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Preface

For Anglicists in Spain, November is the month that marks our annual opportunity to get
together and share our latest work with colleagues from all over the country. The conference
that gave rise to the papers that make up this volume, held in Huesca on November 9-11,
2016 and organized by the Department of English and German Studies at the University of
Zaragoza, provided a special cause for celebration since it marked the 40™ anniversary of the
Spanish Association of English and North-American Studies (1976-2016). What is more,
after exactly thirty years, the Department of English and German Studies at the University of
Zaragoza has had the honor of hosting our association’s yearly conference for the second
time, a happy coincidence that has inspired our design of this e-book’s cover. As the editors
of last year’s conference e-book aptly put it in the Preface, “[g]lancing backwards is probably
one of the most common gestures in scholarly work.” It seems particularly fitting to borrow
their words now.

A look at the figures from AEDEAN’s early years tells us that membership has
increased from around four hundred members during the first few years to almost three
thousand members nowadays. Similarly, while the first few conferences of our Association
gathered an average of forty presentations, participation has increased to around two hundred
contributions in the 40" AEDEAN Conference in Huesca, in the form of plenary lectures,
roundtables, workshops and scholarly papers.! Needless to say, the exponential growth of
these figures also means a significant diversification in the research interests and approaches
of AEDEAN members and, by extension, of the contributions to our annual conference, as
both the diversity of thematic panels and the varied sample of scholarly work included in this
e-book shows. It seems apt, therefore, to take advantage of the occasion of putting together
this volume and writing this Preface to celebrate the continuing good health of English
Studies in Spain.

As the title of this volume suggests, taking stock is important in order to look ahead.
The considerable amount of young researchers who have joined AEDEAN in the last years—
a good number of whom may have chosen Huesca to participate in our annual conference for
the first or second time—provides unequivocal proof of the bright future that hopefully
awaits our association in particular and scholarship in English and American studies in Spain
in general, despite the decidedly adverse economic and political conditions in the last few
years. So does the enthusiasm with which volunteer graduate students from the Department
of English and German Studies at the University of Zaragoza tirelessly contributed to the
success of the AEDEAN Conference at Huesca.

! See Prof. Pedro Guardia Mass®’s presentation to commemorate the first twenty-five years of
AEDEAN: https://aedean.org/?page id=7
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Taking Stock to Look Ahead: Celebrating Forty Years of English Studies in Spain
brings together a diverse but well-balanced selection of the plenary lectures, scholarly papers
and round tables presented at the AEDEAN Conference at Huesca. The contents of this e-
book are divided into four sections. The volume opens with two thought-provoking essays
by writers Anne Karpf (London Metropolitan University) and Tabish Khair (Aahrus
University), who compellingly reflect on the relationship between fiction and reality. The
next two sections constitute the main body of the volume and comprise over thirty essays on
the two wider areas of scholarship within English and North-American studies: literature and
cultural studies (Part I) and language and linguistics (Part II). It is worth highlighting that an
effort has been made to represent the different thematic areas evenly, with an average of two
or three contributions per thematic panel. Finally, the last section of this volume includes
some of the latest findings of three research projects in the form of round tables, dealing with
cutting-edge research topics such as Neo-Victorian studies, musical narratives of the
American West and European renditions of the American West. In short, the contributions
included in this volume succeed not only in putting forward provocative and innovative
research, but also in sampling the wealth and breadth of scholarly interests and approaches
that the annual AEDEAN Conference unfailingly gathers.

