiki collaboration, in particular, have not reached the point of destructiveness yet. I can, 

however, tell with certainty that we are moving towards a classroom dominated by collaborative 

projects. Before that happens, I think instructors should re-examine the ways and degree to which 

collaboration can be implemented into classroom pedagogies without negatively affecting the individual 

agency. It is only then we, together with Neo, can save our humanity from the world of copiesτthe 

matrix.  

 

Please grant me the serenity to accept the pages I cannot edit, 

The courage to edit the pages I can,  

And the wisdom to know the difference 

    τThe Wiki Prayer. 

       (qtd. in Green, Brown, and Robinson 34) 
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Performance and Perspective on a Space-Lost Bulb: The Value of Impressionism in {ǘŜǇƘŜƴ /ǊŀƴŜΩǎ 

ά¢ƘŜ .ƭǳŜ IƻǘŜƭέ 

Todd W. Nothstein, University of Pennsylvania 

 

 {ǘŜǇƘŜƴ /ǊŀƴŜΩǎ ά¢ƘŜ .ƭǳŜ IƻǘŜƭέ ǇǊƻǾƛŘŜǎ ŀ ǊŜǾŜŀƭƛƴƎ ƎƭƛƳǇǎŜ ƻŦ ŀ ǿƛŘŜƴƛƴƎ ƎŀǇ ōŜǘǿŜŜƴ ƛŘŜŀƭ 

models of the masculine individual and the actual identities available to individual American men at the 

close of the nineteenth century. As unǿƛǘǘƛƴƎ ƻōƧŜŎǘǎ ƻŦ ŀ ǎƻŎƛŜǘȅΩǎ ƛƴǘŜǊǇǊŜǘƛǾŜ ƎŀȊŜΣ {ǘŜǇƘŜƴ /ǊŀƴŜΩǎ 

male characters grapple with their inability to define themselves as self-made men in the hopeful 

Franklinian tradition while still enacting intelligible forms of American masculinity. Literary 

Impressionism, meanwhile, provides Crane with a powerful formal structure for the theme that every 

act of self-definition occurs in a climate of relentless scrutiny.  

 Lƴ άΨ¢Ƙƛǎ wŜƎƛǎǘŜǊǎ ǘƘŜ !Ƴƻǳƴǘ ƻŦ ¸ƻǳǊ tǳǊŎƘŀǎŜΩΥ ¢ƘŜ tǊƛŎŜ ƻŦ 9Ȅpectation, the Force of 

Context,Ϧ aŜǊŜŘƛǘƘ CŀǊƳŜǊ ŀǊƎǳŜǎ ǘƘŀǘ ǇǊƻǘŀƎƻƴƛǎǘ ƻŦ ά¢ƘŜ .ƭǳŜ IƻǘŜƭΣέ ǘƘŜ ǇǊƻǘŜŀƴ ŦƛƎǳǊŜ ƭŀōŜƭŜŘ ǘƘŜ 

{ǿŜŘŜΣ ƛǎ ŜŦŦŜŎǘƛǾŜƭȅ ƪƛƭƭŜŘ ōȅ Ƙƛǎ άǇŜǊŎŜǇǘǳŀƭ ƭƻŎƪ-ƛƴέ ŀƴŘ ǘƘŀǘ ά¢ƘŜ {ǿŜŘŜΩǎ ǾƛƻƭŜƴǘ ŀŎǘƛƻƴ ǘƻǿŀǊŘ ƘƛƳ 

[the gambler who kills him] is by no means proportional to anything ς ŜȄŎŜǇǘΣ ǇŜǊƘŀǇǎΣ ǘƘŜ {ǿŜŘŜΩǎ 

ŦǊǳǎǘǊŀǘƛƻƴ ǘƘŀǘ Ƙƛǎ ŜȄǇŜŎǘŀǘƛƻƴǎ ƘŀǾŜ ōŜŜƴ Ŏƻƴǎǘŀƴǘƭȅ ŘŜŦƛŜŘέ όтлΣ тнύ. While fundamentally correct, 

CŀǊƳŜǊΩǎ ǘǊŜŀǘƳŜƴǘ ǊŜƛǘŜǊŀǘŜǎ ŀ ǘǊŀŘƛǘƛƻƴŀƭ Ǝƭƻǎǎ ƻƴ ǘƘŜ ǎǘƻǊȅ ǘƘŀǘ ǘƘŜ {ǿŜŘŜ ŦƻǊŎŜǎ ǊŜŀƭƛǘȅ ǘƻ Ŏƻƴform 

to his expectations. ! ƳƻǊŜ ǇŜƴŜǘǊŀǘƛƴƎ ŜƭŜƳŜƴǘ ƻŦ /ǊŀƴŜΩǎ ǎƻŎƛŀƭ ŎƻƳƳŜƴǘŀǊȅ ōŜŎƻƳŜǎ ǾƛǎƛōƭŜ ǿƘŜƴ 

we attend to the fact that the story is not merely an indictment of rigid expectations, but a lamentation 

of the fact that broad, undetailed cultural narratives are supplanting individual conscious judgment. It is 

not that the Swede forms his perceptual judgments without any context, but that he forms them under 

the influence of another, distant, context of a bland umbrella culture. 

 I assert that any reading of the Blue Hotel is enhanced by four basic propositions: 1) The Swede 

is both an individual and a symbol of American culture at large; 2) Any given identity is a social 

performance that must be understood by an audience in order to function as a livable identity; 3) There 

are various narratives of masculine identity disseminated in the culture contemporary with the story, 

and the Swede attempts to access one of them as his own identity performance, namely that of the 

rugged western adventurer; and 4) The function of Impressionist literary technique in the story is to 

ƘƛƎƘƭƛƎƘǘ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ŀ ǇŜǊŎŜƛǾŜǊΩǎ ƭƻŎŀǘƛƻƴ ƻƴ ǇŜǊŎŜƛǾŜŘ ƻōƧŜŎǘǎΣ ŀƴŘ ǘƘǳǎ ŘǊŀǿǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ 
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exchange ƻŦ ƎŀȊŜǎ ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ǊŀǘƘŜǊ ǘƘŀƴ ƳŜǊŜƭȅ ǘƘŜ {ǿŜŘŜΩǎ ǎǘǳōōƻǊƴƴŜǎǎ ŀƴŘ ƭŀck of 

adaptability. With these principles in mind, it becomes clear that when the Swede dies with his eyes 

ŦƛȄŜŘ ƻƴ ǘƘŜ ƭŜƎŜƴŘ ά¢Ƙƛǎ ǊŜƎƛǎǘŜǊǎ ǘƘŜ ŀƳƻǳƴǘ ƻŦ ȅƻǳǊ ǇǳǊŎƘŀǎŜέ ό/ǊŀƴŜ орнύΣ ǘƘŜ ǇǊƛŎŜ ǇŀƛŘ ƛǎ ƛƴ ŦŀŎǘ Ƙƛǎ 

life as a rational, self-conscious individual who produces his own identity through reflective, purposeful 

social performance. The Swede is a man whose intellect is so saturated and colonized by homogenizing 

social forces that he ceases to exist except as a mythic symbol of conformity to commercialized 

narratives of identity. He can either perform his identity through his own rational assessment of what 

he ought to be, or he can conform to broad social categories that will be understood throughout 

American society. He cannot, Crane argues, do both. The others at the hotel are in danger of meeting 

the same discursive end as the Swede. 

 The Impressionist techniques most relevant to this reading of ά¢ƘŜ .ƭǳŜ IƻǘŜƭέ ŀǊŜ ŀƴ 

unobtrusive narrator and the reduction of characters to the basic qualities of type, their specificity 

irrelevant except as points in a larger picture. Given the combined cultural fallout of slavery, the Civil 

War, and the continued disenfranchisement of women when the story is published in 1899, it is 

reasonable to hypothesize that the idea of άŎƛǘƛȊŜƴΣέ ŦƻǊ /ǊŀƴŜΣ ƛǎ ŦǊŀǳƎƘǘ ǿƛǘƘ Řƻǳōǘ ƻǾŜǊ ƛƴŘƛǾƛŘǳŀƭ 

eligibility to consciously contribute a unified self to the larger picture. A preoccupation with the 

reception of individual identities by the culture at large can be obserǾŜŘ ƛƴ ά¢ƘŜ .ƭǳŜ IƻǘŜƭΣέ ǿƘƛŎƘ 

perhaps inaugurates the twentieth-century thematic tradition of tragic self-made men, epitomized in 

the novels of Fitzgerald and Faulkner. Protagonists tortured over an inability to transcend their material 

realities famously characterize the twentieth century American novel. Lƴ ά¢ƘŜ .ƭǳŜ IƻǘŜƭΣέ ǘƘŜ ƛƭƭ-fated 

Swede sacrifices corporeal existence to a West that is intelligible only in relation to the prevailing 

fictions of the day. The story employs Impressionist techniques to accentuate a gap between ontological 

reality and the intelligible performance of identity. 

 In his Stephen Crane and Impressionism, which remains in my judgment the most 

ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǘǊŜŀǘƳŜƴǘ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΣ WŀƳŜǎ bŀƎŜƭ ŜȄǇƭŀƛƴǎΣ άLŦ ǘƘŜ ΨŦƛŘŜƭƛǘȅ ǘƻ ŀŎǘǳŀƭƛǘȅΩ ǇǊŜƳise 

creates certain philosophical difficulties, it is nevertheless useful in reaffirming that Realism presumes 

ǘƻ ŘŜǎŎǊƛōŜ ǊŜŀƭƛǘȅ ŀƴŘ ǘƘŀǘΣ ǳƴƭƛƪŜ LƳǇǊŜǎǎƛƻƴƛǎƳΣ ŘŜǘŜǊƳƛƴƛƴƎ ǿƘŀǘ ƛǎ ǊŜŀƭ ƛǎ ƴƻǘ ŀ ŎŜƴǘǊŀƭ ƛǎǎǳŜέ όооύ. 

Impressionism, thus, comments on our access to the real and simultaneously strives to accurately 

represent that which is experienced as real. Naturalism remains, like Realism, predicated upon a stable 
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conception of reality, and invests art with the task of rendering the truth of nature beneath or beyond 

social influences. The universalizing, ponderous narration of Realism and the determinism of Naturalism 

recede in Impressionist narration in favor of visual images and a substantially limited point of view. 

Limited characters are not duped victims of fate, but existentially limited by their situations in time and 

space. Without narrative commentary, the perception of characters and their development is confined 

ǘƘǊƻǳƎƘƻǳǘ /ǊŀƴŜΩǎ ƻŜǳǾǊŜΣ ǘƻ ǘƘŜ ƳƻƳŜƴǘǎ ŀǘ ǿƘƛŎƘ ǘƘŜ ǇŜǊŎŜƛǾƛƴƎ ŎŜƴǘŜǊ ƻŦ ƛƴǘŜƭƭƛƎŜƴce, which may 

ǿŜƭƭ ǎƘƛŦǘ ŀǎ ŀ Ǉƭƻǘ ǳƴŦƻƭŘǎΣ άƘŀǎ ǎƻƳŜ ǊŜŀǎƻƴ ǘƻ ǘƘƛƴƪ ƻŦ ǘƘŜƳ Φ Φ Φέ όbŀƎŜƭ нуύ. Nagel explains that 

ŎƘŀǊŀŎǘŜǊǎ άare often known by descriptive epithets developed from their most observable 

characteristics. ! ŎƘŀǊŀŎǘŜǊ ǿƛƭƭ ōŜ ƭŀōŜƭŜŘ ǘƘŜ ΨŎƻǿōƻȅΩ if he is the only such in a group, or the 

lieutenant if his rank distingǳƛǎƘŜǎ ƘƛƳ ŀƳƻƴƎ ƻǘƘŜǊ ǎƻƭŘƛŜǊǎέ (28). This method of characterization 

provides a vehicle for the social observation that identity must be intelligible to others, and that we 

oŦǘŜƴ ŜƴƎŀƎŜ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ŜȄƛǎǘŜƴŎŜ ǎǳŎƘ ŀǎ άŎƻǿōƻȅΣέ ά9ŀǎǘŜǊƴŜǊΣέ ŀƴŘ ά{ǿŜŘŜΣέ ƛƴŀǎƳǳŎƘ ŀǎ ƻǳǊ 

identities are perceived in a social context.  

 Restricted perspective is a condition of social/spatial embeddedness, and I assert that it is this 

precise inescapable human condition with which Crane is most uniformly concerned. There is a 

ŦŀǎŎƛƴŀǘƛƻƴΣ ǘƘǊƻǳƎƘƻǳǘ /ǊŀƴŜΩǎ ǿƻǊƪΣ ǿƛǘƘ ǘƘŜ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ƭƻƻƪƛƴƎΣ ŀƴŘ ǇŜǊƘŀǇǎ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘƭȅΣ 

of being looked upon. To read is to risk being readςfrom a restricted point of view. With a tone of 

ǊŜǎƛƎƴŀǘƛƻƴΣ ά¢ƘŜ .ƭǳŜ IƻǘŜƭέ ƳŜǊƎŜǎ ƛƴŘƛǾƛŘǳŀƭ ƛŘŜƴǘƛǘȅ ǇŜǊŦƻǊƳŀƴŎŜ ǿƛǘƘ ƛǘǎ ƭŀǊƎŜ-scale societal 

version in the Swede. Though the Swede clearly observes the others from his vantage point, throughout 

the bulk of the story the readeǊΩǎ ǇŜǊŎŜǇǘǳŀƭ ǎȅƳǇŀǘƘƛŜǎ ǊŜǎǘ ŦƛǊƳƭȅ ǿƛǘƘ ǘƘŜ ƻǘƘŜǊǎ ƎŀǘƘŜǊŜŘ ŀǘ ǘƘŜ 

Palace Hotel. CǊƻƳ ǘƘŜ ōŜƎƛƴƴƛƴƎΣ ǘƘŜ ǎǘƻǊȅΩǎ ƴŀǊǊŀǘƛǾŜ ǾƻƛŎŜ ŘƛǎǘŀƴŎŜǎ ƛǘǎŜƭŦ ŦǊƻƳ άǘƘŜ 9ŀǎǘΦέ Though 

ƻƳƴƛǎŎƛŜƴǘƭȅ ŀǿŀǊŜ ƻŦ ǘƘŜ άōǊƻǿƴ-reds and the subdivisions of the dark greens of the East έ ό/ǊŀƴŜ 

онрύΣ ƻǳǊ ƴŀǊǊŀǘƻǊ Ƴǳǎǘ ǊŜƭȅ ƻƴ ŀ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 9ŀǎǘŜǊƴ ǘǊŀǾŜƭŜǊǎΩ ǊŜŀŎǘƛƻƴǎ ƛƴ ƻǊŘŜǊ ǘƻ ŀǎǎŜǎǎ ǘƘŜ ōƭǳŜ 

hotel as garish. The possibility of omniscience is raised and exiled to the margin of the plot as soon as 

the fundamental elements of the scene are established. The point of view quickly becomes local, and 

ǘƘŜ ǊŜŀŘŜǊ ƛǎ ƭŜŦǘ ǘƻ ŦŜŜƭ ǘƘŜ ǎǘƛƴƎ ƻŦ ǘƘŜ {ǿŜŘŜΩǎ ƛƴǎǳƭǘǎ ŀƎŀƛƴǎǘ ǘƘŜ ƭƻŎŀƭǎ ŀƴŘ ǘƘŜ ƭƻŎŀƭƛǘȅΦ 

 ¢ƘŜ ǎǘƻǊȅΩǎ ǳƴŜȄǇŜŎǘŜŘ ŘŜƴƻǳŜƳŜƴǘΣ ƘƻǿŜǾŜǊΣ ǊƛǇǎ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŀƭ ǊǳƎ ƻǳǘ ŦǊƻƳ ǳƴŘŜǊ ǘhe 

reader and dissolves the ethical structure of the universe observed throughout the story with the 

addition of one detail, perfectly observable from within the Palace Hotel, but requiring a vantage point 



 

©English Association of Pennsylvania State Universities, 2008 

 

196 

the author has not previously emphasized. Ultimately, the story is a struggle for the right to determine 

who will interpret whom. The group gathered at the hotel forms a temporary, microcosmic society, the 

culture of the hotel, and it includes all of the men gathered at the Palace Hotel except the Swede. The 

ƘƻǘŜƭ ŎǳƭǘǳǊŜΩǎ ŎƻƴǎǘƛǘǳŜƴǘǎ ǎƘŀǊŜ ŀ ŎƻƳƳƻƴΣ ƭƛƳƛǘŜŘ ǇƘȅǎƛŎŀƭ ƭƻŎŀǘƛƻƴ ǿƛǘƘ ŜǎǘŀōƭƛǎƘŜŘ ōŜƘŀǾƛƻǊŀƭ 

norms. Scully expects that his hospitality as a hotel owner will be paid for and received in good faith. It 

is further expected, by the hotel culture, that the right of other guests to hospitality, and a reasonably 

comfortable refuge from the blizzard which rages outside, will be duly honored by all. ¢ƘŜ {ǿŜŘŜΩǎ ŦƛǊǎǘ 

clear violation of these codes, although he works up to it with a marked lack attention to them, is his 

ǿƛƭŘ ŀŎŎǳǎŀǘƛƻƴΣ άL ǎǳǇǇƻǎŜ ǘƘŜǊŜ ƘŀǾŜ ōŜŜƴ ŀ ƎƻƻŘ Ƴŀƴȅ ƳŜƴ ƪƛƭƭŜŘ ƛƴ ǘƘƛǎ ǊƻƻƳέ (Crane 329). These 

words cast ŀǎǇŜǊǎƛƻƴǎ ƻƴ ǘƘŜ ƘƻǘŜƭΩǎ ǎǘŀǘǳǎ ŀǎ ǘƘŜ ǎŜŎǳǊŜ ƘŀǾŜƴ {Ŏǳƭƭȅ ǎƻ ǇǊƻǳŘƭȅ ƻŦŦŜǊǎΦ 

 From their shared behavior codes the hotel culture also derives shared interpretive methods. 

The different elements of the hotel culture collude to form paradigms through which they will 

ŎƻƭƭŜŎǘƛǾŜƭȅ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ {ǿŜŘŜΩǎ ōŜƘŀǾƛƻǊ. Initially the group strives to preserve certain standards, 

regardless of ǘƘŜ {ǿŜŘŜΩǎ ŎƻƳǇƻǊǘƳŜƴǘ. The Easterner urges understanding for a man whose fear 

seems genuine, if not at all justified. This gesture of empathy, however, opens up the perspectival 

ƻǇǇƻǊǘǳƴƛǘȅ ǿƛǘƘ ǿƘƛŎƘ /ǊŀƴŜ ǇǊŜǇŀǊŜǎ ǘƘŜ ǊŜŀŘŜǊ ŦƻǊ ǘƘŜ ǎǘƻǊȅΩǎ ŎƻƴŎƭǳǎƛƻƴ because perspectival 

empathy reminds us that the hotel culture is not the only interpretive community in the story. The 

Swede arrives with a complicated frame of reference, held by a larger and more distant society, which 

determines his conceptualization oŦ ǘƘŜ ƘǳƳŀƴ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ά²Ŝǎǘέ ǿƘƻƳ ƘŜ ŜƴŎƻǳƴǘŜǊǎ ƛƴ CǘΦ 

Romper. Thus the Swede represents a generic American citizenry that has assimilated legends of the 

²Ŝǎǘ ƛƴǘƻ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ƛǘ ǾƛŜǿǎ ƛƴŘƛǾƛŘǳŀƭ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ǎǘƻǊȅΩǎ ǇǊŜǎŜƴǘ ƛƴ Ct. 

Romper, Nebraska. As a member of a generic audience for mass-marketed constructions of the West, 

the Swede must turn a particular angle of observation upon these individual elements for the setting to 

be the romantically dangerous place intelligible to the culture he represents beyond the hotel.  

 Although the Swede functions as a surrogate for society at large, he also exists throughout as a 

text read by the hotel culture. They receive him as an individual. As the story progresses the Swede 

imposes his reading, a generic imprecise vision of the American West gleaned from dime novels, upon 

the other characters who gather at the Palace Hotel. He then moves to articulate his own role within 

the social context as he perceives it and remains stubbornly insensible to ǘƘŜ ƻǘƘŜǊ ƳŜƴΩǎ ƻŦŦŜƴǎŜ ŀǘΣ 
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ŀƴŘ ǊŜǎƛǎǘŀƴŎŜ ǘƻΣ ōŜƛƴƎ ǊŜŀŘ ǘƘǊƻǳƎƘ ǘƘŜ {ǿŜŘŜΩǎ ǇŀǊǘƛŎǳƭŀǊ Ǉŀǘƛƴŀ. A tracing of this process, through a 

ǎŜǊƛŜǎ ƻŦ ǇŜǊǎǇŜŎǘƛǾŀƭ ǎƘƛŦǘǎΣ ǳƴŜŀǊǘƘǎ ŜǾƛŘŜƴŎŜ ŦƻǊ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ŎƻƴŎƭǳŘƛƴƎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǘƘŜ ƎŀƳōƭŜǊ 

who finŀƭƭȅ ƪƛƭƭǎ ǘƘŜ {ǿŜŘŜ ƛǎ άŀ ŎǳƭƳƛƴŀǘƛƻƴΣ ǘƘe apex of a human movementέ ό/ǊŀƴŜ орпύΦ 

 WŀƳŜǎ 9ƭƭƛǎΣ ƛƴ ά¢ƘŜ DŀƳŜ ƻŦ IƛƎƘ-CƛǾŜ ƛƴ Ψ¢ƘŜ .ƭǳŜ IƻǘŜƭΣΩέ ƻōǎŜǊǾŜǎ ǘƘŀǘ Crane employs the card 

game of High-Five as a symbol of the transmutation from the microcosmic to the  macrocosmicέ όпплύΦ 

The specifics of High-Five symbolize the transmutations because the accumulation and redistribution of 

points in the game parallels shifting power relations within the hotel culture. Collusion against the 

Swede in the game implies ŀ ƎŜƴŜǊŀƭ ǎƻŎƛŀƭ Ŏƻƭƭǳǎƛƻƴ ǘƘŀǘ ŜǾŜƴǘǳŀƭƭȅ ǊŜǎǳƭǘǎ ƛƴ ǘƘŜ {ǿŜŘŜΩǎ ƳǳǊŘŜǊ. The 

ŀƴǎǿŜǊ ǘƻ ǘƘŜ ŎƻǿōƻȅΩǎ Ŧƛƴŀƭ ŎǊȅΣ ά²ŜƭƭΣ L ŘƛŘƴΩǘ Řƻ ŀƴȅǘƘƛƴΩ ŘƛŘ LΚέ ό/ǊŀƴŜ орпύΣ ƛǎ ƛƴǘƛƳŀǘŜƭȅ ǊŜƭŀǘŜŘ ǘƻ 

ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ƻǘƘŜǊ ǘƘŜƻǊȅΣ ƪŜȅ ǘƻ ǘƘŜ ǇƭƻǘΣ ƻŦ ǘƘŜ {ǿŜŘŜ ŀǎ ŀ ǘƘƻǊoughly swept-away reader of dime 

novels. The correctness of both is, as Ellis grasps, expressed by the shifting of perspective entailed in 

periodic transmutations from the microcosmic to the macrocosmic. The two theories function as a 

single point of entry into the structure of the story as a staging of paranoid interaction between shifting 

and competing discourse communities: one microcosmic and the other macrocosmic. 

 The Easterner offers his first theory in the fourth section of the story after Scully, in section 

three, smoothes over a tense confrontation between Johnnie and the Swede by following the Swede to 

his room to put him at ease. Although the location of events has been consistently limited within the 

hotel, and most often the front room, importaƴǘ ŜǾŜƴǘǎ ǎŜŜƳ ǘƻ ŎƻǊǊŜƭŀǘŜ ǿƛǘƘ ŎƘŀǊŀŎǘŜǊǎΩ ŎƻƳƛƴƎ ŀƴŘ 

going. Scully, for example, is absent when the Swede makes his first offensive declaration, but we are 

not informed of his activities or location. The men return to the front room after dinner, and the first 

ƛƴŘƛŎŀǘƛƻƴ ǘƘŀǘ {Ŏǳƭƭȅ ƛǎ ƴƻǘ ŀƳƻƴƎ ǘƘŜƳ ŎƻƳŜǎ ǿƘŜƴΣ ά! ŘƻƻǊ ƻǇŜƴŜŘ ŀƴŘ {Ŏǳƭƭȅ ƘƛƳǎŜƭŦ ŜƴǘŜǊŜŘέ 

(Crane 330). Johnnie is put on the defensive about his treatment of the Swede in another shift in the 

ŎƻƳǇƻǎƛǘƛƻƴ ƻŦ ǘƘŜ ǎŎŜƴŜ ƳŀǊƪŜŘ ōȅ {ŎǳƭƭȅΩǎ ǊŜǘǳǊƴ. In section four, which occurs simultaneously with 

section three, the remaining constituents of the hotel society strive to construct an explanatory 

discourse through which to observe and comprehend the Swede while he and Scully are out of the 

picture. The Easterner begins their exchange: 

   ΨhƘΣ L ŘƻƴΩǘ ƪƴƻǿΣ ōǳǘ ƛǘ ǎŜŜƳǎ ǘo me this man has been reading dime novels, and he 

ǘƘƛƴƪǎ ƘŜΩǎ ǊƛƎƘǘ ƻǳǘ ƛƴ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ƛǘ-- ǘƘŜ ǎƘƻƻǘƛƴΩ ŀƴŘ  ǎǘŀōōƛƴΩ ŀƴŘ ŀƭƭΦΩ 
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        Ψ.ǳǘΣΩ ǎŀƛŘ ǘƘŜ ŎƻǿōƻȅΣ ŘŜŜǇƭȅ ǎŎŀƴŘŀƭƛȊŜŘΣ  ΨǘƘƛǎ ŀƛƴΩǘ ²ȅƻƳƛƴƎ ƴŜǊ ƴƻƴŜ ƻŦ ǘƘŜƳ      

  places. ¢Ƙƛǎ ƛǎ bŜōǊŀǎƪŜǊΦΩ 

     Ψ¸ŜǎΣΩ ŀŘŘŜŘ WƻƘƴƴƛŜΣ ΨŀƴΩ ǿƘȅ ŘƻƴΩǘ ƘŜ ǿŀƛǘ ǘƛƭƭ ƘŜ Ǝƛǘǎ ƻǳǘ ²ŜǎǘΚΩ 

     The traveled Easterner laughed. ΨLǘ ƛǎƴΩǘ ŘƛŦŦŜǊŜƴǘ ǘƘŜǊŜ ŜǾŜƴ-- not    

  in these days. But he thinks heΩǎ ǊƛƎƘǘ ƛƴ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ƘŜƭƭΦέ (Crane 335) 

The Easterner might hope to slow the mounting pressure to lash out against the Swede; however, the 

ǊŜŀŎǘƛƻƴ ƻŦ WƻƘƴƴƛŜ ŀƴŘ ǘƘŜ Ŏƻǿōƻȅ ǇǊƻǾŜǎ ǘƘŀǘ ǘƘŜƛǊ ŀŎŎŜǇǘŀƴŎŜ ƻŦ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ǘƘŜƻǊȅ ŘƻŜǎ ƴƻǘ 

generate sympathy. The cowboy is scandalized, offended by the possibility that he is being viewed 

through the lens of dime novels. Iƛǎ ƻōƧŜŎǘƛƻƴΣ ƘƻǿŜǾŜǊΣ ƛǎ ƴƻǘ ǘƻ ǘƘŜ ƛŘŜŀ ƻŦ ƧǳŘƎƛƴƎ ŀƴƻǘƘŜǊΩǎ 

performance in this way, but to the specific practice of reading them that way. A cowboy in Wyoming, 

ōȅ ƻǳǊ ǇǊŜǎŜƴǘ ŎƻǿōƻȅΩǎ ƭƛƎƘǘǎΣ ǊŜƳŀƛƴǎ ǉǳƛǘŜ ŜƭƛƎƛōƭŜ ŦƻǊ ǘƘŜ {ǿŜŘŜΩǎ ŘƛǎǘǊǳǎǘ. Johnnie similarly defers 

the concept of the West away from his particular location in a cultural-spatial matrix. The offense of the 

Swede, then, is reading them when they have considered it their purview to read him. The core of their 

objection, though, lies not just in being objectified in a reader-to-text relation, but in being perceived 

without regard to the performance through which they mindfully attempt to construct their identities. 

The Swede corrupts their own performances of identity in applying the corrosive veneer of the dime 

novel and observing them through the resulting patina. 

 The first interpretive acts ƻŦ ǘƘŜ {ǿŜŘŜ ǎǳǊŦŀŎŜ ƛƴ ǘƘŜΣ άserƛŜǎ ƻŦ ǎƳŀƭƭ ŎŜǊŜƳƻƴƛŜǎΣέ ōȅ ǿƘƛŎƘ ǘƘŜ 

ǘǊŀǾŜƭŜǊǎΣ άǿŜǊŜ ƳŀŘŜ ǘƻ ŦŜŜƭ ǘƘŀǘ {Ŏǳƭƭȅ ǿŀǎ ǾŜǊȅ ōŜƴŜǾƻƭŜƴǘέ ό/ǊŀƴŜ онсύ, the Swede marks himself as 

an outsider in his disdain for their ritual. The cowboy and Swede wash enthusiastically in the basins 

Scully magnaƴƛƳƻǳǎƭȅ ǇǊƻǾƛŘŜǎΣ ά¢ƘŜ {ǿŜŘŜΣ ƘƻǿŜǾŜǊΣ ƳŜǊŜƭȅ ŘƛǇǇŜŘ Ƙƛǎ ŦƛƴƎŜǊǎ ƎƛƴƎŜǊƭȅ ŀƴŘ ǿƛǘƘ 

ǘǊŜǇƛŘŀǘƛƻƴέ ό/ǊŀƴŜ онсύ. This rejection of a welcoming ritual might, in itself, give offense, but the 

ŜǾƛŘŜƴŎŜ ŦƻǊ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ŎƭŀƛƳ ƭƛŜǎ ƛƴ ǘƘŜ ǘǊŜǇƛŘŀǘƛƻƴ. He fears the water implying that he thinks it 

something other than an expression of hospitality. {ŎǳƭƭȅΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ŀ ƪŜŜǇŜǊ ƻŦ ǇǊƛƴŎƛǇƭŜŘ 

ƘƻǎǇƛǘŀƭƛǘȅΣ ǿƘƛŎƘ ƛǎ ǉǳƛǘŜ ŘŜƭƛōŜǊŀǘŜ ŀƴŘ ƳŀŘŜ ǾƛǎƛōƭŜ ōȅ ǘƘŜ ƴŀǊǊŀǘƻǊ ǿƘƻ ŜȄǇƭŀƛƴǎΣ άIŜ ƘŀƴŘŜŘ ǘƘŜ 

towel from one to anƻǘƘŜǊ ǿƛǘƘ ŀƴ ŀƛǊ ƻŦ ǇƘƛƭŀƴǘƘǊƻǇƛŎ ƛƳǇǳƭǎŜέ ό/ǊŀƴŜ онсύΣ ƎƻŜǎ ƛƎƴƻǊŜŘ ōȅ ǘƘŜ 

Swede. ¢ƘŜ ƎǊƻǳǇΩǎ ǊŜǘǳǊƴ ǘƻ ǘƘŜ ŦǊƻƴǘ ǊƻƻƳ ŀŦǘŜǊ ǿŀǎƘƛƴƎ ƛǎ ǇǳƴŎǘǳŀǘŜŘ ōȅ ǘƘŜ {ǿŜŘŜΩǎ ƻŎǳƭŀǊ ŀŎǘƛǾƛǘȅ. 

Crane writes: 
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     The Swede said nothing. He seemed to be engaged in making furtive    

  estimates of each man in the room. One might have thought that he had    

  the sense of silly suspicion which comes to guilt. He resembled a badly    

  frightened man. (327) 

Failing to make small talk with fellow travelers, the Swede initially empties his identity of consciously 

projected characteristics to which the others might feel obliged to attend. At dinner he asks a few 

vacuous questions. His demeanor leads the narrator, who appears to speak for those observing the 

Swede, to conclude tƘŀǘΣ άIŜ ǎŜŜƳŜŘ ōŀǊŜƭȅ ǘƻ ƭƛǎǘŜƴ ǘƻ {ŎǳƭƭȅΩǎ ŜȄǘŜƴŘŜŘ ǊŜǇƭƛŜǎέ ό/ǊŀƴŜ 327). When 

he does talk his questions are formulaic, but his host takes them in good faith and answers at length. 

¢ƘŜ ƴŀǊǊŀǘƻǊΣ ǘƘƻǳƎƘΣ ǊŜƳƛƴŘǎ ǳǎ ƻƴŎŜ ŀƎŀƛƴ ƻŦ ǘƘŜ {ǿŜŘŜΩǎ ƻŎǳƭŀǊ ƳƻǾŜƳŜƴǘΣ άIƛǎ ŜȅŜǎ ŎƻƴǘƛƴǳŜŘ ǘo 

ǊƻǾŜ ŦǊƻƳ Ƴŀƴ ǘƻ Ƴŀƴέ ό/ǊŀƴŜ 327). The most prominent feature of the Swede is that he looks at the 

others. IŜ ƛƎƴƻǊŜǎ {ŎǳƭƭȅΩǎ ŜȄǘŜƴŘŜŘ ǊŜǇƭƛŜǎΣ ƛƴ ǿƘƛŎƘ ǘƘŜ Ƙƻǎǘ ƳƛƎƘǘ ŎƻƴǎŎƛƻǳǎƭȅ Ǉǳǘ ŦƻǊǘƘ Ƙƛǎ ƻǿƴ ǎŜƴǎŜ 

of self, thus inviting suspicion. Before leaving the dinner table the Swede tips his hand to the reader: 

     Finally with a laugh and a wink, he said that some of these Western    

  communities were very dangerous; and after his statement he straightened   

  his legs under the table, tilted his head, and laughed again, loudly. It was    

  plain that the demonstration had no meaning to the others. They looked at   

  him wondering and in silence. (Crane 327) 

The wink and laughter is smug, suggesting that he wants them to know that he knows something about 

them. The statement that Western communities are very dangerous functions as an accusation. The 

group is slow to grasp it, however, ǎƛƴŎŜ ǘƘŜȅ ŘƻƴΩǘ ŀƭƭ ǘƘƛƴƪ ƻŦ bŜōǊŀǎƪŀ ŀǎ ǘƘe West, and none of them 

imagine Ft. Romper especially dangerous. In short, this man is determined to believe that he is in 

danger. No representation of identity that the others put forward will interrupt his fantasy.  

 !ƭƭ ƻŦ ǘƘƛǎ ǎǳǇǇƻǊǘǎ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ǎǳǇǇƻǎƛǘƛƻƴ ǘƘŀǘ ǘƘŜ {ǿŜŘŜ ƛǎ ŎŀǳƎƘǘ ǳǇ ƛƴ ŀ Ǿƛǎƛƻƴ ƻŦ the 

West constructed through the prism of the dime novel. The Swede continues this behavior of looking at, 

but refusing to see, the identities others perform up to his death. During the first game of High-Five that 

includes all of the key characters, the ƻǘƘŜǊǎ ŦƻǊƎŜǘ ǘƘŜ {ǿŜŘŜΩǎ ƻŘŘ ōŜƘŀǾƛƻǊ ōŜŎŀǳǎŜ ǘƘŜȅ ŀǊŜ 

absorbed in the exchange of points. They all put forth various personalities within the game. The 

Ŏƻǿōƻȅ ƛǎ ŀ άōƻŀǊŘ-ǿƘŀŎƪŜǊΣέ ŀƴŘ WƻƘƴƴƛŜ Ƙƛǎ ŀǳŘƛŜƴŎŜ. ¢ƘŜ 9ŀǎǘŜǊƴŜǊ ŀƴŘ ǘƘŜ {ǿŜŘŜ ǿŜŀǊ άƳƛǎŜǊŀōƭŜ 
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facŜǎέ ǿƘŜƴ ǘƘŜ Ŏƻǿōƻȅ ǿƘŀŎƪǎ ǘƘŜ ōƻŀǊŘΣ ŀƴŘ WƻƘƴƴƛŜ ƭŀǳƎƘǎ ƘŜŀǊǘƛƭȅ ŀōƻǳǘ ƛǘ. They must play their 

cards without knowing what the others hold, and they play in teams of two so someone shares the 

standing of each player. This mirrors the local situation with which the hotel group operates. Each 

player tries, with his ally, to put forth a particular impression of who he is, or what cards they may hold, 

without giving the others an advantage in imposing an identity upon them.  

  This metaphor could operate with many games a group might play, but Ellis describes the 

ǇŀǊǘƛŎǳƭŀǊ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ŎŜǊǘŀƛƴ ŎŀǊŘǎ ƴǳƳōŜǊŜŘ ŀǎ άŦƛǾŜǎέ ŀǎ ƘŜŀǾȅ ŎƻǳƴǘŜǊǎ ǘƻǿŀǊŘ ǘƘŜ ǿƛƴƴƛƴƎ 

achievement of fourteen points. Ellis also notes that Scully finally enters the local power struggle as a 

fifth person in the metaphorical game once the Swede accuses Johnnie of cheating. At this point, Scully 

abandons his hospitality doctrine and lets the fight go forward. So the microcosmic society of the hotel 

seemingly coalesces around a heavy counting (hotel owner) fifth entity finally joining the other three 

against the Swede. In point of fact, however, Johnnie loses the fight against the Swede quite decidedly, 

ǎƻ ǘƘƛǎ ŦƛŦǘƘ ǇƭŀȅŜǊ ŘƻŜǎƴΩǘ ŘŜǘŜǊƳƛƴŜ ǘƘŜ ǿƛƴƴƛƴƎ ƻŦ ǘƘŜ ǎǘǊǳƎƎƭŜ. Nevertheless, the first game of High-

CƛǾŜ ŜƴŘǎ ǿƛǘƘ {Ŏǳƭƭȅ ƻǳǘ ƻŦ ǘƘŜ ǊƻƻƳ ǿƘŜƴ ǘƘŜ {ǿŜŘŜ ŎƘƻƻǎŜǎ ǘƻ ƳŀƪŜ Ƙƛǎ ŀŎŎǳǎŀǘƛƻƴ ǘƘŀǘΣ άL ǎǳǇǇƻǎŜ 

a good many men have beŜƴ ƪƛƭƭŜŘ ƛƴ ǘƘƛǎ ǊƻƻƳέ ό/ǊŀƴŜ 329).  

 The Swede looks at this place and its people and, with no visible evidence, concludes that many 

men have been killed in the front room of the Palace Hotel. This application of a preconceived 

description and arbitrarily attached back story is precisely what renders the Swede a symbol of a more 

generic culture or audience. Everyone at the hotel looks and assesses, but the others are limited in their 

observance to what can be seen from their location in time and space. The Swede stands outside of this 

location culturally, and bears witness to an undetailed picture of the blue hotel and its άŘŀƴƎŜǊƻǳǎέ 

Western community. Perspectival distance, though creating a wider field of vision, does not necessarily 

lend itself to objectivity or accuracy. He can only grasp the most generic depiction of any Western 

environment as it exists in broad cultural circulation. The Easterner, therefore, is correct. Dime novels, 

ƻǊ ŀ ŎǳƭǘǳǊŀƭ ǇƘŜƴƻƳŜƴƻƴ ƭƛƪŜ ǘƘŜƳΣ Ƴǳǎǘ ƛƴŦƻǊƳ ǘƘŜ {ǿŜŘŜΩǎ ǇŜǊŎŜǇǘƛƻƴ. Otherwise he could not, from 

a limited vantage point within the hotel, believe the things he says.  

 The Swede, however, is a heavy counting card. As an outsider who, unlike the Easterner, insists 

on maintaining a distant vantage point despite his current social surrounding, he remains situated in a 

different set of cultural influences than those in play for the others. Thus, he reminds the hotel culture 
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that it is a component of a larger image and the other elements of that image can make it appear quite 

different from its view of itself. The Swede, because he looks with the gaze of a society rather than that 

of an individual, represents their opportunity to be recognized by that society as the selves whom they 

struggle to be. But the Swede will only see what is consistent with his imaginative purpose. The 

perceptual politics and performative gestures of the hotel culture are trumped by the fact that the 

wider American society demands conformity with the expectation of a culturally current, commercially 

successful legend.  

 Scully tries to convince the Swede of his gentle nature by showing a picture of his deceased 

daughter, bragging about his older son who is a lawyer in Lincoln, and reassuring him that Ft. Romper is 

ŀƴ ǳǇ ŀƴŘ ŎƻƳƛƴƎ άƳŜǘ-tro-pol- ƛǎέ ǿƛǘƘ ŀ Ǉƭŀƴ ǘƻ ƛƴǎǘŀƭƭ άƛƭƛŎǘǊƛŎ ǎǘǊŜŜǘŎŀǊǎέ ό/ǊŀƴŜ  оон-3). Scully is a 

self-made man in the Franklinian model as a tradesman so committed to good publicity that he twice 

ǊŜŦǳǎŜǎ ǘƘŜ {ǿŜŘŜΩǎ ƳƻƴŜȅ ōŜŎŀǳǎŜ ƘŜ ǿƻǳƭŘ ǊŀǘƘŜǊ Ǝƻ ǳƴǇŀƛŘ ǘƘŀƴ ǘƻ ƘŀǾŜ ƛǘ ǎŀƛŘ ƛƴ ǘƻǿƴ ǘƘŀǘ 

someone left his hotel in fear. The Swede, however, acknowledges nothing of this performance. {ŎǳƭƭȅΩǎ 

effort at reassurance leaves the Swede afraid to drink the whiskey he offers, and when he does drink 

/ǊŀƴŜ ƛƴŦƻǊƳǎ ǳǎΣ άŀǎ Ƙƛǎ ƭƛǇǎ ŎǳǊƭŜŘ ŀōǎǳǊŘƭȅ ŀǊƻǳƴŘ ǘƘŜ ƻǇŜƴƛƴƎ ŀƴŘ Ƙƛǎ ǘƘǊƻŀǘ ǿƻǊƪŜŘΣ ƘŜ ƪŜǇǘ Ƙƛǎ 

ƎƭŀƴŎŜ ōǳǊƴƛƴƎ ǿƛǘƘ ƘŀǘǊŜŘΣ ǳǇƻƴ ǘƘŜ ƻƭŘ ƳŀƴΩǎ ŦŀŎŜέ ό/ǊŀƴŜ оопύ. Lƴ ǘƘŜ ǿƻǊƭŘ ƻŦ ά¢ƘŜ .ƭǳŜ IƻǘŜƭΣέ 

thus, a brush with a greater unit of sociality precipitates a loss of rational self-consciousness. The Swede 

moves from disregard to hatred as Scully struggles to reassure him. This brings us to the EŀǎǘŜǊƴŜǊΩǎ 

second theoryτthat ƻŦ ǎƻŎƛŀƭ ŎǳƭǇŀōƛƭƛǘȅ ŦƻǊ ǘƘŜ {ǿŜŘŜΩǎ ŘŜŀǘƘ ǿƘƛŎƘ ƛǎ ŀƭǎƻ ŜƭǳŎƛŘŀǘŜŘ ŀǎ ǘǊǳŜ ǿƘŜƴ ǿŜ 

ŎƻƴǎƛŘŜǊ ǘƘŜ {ǿŜŘŜΩǎ ƳŜǘŀƳƻǊǇƘƻǎƛǎ ŦǊƻƳ ŀ ǎȅƳōƻƭ ƻŦ ǘƘŜ ƎŜƴŜǊƛŎ !ƳŜǊƛŎŀƴ ŎǳƭǘǳǊŜ ǘƻ ŀ ǎǇŜŎƛŦƛŎ 

representative component of that culture that enacts an identity discourse appropriate to his 

perception of his surroundings. This performance gets under way as he returns to the front room after 

the above described chat. 

 Upon their return, Scully is even more deferential toward the Swede, who apparently 

understands that his threat of leaving puts Scully in a difficult position. He exhibits a new attitude of 

dominance over the hotel. Crane writes: 

     The Swede began to talk; he talked arrogantly, profanely, angrily.    

    Johnnie, the cowboy, and the Easterner maintained a morose silence, while old  Scully  

  appeared to be receptive and eager, breaking in constantly with sympathetic   
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  ejaculations. Finally the Swede announced that he was thirsty. He moved in his chair,  

  and said that he would go for a drink of water.  

     ΨLΩƭƭ Ǝƛǘ ƛǘ ŦƻǊ ȅƻǳΣΩ ŎǊƛŜŘ {Ŏǳƭƭȅ ŀǘ ƻƴŎŜΣ 

     ΨbƻΣΩ ǎŀƛŘ ǘƘŜ {ǿŜŘŜΣ ŎƻƴǘŜƳǇǘǳƻǳǎƭȅ. άLΩƭƭ ƎŜǘ ƛǘ ŦƻǊ ƳȅǎŜƭŦΦΩ  IŜ ŀǊƻǎŜ ǿƛǘƘ ǘƘŜ ŀƛǊ ƻŦ  

  an owner off into the executive parts of the hotel. ( 336)  

The modulation of point of view here is subtle yet momentous. The narration has never been tightly 

associated with the mind of the Swede. 9ŀǊƭƛŜǊΣ ǿƛǘƘΣ άIŜ ǊŜǎŜƳōƭŜŘ ŀ ōŀŘƭȅ ŦǊƛƎƘǘŜƴŜŘ ƳŀƴΣέ ŦƻǊ 

ŜȄŀƳǇƭŜΣ ǿŜ ƎŜǘ ŀƴ ŀŎŎƻǳƴǘƛƴƎ ƻŦ ǘƘŜ {ǿŜŘŜΩǎ ƳƻǘƛǾŀǘƛƻƴǎ ŦƛƭǘŜǊŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ƘƻǘŜƭ ŎǳƭǘǳǊŜ. With the 

glass of water exchange, the perceptual politics have shifted. The point of view delves further into 

ǎǇŜŎǳƭŀǘƛƻƴ ƻŦ ǘƘŜ {ǿŜŘŜΩǎ ƳŜƴǘŀƭ ǎǘŀǘŜΣ ŀƴŘ ǘƘŜ ƴŀǊǊŀǘƛƻƴ ƻŦ Ƙƛǎ ŦŜŜƭƛƴƎǎ ōŜŎƻƳŜǎ ƳƻǊŜ ŘƛǊŜŎǘ. Where 

Ƙƛǎ ŀǇǇŜŀǊŀƴŎŜ ƻƴŎŜ άǊŜǎŜƳōƭŜŘέ ŀ ŦǊƛƎƘǘŜƴŜŘ ƳŀƴΣ ƘŜ ƴow plainly manifests contempt. His speech 

does not appear or sound arrogant, profane, and angry. These are direct adverbs describing the manner 

in which he speaks. The trepidation we have previously observed in the Swede is replaced by aggressive 

self-declaration. Resolutely reading hospitality as subterfuge, he evidently feels entitled to mount a 

performance as a Western tough.  

 {ŎǳƭƭȅΩǎ ŎƻƴǘƛƴǳŜŘ ǇŀǎǎƛǾƛǘȅΣ ƳŜŀƴǿƘƛƭŜΣ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ǎǳŎŎŜǎǎ ƻŦ ǘƘŜ {ǿŜŘŜΩǎ ōǳƭƭȅ 

performance. As their frustrations mounǘΣ ŀƴŘ {ŎǳƭƭȅΩǎ ŘŜǎǇŜǊŀǘƛƻƴ ǘƻ ōŜ ǎŜŜƴ ŀǎ ŀ Ǌŀǘƛƻƴŀƭ ŎƛǘƛȊŜƴ 

entrepreneur in a rising urban hub escalates, the Swede becomes the discursive owner of the hotel. The 

ǎȅƳōƻƭ ƻŦ ŀ ƎŜƴŜǊƛŎ ŀǳŘƛŜƴŎŜ ƴƻǿ ǎŜŜƪǎ ǘƻ ǘŀƪŜ ǳǇ ŀ ǊƻƭŜ ŀǎ ŀ άǎŜƭŦ-made man.έ Craving reciprocity 

from him, Scully shows increasing willingness to serve as his audience, to take him as the man he 

portrays. His version of the self-made man, however, is a reflexive rehearsal of a rugged, belligerent, 

independent bully which the Swede imagines as a livable Western identity. This execution of identity, 

which reduces the others to receptacles of his performance, will escalate their rage and increase the 

real element of danger. When the Swede catches Johnnie cheating at the second game of High-Five, the 

aggressive self-ŘŜŦƛƴƛǘƛƻƴ ƛƴ Ƙƛǎ ŎƘŀƭƭŜƴƎŜ ǘƻ ǘƘŜ ŎƘŜŀǘŜǊΣ ά¸Ŝǎ ŦƛƎƘǘΗ LΩƭƭ ǎƘƻǿ ȅƻǳ ǿƘŀǘ ƪƛƴŘ ƻŦ Ƴŀƴ L ŀƳΗ 

LΩƭƭ ǎƘƻǿ ȅƻǳ ǿƘƻ ȅƻǳ ǿŀƴǘ ǘƻ ŦƛƎƘǘΗ aŀȅōŜ ȅƻǳ ǘƘƛƴƪ L ŎŀƴΩǘ ŦƛƎƘǘΗέ ό/ǊŀƴŜ 341), reveals that he seeks 

control over their interpretation of his masculinity and identity. What he fails to comprehend is the 

power of their concern for being looked upon and judged in a manner inconsistent with the 

performance they put forth.  
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 The cowboy elucidates a deep local concern for interpretive reciprocity in his response to the 

9ŀǎǘŜǊƴŜǊΩǎ ŘƛƳŜ ƴƻǾŜƭ ǘƘŜƻǊȅΥ 

  άIŜ ŀƛƴΩǘ ƴƻ {ǿŜŘŜΣέ ǎŀƛŘ ǘƘŜ ŎƻǿōƻȅΣ ǎŎƻǊƴŦǳƭƭȅΦ  

  ά²Ŝƭƭ ǿƘŀǘ ƛǎ ƘŜ ǘƘŜƴΚέ ŎǊƛŜŘ WƻƘƴƴƛŜ. ά²Ƙŀǘ ƛǎ ƘŜ ǘƘŜƴΚέ 

   άLǘΩǎ Ƴȅ ƻǇƛƴƛƻƴΣέ reǇƭƛŜŘ ǘƘŜ Ŏƻǿōƻȅ ŘŜƭƛōŜǊŀǘŜƭȅΣ άƘŜΩǎ ǎƻƳŜ ƪƛƴŘ ƻŦ Dutchman.έ It  

  was a venerable custom of the country to entitle as Swedes all light-haired men who  

  spoke with a heavy tongue. In consequence the idea of the cowboy was not without its  

  daring.  ά¸Ŝǎ ǎƛǊΣέ ƘŜ ǊŜǇŜŀǘŜŘ ƛǘΩǎ Ƴȅ ƻǇƛƴƛƻƴ ǘƘƛǎ ŦŜƭƭƻǿ ƛǎ ǎƻƳŜ ƪƛƴŘ ƻŦ 5ǳǘŎhman.έ  

  άWellΣ ƘŜ ǎŀȅǎ ƘŜΩǎ ŀ {ǿŜŘŜΣ ŀƴȅƘƻǿΣέ muttered Johnnie, sulkily. (335) 

¢ƘŜ ǇƘǊŀǎŜ άǎƻƳŜ ƪƛƴŘ ƻŦ 5ǳǘŎƘƳŀƴέ ǳƴŘŜǊǎŎƻǊŜǎ ǘƘŜ ǊŀƴŘƻƳ ŎƘƻƛŎŜ ƻŦ ǘƘƛǎ ǾŀƎǳŜ ƭŀōŜƭ ǇǊŜǎŜƴǘŜŘ ŀǎ ƛŦ 

it were a thoroughly considered, rational opinion. The cowboy knows, however, that the Swede has not 

given Scully, or any of them, their normal due as representatives of their identity types. Thus, he makes 

the daring move of discursive retaliation. He will not give the Swede the customary benefit of a trusting 

ŀǳŘƛŜƴŎŜΦ WƻƘƴƴƛŜΩǎ response further indicates what is expected in the exchange of identity 

performances. LŦ ƘŜ ǎŀȅǎ ƘŜΩǎ ŀ {ǿŜŘŜΣ WƻƘƴƴƛŜ ŎŀƴΩǘ ƛƳŀƎƛƴŜ ǘƘŀǘ ǘƘŜǊŜΩǎ ŀƴȅǘƘƛƴƎ ǘƻ ōŜ ŘƻƴŜ ŀōƻǳǘ ƛǘ. 

So when the Easterner identifies dime novels as the particular genre the Swede imposes upon them, he 

concretizes their sense of interpretive violence inflicted on this social location. The fact that Johnnie 

actually cheats according to the Easterner is subordinate to the fact that the Swede is looking for a 

cause to fight. After the fight, the Swede gloats thinking he has proven himself their superior in the 

ǘǊŀŘƛǘƛƻƴ ƻŦ ǘƘŜ ŘƛƳŜ ƴƻǾŜƭ ŀŘǾŜƴǘǳǊŜǊΣ ŀƴŘ ǎǘǊǳǘǎ ƻŦŦ  ōǊŀƎƎƛƴƎ ǘƻ ǎŀƭƻƻƴ ǇŀǘǊƻƴǎ ǘƘŀǘ ƘŜΩǎ ƧǳǎǘΣ 

άǘƘǳƳǇŜŘ ǘƘŜ ǎƻǳƭέ ƻǳǘ ƻŦ ǘƘŜƛǊ ƴŜƛƎƘōƻǊ. The victims of his discursive attack, however, are first held 

accountable for their complicity in it. 

  bƻǘƛŎŜ ǘƘŜ ƛƳǇƻǊǘŀƴǘ ŜƳŜǊƎŜƴŎŜ ƻŦ ŀ ǿƻƳŀƴΩǎ ƎŀȊŜ ŀŦǘŜǊ WƻƘƴƴƛŜΩǎ ƘǳƳƛƭƛŀǘƛƴƎ ōŜŀǘƛƴƎ. During 

ƘŜǊ ōǊƛŜŦ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ ǎǘƻǊȅΩǎ ǇǊƛƴŎƛǇŀƭǎΣ άǘƘŜ ƳƻǘƘŜǊ ǎǘǊŀƛƎƘǘŜƴŜŘ ƘŜǊǎŜƭŦ ŀƴŘ ŦƛȄŜŘ ƻƭŘ Scully 

with an eye of stern reproach. Ψ{ƘŀƳŜ ōŜ ǳǇƻƴ ȅƻǳ ΗΩ ǎƘŜ ŎǊƛŜŘ. Ψ¸ƻǳǊ ƻǿƴ ǎƻƴΣ ǘƻƻ. Shame be upon 

ȅƻǳΗΩέ ό/ǊŀƴŜ 346). Scully indeed is ashamed. He reached such a point of vexation with the Swede that 

he abandoned his passionate principles of hospitality. He gives no argument in defense of this 

disintegration. ¢ƘŜ ǿƻƳŀƴ ǿƘƻ ǎǇŜŀƪǎΣ ǘƘƻǳƎƘΣ ƛǎ ŜȄǘŜǊƴŀƭ ǘƻ ǘƘŜ ƳŀǎŎǳƭƛƴŜ ŎƻƴǘŜȄǘ ƻŦ {ŎǳƭƭȅΩǎ ƛŘŜƴǘƛǘȅ 

performance. ¢ƘŜ άƳƻǘƘŜǊέ Ŏŀƴ ǎŜŜ ŀ ŎŜǊǘŀƛƴ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ōƛƎƎŜǊ ǇƛŎǘǳǊŜ. She can recognize lack in 
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ScullȅΩǎ ƘƻǎǇƛǘŀble innkeeper performance, but ŀǎ ŀ ǿƻƳŀƴ ǎƘŜ ƛǎ ŦǊŜŜ ƻŦ ŀƴȅ ǎǘŀƪŜ ƛƴ ǘƘŜ {ǿŜŘŜΩǎ 

denial of interpretive reciprocity. Consequently, the shame she bestows is the spectral judgment of the 

distant and imagined society that the Swede ahs represented at other points in the story. The generic, 

undeveloped quality of this feminine character reveals that the shame at hand is more in the minds of 

men like Scully. It is a haunting internal fear of being judged wanting by the distant, dispassionate social 

cƻƴƎƭƻƳŜǊŀǘŜ ŀǎ ǎǳŎƘ ƳŜƴ ǇŜǊŦƻǊƳ ŎƻƴǎǳƳŀōƭŜ ƳŀǎŎǳƭƛƴƛǘƛŜǎ ƭƛƪŜ ǘƘŜ άǎŜƭŦ-ƳŀŘŜ ƳŀƴΣέ ǘƘŜ άŎƻǿōƻȅΣέ 

ŀƴŘ ǘƘŜ ά9ŀǎǘŜǊƴŜǊΦέ !ŦǘŜǊ ǘƘŜ ŦƛƎƘǘΣ ǘƘŜ άƳƻǘƘŜǊέ ƭƻƻƪǎ ǳǇƻƴ {Ŏǳƭƭȅ ŀƴŘ ƳŀǊƪǎ ŀ ƎŀǇ ōŜǘǿŜŜƴ ǘƘŜ 

civilized image of this hotel, consistent with the performance of a self-ƳŀŘŜ CǊŀƴƪƭƛƴƛŀƴ άǘǊŀŘŜǎƳŀƴΣέ 

and the reality of his behavior.   

 At any point, however, the development of this gap could have been diffused by an avowal of 

the politics of performance, and an admission of the slow developmental process by which 

performativity reconfigures material reality. Instead, the hotel denizens amplify their role-playing to the 

point at which their defensiveness blossoms into a theatrical fist fight. Had they admitted the one 

characteristic that makes the Palace Hotel vaguely like the Western cliché that the Swede imagines, 

ƴŀƳŜƭȅ ǘƘŜ ŦŀŎǘ ǘƘŀǘ WƻƘƴƴƛŜ ƛǎ ƪƴƻǿƴ ǘƻ ŎƘŜŀǘ ŀǘ ŎŀǊŘǎΣ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ CǘΦ wƻƳǇŜǊΩǎ ŘŜǾŜƭƻǇƳŜƴǘ 

toward the more civilized construct to which the hotel aspires could have been maintained as a work-in-

prƻƎǊŜǎǎΣ ŀƴŘ ǘƘŜ {ǿŜŘŜΩǎ ǊŜŦǳǎŀƭ ƻŦ ƛƴǘŜǊǇǊŜǘƛǾŜ ǊŜŎƛǇǊƻŎƛǘȅ ŘƛǎƳƛǎǎŜŘ ŀǎ ŀōŜǊǊŀƴǘ. In other words, 

shame inheres in the presumption that one should already, prior to the advent of self-conscious identity 

performance, be the thing that one wishes to become. Attempting to hide performativity, draws 

attention to it. The hotel culture, however, partially preserves its performative integrity through one 

crucial gesture made by Scully. 

 The Swede first offers Scully payment in section three when Scully has followed him to his room 

to talk him out of leaving: 

     ά¸ƻǳ ŘƻƴΩǘ ƻǿŜ ƳŜ ŀƴȅǘƘƛƴΩΣέ said the old man, angrily. 

     ά¸Ŝǎ L ŘƻΣέ reported the Swede. He took seventy-five cents from his    

  pocket and tendered it to Scully; but the latter snapped his fingers in disdainful refusal.  

  However, it happened that they both stood gazing in a strange fashion at the three silver 

  ǇƛŜŎŜǎ ƻƴ ǘƘŜ {ǿŜŘŜΩǎ ƻǇŜƴ ǇŀƭƳΦ 
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     άLΩƭƭ ƴƻǘ ǘŀƪŜ ȅƻǳǊ ƳƻƴŜȅΣέ ǎŀƛŘ {Ŏǳƭƭȅ ŀǘ ƭŀǎǘΣ άbƻǘ ŀŦǘŜǊ ǿƘŀǘΩǎ ōŜŜƴ ƎƻƛƴΩ   

  ƻƴ ƘŜǊŜΦέ (Crane 333) 

²ƛǘƘ ǘƘŜ ǿƻǊŘǎ άŀǘ ƭŀǎǘέ /ǊŀƴŜ ƛŘŜƴǘƛŦƛŜǎ ǘƘƛǎ ŀŎǘ ƻŦ ƭƻƻƪƛƴƎ ŀǎ ǇǊƻǘǊŀŎǘŜŘ ŀƴŘ ǎŜǊƛƻǳǎ. Here two men 

look upon the same objects, and see them the same way. The blizzard makes leaving impractical, and 

one wonders for what the Swede intends to pay. Granted, he has had one meal at the hotel, but he has 

not spent the night there, and if he genuinely feels his life has been threatened, then his sense of fiscal 

propriety seems misplaced. On the other hand, Scully might well feel justified in taking it if the man 

actually means to leave. Scully has fed him, offered him a wash basin, and tolerated the needling of his 

son and guests. {ŎǳƭƭȅΣ ƘƻǿŜǾŜǊΣ Ƴŀȅ ǊŜŀƭƛȊŜ ǘƘŜ {ǿŜŘŜΩǎ ƛƴǘŜƴǘ ŘǳǊƛƴƎ ǘƘƛǎ ƭƻƴƎ ǎƛƭŜƴǘ ƎŀȊŜ ŀǘ ǘƘŜ Ŏƻƛƴǎ. 

The Swede means to buy something that is not sold at the Palace Hotel: the romantic danger of dime 

novels. The best evidence for this is the fact that he does ultimately leave the hotel after the fight with 

Johnnie, and finds an establishment where he can be more easily accommodated. At this point in 

section three, he has partially fulfilled his consumerist desire for a brush with treacherous surroundings, 

and offers seventy-five cents as payment just as he would expect to pay for a dime novel that turned 

out unsatisfying. {ŎǳƭƭȅΩǎ ǊŜŦǳǎŀƭ ǎǳƎƎŜsts he understands the developing discursive struggle. He will not 

accept payment for this imposed interpretation of his self-construction.  

 The image of money surfaces twice more in the story. The Swede appears on the hotel stairs and 

descends from his room to make his final departure. /ǊŀƴŜ ǿǊƛǘŜǎΣ άIƛǎ ŜƴǘǊŀƴŎŜ ǿŀǎ ƳŀŘŜ ǘƘŜŀǘǊƛŎέ 

(346). This use of the passive voice begs the question: by whom?  Neither side can be excused from this 

making of the theatric given that every theater requires both performers and audience to complete an 

exchange of representation. Before making his exit, the Swede hostilely returns to the issue of payment, 

άΨL ǎΩǇƻǎŜ ȅƻǳΩƭƭ ǘŜƭƭ ƳŜ ƴƻǿ Ƙƻǿ ƳǳŎƘ L ƻǿŜ ȅƻǳΚΩ  ¢ƘŜ ƻƭŘ Ƴŀƴ ǊŜƳŀƛƴŜŘ ǎǘƻƭƛŘ. Ψ¸ƻǳ ŘƻƴΩǘ ƻǿŜ ƳŜ 

ƴƻǘƘƛƴΩέ ό/ǊŀƴŜ 347). TƘŜ {ǿŜŘŜ ŜȄǇǊŜǎǎŜǎ ǎƘƻŎƪ ōǳǘ Ŧƛƴŀƭƭȅ ŎƻƳŜǎ ǊŜǎǇƻƴŘǎΣ άL ƎǳŜǎǎ ȅƻǳΩǊŜ ǊƛƎƘǘΣ L 

ƎǳŜǎǎ ƛŦ ƛǘ ǿŀǎ ŀƴȅ ǿŀȅ ŀǘ ŀƭƭΣ ȅƻǳΩŘ ƻǿŜ ƳŜ ǎƻƳŜǘƘƛƴΩ. ThŀǘΩǎ ǿƘŀǘ L ƎǳŜǎǎέ ό/ǊŀƴŜ 347). This 

ƘȅǇƻǘƘŜǘƛŎŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴΣ άLŦ ƛǘ ǿŀǎ ŀƴȅ ǿŀȅ ŀǘ ŀƭƭ Φ Φ Φέ ƛǎ ŘǳƳōŦƻǳƴŘƛƴƎ. It must be some way. That is, 

unless the Swede conceives of the exchange of performative self-inventions to utterly substitute 

pretense for reality rather than to serve as a liberatory modality for the creation of livable identities.  

 The payment, to the Swede, is mere form. He would deserve more adventure for his money, if it 

ǿŜǊŜ Ϧŀƴȅ ǿŀȅ ŀǘ ŀƭƭΣέ ōǳǘ ǎƛƴŎŜ ŜǾŜǊȅǘƘƛƴƎ ƛǎ ǇǊŜǘŜƴŘ ǘƻ ƘƛƳΣ ƘŜ ƳŀƪŜǎ ǘƘŜ ǎǘŀƴŘŀǊŘΣ ȅŜǘ ŜƳǇǘȅΣ ƻŦŦŜǊ 
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of payment. {ŎǳƭƭȅΩǎ ǊŜƧŜŎǘƛƻƴΣ ƘƻǿŜǾŜǊΣ ƛƴŘƛŎŀǘŜǎ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǇǊŜǘŜƴŘ ŀǎ ŀ Ǉroducer of 

material reality. He cannot take money for a service inconsistent with his self-construction and remain 

committed to it as a livable identity. As soon as the Swede ventures out into the blizzard, having 

ŜȄƘŀǳǎǘŜŘ ǘƘŜ ǇŀǘƛŜƴŎŜ ƻŦ ǘƘŜ ƘƻǘŜƭΩǎ ŘƛǎŎourse community, and evidently finding it inadequate to his 

purpose, his money is quickly accepted. When the Swede buys a drink at the saloon, Crane effectively 

ȊƻƻƳǎ ƛƴ ƻƴ ǘƘŜ άƘighly nickelled cash-ƳŀŎƘƛƴŜέ όопфύ. Itǎ ŦǳƴŎǘƛƻƴ ƛǎ ŎŀǊŜŦǳƭƭȅ ŘŜǘŀƛƭŜŘΣ ά ! bell rang; a 

ŎŀǊŘ ƭŀōŜƭŜŘ Ψнл ŎǘǎΦΩ ƘŀŘ ŀǇǇŜŀǊŜŘέ ό/ǊŀƴŜ  опфύ. A prized and shiny feature of this new context is the 

machine which takes an account of what is owed to whom.  

 The Swede commences bragging about the beating he gave Johnnie, and attempts to compel 

saloon patrons to drink with him. Having proven himself in a fight, he believes himself a respected force 

in a wild West milieu. He then quickly meets his death Crane writes: 

  The Swede had grasped the gambler frenziedly at the throat, and was dragging him from 

  his chair. The other men sprang up. The barkeeper dashed around the corner of his bar.  

 There was a great tumult, and then was seen a long blade in the hand of the gambler. It  

 shot forward, and a human body, this citadel of virtue, wisdom, power, was pierced as   

 easily as if it had been a melon. The Swede fell with a cry of supreme astonishment.   

 (352)  

The Swede who, until now, has thought that sentient beings were available for molding to the purpose 

of his greater entertainment cries in astonishment as this material world of material performance rises 

ǳǇ ŀƎŀƛƴǎǘ Ƙƛǎ ǘȅǊŀƴƴȅΦ 5ŜǎŎǊƛōƛƴƎ ǘƘŜ ƘǳƳŀƴ ōƻŘȅ ŀǎ ŀ άŎƛǘŀŘŜƭ ƻŦ ǾƛǊǘǳŜΣ ǿƛǎŘƻƳΣ ǇƻǿŜǊΣέ emphasizes 

the inviolable quality of consciousness which holds the potential for rational development. ¢ƘŜ {ǿŜŘŜΩǎ 

refusal to acknowledge this core value with respect to fellow citizens, reduces him to the status 

afforded an unthinking melon.  

 Inasmuch as the Swede functions as a symbol of a culture that expects reality to be consumable 

and respoƴǎƛǾŜ ǘƻ ŎƻƴǎǳƳŜǊ ŘŜƳŀƴŘǎΣ ά¢ƘŜ .ƭǳŜ IƻǘŜƭέ ǎǳƎƎŜǎǘǎ ŀ ǇƻǎǎƛōƭŜ ŎƻƴǎŜǉǳŜƴŎŜ ŦƻǊ ǘƘŀǘ 

society. This environment that values with the response of a consumerist audience more than the 

contemplative rational determination of self, renders individuals an unconscious vessel of market 

trends. Thus the Swede, as a specific unit of the consumerist culture, unwittingly engineers his death 

because treacherous surroundings are the current stock-in-trade of the entertainment culture in which 
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he is immersed. This assertiƻƴ ƛǎ ōƻƭǎǘŜǊŜŘ ōȅ ǘƘŜ ŎƘƛƭƭƛƴƎ Ŧƛƴŀƭ ƛƳǇǊŜǎǎƛƻƴ ŦǊƻƳ ǘƘŜ {ǿŜŘŜΩǎ ǾŀƴǘŀƎŜ 

ǇƻƛƴǘΣ ά¢ƘŜ ŎƻǊǇǎŜ ƻŦ ǘƘŜ {ǿŜŘŜΣ ŀƭƻƴŜ ƛƴ ǘƘŜ ǎŀƭƻƻƴΣ ƘŀŘ ƛǘǎ ŜȅŜǎ ŦƛȄŜŘ ǳǇƻƴ ŀ ŘǊŜŀŘŦǳƭ ƭŜƎŜƴŘ ǘƘŀǘ 

dwelt atop of the cash-ƳŀŎƘƛƴŜΤ Ψ¢Ƙƛǎ ǊŜƎƛǎǘŜǊǎ ǘƘŜ ŀƳƻǳƴǘ ƻŦ ȅƻǳǊ ǇǳǊŎƘŀǎŜΩέ ό/Ǌane 352). As a society 

in which the rights of citizenship remain bitterly contested and arbitrarily truncated, America, catheter 

in the character of the Swede, brings about its own destruction by coming into a local scene of civic self-

construction and usurping the consciousness it finds there. In short, the Swede came looking to inflict 

perceptual violence on others and the cost is his material existence. The individual ceases to exist if 

performance is reflexive rather than rational. 

 This indictment of the Swede as a colonizing force upon the civic consciousnesses of the 

ŎƘŀǊŀŎǘŜǊǎ ƘŜ ŦƛƴŘǎ ƛƴ CǘΦ wƻƳǇŜǊ ƛǎΣ ƘƻǿŜǾŜǊΣ ƻƴƭȅ ǇŀǊǘ ƻŦ ǘƘŜ ǎǘƻǊȅΩǎ ƳŜǎǎŀƎŜ. As indicated earlier, a 

ƪŜȅ ŀǊƎǳƳŜƴǘ ƻŦ ǘƘƛǎ ǊŜŀŘƛƴƎ ƛǎ ǘƘŀǘ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ ŘƛƳŜ ƴƻǾŜƭ ǘƘŜƻǊȅ ŀƴŘ Ƙƛǎ ǎƻŎial complicity theory 

interlock, and that the truth of the former guarantees the accuracy of the latter. The Swede functions 

both as a symbol of the broad American culture and as a specific instantiation of that culture. The 

movement of society in general, ǘƘŜƴΣ ƛǎ ǘƘŜ άƘǳƳŀƴ ƳƻǾŜƳŜƴǘέ ƻŦ ǿƘƛŎƘ ǘƘŜ ƎŀƳōƭŜǊ ǿƘƻ ǎǘŀōǎ ǘƘŜ 

{ǿŜŘŜ ƛǎ ǘƘŜ άŀǇŜȄΣέ ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ 9ŀǎǘŜǊƴŜǊΩǎ Ǉƻǎǘ-mortem analysis. The Easterner notices the local 

responsibility of each of the principal characters as constituent elements of the same culture the Swede 

symbolizes. In their zeal to be looked upon, and read in a particular way, by the larger culture, the local 

men neglected to turn a critical eye toward the cultural conglomerate they themselves are charged with 

constructing as citizens of democracy. ¢ƘŜǎŜ ŎƻƴŘƛǘƛƻƴǎ ƎŜƴŜǊŀǘŜ /ǊŀƴŜΩǎ ǇǊƛƳŀǊȅ ƳŜǎǎŀƎŜ ŀōƻǳǘ 

ǇŜǊǎǇŜŎǘƛǾŜ ǿƘŜƴ ǳƴŘŜǊǎǘƻƻŘ ǘƘǊƻǳƎƘ ǘƘŜ ǇƘŜƴƻƳŜƴƻƴ ƻŦ WƻƘƴƴƛŜΩǎ ŎƘŜŀǘƛƴƎΣ ŀƴŘ ǘƘŜ ŦŀƳƻǳǎ ƛƳŀƎŜ ƻŦ 

άǘƘŜ ǎǇŀŎŜ ƭƻǎǘ ōǳƭōΣέ ǘƘǊƻǳƎƘ ǿƘƛŎƘ /ǊŀƴŜ ŘŜǎŎǊƛōŜǎ ǘƘŜ ƎǊŀƴŘƭȅ ƛƴŘƛŦŦŜǊŜƴǘΣ ŀƳƻǊŀƭΣ ǇŜǊspective of the 

distant universe surrounding the earth. WƻƘƴƴƛŜΩǎ ŎƘŜŀǘƛƴƎ ƛǎ ǘƘŜ ǇǊƛƳŀǊȅ ǇƛŜŎŜ ƻŦ ŜǾƛŘŜƴŎŜ ƻŦŦŜǊŜŘ ōȅ 

ǘƘŜ 9ŀǎǘŜǊƴŜǊ ƛƴ Ƙƛǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘΣ ά¢Ƙƛǎ ǇƻƻǊ ƎŀƳōƭŜǊ ƛǎƴΩǘ ŜǾŜƴ ŀ ƴƻǳƴ. He is a kind of adverb. Every 

sin is the result of a collaboration. We five of us, have collaborated in thŜ ƳǳǊŘŜǊ ƻŦ ǘƘƛǎ {ǿŜŘŜέ ό/ǊŀƴŜ 

354). The five, thus, must be considered as a source of local responsibility for a national cultural 

condition. 

 As an adverb the gambler marks the character of the action, but neither its planning, nor even 

its execution. The Easterner is moved, however, to recognize himself as one of five collaborators 

ōŜŎŀǳǎŜΣ άWƻƘƴƴƛŜ ǿŀǎ ŎƘŜŀǘƛƴƎ. I saw him. I know it. I saw him. And I refused to stand up and be a man. 
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I let the Swede fight it oǳǘ ŀƭƻƴŜέ ό353-54). But why, if the Swede was so complicit in his death as to 

project endless imagined villainy onto his host and fellow travelers, should it matter so much at the end 

that Johnnie was guilty of the offense for which he received a solid beating anyway?  Ultimately the 

issue is one of what was seen and by whom.  

 The surprise ending revealing that Johnnie did in fact cheat situates the reader in an interesting 

relationship to the culpability theory. It is a fact that we too have missed. In alƭ ƭƛƪŜƭƛƘƻƻŘΣ ǘƘŜ ƳƛƴŘΩǎ 

eye of the reader has been firmly fixed on the Swede, along with the locally generated gaze of the 

ǎǘƻǊȅΩǎ ƴŀǊǊŀǘƛǾŜ ŎŜƴǘŜǊ ƻŦ ŎƻƴǎŎƛƻǳǎƴŜǎǎΣ ŜȄŎŜǇǘ ŦƻǊ ǘƘŜ ƻŎŎŀǎƛƻƴŀƭ ƳƻŘǳƭŀǘƛƻƴǎ ƻŦ Ǉƻƛƴǘ ƻŦ ǾƛŜǿ 

allowing for visual details from tƘŜ {ǿŜŘŜΩǎ ǇŜǊǎǇŜŎǘƛǾŜ. This occurs when we are situated to see 

ǘƘǊƻǳƎƘ ǘƘŜ ŎƻǊǇǎŜΩǎ ŜȅŜǎ ŀƴŘ ƎŀȊŜ ǳǇƻƴ ǘƘŜ ƭŜƎŜƴŘ ƻŦ ǘƘŜ ŎŀǎƘ ǊŜƎƛǎǘŜǊ. Another such modulation 

occurs when the group of men is guided into the blue hotel and the front room is first surveyed. The 

first scene within the hotel walls prefigures the coming conflict: 

  .ŜǎƛŘŜ ǘƘŜ ǎǘƻǾŜ {ŎǳƭƭȅΩǎ ǎƻƴ WƻƘƴƴƛŜ ǿŀǎ ǇƭŀȅƛƴƎ IƛƎƘ-Five with an old farmer who had  

  whiskers both grey and sandy. They were quarrelling. Frequently the old farmer turned  

 his face toward a box of sawdust-- colored brown from tobacco juice-- that was behind   

 the stove, and spat with an air of great impatience and irritation. With a loud flourish of  

 words Scully destroyed the game of cards, and bustled his son upstairs with part of the   

 baggage of the new guests. (Crane  326)  

The setting is established with a tension beneath the surface away from which principal characters, in 

this case Scully, direct our attention. As in mystery novels, the story is structured to deflect attention 

from the most crucial details and direct it toward false clues.  

 This tense effect is amplified by the gritty detail of the sawdust, browned by tobacco spittle 

ŀƳƻƴƎ ǘƘŜ ǊƻƻƳΩǎ ŦǳǊƴƛǎƘƛƴƎǎ. Here Crane allows something of the stereotypical roughness of a 

western setting to supersede the impression Scully would have his guests extract. If any of the guests 

happened to listen or look more intently than the others in the brief moment before Scully destroys the 

game, might he not have discovered the cause of the quarrel between Johnnie and the farmer?  And 

failing that observation, would the fact that Johnnie had already quarreled with another card player not 

ƛƳǇŀŎǘ ǘƘŜ ŎƻƳƳǳƴƛǘȅΩǎ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘ ŦǳǘǳǊŜ ƎŀƳŜǎ ǿƛǘƘ ƘƛƳΚ   Lǘ ƛǎ ǊŜŀǎƻƴŀōƭŜ ǘƻ ǎǳǇǇƻǎŜ ǘƘat the 

Swede, as a reader of dime novels, attends to these details that develop rather than merely advance the 
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plot. Although he must rely on the most superficial features of the context to see the hotel as a 

stereotypical Western setting, this glimmer of dime novel ambiance reveals the culpability of our hotel 

denizens. The hotel culture forgets that it is responsible for a kernel of truth in the image of itself 

gathered by the external culture. Obsessed with the gaze of their audience, they let themselves be 

ƳŀƴƛǇǳƭŀǘŜŘ ōȅ ǘƘŜ {ǿŜŘŜΩǎ ƛƳǇƻǎŜŘ ƴŀǊǊŀǘƛǾŜ ǊŀǘƘŜǊ ǘƘŀƴ ōȅ ǘƘŜƛǊ ƻǿƴ Ǌŀǘƛƻƴŀƭ ŎƻƴǎŎƛƻǳǎƴŜǎǎ. {ŎǳƭƭȅΩǎ 

shame that his hotel may be a little rough around the edges with a box full of sawdust and spittle 

lurking behind the stove, and a son with a vexatious propensity to cheat in fun, obscures his 

performance of the hospitable tradesman. The culture that convenes at the Palace is so consumed with 

being looked upon by the Swede, attempting to derail his oppressive interpretations, that its 

constituents never represent themselves enough to cohere into a rational local unit. Shame paralyzes 

their efforts of self-ŎƻƴǎǘǊǳŎǘƛƻƴΦ /ǊŀƴŜΩǎ ƳŜŘƛǘŀǘƛƻƴǎ ƻŦŦŜǊ ŀ ǿŀȅ ƻŦ ǊŜǾŜǊǎƛƴƎ ǘƘƛǎ ƘǳƳŀƴ ƳƻǾŜƳŜƴǘΣ 

which finds its apex in our adverbial gambler, consisting of a regard for perspective, and a resolute 

espousal of a perspective as an independent rational self in the Franklinian mold. 

 When the Swede departs the blue hotel and enters the unforgiving natural force of the blizzard 

that has kept the hotel culture united against the surrounding elements, Crane adjusts point of view 

enough to speak for a nebulous sibylline humanity without leaving what our now lone Swede can see 

and understand. Crane writes: 

  We picture the world as thick with conquering and elate humanity, but here, with the  

  bugles of tempest pealing, it was hard to imagine a peopled earth. One viewed the  

  existence of man then as a marvel, and conceded a glamour of wonder to these lice  

  which were caused to cling to a whirling, fire-smitten, ice-locked, disease-stricken, space 

  lost bulb. (348) 

Here we find a cold distant characterization of humanity in a simile that seems ludicrous to the reader 

ŜƴǎŎƻƴŎŜŘ ǿƛǘƘƛƴ άŜƭŀǘŜ ƘǳƳŀƴƛǘȅΦέ The scale of vision which reduces us to lice offers no sympathy and 

emphasizes helplessness. ²Ŝ ŀǊŜ άƳŀŘŜ ǘƻ ŎƭƛƴƎΣέ ōȅ ǳƴǎŜŜƴ ŦƻǊŎŜǎΣ ǘƻ ŀ ǎǇŀŎŜ-lost bulb afflicted with 

blight and catastrophe. ¢ƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ƻōǎŜǊǾŀǘƛƻƴΣ ŎƻƳƛƴƎ ōŜǘǿŜŜƴ ǘƘŜ {ǿŜŘŜΩǎ ǳƴƴŜŎŜǎǎŀǊȅ 

victory at the hotel and the hubris of his assumption that he can bully anyone in the town as he heads 

for the saloon, further contributes to the interpretation that these forbidding natural conditions humble 

ŀƴŘ ƘǳƳƛƭƛŀǘŜ ƘǳƳŀƴ ōŜƛƴƎǎ ǘƘǊƻǳƎƘ /ǊŀƴŜΩǎ ƳŀƴƛǇǳƭŀǘƛƻƴ ƻŦ ǇŜǊŎŜǇǘǳŀƭ ǎŎŀƭŜ. The image provides a 
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reminder that there is always a larger, more distanced perspective even than that of the American 

society represented by the Swede. In conclusion, however, an Impressionist world view, which attends 

to the relationship of constituent details to conglomerate wholes, mitigates this pessimism. 

 Lƴ ǘƘŜ άǎǇŀŎŜ-ƭƻǎǘ ōǳƭōέ ǇŀǎǎŀƎŜΣ ǘƘŜ ǎŜƴǎŜ ƻŦ ŘƛǎǘŀƴŎŜ ŦǊƻƳ ŀ ŘǊƛŦǘƛƴƎΣ ƛƴƘƻǎǇƛǘŀōƭŜ ŜŀǊǘƘ ƛǎ 

made observable through the particularity of the blizzard with which one of its lice is faced. The lesson 

of this passage is not that the ŘƛǎǘŀƴǘΣ άƻōƧŜŎǘƛǾŜΣέ ǇŜǊǎǇŜŎǘƛǾŜ ƛǎ ƳƻǊŜ ŀŎŎǳǊŀǘŜΣ ƻǊ ŜǾŜƴ ǇƻǎǎƛōƭŜ ŦƻǊ ŀ 

context-bound human. /ƻƴǎƛŘŜǊ ǘƘŜ άƎƭŀƳƻǳǊ ƻŦ ǿƻƴŘŜǊΣέ ŀƭƻƴƎ ǿƛǘƘ ǘƘŜ ƭƛƴŜ ǘƘŀǘ Ŧƻƭƭƻǿǎ ǘƘƻǎŜ L ƘŀǾŜ 

ŀƭǊŜŀŘȅ ŎƛǘŜŘΣ ά¢ƘŜ ŎƻƴŎŜƛǘ ƻŦ Ƴŀƴ ǿŀǎ ŜȄǇƭŀƛƴŜŘ ōȅ ǘƘƛǎ ǎǘƻǊƳ ǘƻ ōŜ ǘƘŜ ǾŜǊȅ ŜƴƎƛƴŜ ƻŦ ƭƛŦŜέ ό/ǊŀƴŜ  

348). From above and afar humanity is miniscule, helpless, and blight-stricken. This perspective, though, 

is no more complete than the dime novel depiction of Western life. The broad image of humanity from 

a distant vantage point depends upon the locations and interactions among constituent points within 

that image. /ǊŀƴŜ ǳǊƎŜǎ ŦƛŘŜƭƛǘȅ ǘƻ ǿƘŀǘ Ŏŀƴ ōŜ ǎŜŜƴ ŦǊƻƳ ƻƴŜΩǎ ƭƛƳƛǘŜŘ ƭƻŎŀǘƛƻƴ ƛƴ ǎǇŀŎŜ ŀƴŘ ŎǳƭǘǳǊŜ. 

The purposeful occupation of a socially embedded vantage point better serves humanity and all its 

constituents within detailed contexts. It is this endeavor that the Easterner regrets having abandoned. 

LƴŘŜŜŘ ǘƘŜ ŎƻǿōƻȅΣ ŀƭƻƴƎ ǿƛǘƘ ǘƘŜ ƻǘƘŜǊǎΣ ŘƛŘƴΩǘ Řƻ ŀƴȅǘƘƛƴƎ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ƻōǎŜǊǾŀōƭŜ ŘŜǘŀƛƭǎΣ ŀƴŘ ǘƘƛǎ 

failure to avow what one sees is the crime for which the Easterner holds his society accountable. 
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At the Edge of the Abyss: A Case for Teaching Race and National Identity in  

±ƛŎǘƻǊ IǳƎƻΩǎ Bug-Jargal 

Timothy Gerhard, SUNY Cortland 

 

  The writers and poets of the nineteenth century have the admirable good   

 fortune of proceeding from a genesis, of arriving after an end of the world,   

 of accompanying a reappearance of light, of being the organs of a new    

 beginning. This imposes on them duties unknown to their predecessors,--   

 the duties of intentional reformers and direct civilizers.  

 --Victor Hugo, William Shakespeare 377 

 

In 2004 appeared a new English-language translation of an early work of romantic historical 

fiction by Victor Hugo, Bug-Jargal, published in 1820 as a short story and significantly revised and 

republished as a novel in 1826, just two years shy of the famous Préface de Cromwell. The translator 

and editor of this critical edition, Chris Bongie, provides a lengthy introduction and a wealth of 

diligently-researched and translated material in the appendices, all of which serves to situate the work 

historically, politically and culturally. Given a recent discussion in the PMLA of the need to widen the 

temporal and geographical scope of English-ƭŀƴƎǳŀƎŜ ǇƻǎǘŎƻƭƻƴƛŀƭ ǎǘǳŘƛŜǎ όά9ŘƛǘƻǊΩǎ /ƻƭǳƳƴέ 636-48), 

this new edition of Bug-Jargal should broaden the discussion of a work which has recently received 

renewed attention in Francophone Studies as well. Bug-Jargal should interest professors of English (and 

French) who teach courses related to the Caribbean, postcolonial studies and American studies; 

furthermore, an allegorical reading of the proposed interracial romance in the novel highlights how this 

romance portrays a transnational identity crisis which Hugo and the French experienced at the time and 

the ramifications of which persist in the Western world today.  

Bongie recognizes Bug-Jargal ŀǎ άŀƳƻƴƎ ǘƘŜ ƳƻǊŜ ǎǳōǎǘŀƴǘƛŀƭ ƴƛƴŜǘŜŜƴǘƘ-century European 

novels to have dealt with issues of race in general, and certainly the most substantial to have dealt with 

ǘƘŜ Iŀƛǘƛŀƴ wŜǾƻƭǳǘƛƻƴ ƛƴ ǇŀǊǘƛŎǳƭŀǊέ όнфύ. ²ƛǘƘ ǊŜǾƻƭǳǘƛƻƴŀǊȅ ǿŀǊŦŀǊŜ ŀǎ ǘƘŜ ōŀŎƪŘǊƻǇΣ IǳƎƻΩǎ CǊŜƴŎƘ 

ƴŀǊǊŀǘƻǊ ŘΩ!ǳǾŜǊƴŜȅ ǊŜŎƻǳƴǘǎ ǘƘŜ ǘŀƭŜ ƻŦ Ƙƛǎ ŀŘǾŜƴǘǳǊŜǎ ƛƴ {ǘΦ 5ƻƳƛƴgue to other French soldiers in 

1793; from beginning to end the novel is simultaneously a consideration of the slave uprising in St. 
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Domingue in 1791 (which marks the beginning of the Haitian Revolution) and a reflection upon the 

French Revolution. This intricate linking of the French Revolution and the question of slavery forces the 

reader to focus squarely upon the historical changes occurring in both spheres in the 1790s and on the 

ǉǳŜǎǘƛƻƴ ƻŦ ǊŀŎŜ ǿƘƛŎƘ ǇǊƻōƭŜƳŀǘƛȊŜǎ CǊŀƴŎŜΩǎ ŜƳŜǊƎƛƴƎ ƴŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅ up to and well beyond the 

writing of Bug-Jargal in the 1820s. !ŎŎƻǊŘƛƴƎ ǘƻ .ƻƴƎƛŜΣ ŀƭǘƘƻǳƎƘ IǳƎƻ άǿŀǎ reading with a vengeanceέ 

όƛǘŀƭƛŎǎ Ƙƛǎύ ŀǎ ƘŜ ǇŜǊǳǎŜŘ ƘƛǎǘƻǊƛŎŀƭ ǎƻǳǊŎŜǎ ƛƴ ǘƘŜ ǿǊƛǘƛƴƎ ƻŦ Ƙƛǎ ƴƻǾŜƭΣ άƻƴ ǘƘŜ ƭƻƻƪƻǳǘ ŦƻǊ ǿƘŀǘŜǾŜǊ 

might help him further ŀ ƴŜƎŀǘƛǾŜΣ ǇŀǊƻŘƛŎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘŜ ŜǾŜƴǘǎ ƛƴ {ŀƛƴǘ 5ƻƳƛƴƎǳŜΣέ ǘƘŜ ƴƻǾŜƭ ŀǘ 

ǘƘŜ ǎŀƳŜ ǘƛƳŜ άƛǎ ƴƻǘ όǎƛƳǇƭȅύ ŀƴ ŜȄŜƳǇƭŀǊȅ ƛƴǎǘŀƴŎŜ ƻŦ Ŏƻƭƻƴƛŀƭ ŘƛǎŎƻǳǊǎŜ ōǳǘ ƻƴŜ ǘƘŀǘ ƳŀƪŜǎ ǊƻƻƳΣ 

obliquely, for a postcolonial visionτof subaltern resistance and cultural hybridity, for instanceτto 

ǿƘƛŎƘ ƛǘ ƛǎ ƻǎǘŜƴǎƛōƭȅ ƻǇǇƻǎŜŘέ όомΣотύΦ 

   Since its publication, critics from both sides of the Atlantic have studied how Hugo represents 

the uprising of slaves in a former French colony and as yet have not arrived at a consensus as to 

whether the novel is négrophobe or négrophile; it is in fact the inability of critics to decide definitively 

on this issue that invites further discussion of the representation of race in the novel. The most well-

researched and convincing condemnaǘƛƻƴ ƻŦ IǳƎƻΩǎ ǇƻǊǘǊŀȅŀƭ ƻŦ ōƭŀŎƪ ŀƴŘ ƳƛȄŜŘ-race characters in 

Bug-Jargal is Léon-CǊŀƴœƻƛǎ IƻŦŦƳŀƴΩǎ мффс ŀǊǘƛŎƭŜΣ ά±ƛŎǘƻǊ IǳƎƻΣ ƭŜǎ ƴƻƛǊǎ Ŝǘ ƭΩŜǎŎƭŀǾŀƎŜΦέ This article, at 

once a close reading of the novel and an investigation into any reference to Blacks made by Hugo over 

the course of his career, sees the protagonist Bug-WŀǊƎŀƭ ƘƛƳǎŜƭŦ ŀǎ άƭŜ ǇƻǊǘŜ-parole des anciens colons 

Ŝǘ ŘŜ ƭŜǳǊǎ ǇŀǊǘƛǎŀƴǎέ όάǘƘŜ ǎǇƻƪŜǎƳŀƴ ƻŦ ǘƘŜ ŦƻǊƳŜǊ Ŏƻƭƻƴƛǎǘǎ ŀƴŘ ǘƘŜƛǊ ǎǳǇǇƻǊǘŜǊǎέύ όрсύ. As regards 

other important characters of color: άƭŜ ŎƘŀǳǾƛƴƛǎƳŜ ŜƳǇşŎƘŜǊŀ ǘƻǳƧƻǳǊǎ IǳƎƻ ŘŜ ǊŜƴŘǊŜ ƭŜ ƳƻƛƴŘǊŜ 

ƘƻƳƳŀƎŜ ŀǳȄ ǇǊŜƳƛŜǊǎ ŜǎŎƭŀǾŜǎ Řŀƴǎ ƭΩƘƛǎǘƻƛǊŜ ŘŜ ƭΩƘǳƳŀƴƛǘŞ Ł ǎΩşǘǊŜ ƭƛōŞǊŞǎ ǇŀǊ ƭŜǳǊǎ ǇǊƻǇǊŜǎ ƳƻȅŜƴǎέ 

όάŎƘŀǳǾƛƴƛǎƳ ǿƛƭƭ ŀƭǿŀȅǎ ǇǊŜǾŜƴǘ IǳƎƻ ŦǊƻƳ ǊŜƴŘŜǊƛƴƎ ǘƘŜ ǎƭƛƎƘǘŜǎǘ ǇǊŀƛǎŜ ǘƻ ǘƘŜ ŦƛǊst slaves in the 

ƘƛǎǘƻǊȅ ƻŦ ƘǳƳŀƴƛǘȅ ǘƻ ƘŀǾŜ ƭƛōŜǊŀǘŜŘ ǘƘŜƳǎŜƭǾŜǎ ōȅ ǘƘŜƛǊ ƻǿƴ ƳŜŀƴǎέύ όрсύ. Hoffman, whose works 

builds upon the research done in his 1973 book, Le nègre romantique, also decries the depiction of the 

slave population in the novel: 

La leçon ƛƳǇƭƛŎƛǘŜ ǎŜƳōƭŜ şǘǊŜ ǉǳŜ ƭŜǎ bƻƛǊǎ ƻƴǘ ŞǘŞ ǾƻǳŞǎ Ł ƭΩŜǎŎƭŀǾŀƎŜ ƴƻƴ 

par la loi injuste du plus fort mais par une disposition innée, et que si on les  

ŞƭŜǾŀƛǘ Ł ƭŀ ŘƛƎƴƛǘŞ ƘǳƳŀƛƴŜ Ŝƴ ƭŜǎ ŀǊǊŀŎƘŀƴǘ Ł ƭŜǳǊǎ ƳŀƞǘǊŜǎ ōƭŀƴŎǎΣ ƛƭ ƴΩŀǳǊŀƛŜƴǘ 

rien de plus pressé qǳŜ ŘΩƻōŞƛǊ Ł ƭŜǳǊ ƴŀǘǳǊŜ Ŝƴ ǊŜŎƘŜǊŎƘŀƴǘ ǳƴ ŀǳǘǊŜ ŜǎŎƭŀǾŀƎŜΦ  
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(The implicit lesson seems to be that the blacks have been doomed to slavery 

not by the unjust law of the strongest but by an innate disposition, and that if  

one lifted them to human dignity by tearing them away from their white masters,   

they would only be all the more in a hurry to obey their nature by searching  to be 

slaves once again.) 

(70) 

 

 IƻŦŦƳŀƴ ŦƛƴŘǎ ƛƴ IǳƎƻΩǎ ƭŀǘŜǊ ǿǊƛǘƛƴƎǎ όƛƴŎƭǳŘƛƴƎ ŀ ŘǊŜŀƳ ǎŜǉǳŜƴŎŜ ŦǊƻƳ мупр ǿƘƛŎƘ ŘŜǇƛŎǘǎ 

black slaves as physically and morally repulsive) proof that the great humanitarian, while a champion of 

many liberal causes from the late-1820s onward, was never able to be such a champion in regard to 

Africans, whom he rarely mentions in later writings (55). Even though late in his career Hugo did write a 

ǎŜǾŜǊŀƭ ƭŜǘǘŜǊǎ ƻǇǇƻǎƛƴƎ ǎƭŀǾŜǊȅΣ IƻŦŦƳŀƴ ǉǳŜǎǘƛƻƴǎ IǳƎƻΩǎ ƻǾŜǊǿƘŜƭƳƛƴƎ ǎƛƭŜƴŎŜ ŎƻƴŎŜǊƴƛƴƎ ǘƘŜ 

subject, and he is not surprised to find Hugo writing in ƭŜ 5ƛǎŎƻǳǊǎ ǎǳǊ ƭΩ!ŦǊƛǉǳŜ in 1879: ά!ƭƭŜȊΣ tŜǳǇƭŜǎΗ  

emparez-vous de cette terre. Prenez-la. À qui? à personne. Prenez cette terre à Dieu. Dieu donne la 

terre aux hommes. 5ƛŜǳ ƻŦŦǊŜ ƭΩ!ŦǊƛǉǳŜ Ł ƭΩ9ǳǊƻǇŜ. Prenez-ƭŀΗέ όάDƻΣ tŜƻǇƭŜΗ {ŜƛȊŜ ǘƘƛǎ ƭŀƴŘ. Take it. To 

whom does it belong? To no one. Take this land for God. God gives this land to men. God offers Africa 

to Europe. ¢ŀƪŜ ƛǘΗέύ όутύ.  

 ¢Ƙƛǎ ŎǊƛǘƛǉǳŜ ƻŦ ǘƘŜ ƴƻǾŜƭ ŀƴŘ ƻŦ IǳƎƻΩǎ ǇǳǊǇƻǊǘŜŘ ƭƛŦŜƭƻƴƎ ƛƴŀōƛƭƛǘȅ ǘƻ ǎŜŜ ǇŜƻǇƭŜ ƻŦ !ŦǊƛŎŀƴ 

heritage as dignified human beings might suggest that this colonial text can be easily dismissed by 

twenty-first century readers and that it really has no claim to a spot in an already crowded curriculum. 

Lƴ IƻŦŦƳŀƴΩǎ ǾƛŜǿΣ .ǳƎ-WŀǊƎŀƭΩǎ ǇŀƛƴŦǳƭ ǊŜŎƻǳƴǘƛƴƎ ƻŦ Ƙƛǎ ŦŀƳƛƭȅΩǎ ǎǳŦŦŜǊƛƴƎ ŘƻŜǎ ƴƻǘƘƛƴƎ ǘƻ ŀƭǘŜǊ Ƙƛǎ 

status as lapdog to the whites; ǎƭŀǾŜ ƭŜŀŘŜǊ .ƛŀǎǎƻǳΩǎ ŎƘŀƭƭŜƴƎŜ ƻŦ Ŏƻƭƻƴƛŀƭƛǎǘ ŘƛǎŎƻǳǊǎŜ ŘƻŜǎ ƴƻǘƘƛƴƎ ǘƻ 

ŀƭǘŜǊ ǘƘŜ ǇƻǊǘǊŀƛǘ ƻŦ ƘƛƳ ŀǎ ōƻǘƘ ǊƛŘƛŎǳƭƻǳǎ ŀƴŘ ǘŜǊǊƛŦȅƛƴƎΤ ŀƴŘ ǘƘŜ ŘǿŀǊŦ IŀōƛōǊŀƘΩǎ ǎǇŜŜŎƘ ǘƘŀǘ ƘŜ ƛǎ ŀ 

man and not an animal does nothing to change his status as a disgusting hybrid and incarnation of evil. 

Yet one does find these speeches in the novel, and those who argue that Bug-Jargal, if considered in its 

historical and literary context, is actually négrophile, give these speeches, to mention just one aspect of 

the text, much greater weight.  
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 As prominent a Hugo critic as Laurence M. Porter argues in 2002 that the author of Bug-Jargal 

was not in fact a political reactionary, nor was he a detractor of Africans, but rather, like his hero Bug-

Jargal, a rebel whose outward adherence to the monarchy (and to the virulent anti-African sentiments 

of the displaced colonists) reflected only a wise knowledge of his audience and his social position. 

tƻǊǘŜǊ ǎǘŀǘŜǎ ǘƘŀǘ άIǳƎƻΩǎ ǊŜƧŜŎǘƛƻƴ ƻŦ ǎƭŀǾŜǊȅ ƛǎ ǊŜŦƭŜŎǘŜŘ ƛƴ ǘƘŜ ŀŦŦƛƴƛǘƛŜǎ ōŜǘǿŜŜƴ ǘƘŜ black and the 

ǿƘƛǘŜ ƘŜǊƻΣέ όуύ ǘƘŀǘ .ƛŀǎǎƻǳΩǎ ƳǳǊŘŜǊǎ άƛƭƭǳǎǘǊŀǘŜ ǘƘŜ ƳŜǘŀ-racial motif that killing helpless people is 

ƘƛŘŜƻǳǎΣέ ŀƴŘ ǘƘŀǘ IǳƎƻΩǎ άƎǊƻǘŜǎǉǳŜ ǇƻǊǘǊŀƛǘǎ ƻŦ ŦŜǊƻŎƛƻǳǎ ǊŜōŜƭǎ ƻŦ ŎƻƭƻǊ ŀƭƭƻǿ ƘƛƳ ǎŀŦŜƭȅ ǘƻ ŜȄǇǊŜǎǎ 

his opposition to slavery indireŎǘƭȅ ƛƴ ǘƘŜ ǊŜōŜƭǎΩ ŜƭƻǉǳŜƴǘ ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ ƛƴǎƛǎǘǎ ƻƴ ǘƘŜƛǊ ƘǳƳŀƴƛǘȅέ όмоύ. 

CƛƴŀƭƭȅΣ tƻǊǘŜǊ ŎƭŀƛƳǎ ǘƘŀǘ IǳƎƻ άŀǎŎǊƛōŜǎ ǇǊƛƳŀǊȅ ōƭŀƳŜ ŦƻǊ ǘƘŜ ŀǘǊƻŎƛǘƛŜǎ ƛƴ {ŀƴǘƻ 5ƻƳƛƴƎƻ ǘƻ ǘƘŜ 

Ŏƻƭƻƴƛǎǘǎέ όмоύ. ²ƘŜǊŜŀǎ IƻŦŦƳŀƴ ŜƳǇƘŀǎƛȊŜǎ IǳƎƻΩǎ ǳǎŜ ƻŦ ŀƴƛƳŀƭ ƳŜǘŀǇƘƻǊǎ όƳƻƴkey, dog, spider) in 

his seemingly excessive descriptions of the deformities of Habibrah (60), Porter reads this character not 

specifically as a deformed mixed-race creature but as one in a long line of dwarfs created by Hugo for 

ŘǊŀƳŀǘƛŎ ǇǳǊǇƻǎŜǎ ǿƘƻǎŜ άǎƪƛƴ ŎƻƭƻǊ ƳŀǘǘŜǊǎ ƭŜǎǎ ǘƘŀƴ Ƙƛǎ ǇǎȅŎƘƻƭƻƎȅέ όмтύΦ 

Just as Hoffman is unable to convincingly dismiss aspects of the text which do indeed seem like 

ŜŀǊƭȅ ǇƻǎǘŎƻƭƻƴƛŀƭ ǎǘŀǘŜƳŜƴǘǎ όǎǳŎƘ ŀǎ ǘƘŜ ǎǇŜŜŎƘŜǎ ƘƛƎƘƭƛƎƘǘŜŘ ōȅ tƻǊǘŜǊύΣ tƻǊǘŜǊΩǎ ƭŀŎƪ ƻŦ ŜƴƎŀƎŜƳŜƴǘ 

with sǳŎƘ ŀ ǎŜƳƛƴŀƭ ŀǊǘƛŎƭŜ ŀǎ IƻŦŦƳŀƴΩǎτas well as his quick and inaccurate assessment that Hugo 

opposes slavery in this novelτreflect an inability to categorize the novel as supporting the cause of the 

revolutionary slaves. One thing is certain: In this romantic historical tale, Hugo created a fictional space 

in which to dramatize the revolutionary events which carried the black and mixed-race population of St. 

Domingue onto the stage of history; while doing so, he was inevitably struggling to understand himself 

as a product of a revolutionary historical moment.1  

¢ƻ ŀǘǘŜƳǇǘ ǘƻ ƳŀƪŜ ŀ ŘŜǘŜǊƳƛƴŀǘƛƻƴ ƻƴ IǳƎƻΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǿƘƛǘŜǎΣ ōƭŀŎƪǎ ŀƴŘ ƳƛȄŜŘ-race 

characters in Bug-Jargal requires that the reader study historical, cultural, literary and biographical 

                                                 
1
 The autobiographies of Maurois and Robb testify to the fact that the French Revolution affected 

Hugoôs family in a very personal and dramatic fashion; further  investigation of other historical sources 

reveals the dramatic impact of the Haitian Revolution in Restoration France in the 1820s, as well as a 

verifiable instance of Hugo writing that the Haitians owed his family an indemnity (his maternal 

grandfather was part of the maritime bourgeoisie and a slave trader), perhaps suggesting a more personal 

investment in the writing of his novel. This is discussed more at length in Bongie, ed. Bug-Jargal 16-33, 

and the most extensive review of biographical and historical sources of the novel can be found in Caunaôs 

ñLes sources historiques de Bug-Jargal.ò 
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documents concerning slavery and the society of St. Domingue at the time of the Haitian Revolution, 

the representation of black characters in French literature in the eighteenth and nineteenth centuries, 

and the French Revolution as it relates to the slavery question and to the development of Victor Hugo 

as an author. .ȅ ǊŜŀŘƛƴƎΣ ŦƻǊ ŜȄŀƳǇƭŜΣ /ŀǊƻƭȅƴ CƛŎƪΩǎ The Making of Haiti on the treatment of slaves and 

ǎƭŀǾŜ ǊŜǎƛǎǘŀƴŎŜΣ IƻŦŦƳŀƴΩǎ Le nègre romantique on the literary representations of Africans in French 

litŜǊŀǘǳǊŜ ƛƴ ǘƘŜ ŎŜƴǘǳǊƛŜǎ ƭŜŀŘƛƴƎ ǳǇ ǘƻ ǘƘŜ wƻƳŀƴǘƛŎ ǇŜǊƛƻŘΣ aŀǳǊƻƛǎΩǎ ŀƴŘ wƻōōΩǎ ōƛƻƎǊŀǇƘƛŜǎ on the 

ƛƴǘŜǊǘǿƛƴƛƴƎ ƻŦ ǘƘŜ wŜǾƻƭǳǘƛƻƴ ŀƴŘ ǘƘŜ ŦŀƳƛƭȅ ƭƛŦŜ ƻŦ ǘƘŜ ȅƻǳƴƎ IǳƎƻΣ ƻǊ ŜǾŜƴ IǳƎƻΩǎ ƻǿƴ ǘƘŜƻǊŜǘƛŎŀƭ 

writings about Sir Walter Scott, Chateaubriand  and other literary influences (some of which are 

collected in the Bongie edition of Bug-Jargal), one can begin to contextualize and then to understand 

IǳƎƻΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ōƭŀŎƪ ŀƴŘ ƳƛȄŜŘ-race characters during the period of the Restoration in 

France. 

ConsideǊ IƻŦŦƳŀƴΩǎ ŎƻƳƳŜƴǘ ŀōƻǳǘ ǘƘŜ ŀōǎŜƴŎŜ ƻŦ !ŦǊƛŎŀƴǎ ŦǊƻƳ IǳƎƻΩǎ ǎǳōǎŜǉǳŜƴǘ ǿƻǊƪΣ ŀƴŘ 

consider Christopher Miller, for example, studying in one chapter of his recent work The French Atlantic 

TriangleΣ άƘƻǿ CǊŀƴŎŜ ŀǘǘŜƳǇǘŜŘ ǘƻ ŎƻƳŜ ǘƻ ǘŜǊƳǎ ǿƛǘƘ ǘƘŜ Iŀƛǘƛŀƴ wŜvolution, long after it was over, 

ǘƘǊƻǳƎƘ ŀ ŎŀƭŎǳƭŀǘŜŘ Ǉƭŀƴ ŦƻǊ ŦƻǊƎŜǘǘƛƴƎέ όнпсύ. /ƻƴǎƛŘŜǊ ŀƭǎƻ [ŀǳǊŜƴǘ 5ǳōƻƛǎΣ ǿǊƛǘƛƴƎ ƛƴ άLƴ {ŜŀǊŎƘ ƻŦ 

ǘƘŜ Iŀƛǘƛŀƴ wŜǾƻƭǳǘƛƻƴέ ƛƴ Francophone Postcolonial StudiesΥ ά¢ƘŜ Ƴŀƴȅ ƛƳǇƻǊǘŀƴǘ ƭŜǎǎƻƴǎ ǘƻ ōŜ 

learned about the Haitiŀƴ wŜǾƻƭǳǘƛƻƴ όΧύ ŀǊŜ ƻƴƭȅ ōŜƎƛƴƴƛƴƎ ǘƻ ǘŀƪŜ ǘƘŜƛǊ ǊƛƎƘǘŦǳƭ ǇƭŀŎŜ ƛƴ ōǊƻŀŘŜǊ 

ŘŜōŀǘŜǎ ƛƴ Ŏƻƭƻƴƛŀƭ ŀƴŘ ǇƻǎǘŎƻƭƻƴƛŀƭ ǎǘǳŘƛŜǎέ όнтύ ŀƴŘ ŎƻƴŎƭǳŘƛƴƎΥ ά¢ƘŜǊŜ ƛǎ ǊŜŘŜƳǇǘƛƻƴ ǘƻ ōŜ ŦƻǳƴŘ ƛƴ 

searching for the Haitian Revolution, for in its story lie lessons about the racial orders that continue to 

Ƙŀǳƴǘ ǳǎ ŀƴŘ ŀōƻǳǘ ǿŀȅǎ ǘƻ ŎƻƴŦǊƻƴǘ ǘƘŜƳέ όопύ. This search for the Haitian Revolution certainly affects 

the United States as well, owing to the large movement of Black Haitians up to the U.S. during and 

following the Haitian Revolution, the involvement of the U.S. in Haitian politics throughout the 

twentieth century and the continuing connections forged by Haitian exiles living in the U.S. today. A 

consideration of the Haitian Revolution should not be absent from a study of the Anglophone Caribbean 

nor should its importance be forgotten by scholars in American Studies. If one considers the wealth of 

experiences which an interpretation of this novel offers, it is difficult to argue that the novel does not 

represent an excellent window for studying this foundational moment of Haitian (and American) history 

as well as the relationship of race and national identity in Haiti, France and elsewhere.  
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In the second section of this paper, by focusing specifically on the relationship between romance 

and politics in Bug-Jargal, we can investigate more closely the complicated relationship of race and 

ƴŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅ ǿƘƛŎƘΣ ǘƻ ǳǎŜ 5ǳōƻƛǎΩǎ ǇƘǊŀǎŜΣ ƘŀǳƴǘŜŘ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ŀƴŘ ǿƘƛŎƘ ǇŜǊǎƛǎǘǎ 

today. In Foundational Fictions, Doris Sommer studies the affective power of nineteenth century Latin 

American novels in which lovers, who must cross racial and ethnic lines in order to love, help construct 

nations in Latin America. {ƻƳƳŜǊ ǎŜŜƪǎ άǘƻ ƭƻŎŀǘŜ ŀƴ ŜǊƻǘƛŎǎ ƻŦ ǇƻƭƛǘƛŎǎΣέ ŀƴŘ ǎƘŜ ŘŜƳƻƴǎǘǊates 

ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ōƻƻƪ Ƙƻǿ ǇƻǇǳƭŀǊ ƭƻǾŜ ǎǘƻǊƛŜǎ ǎŜǊǾŜ ŀǎ ŀƭƭŜƎƻǊƛŜǎ ǿƘƛŎƘ άƳŀƪŜ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ǎǘǊŀǘŀ ƻŦ 

ǎƻŎƛŜǘȅ ŎƻƳǇǊŜƘŜƴǎƛōƭŜ ǘƻ ƻƴŜ ŀƴƻǘƘŜǊΣ ǘƘŀǘ ƛǎΣ ǘƻ ǇǊƻƳƻǘŜ ŎƻƳƳǳƴŀƭ ƛƳŀƎƛƴƛƴƎǎέ όмпύ. Weaving 

together historical and literary analysis and expanding ƻƴ .ŜƴŜŘƛŎǘ !ƴŘŜǊǎƻƴΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ŎǳƭǘǳǊŀƭ 

Ǌƻƻǘǎ ƻŦ ƴŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅΣ {ƻƳƳŜǊ ǎƘƻǿǎ Ƙƻǿ ŀ ǊƻƳŀƴǘƛŎ ǎǘƻǊȅ ƎƛǾŜǎ άŀƴ ŜƳƻǘƛǾŜ ƳƻƻǊƛƴƎ ǘƻ ǘƘŜ ǎƻŎƛŀƭ 

ŀƴŘ ǇƻƭƛǘƛŎŀƭ ŦƻǊƳŀǘƛƻƴǎ ƛǘ ŀǊǘƛŎǳƭŀǘŜǎέ όрмύΣ ƛƴ ŜǎǎŜƴŎŜ ŦƻƳŜƴǘƛƴƎ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ŀ ǎǘŀǘŜ ƛƴ ǿƘƛŎƘ ǘƘŜ 

lovers can overcome their (often melodramatic) obstacles and consummate an otherwise interrupted 

romance. {ƻƳƳŜǊ ŀǎƪǎΥ άLǎ ƛǘ ǇƻǎǎƛōƭŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǘƘŀǘ ƻǳǘǎƛŘŜ ƻŦ [ŀǘƛƴ !ƳŜǊƛŎŀΣ ǘƻƻΣ ǇƻƭƛǘƛŎŀƭ Ǉŀǎǎƛƻƴ 

ǿŀǎ ōŜƛƴƎ ƎǊƻǳƴŘŜŘ ƛƴ ŜǊƻǘƛŎǎΚέ όонύ  .ȅ ŦƻŎǳǎƛƴƎ ǎǇŜŎifically on the relationship between romance and 

politics and between fiction and history in Bug-Jargal, , we can investigate more closely, to use C.R.L. 

WŀƳŜǎΩǎ ǇƘǊŀǎŜ άǘƘŜ Ǝǳƛƭǘȅ ŎƻƴǎŎƛŜƴŎŜέ ƻŦ ǘƘŜ CǊŜƴŎƘ wŜǾƻƭǳǘƛƻƴ ŀƴŘ ƛǘǎ ŎƻƴƴŜŎǘƛƻƴ ǿƛǘƘ ǘƘŜ 

postcolonial world of today (James 80-81). ²Ƙŀǘ ǎƻǊǘ ƻŦ άŎƻƳƳǳƴŀƭ ƛƳŀƎƛƴƛƴƎǎέ ǿŜǊŜ ōŜƛƴƎ ǇǊƻƳƻǘŜŘ 

ōȅ ŀ CǊŜƴŎƘƳŀƴ ǿǊƛǘƛƴƎ ŀōƻǳǘ ǘƘŜ άCǊŜƴŎƘέ /ŀǊƛōōŜŀƴΣ ƛƴ ŀ ǎǇŀŎŜ ŎƻƴǘƛƎǳƻǳǎ ǘƻ ŀƴŘ ƛƴ ǎƻƳŜ ǿŀȅǎ 

overlapping Latin America and the Anglophone Caribbean?   

What occurred for the black Haitian population in 1791 and beyond echoed what was happening 

in France: a people entered into history; a nation was being born. As Frauke Gewecke states:  

!ǾŜŎ ƭΩƛƴǎǳǊǊŜŎǘƛƻƴ ŘŜǎ ŜǎŎƭŀǾŜǎ ŘŜ {ŀƛƴǘ 5ƻƳƛƴƎǳŜ Ŝǘ ƭŀ ǊŞǇǊŜǎǎƛƻƴ ǉǳƛ 

ǎΩŜƴǎǳƛǘ ŘŜ ƭa part des blancsτŎŀǳǎŜ ŘΩƛƴŎƻƴŎŜǾŀōƭŜǎ ŀǘǊƻŎƛǘŞǎ ŘŜ ǇŀǊǘ 

Ŝǘ ŘŜ ƭΩŀǳǘǊŜτle nègre révolté sortit de son existence purement littéraire 

ǇƻǳǊ ŦŀƛǊŜ ǎƻƴ ŜƴǘǊŞŜ Řŀƴǎ ƭΩIƛǎǘƻƛǊŜΣ Ŝƴ ǎŜ ŘǊŜǎǎŀƴǘΣ ŦƛƎǳǊŜ ŎƻƭƻǎǎŀƭŜ Ŝǘ  

effrayante, en danger réel et concret.  

 

(With the revolt of the slaves of Saint Domingue and the repression which 

followed on the part of the whitesτcause of inconceivable atrocities on both  
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sidesτthe revolutionary black man left his purely literary existence in order 

to make his entry into History, by rising up, a colossal and frightening  

figure, a real and concrete danger.) 

(55) 

 

 

These newly historicized black figures appear in the pages of Bug-Jargal, and yet the first problem of 

interpretation arises with the startling contrast between the romantic yet realistic opening (the René-

like French narrator recounting his arrival in Saint Domingue, the unfortunate situation of the slaves on 

Ƙƛǎ ǳƴŎƭŜΩǎ Ǉƭŀƴǘŀǘƛƻƴ ŀƴŘ Ƙƛǎ ƭƻǾŜ ŦƻǊ Ƙƛǎ Ŏƻǳǎƛƴ aŀǊƛŜύ ŀƴŘ ǘƘŜ ƳȅǘƘƛŎ ǇǊƻǇƻǊǘƛƻƴǎ ƻŦ ǘƘŜ ŦƛǊǎǘ ǘǿƻ 

characters of African ancestry, Bug-Jargal (presented immediately as a poetic soul and then as a physical 

and moral black giant) and the mixed-race character foil Habibrah (presented as a buffoon and a 

physically and morally deformed creature, with a scientific footnoǘŜ ŘŜǎŎǊƛōƛƴƎ ƘƛƳ ŀǎ ŀ άƎǊƛŦŦŜέ ǿƘƻǎŜ 

blood has no more than 32 parts white and no less than 96 parts black).  According to Kathryn 

DǊƻǎǎƳŀƴΣ IǳƎƻΣ ŦƻƭƭƻǿƛƴƎ {ŎƻǘǘΩǎ ƳƻŘŜƭΣ ǿŀǎ ǘƘŜ ŦƛǊǎǘ ǿǊƛǘŜǊ ǘƻ ƛƴǘǊƻŘǳŎŜ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ƴƻǾŜƭ ƛƴ CǊŀƴŎŜ 

(20), yet these characters are not the historical creations that a George Lukács would prefer to see. 

Energized by the artistic possibilities engendered by the French and Haitian Revolutions and yet 

horrified by the political realities, Hugo wrote famously in 1824: ά[ŀ ƭƛǘǘérature actuelle peut être le 

résultat de la revolution, sans en être ƭΩŜȄǇǊŜǎǎƛƻƴέ όά[ƛǘŜǊŀǘǳǊŜ ǘƻŘŀȅ Ŏŀƴ ōŜ ǘƘŜ result of the 

Revolution, without being the expression ƻŦ ƛǘέύ όŎƛǘŜŘ ƛƴ tŜȅǊŜ упΤ ƛǘŀƭƛŎǎ ŀǊŜ IǳƎƻΩǎύ. Writing about the 

new literature in 18нуΣ IǳƎƻ ǎǇŜŀƪǎ ƻŦ Ƙƛǎ ƳǳǎŜ ŎƻƭƭŜŎǘƛƴƎ ŀǾƛŘƭȅ άƭŜǎ ōŀǎǎŜǎǎŜǎ Ŝǘ ǘǊƛǾƛŀƭƛǘŞǎ ŘŜ ƭŀ ǾƛŜέ 

όǘƘŜ ōŀǎŜƴŜǎǎ ŀƴŘ ǘǊƛǾƛŀƭƛǘƛŜǎ ƻŦ ƭƛŦŜέύ: ά[Ŝ ƎǊƻǘŜǎǉǳŜΣ ƛƭ Ŧŀǳǘ ǉǳΩƛƭ ǎƻƛǘ ŘŞŎǊƛǘΣ ŎΩŜǎǘ-à-dire anobli όΧύ ǳƴŜ 

ǊŞǾƻƭǘŜ ŘŜ ǇƻǇǳƭŀŎŜ Ŝǎǘ ǳƴŜ ōƻƴƴŜ ŦƻǊǘǳƴŜ ǇƻǳǊ ŜƭƭŜέ όά¢Ƙe grotesque, it must be described, that is to 

say rendered noble όΧύ ŀ ǊŜǾƻƭǘ ƻŦ ǘƘŜ ǇƻǇǳƭŀŎŜ ƛǎ ŀ ƭǳŎƪȅ ŜǾŜƴǘ ŦƻǊ ƛǘ ώǘƘŜ ƴŜǿ ƭƛǘŜǊŀǘǳǊŜϐέύ όŎƛǘŜŘ ƛƴ 

{ƻǳǊƛŀǳΩǎ Préface de Cromwell нтмΤ ƛǘŀƭƛŎǎ ŀǊŜ IǳƎƻΩǎύ. This muse of 1828 is consistent with the muse of 

муно ǿƘƻ ǿŜƭŎƻƳŜǎ ƻƴ ǘƘŜ ǎǘŀƎŜ ŀƴŘ άŜƴƴƻōƭŜǎέ ƎǊƻǘŜǎǉǳŜ ǊŜǾƻƭǳǘƛƻƴŀǊȅ ŎƘŀǊŀŎǘŜǊǎ όǿƘƛǘŜ ŀƴŘ ōƭŀŎƪύ 

yet cannot accept being part of or supporting the French Revolution. Yet as one studies the clash 

between the historical and the mythical in the novel, one must take into account that this is the work an 

ŀǳǘƘƻǊ ǿƘƻ ŎƻƴǎƛŘŜǊǎ ƘƛƳǎŜƭŦ ǘƻ ōŜΣ ŀǎ ƘŜ ǎŀȅǎΣ ŀƳƻƴƎ άŎŜ ǇŜǘƛǘ ƴƻƳōǊŜ ŘΩŜǎǇǊƛǘǎ ŘŞƭƛŎŀǘǎΣ ŘΩŃƳŜǎ 
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exaltées et de têtes sérieuses qui représentent moralement les peoples civilisésέ όάthe small number of 

refined mindsΣ ƻŦ ŜƭŜǾŀǘŜŘ ǎƻǳƭǎ ŀƴŘ ǎŜǊƛƻǳǎ ǘƘƛƴƪŜǊǎ ǿƘƻ ǊŜǇǊŜǎŜƴǘ ƳƻǊŀƭƭȅ ǘƘŜ ŎƛǾƛƭƛȊŜŘ ǇŜƻǇƭŜǎέύ 

(cited in Maigron 111; italics are mine).  

As a child of the French Revolution and as a self-proclaimed representative of civilized people, 

Hugo frames his story of the slave revolt in St. Domingue: He invents the French narrator and then in 

the-story-within-a-story brings onto his stage a black character who has a basis in the historical record 

yet who is recast as a mythic creation not fully in keeping with the written testimonies about the colony 

to which Hugo had consultedτfor the historical Toussaint Louverture did save his white owners from 

harm during any early slave revolt (the original impetus for this tale), yet Toussaint was not a tall and 

strong man, nor was he in love with the woman of the house, to name just two important differences.1 

 Bug-WŀǊƎŀƭΩǎ ƴƻōƭŜ ŘŜŎƭŀǊŀǘƛƻƴ ƻŦ ƭƻǾŜ ŦƻǊ aŀǊƛŜ ǎŜǘǎ ƛƴǘƻ Ƴƻǘƛƻƴ ǘƘŜ ŎƻƴŦƭƛŎǘ ƻŦ ǘƘŜ ƴƻǾŜƭ όŀ ǎƭŀǾŜ 

ƭŜŀŘŜǊΩǎ ƭƻǾŜ ŦƻǊ ŀ ǿƘƛǘŜ ǿƻƳŀƴ ŀƴŘ ǘƘŜƴ ŀ Ŏƻƭƻƴƛŀƭ ǿŀȅ ƻŦ ƭƛŦŜ ǘǊƻǳōled by the historical uprising of 

people of African descent): ά¢ǊŜƳōƭŜΣ ƾ ōƭŀƴŎƘŜ ŦƛƭƭŜ ŘΩIƛǎǇŀƴƛƻƭŀ. !ƭƻǊǎΣ ǘǳ ǊŜƎǊŜǘǘŜǊŀǎ ƭΩŀƳƻǳǊ ǉǳƛ ŜǶǘ 

Ǉǳ ǘŜ ŎƻƴŘǳƛǊŜ ǾŜǊǎ ƳƻƛΣ ŎƻƳƳŜ ƭŜ ƧƻȅŜǳȄ ƪŀǘƘŀΣ ƭΩƻƛǎŜŀǳ ŘŜ ǎŀƭǳǘΣ ƎǳƛŘŜ Ł ǘǊŀǾŜǊǎ ƭŜǎ ǎŀōƭŜǎ ŘΩ!ŦǊƛǉǳŜ ƭŜ 

voyageur Ł ƭŀ ŎƛǘŜǊƴŜέ όά¢ǊŜƳōƭŜΣ ƻƘ ǿƘƛǘŜ ǿƻƳŀƴ ƻŦ IƛǎǇŀƴƛƻƭŀ. So, you will long for the love that 

could have led you to me, as the joyous katha, bird of salvation, guides across the sands of Africa the 

voyager to the well ») (52). Hidden in the woods, Bug-WŀǊƎŀƭΩs poetic voice proposes to Marie a marriage 

ƻŦ ōƭŀŎƪ ŀƴŘ ǿƘƛǘŜ ŦƻǊ ǿƘƛŎƘ άƧΩƻǳōƭƛŜǊŀƛǎ ǘƻǳǘΣ ǊƻȅŀǳƳŜΣ ŦŀƳƛƭƭŜΣ ŘŜǾƻƛǊΣ ǾŜƴƎŜŀƴŎŜέ όάL ǿƻǳƭŘ ŦƻǊƎŜǘ 

ŜǾŜǊȅǘƘƛƴƎΣ ƪƛƴƎŘƻƳΣ ŦŀƳƛƭȅΣ ƳƻǊŀƭ ƻōƭƛƎŀǘƛƻƴǎΣ ǾŜƴƎŜŀƴŎŜέύ όфмύΤ ǘƘƛǎ ƛŘŜŀƭ ǳƴƛƻƴΣ ǿƘƛŎƘ ǿƛƭƭ ǇǊƻŘǳŎŜ 

the beŀǳǘȅ ƻŦ ŀ ǎǳƴǎŜǘ όрмύΣ ŦƛƴŘǎ ƛƳƳŜŘƛŀǘŜƭȅ ƛǘǎ ƳƻŎƪƛƴƎ ŘƻǳōƭŜ ƛƴ IŀōƛōǊŀƘΩǎ ǎǘŀǘŜƳŜƴǘ ǘƘŀǘ ƘŜ ƛǎ ǘƘŜ 

shining example of such as union (54-55). The novel, as Dominique Jullien argues in 2005, is indeed 

άŎƻƴǎǘǊǳƛǘ ǎǳǊ ƭŀ ŦƛƎǳǊŜ ŘŜ ƭΩŀƴǘƛǘƘŝǎŜ Ŝǘ ŘŜ ŘƻǳōƭŜέ όάŎonstructed on the figure of the antithesis and the 

ŘƻǳōƭŜέύ όумύΣ ŀƴŘ ǘƘŜ ŀŎǘƛƻƴ ōŜƎƛƴǎ ǿƛǘƘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ƛƴǘŜǊǊŀŎƛŀƭ ƳŀǊǊƛŀƎŜ ŀǎ ōƻǘƘ ǎǳōƭƛƳŜ ŀƴŘ 

ƎǊƻǘŜǎǉǳŜΣ ŀƴŘ IǳƎƻ ƛǎ ōƻǘƘ άǇǊƻƳƻǘώƛƴƎϐ ŎƻƳƳǳƴŀƭ ƛƳŀƎƛƴƛƴƎǎέ ŀƴŘ ǊŜƧŜŎǘƛƴƎ ǘƘŜ ǎŀƳŜ. Considering 

that many writers of the revolutionary period, such as Bryan Edwards of Jamaica, thought Africans 

incapable of experiencing love (Dayan 190) and that the sentiment against the Black revolutionaries was 

indeed vehement in France in the early nineteenth century, the proposal itself must be seen as pushing 

against the racial boundaries of Restoration France , although analysis of this point would require a 

                                                 
1
 Please see Bellôs 2007 biography of Toussaint Louverture for a discussion of the historical figure. 
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lengthier analysis of literary precedents such as Oronoko , Adonis, Zoflora (studied in greater depth in 

Hoffman).   

  .ƻǘƘ aŀǊƛŜ ŀƴŘ ŘΩ!ǳǾŜǊƴŜȅ ŀǊŜ ǎƘƻŎƪŜŘ ōȅ ǘƘŜ ƳȅǎǘŜǊƛƻǳǎ ōƭŀŎƪ ƳŀƴΩǎ ǇǊƻǇƻǎŀƭΣ ǿƘƛŎƘ 

ŘΩ!ǳǾŜǊƴŜȅ ŎƭŀǎǎƛŦƛŜǎ ƛƳƳŜŘƛŀǘŜƭȅ ŀǎ άǳƴ ŀƳƻǳǊ ƛƳǇƻǎǎƛōƭŜέ όάŀƴ ƛƳǇƻǎǎƛōƭŜ ƭƻǾŜέύ όрфύ. After all, 

ŘΩ!ǳǾŜǊƴŜȅ Ƙŀǎ ŘŜŎƭŀǊŜŘ ǘƘŜ άŘŞŎǊŜǘ ŘŞǎŀǎǘǊŜǳȄέ όάŘƛǎŀǎǘǊƻǳǎ ŘŜŎǊŜŜέύ of May 15, 1791 to grant 

ǇƻƭƛǘƛŎŀƭ ǊƛƎƘǘǎ ǘƻ ƳŜƴ ƻŦ ŎƻƭƻǊ ōƻǊƴ ƻŦ ŦǊŜŜ ǇŀǊŜƴǘǎ ǘƻ ōŜ ŀƴ ŀŦŦǊƻƴǘ ǘƻ ǘƘŜ άƭΩŀƳƻǳǊ-propre, peut-être 

ŦƻƴŘŞέ όǎŜƭŦ-esteem, perhaps well-ŦƻǳƴŘŜŘέύ ƻŦ ǘƘŜ ǿƘƛǘŜ ǇƻǇǳƭŀǘƛƻƴ όпоύΣ ƘŜ Ƙŀǎ ŀƭǊŜŀŘȅ ƘŀŘ ŀ ŘǳŜƭ 

with a mixed-race character who dared dance with Marie, and he has planned to marry Marie and 

ǇǊƻŘǳŎŜ ŎƘƛƭŘǊŜƴ ǿƘƻ ǿƛƭƭΣ ƛǘ ƛǎ ǇǊŜǎǳƳŜŘΣ ǎƘŀǊŜ Ƙƛǎ ǎŀƳŜ άǇƛǘƛŞ ōƛŜƴǾŜƛƭƭŀƴǘŜέ όάǿŜƭƭ-ƳŜŀƴƛƴƎ Ǉƛǘȅέύ 

(40) for the slaves. Though, as Porter suggests, Bug-WŀǊƎŀƭΩǎ ǎƻƴƎ ƛǎ ǇǊŜǎŜƴǘŜŘ ŀǎ ǎŜrious and noble, 

neither here nor elsewhere in the novel will this proposal be seconded.  

!ǎ ǘƘŜ ƎŜƴǊŜ ƻŦ ǘƘŜŀǘǊŜ ŜȄŜƳǇƭƛŦƛŜŘ ǘƘŜ ǎǘŀƎƛƴƎ ƻŦ ǎǘŀǘŜ ǇƻǿŜǊ ƛƴ /ƻǊƴŜƛƭƭŜΩǎ ǘƛƳŜ όŦƻǊ ŜȄŀƳǇƭŜ ƛƴ 

Le Cid), so does the impulse toward romantic historical fiction exemplify the main political 

ǇǊŜƻŎŎǳǇŀǘƛƻƴ ƻŦ IǳƎƻΩǎ ǘƛƳŜΣ ǿƘƛŎƘ ƛǎ ǘƘŜ ŘƛǎŎƻǾŜǊȅ ƻŦ ǘƘŜ ǇŜƻǇƭŜ ŀǎ ŀƴ ƘƛǎǘƻǊƛŎŀƭ ŦƻǊŎŜ ƧƻƛƴŜŘ ǿƛǘƘ ǘƘŜ 

exhilaration and angst felt by those who were caught up in the rapid changes of the social structure. 

IǳƎƻΩǎ ǳƴƛǉǳŜ ŀƴŘ ǾŜǊȅ un-Walter Scott-like insertion of largely mythologized characters into an 

account presented as historical reflects his desire to create a dramatic moral tale full of the heights of 

the sublime and the depths of the grotesque; it also reflects the novelistic discourse of the time about 

blacks in which the blackness of the character is decorative and in which the black protagonist is a royal 

figure who has little in common with the black masses and whose exceptional character earns him the 

understanding  of a white man (characteristics described in Hoffman, Le nègre romantique 64, 50-51, 

60).  

Hugo places the black rebel on the stage of his very theatrical (and indeed very Corneillian) 

historical drama, yet he is recast as a mythical black Hercules with the linguistic abilities and intelligence 

ƻŦ ŀ ǿƘƛǘŜ όŘΩ!ǳǾŜǊƴŜȅ ŘŜǎŎǊƛōŜǎ .ǳƎ-WŀǊƎŀƭΩǎ ŦƻǊŜƘŜŀŘ ŀǎ ǎǳǊǇǊƛǎƛƴƎƭȅ ƭŀǊƎŜ ŦƻǊ ŀ ōƭŀŎƪ Ƴŀƴ ώруϐύΦ 

Furthermore, Bug-Jargal is defined immediately in terms of his devotion to Marie, to whom he proposes 

in the beginning and for whom, presumably, he chooses to sacrifice himself in the end when he realizes 

ǘƘŀǘ ǎƘŜ ƛǎ ōŜǘǊƻǘƘŜŘ ǘƻ ŘΩ!ǳǾŜǊƴŜȅ. ¢ƘŜ ōƭŀŎƪ ƳŀƴΩǎ ŦƛǊǎǘ ǊŜŀǎƻƴ ŦƻǊ ōŜƛƴƎ ƻƴ ǘƘŜ ǎǘŀƎŜ ƛƴ ǘƘƛǎ ŦƛŎǘƛƻƴΣ 

which is itself very concerned with national destinies, is to worship Marie from afar.  
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CƻǊ IǳƎƻΩǎ ŜŀǊƭƛŜǎǘ ŎǊƛǘƛŎΣ {ǘΦ .ŜǳǾŜΣ aŀǊƛŜ ǊŜǇǊŜǎŜƴǘŜŘ άƎǊŀŎŜΣ ǾƛǊƎƛƴŀƭ ōŜŀǳǘȅΣ ŀƴŘ ǘƘŜ ōƭƛǎǎŦǳƭ 

ǾƛǊǘǳŜǎ ƻŦ ŜȄƛǎǘŜƴŎŜέ όBug-JargalΣ 9ŘΦ .ƻƴƎƛŜ нфлύΤ ŦƻǊ ǘƻŘŀȅΩǎ ŎǊƛǘƛŎǎΣ ǎƘŜ Ƴǳǎǘ ŎŜǊǘŀƛƴƭȅ ǊŜǇǊŜǎŜƴǘ 

IǳƎƻΩǎ ǾŜǊȅ ƭƛƳƛǘŜŘ ǾƛŜǿ ƻŦ ǘƘŜ capacities of women. For the purposes of this analysis, this passive yet 

important character must also symbolize, as textual evidence proves, the sacred principle of a French 

national identity which is threatened by both the French and Haitian Revolutions. 

  5Ω!ǳǾŜƴǊƴŜȅ ǿŀƴǘǎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘƛǎ Ƴŀƴ ǿƘƻ ƭƻǾŜǎ Ƙƛǎ ōŜǘǊƻǘƘŜŘΣ ŀƴŘ IǳƎƻ ǎŎƻǊŜǎ ŀ ƘǳƎŜ 

success in showing how the white narrator seeks to understand yet repeatedly misreads his black 

counterpart. In other instances, however, the distance between the three temporal planes (author, 

narrator, protagonist) is flattened and the anti-revolutionary and/or anti-black/anti-mulatto ideological 

Ǉƻǎƛǘƛƻƴ ƛǎ ŎƭŜŀǊ όƻƴŜ ŎƻǳƭŘ ŎƛǘŜ wƻǳǾǊŀȅΩǎ ǎǇŜŜŎƘΣ ǘƘŜ ŎƻƴŘŜƳƴŀǘƛƻƴ ƻŦ .ƛŀǎǎƻǳΩǎ ŎǊǳŜƭǘȅ ŀƴŘ ǘƘŀǘ ƻŦ ǘƘŜ 

hypocritical white négrophile as well). 

 Upon making enquiries about Bug-WŀǊƎŀƭ ŀŦǘŜǊ ǘƘƛǎ ƴƻōƭŜ Ƴŀƴ ǎŀǾŜǎ Ƙƛǎ ŦƛŀƴŎŞŜΩǎ  ƭƛŦŜ ŀƴŘ ƛǎ ƭŀǘŜǊ 

ŀǊǊŜǎǘŜŘ ŦƻǊ ƭƛŦǘƛƴƎ ŀ ƘŀƴŘ ǘƻ ŘŜŦŜƴŘ ŀ ǎƭŀǾŜ ŀƎŀƛƴǎǘ ŘΩ!ǳǾŜǊƴŜȅΩǎ ŎǊǳŜƭ ǳƴŎƭŜΣ ŘΩ!ǳǾŜǊƴŜȅ ƭŜŀǊƴǎ ƻŦ Ƙƛǎ 

royal African past and wishes to know more; in Bug-WŀǊƎŀƭΩǎ Ƨŀƛƭ ŎŜƭƭΣ ŘΩ!ǳǾŜǊƴŜȅ ǿƻƴŘŜǊǎ ŀōƻǳǘ ǘƘŜ 

ǘƘƻǳƎƘǘǎ ŀƴŘ ŜƳƻǘƛƻƴǎ ƘŜ ǇŜǊŎŜƛǾŜǎ ƛƴ ǘƘŜ ǳƴƪƴƻǿŀōƭŜ ƎŀȊŜ ƻŦ ǘƘŜ ōƭŀŎƪ Ƴŀƴ όάǳƴ ƳŞƭŀƴƎŜ 

indéfinissable de mille sentiments opposés, une étrange expression de haine, de bienveillance et 

ŘΩŞǘƻƴƴŜƳŜƴǘ ŘƻǳƭƻǳǊŜǳȄέ όάŀƴ ƛƴŜȄǇƭƛŎŀōƭŜ ƳƛȄǘǳǊŜ ƻŦ ŀ ǘƘƻǳǎŀƴŘ ƻǇǇƻǎƛƴƎ ŦŜŜƭƛƴƎǎΣ ŀ ǎǘǊŀƴƎŜ 

ŜȄǇǊŜǎǎƛƻƴ ƻŦ ƘŀǘǊŜŘΣ Ǉƛǘȅ ŀƴŘ ǎŀŘ ŀǎǘƻƴƛǎƘƳŜƴǘέύ ώстϐύΣ ŀƴŘ ƘŜ ŘƻŜǎ ǎƻ ŀ Ŧǳƭƭ мнл ȅŜŀǊǎ ōŜŦƻǊŜ {ŀǊǘǊŜΣ 

ǿƻǳƭŘ ǘŀƪŜ ǳǇ ǘƘƛǎ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǘƘŜ ōƭŀŎƪ ƳŀƴΩǎ ƎŀȊŜ ƛƴ Ƙƛǎ ŦŀƳƻǳǎ ǇǊŜŦŀŎŜ ǘƻ {ŜƴƎƘƻǊΩǎ ŦƛǊǎǘ-ever 

edition of French-language African poetry, [ΩhǊǇƘŞŜ bƻƛǊ. άLƭ ŦƛȄŀ ŀǾŜŎ ƛƴŘƛŦŦŞǊŜƴŎŜ ǎƻƴ ǊŜƎŀǊŘ ǎǳǊ ƭŜ 

mien. Lƭ ƳŜ ǊŜƎŀǊŘŀƛǘ Ŝƴ ŦŀŎŜ ŎƻƳƳŜ ǳƴ ƛƴŎƻƴƴǳΣέ όάIŜ ŦƛȄŜŘ Ƙƛǎ ƎŀȊŜ ƻƴ Ƴȅ ǿƛǘƘ ƛƴŘƛŦŦŜǊŜƴŎŜ. He 

looked me ǎǘǊŀƛƎƘǘ ƛƴ ǘƘŜ ŦŀŎŜ ŀǎ ƛŦ L ǿŜǊŜ ǳƴƪƴƻǿƴ ǘƻ ƘƛƳέύ ǊŜǇƻǊǘǎ ŘΩ!ǳǾŜǊƴŜȅ όстύ. Bug-Jargal (known 

ŜŀǊƭȅ ƛƴ ǘƘŜ ƴŀǊǊŀǘƛƻƴ ƻƴƭȅ ŀǎ άtƛŜǊǊƻǘΣέ ŀƭǘƘƻǳƎƘ ǘƘŜ ǊŜŀŘŜǊ ƪƴƻǿǎ Ƙƛǎ ǊŜŀƭ ƛŘŜƴǘƛǘȅ ŦǊƻƳ ǘƘŜ ŜȄǇƻǎƛǘƛƻƴ 

of the novel) is a receiver and sender of mysterious messages (70,73), he communicates in a language 

of signs unknown to the Frenchman and he is, as he says in Spanish, a carrier of contraband (74).  

.ǳǘ ƛŦ ǘƘƛǎ ŎŀǊǊƛŜǊ ƻŦ ŎƻƴǘǊŀōŀƴŘ ǿƛƭƭ ƴƻǘ ōŜ ŀōƭŜ ǘƻ ƭƻǾŜ aŀǊƛŜΣ ƴŜƛǘƘŜǊ ǿƛƭƭ ŘΩ!ǳǾŜǊƴŜȅΣ ǿƘƻ 

marries and is to pass his wedding night with Marie, a promise which  is interrupted by the outbreak of 

ǘƘŜ ǎƭŀǾŜ ǊŜǾƻƭǘ ŀƴŘ ŘΩ!ǳǾŜǊƴŜȅΩǎ ƻōƭƛƎŀǘƛƻƴ ǘƻ ǎŜǊǾŜ ŀǎ ƘŜŀŘ ƻŦ ŀ ƳƛƭƛǘƛŀΤ άƳŀ ǇŀǳǾǊŜ aŀǊƛŜ ŘƻǊƳŀƛǘ ƻǳ 

ƳΩŀǘǘŜƴŘŀƛǘέ όάƳȅ ǇƻƻǊ aŀǊƛŜ ǎƭŜǇǘ ƻǊ ǿŀƛǘŜŘ ŦƻǊ ƳŜέύ όттύ. The novel is erotically charged from this 
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point. ¢ƘŜ ǘǊŀƧŜŎǘƻǊȅ ƻŦ ǘƘŜ ƴŜȄǘ ǇƘŀǎŜ ƻŦ ǘƘŜ ƴƻǾŜƭ ǘŀƪŜǎ ŘΩ!ǳǾŜǊƴŜȅ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ƴǳǇǘƛŀƭ ŎƘŀƳōŜǊ 

ǿƘŜǊŜ ǘƘŜ ǇŀǎǎƛǾŜ aŀǊƛŜ ŀǿŀƛǘǎ ƘƛƳ ƻƴ ǘƘŜƛǊ ǿŜŘŘƛƴƎ ƴƛƎƘǘΣ ǘƻ ǘƘŜ ŜǊǊƻƴŜƻǳǎ ǇŜǊŎŜǇǘƛƻƴ ōȅ ŘΩ!ǳǾŜǊƴŜȅ 

that Bug-Jargal has stolen Marie during the revolutionary events to perhaps rape and kill her, to the 

ŀǿŀƪŜƴƛƴƎ ƻŦ ŘΩ!ǳǾŜǊƴŜȅ-as-prisoner before the black dancers, the griotes, whose horrific and 

lascivious dance he describes as the very incarnation of evil and whom the reader sees as the very 

antithesis of Marie. ά5Ŝǎ ŎƘǊŞǘƛŜƴǎΣέ όάǘƘŜ /ƘǊƛǎǘƛŀƴǎέύ ŀǎ ŘΩ!ǳǾŜǊƴŜȅ ŘŜǎŎǊƛōŜǎ ǘƘŜƳ όмллύΣ ǿŜǊŜ ƴƻǘ 

able to defend themselves against the slaves. [ƻǎǘ ƛƴ ǘƘƛǎ άŦƭƻǘ ŘŜ ōŀǊōŀǊŜǎ Ŝǘ ŘŜ ǎŀǳǾŀƎŜǎέ όάǿŀǾŜ ƻŦ 

ōŀǊōŀǊƛŀƴǎ ŀƴŘ ǎŀǾŀƎŜǎέύ όмтл), his dreams significantly of Marie, whom God had given him (178-179). 

¢ƘŜ ƭƻǎǎ ƻŦ aŀǊƛŜΣ ƛǘ ƛǎ ǘƻ ōŜ ǊŜƳŜƳōŜǊŜŘ ƛǎ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ǘƘŜ ƭƻǎǎ ƻŦ ǘƘŜ ǳƴŎƭŜΩǎ Ǉƭŀƴǘŀǘƛƻƴ ŀƴŘ ǘƘŜ 

way of life they knew. 

 He dreams philosophically of losing touch with reality:  

Les hommes, les choses, les faits, passent alors devant nous avec une physionomie en quelque 

sorte fantastique; et se meuvent comme dans un rêve. ¢ƻǳǘ Ŝǎǘ ŎƘŀƴƎŞ Řŀƴǎ ƭΩƘƻǊƛȊƻƴ ŘŜ ƴƻǘǊŜ 

vie, atmosphère et perspective όΧύ !ƭƻǊǎ ǘƻǳǘ ŎŜ ǉǳƛ Ŝǎǘ ƴƻǳǎ ǇŀǊŀƞǘ impossible et absurde ; nous 

croyons à peine à notre propre existence, parce que, ne retrouvant rien autour de nous de ce 

qui composait notre être, nous ne comprenons pas comment tout cela aurait disparu sans nous 

entraîner, et pourquoi de notre vie il ne serait resté que nous. 

 

(Men, things, facts, pass then in front of us with a sort of fantastic aspect; and they move as in a 

dream. 9ǾŜǊȅǘƘƛƴƎ Ƙŀǎ ŎƘŀƴƎŜŘ ƛƴ ǘƘŜ ƘƻǊƛȊƻƴ ƻŦ ƻǳǊ ƭƛŦŜΣ ŀƳōƛŀƴŎŜ ŀƴŘ ǇŜǊǎǇŜŎǘƛǾŜ όΧύ !ƴŘ 

then everything that is before us seems to us impossible and absurd; we hardly believe in our 

own existence, because, not finding anything around us that once made up our being, we do not 

understand how that could have disappeared without carrying us along with it, and why of our 

[former] life there would have remained only ourselves.)  

(176-77) 

 

Having lost touch with his nation which has been shaken by the apparently corrupt principles of 

both the French and the Haitian revolutions, the capture of Marie and his own capture have taken 

ŘΩ!ǳǾŜǊƴŜȅ ǘƻ ŀ ǇƭŀŎŜ ǿƘƛŎƘ ƛǎ άǎƛƴƎǳƭƛŝǊŜƳŜƴǘ ǎŀǳǾŀƎŜ ώŜǘ ǉǳƛϐ ƳΩŞǘŀƛǘ ŀōǎƻƭǳƳƳŜƴǘ ƛƴŎƻƴƴǳέ 



 

©English Association of Pennsylvania State Universities, 2008 

 

223 

όǎƛƴƎǳƭŀǊƭȅ ǎŀǾŀƎŜ ώŀƴŘ ǿƘƛŎƘϐ ǿŀǎ ŀōǎƻƭǳǘŜƭȅ ǳƴƪƴƻǿƴ ǘƻ ƳŜέύ όмлтύ. Of these satanic women who 

ǊŜǇƭŀŎŜ aŀǊƛŜ όŀƴŘ ǿŜ ǘƘƛƴƪ ōŀŎƪ ǘƻ IƻŦŦƳŀƴΩǎ ŎǊƛǘƛŎƛƳǎ ŀǘ ǘƘƛǎ ǇƻƛƴǘύΣ ƘŜ ǎŀys: ά[ΩƘƻǊǊƛōƭŜ ǊƛǊŜ ŘŜ 

chaque sorcière nue, à certaines pauses de la danse, venait me présenter à son tour, en appuyant 

ǇǊŜǎǉǳŜ ǎƻƴ ǾƛǎŀƎŜ ǎǳǊ ƭŜ ƳƛŜƴέ όά¢ƘŜ ƘƻǊǊƛōƭŜ ƭŀǳƎƘ ƻŦ ŜŀŎƘ ƴŀƪŜŘ ǿƛǘŎƘΣ ŀǘ ŎŜǊǘŀƛƴ ǇŀǳǎŜǎ ƛƴ ǘƘŜ 

dance, came to present itself to me ƛƴ ǘǳǊƴΣ ŀƭƳƻǎǘ ǇǊŜǎǎƛƴƎ ƘŜǊ ŦŀŎŜ ŀƎŀƛƴǎǘ ƳƛƴŜέύ όмммύΦ ¢Ƙƛǎ Ǿƛǎƛƻƴ ƻŦ 

ōƭŀŎƪ ŜǊƻǘƛŎƛǎƳΣ ǘƘƛǎ ǇƛŎǘǳǊŜ ƻŦ ōƭŀŎƪ ǊŜƭƛƎƛƻƴΣ ƘƻǊǊƛŦƛŜǎ ŀƴŘ ǘŜǊǊƛŦƛŜǎ ŘΩ!ǳǾŜǊƴŜȅΦ  

tŜǊƘŀǇǎ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘƭȅΣ ǘƻǿŀǊŘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƴƻǾŜƭΣ ŀŦǘŜǊ ŘΩ!ǳǾŜǊƴŜȅ-as-prisoner has 

described for chapter upon chapter the horrible corruption of political and religious truths by Biassou 

and his accomplice Habibrah, Bug-Jargal, who has in fact been protecting Marie (in his spare time when 

he has not been leading his section of the revolutionary armƛŜǎύ ŀǇǇŜŀǊǎ ƛƴ .ƛŀǎǎƻǳΩǎ ŎŀƳǇ ǘƻ ǎŀǾŜ 

ŘΩ!ǳǾŜǊƴŜȅ ŀƴŘ ǘƻ ŎƻƴŘŜƳƴ ǘƘŜ ǾŜǊȅ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ ƛƴǘŜǊǊŀŎƛŀƭ ǳƴƛƻƴ ƘŜ ŜŀǊƭƛŜǊ ǇǊƻǇƻǎŜŘ ǿƘŜƴ ƘŜ ǎŀȅǎ 

of Biassou: ά[Ŝ ƳƻƴǎǘǊŜ όΧύ /ƻƳƳŜƴǘ ƴΩŀƛ-ƧŜ Ǉǳ ǇǊŞǾǳ ǉǳŜƭǉǳŜ ǇŜǊŦƛŘƛŜΚ /Ŝ ƴΩŜǎǘ Ǉŀǎ ǳƴ ƴƻƛǊΣ ŎΩŜǎǘ ǳƴ 

ƳǶƭŀǘǊŜέ ό¢ƘŜ ƳƻƴǎǘŜǊ όΧύ How could I not have predicted some treachery ? He is not a Black, he is a 

Ƴǳƭŀǘǘƻέύ όнлуύ. Concerning Biaasou and Habibrah, who represent the corruption of true religious and 

political principles, Bug-Jargal condemns what he describes as their ferocious fanaticism and ridiculous 

superstitions.  

ά/ǊƻȅŜȊ-ƳƻƛΣέ όά.ŜƭƛŜǾŜ ƳŜέύ ǎŀȅǎ .ǳƎ-Jargal in one of the more disappointing moments toward 

ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƴƻǾŜƭΣ άƭŜǎ .ƭŀƴŎǎ ǎƻƴǘ Ƴƻƛƴǎ ŎǊǳŜƭǎ ǉǳŜ ƴƻǳǎέ όάǘƘŜ ǿƘƛǘŜǎ ŀǊŜ ƭŜǎǎ ŎǊǳŜƭ ǘƘŀƴ ǿŜ ŀǊŜέύ 

(189). .ǳƎΩǎ ǾƻƛŎŜΣ ǊŜǇƻǊǘǎ ǘƘŜ ƴŀǊǊŀǘƻǊΣ ŀƴŘ Ƙƛǎ ŀǎǇŜŎǘ άŘƻƴƴŀƛŜƴǘ Ł ǎŜǎ ǇŀǊƻƭŜǎ ǳƴŜ ŦƻǊŎŜ ŘŜ ŎƻƴǾƛŎǘƛƻƴ 

Ŝǘ ŘΩŀǳǘƻǊƛǘŞ  ƛƳǇƻǎǎƛōƭŜ Ł ǊŜǇǊƻŘǳƛǊŜέ όάƎŀǾŜ Ƙƛǎ ǿƻǊŘǎ ŀ ŦƻǊŎŜ ƻŦ ŎƻƴǾƛŎǘƛƻƴ ŀƴŘ ŀǳǘƘƻǊƛǘȅ ƛƳǇƻǎǎƛōƭŜ 

ǘƻ ǊŜǇǊƻŘǳŎŜέύ  όмфлύ. More importantly, Bug-Jargal at this moment evokes the name of Marie, the 

virgin, which Bug-Jargal claims is a principle which has been disrespected by the profane mass in which 

Biassou and Habibrah have foisted upon the black populace. Yet when Bug-Jargal has condemned the 

way Biassoǳ Ƙŀǎ ǇǊƻŦŀƴŜŘ ǘƘŜ ǎŀŎǊŜŘ ƴŀƳŜ ƻŦ aŀǊƛŜΣ ŘΩ!ǳǾŜǊƴŜȅ ƛǎ ǎƭƛƎƘǘƭȅ ǘǊƻǳōƭŜŘ: άLƭ ȅ ŀǾŀƛǘ ǇŜǳǘ-

être une expression plus tendre encore que la vénération religieuse dans la manière que Pierrot 

prononça ce nom. WŜ ƴŜ ǎŀƛǎ ŎƻƳƳŜƴǘ ŎŜƭŀ ǎŜ ŦƛǘΣ Ƴŀƛǎ ƧŜ ƳΩŜƴ ǎŜƴǘŀƛǎ ƻŦŦŜƴǎŞ Ŝǘ ƛǊǊƛǘŞέ όά¢ƘŜǊŜ ǿŀǎ 

perhaps an expression more tender that that of religious devotion in the manner that Pierrot 

pronounced this name. L ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ƛǘ ƘŀǇǇŜƴŜŘ ǘƘƛǎ ǿŀȅΣ ōǳǘ L ŦŜƭǘ ƻŦŦŜƴŘŜŘ ŀƴŘ ƛǊǊƛǘŀǘŜŘέύ όмуфύ. 

¢ƘǊƻǳƎƘ ǘƘŜ ŜȅŜǎ ƻŦ ŘΩ!ǳǾŜǊney, the French reader has witnessed a slave become a man, and he has 
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expressed his revolutionary desire, yet he still exists in the text only inasmuch as he worships Marie, 

and neither the political nor the erotic desire can be consummated. Bug-Jargal will sacrifice himself and 

ōŜ ǎƘƻǘ ǎƘƻǊǘƭȅ ŀŦǘŜǊ ǊŜŀƭƛȊƛƴƎ ǘƘŀǘ aŀǊƛŜ Ƙŀǎ ƳŀǊǊƛŜŘ ŘΩ!ǳǾŜǊƴŜȅΦ  

And yet the novel ends tragically for the rest as well. Marie will die in later revolutionary events. 

5Ω!ǳǾŜǊƴŜȅ ǊŜǘŀƛƴǎ ǿƘŀǘ ƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ άŀ CǊŜƴŎƘ ƘƻƴƻǊέ ŀǘ ǘƘe end of the novel, yet he has entered 

into an abyss in which he cannot understand himself. Upon concluding this melodramatic novel, Hugo 

finds himself, at age twenty-ǎƛȄΣ ƭƛƪŜ Ƙƛǎ CǊŜƴŎƘ ƴŀǊǊŀǘƻǊ ŘΩ!ǳǾŜǊƴŜȅΣ Ƙƛǎ ŘƻƻƳŜŘ !ŦǊƛŎŀƴ ƪƛƴƎ .ǳƎ-Jargal 

and the object of their desire, Marie, at the edge of an abyss. (The original cover of the novel, as shown 

in the Bongie edition, in fact showed the French hero being pulled by Habibrah over the edge of a cliff 

into an abyss.) 

This abyssτthe destructive force of the revolution which swallows up his two main charactersτ

ǊŜǇǊŜǎŜƴǘǎ IǳƎƻΩǎ ǇŀǎǎƛƻƴŀǘŜ ȅŜǘ ŦǊǳǎǘǊŀǘŜŘ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ ǇƻƭƛǘƛŎŀƭ ŜǾŜƴǘǎ ƻŦ Ƙƛǎ ǘƛƳŜ. Given the 

emergence in both France and Haiti of the people in history and of the nation as a new beginning of 

communal relations, he portrays the uprooting of the old political order and places in doubt the 

emerging political order. This novel ties the birth of two nations to two interrupted romances, and we 

ƛƴŘŜŜŘ ŘƛǎŎƻǾŜǊ ƘŜǊŜ άŀƴ ŜǊƻǘƛŎǎ ƻŦ ǇƻƭƛǘƛŎǎέ ŀƴŘ ǿƛǘƴŜǎs the symbolic foundation of a new transnational 

order no longer based on slavery pure and simple but rather upon the universal ideal of the Rights of 

Man and the emergence of the black man as an historical figure; the former Hugo will learn first to 

accept and then to champion, while the latter, because of the guilty conscience of the Revolution, will 

be actively forgotten throughout the nineteenth century.  

!ƴŘ ȅŜǘ ƘŀǾƛƴƎ ŜȄǇŜǊƛŜƴŎŜŘ ǘƘǊƻǳƎƘ ǉǳƻǘŀǘƛƻƴǎ ǘƘŜ ǘȅǇŜ ƻŦ Ǿƛǎƛƻƴ ŘΩ!ǳǾŜǊƴŜȅ-the-protagonist 

(and soƳŜǘƛƳŜǎ ŘΩ!ǳǾŜǊƴŜȅ-the-narrator and Hugo as well) have of this newly historical black populace, 

is the novel worth reading today?  This is a drama which the young Hugo needed to write for personal 

and artistic reasons, and if it does not endure as a masterful work of art in the way that Le Cid endures, 

if its melodrama and plot machinations can only largely amuse twenty-first century readers, it is still a 

highly readable, page-flipping read and should be studied for the discussion of race and national 

identity which it generates. Because it forces us to examine squarely the representation of race in the 

early nineteenth century and to consider the historical roots of this racial encounter as well as its 

legacy, Bug-Jargal is in fact a text which neither Francophone Studies nor American studies should 
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ignore. For a twenty-four year old man, Hugo wrote an interesting tale about the Haitian Revolution; 

since he, along with most of his compatriots soon set about forgetting Haiti and the problem of race, it 

is important to use the contextual material we now have available to have an honest discussion of the 

subject. As to whether the novel is truly négophile or négrophobe, the jury is still out. 
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 (De)Constructing the Self through Narrative: An Exploration of Second Language Methodology1 

Stephen M. Swartz, St. Bonaventure University 

 

In recent years Second Language Acquisition research has begun to include research into 

construction of self by second language learners. This effort parallels the research being done in first-

language composition studies, where the self is believed to serve as a major influence on writing and on 

ŀ ǿǊƛǘŜǊΩǎ ƛŘŜƴǘƛǘȅΦ ¢ƘŜ ŎƻƴŎŜǇǘ of the self and the self as Subject has been widely discussed elsewhere. 

For our purposes in this paper, let us consider that what we refer to as self or subject in writing or 

speaking is actually a projection of the self, hence an identity which is subconsciously chosen as a lens 

through which the author or speaker affects a persona to achieve several purposes simultaneously. The 

first purpose is to create an ethos that will assist in the communicative nature of the text or the 

utterance. Another important purpose, according to Lacan, is to defend the ego. It is this ego which acts 

as the self, and through our writing and speaking we convince ourselves we exist (Fink, 1995, p. 42-3). 

When we deal with language, according to Lacan, we essentially use the features of the language as a 

chain of signifiers that, taken together, produce meaning for us. In short, our awareness of the self 

comes when we use language to construct our world, placing ourselves in opposition to an inscrutable 

Other. Kramsch (2000) considers how language serves as mediation between the self and the other 

through signs of various sorts. As we grow up, learning our first language, we construct a self based on 

that system of signs and signifiers; therefore, we are what may be called an L1-self. In learning a second 

or additional language, we begin to construct an L2-self, in part by using knowledge from our L1 

database, created through use of our first language. In Second Language research, the focus has begun 

in recent years to include more consideration of the construction or reconstruction of the self as a 

primary function of language learning. 

In the field of Second Language Acquisition (SLA), this research has typically taken one of two 

approaches. First, researchers have looked at the cognitive aspects of language learning (Watson-

Gegeo, 2004), seeking to understand how each person constructs self and identity as a language 

learner. In studying constructions of self in a second language (L2) situation, this approach considers the 

cultural and social aspects of language learning. Atkinson (2002) invites us to understand the 

                                                 
1
 Even though EAPSU ONLINE normally formats articles in MLA, we present this one in APA as the author submitted it.  
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ǊŀƳƛŦƛŎŀǘƛƻƴǎ ƻŦ ǘƘƛǎ ǿƛŘŜǊ ǾƛŜǿ ƻŦ ƭŀƴƎǳŀƎŜ ŜȄǇŜǊƛŜƴŎŜ ŀǎ άŀ ƳŜŀƴǎ ōȅ ǿƘƛŎƘ ǎŜŎƻƴŘ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴŜǊǎ 

can be seen as real people, doing something they naturally doτnot as mere research subjects, or mere 

ǎǘǳŘŜƴǘǎΣ ƻǊ ƳŜǊŜ ǎƛǘŜǎ ŦƻǊ ƭŀƴƎǳŀƎŜ ŀŎǉǳƛǎƛǘƛƻƴέ όǇΦ рофύΦ wŀǘƘŜǊ ǘƘŀƴ ǎǘǳŘȅƛƴƎ ǎŜŎƻƴŘ ƭŀƴƎǳŀƎŜ 

acquisition in terms of language features and mental processes of input/output, Savignon and Sysoyev 

(2002), in studying Ruǎǎƛŀƴ ǎǘǳŘŜƴǘǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ ƭŜŀǊƴƛƴƎ 9ƴƎƭƛǎƘΣ ǎǳƎƎŜǎǘ ǘƘŜ ƴŜŜŘ ŦƻǊ ǎŜŎƻƴŘ 

language instruction to incorporate more sociocultural information to make learners more aware of the 

L2 in authentic native language (L1) contexts. Whether the research concerns L2 acquisition or L2 

writing, the social and cultural contexts of every aspect of the experience are important to 

understanding how teachers can better apply what we already know about language acquisition. 

The second approach focuses on the use of narrative inquiry and, though controversial, has 

opened a new wing of research into language acquisition. Like the above studies, it relies on the idea 

ǘƘŀǘ ōȅ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴƛƴƎΣ ǊŜǎŜŀǊŎƘŜǊǎ ƳƛƎƘǘ ǎƘŜŘ 

light on the process of language acquisition. Often the only way to access some of this personal, 

ŜƳōŜŘŘŜŘ ƛƴŦƻǊƳŀǘƛƻƴ ƛǎ ǘƻ ŘƛǊŜŎǘƭȅ ŀŘŘǊŜǎǎ ƛǘ ǘƘǊƻǳƎƘ ǘƘŜ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴŜǊΩǎ ƻǿƴ ŀŎŎƻǳƴǘΦ .ȅ ƘŀǾƛƴƎ 

L2 learners recall the challenges and the success or failure of their efforts, a new source of data may be 

applied to the field. Questions of validity and reliability have been raised, of course, because the human 

mind is not so static, predictable, and less measurable hence less accurate when it comes to a person 

recalling past events, much less thoughts and feelings about the event. Nevertheless, there are ways in 

which narrative data is useful and worth incorporating in language acquisition research.  

In both L1 and L2 disciplines, the construction of self is studied, in part, by examining narrative 

accounts of people recalling their experiences using language. When it comes to construction of self in 

either an L1 or L2 context, the waters are further muddied by definitions of self, by how we understand 

ΨǎŜƭŦΣΩ ŀƴŘ ōȅ Ƙƻǿ ǊŜǎŜŀǊŎƘŜǊǎ ǎŜŜƪ ǘƻ ƻōǘŀƛƴ Řŀǘŀ ŀōƻǳǘ ǘƘŜ ǎŜƭŦ ŀƴŘ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǎŜƭŦΦ 

We can see how people have constructed the self through their writing and through oral histories, yet 

the essence of how the self is constructed remains elusive. The only way to get at that data is through 

self-ǊŜŎŀƭƭ ǘƘǊƻǳƎƘ ƴŀǊǊŀǘƛǾŜ ǘƘŀǘ ǊŜƭƛŜǎ ƻƴ ƳŜƳƻǊƛŜǎ ƻŦ ŘƛǎǇŀǊŀǘŜ ŜǾŜƴǘǎ ƛƴ ŀ ǇŜǊǎƻƴΩǎ ƭƛŦŜΦ IƻǿŜǾŜǊΣ 

narrative data has been considered problematic due to the presumption of its invalidity and 

unreliability. While there are legitimate contexts where narrative is suitable and valid as research data, 

there remain concerns. There are ways in which narrative data is useful and worth incorporating in 
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language acquisition research. For example, by comparing different experiences with the same language 

task we can come to some insight about the process and perhaps adapt practice to meet the needs of 

different learners. 

Therefore, it is my aim in this paper to explore the use of narrative as a research methodology, 

especially in the field of Second Language Acquisition. I will address the concerns researchers have 

ŀōƻǳǘ ƴŀǊǊŀǘƛǾŜΩǎ ǾŀƭƛŘƛǘȅ ŀƴŘ ǊŜƭƛŀōƛƭƛǘȅΦ {ƛƴŎŜ ǘƘŜ ŦƛŜƭŘ ƻŦ /ƻƳǇƻǎƛǘƛƻƴ Ƙŀǎ ōŜŜƴ ŀŎŎŜǇǘƛƴƎ ƴŀǊǊŀǘƛǾŜ 

research for some time now, much of what I will discuss comes from a first-language (L1) context. 

However, I believe that by comparing L1 narrative methodology, and the concerns which arise in 

considering it, I will be able to bring a new perspective on the use of narrative in a second-language (L2) 

context. 

 

Contexts for Construction of the Self in Narrative Research 

My1 ǊŜŀŘƛƴƎ ƻŦ ά{ŜŎƻƴŘ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴƛƴƎ ŀǎ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀƴŘ ǘƘŜ όǊŜύŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǎŜƭǾŜǎΣέ ŀ 

ŎƘŀǇǘŜǊ ƛƴ !ƴŜǘŀ tŀǾƭŜƴƪƻ ŀƴŘ WŀƳŜǎ tΦ [ŀƴǘƻƭŦΩǎ ōƻƻƪ Sociocultural Theory and Second Language 

Learning (2000), serves as a touchstone for the present inquiry and also provides a stable base from 

which to consider narrative as a vehicle for constructing the self. Pavlenko and Lantolf introduce and 

discuss the use of narrative, chiefly through the medium of first-person reporting of life stories, and 

attempt to rationalize its use in Second Language Acquisition research. Coming from L1 composition, 

this initially seemed odd to me, mostly because the use of narrative as a data source is well-grounded. 

In fact, those in composition have gone so far as to introduce the autoethnography for use in certain 

contexts. Yet it is the scientific model taken from linguistics that SLA research has used for so long that 

limits research using other methods: validity and reliability, measurability, repetitiousness, and 

predictability do not fit with narrative. Also, my training in creative writing gives me skills in deception, 

ŜǎǇŜŎƛŀƭƭȅ ǿƛǘƘ ƴŀǊǊŀǘƛǾŜΣ ŜƴŀōƭƛƴƎ ƳŜ ǘƻ άǎŜŜέ ǘƘŜǎŜ ƛǎǎǳŜǎ άŦǊƻƳ ǘƘŜ ƻǘƘŜǊ ǎƛŘŜέΤ ŀǎ L ŎƻƴǎǘǊǳŎǘ fake 

selves for entertainment purposes, I come to understand how real people construct their real selves 

through the real experiences of their lives. This makes me naturally suspicious of any story, of its 

                                                 
1
It may be significant to note here that, by writing in first-person, I also am constructing a self, one which simultaneously shows me as a 
writer-researcher and which also allows me to create a narrative about my research into narrative research. The Second Language 
Acquisition metaphor of participation is apt here, inasmuch as through this narrative I am able to participate in the community of SLA 
researchers, even though I am, by my own admission, an outsider from L1 Composition Studies who brings to the discussion table some 
considerations of my own field and my own experience with narrative. 
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believability, even when the text is a memoir told by a real person and not a fictional character created 

in such a way so as to seem real.  

The idea of using narrative, despite the comparison of living a life with telling a story (Bruner, 

1990), continues to leave us with questions of what constitutes truth. There is scientific truth based on 

observable phenomena, and there is narrative truth based on our human sense that something is 

plausible, possible, probableτin short, believable; it is true to us because it seems true. What can we 

ǎŀȅ ŀōƻǳǘ ǘƘŜ άǘǊǳǘƘέ ƻŦ ǎƻƳŜƻƴŜΩǎ ƭƛŦŜΚ ²Ƙƻ ƪƴƻǿǎ ōŜǘǘŜǊ ǘƘŀƴ ǘƘŜ ǇŜǊǎƻƴ ƭƛǾƛƴƎ ƛǘΚ ²ƘŜƴ ǎǘǳŘȅƛƴƎ ŀ 

situation such as someone moving from one community and a first language to a new community and a 

second language, as Pavlenko and Lantolf do, there is data which cannot be brought forth in the 

artificial setting of the scientific model. Data about the self, or about linguistic experiences founded in 

daily life and in participation in a community of practice, cannot be easily studied using the traditional 

methods of SLA. 

Pavlenko and Lantolf (2000) introduce the idea of language learning and self construction and 

ōŜƎƛƴ ǘƻ ŘƛǎŎǳǎǎ ǘƘŜ ǾŀƭƛŘƛǘȅ ƻŦ ƴŀǊǊŀǘƛǾŜ ƛƴǉǳƛǊȅ ƛǘǎŜƭŦΦ ¢ƻ ŀŎŎŜǎǎ ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ ƭŀƴƎǳŀƎŜ ƭŜŀǊƴŜǊǎΩ 

ǎŜƭŦ ǘƘŜȅ ǊŜƭȅ ƻƴ ǘƘŜ άŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ǿƻǊƪ ƻŦ ǎŜǾŜǊŀƭ !ƳŜrican and French authors of Eastern 

9ǳǊƻǇŜŀƴ ƻǊƛƎƛƴέ όǇΦ мсмύ ǿƘƛŎƘ ǇǊƻǾƛŘŜ ƛƴǎƛƎƘǘǎ ƛƴǘƻ Ƙƻǿ [н ƭŜŀǊƴŜǊǎ ǎǘǊǳƎƎƭŜ ǘƻ ŦƛƴŘ ŀ ōŀƭŀƴŎŜ 

between their old worlds and their new worlds, between their L1 selves and their new L2 selves. The 

approach Pavlenko and LŀƴǘƻƭŦ ǘŀƪŜ ŦƻŎǳǎŜǎ ƻƴ άǘƘŜ ǊƻƭŜ ƻŦ ŎǳƭǘǳǊŀƭ ǊŜǎƻǳǊŎŜǎ ŀƴŘ ƘƛǎǘƻǊȅ ƛƴ ǘƘŜ 

ƻǊƎŀƴƛȊŀǘƛƻƴ ŀƴŘ ƳŜŘƛŀǘƛƻƴ ƻŦ ƳƛƴŘέ όǇΦ мтпύΦ ¢ƘŜȅ ŎƻƴŎƭǳŘŜ ǘƘŀǘ [н ƭŜŀǊƴƛƴƎ άƛǎ ƴƻǘ Ƨǳǎǘ ŀōƻǳǘ ǘŀƪƛƴƎ 

part in new cultural settings; it is about a profound struggle to reconstruct a ǎŜƭŦέ όǇΦ мтпύΦ ¢Ƙƛǎ ƛŘŜŀ 

mirrors my reading in psychology where life stages are compared to chapters in a book we write about 

ourselves (e.g., Bruner, 1986; McAdams, 1993). Since this is done through language, it is necessarily a 

narrative, a stringing together of separate episodes which form a signifying chain in the Lacan model. 

The definition of narrative is usually a sequence of events; hence, a chain of signifiers. A story is what 

happens, and what happens next, often liberally sprinkled with thoughts and reflection about what 

happens and what will happen next, thus creating new chains and new signifiers. 

²ƘŜƴ ǾƛǎƛǘƛƴƎ ǘƘŜ ǿƻǊƭŘ ƻŦ ƳŜǘŀǇƘƻǊǎΣ L ƘŀǾŜ ŀƭǿŀȅǎ ŘŜǎŎǊƛōŜŘ ǘƘƛǎ ŎƘŀƛƴ ŀǎ ŀƴ άŀǊŎ ƻŦ ƭƛŦŜέ ǿƛǘƘ 

points and tangents along the arc which each stand as individual things and not a string of episodes 

linked like a chain, each like the other. Pavlenko and Lantolf address this concept by citing Harré and 