We would like to conclude this Preface by expressing our sincere gratitude to all those
who have made the edition of this volume possible. To begin with, special thanks are due the
Executive Board of AEDEAN, who have generously offered their support and advice from
the moment that the University of Zaragoza was accepted as host for the 40" AEDEAN
Conference up to the last stages of the publication of this e-book. In that sense, our gratitude
also extends to the panel coordinators and anonymous colleagues for their collaboration in
the process of double-blind reviewing of the submitted papers. We are deeply indebted to
Professor Susana Onega Jaén and Professor Francisco Collado Rodriguez—the President and
Treasurer of the organizing committee—for giving us the generous opportunity to be a part
of AEDEAN’s 40" anniversary conference at Huesca and trusting us with this project. Our
profound appreciation goes also to the authors of the contributions included in this e-book,
since it is the excellence of their scholarship that constitutes the core of this project and that
will make it relevant to any reader within the field of English and North-American studies.
Finally, we would like to thank the volunteer students of the Department of English and
German studies at the University of Zaragoza for their tireless assistance and support, and to
all the participants in the 40" AEDEAN conference.

Maria Ferrandez San Miguel and Claus-Peter Neumann
Zaragoza, April 2018
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Re-creating Lives:
The Possibilities and Limits of Creative Nonfiction

ANNE KARPF
London Metropolitan University
a.karpf@londonmet.ac.uk

Abstract

Over the past 20 years creative nonfiction has emerged around the world as a genre highly popular
with both publishers and readers. Some compelling examples have helped redefine how experi-
ence and actuality can be imaginatively narrated and have freed nonfiction writers from previous
constraints. As a reader I relish these innovative texts; as a writer I have tried to make use of some
of the new freedoms. Most of the controversy surrounding the genre has centred on accuracy and
ethics in memoir: now that the boundary between fiction and nonfiction is no longer so heavily
policed, how far can a writer go? Indeed, does anything now go? This paper explores outstanding
recent examples of life writing but also disturbing instances; it also examines a variety of views
among memoirists about the role of the imagined in life writing. While recognising that the notion
of a unitary and stable self is a fiction, I take issue with what I see as postmodern legitimisation
of assumed identities and argue that, when this is extended even to fake Holocaust memoirs, it
risks fuelling Holocaust revisionism and denial.

Keywords: life writing; creative nonfiction; memoir; Holocaust memoir; fake memoir

Creative Nonfiction (CNF), the subject of this paper, is a curious term exported from the
USA over the past 15 years or so—curious in that it defines a genre by what it is not. It is
curious, too, in being both an oxymoron and a tautology: an oxymoron because creative
writing and nonfiction are usually defined in opposition to each other rather than con-
joined, and a tautology because all writing is—or should be—creative.

CNF came to prominence as part of the Master of Fine Arts programmes that are so
popular in the USA. It is a hybrid, supposedly bringing together aspects of fiction and
nonfiction: nonfiction’s focus on real-life events and experiences—things that have actu-
ally taken place—with some of the features and characteristics of fiction such as story-
telling and narrative, characters, scenes and dialogue.

We could do worse than use the American writer David Foster Wallace’s definition:

As nonfiction, the works are connected to actual states of affairs in the world, are
“true” to some reliable extent. If, for example, a certain event is alleged to have
occurred, it must really have occurred; if a proposition is asserted, the reader ex-
pects some proof of (or argument for) its accuracy. At the same time, the adjec-
tive creative signifies that some goal(s) other than sheer truthfulness moti-
vates the writer and informs her work [...] Creative also suggests that this kind of



16 ANNE KARPF

nonfiction tends to bear traces of its own artificing; the essay’s author usu-
ally wants us to see and understand her as the text’s maker. (Foster Wallace
[2003] 2014)

This approach has been deployed in a variety of texts, from life writing (biography, auto-
biography and memoir), travel writing, nature writing, science writing, crime writing,
sports writing to history. Over the past 20 years it has emerged around the world as one
of the most popular genres among both publishers and readers. For a recent chapter on
the cancer memoir (Karpf 2013a), for example, I read twenty-five examples (and there
were plenty more that I could have selected).

The most compelling examples of CNF have helped redefine how experience and ac-
tuality can be imaginatively narrated. CNF isn’t new—Ilife writing has been traced back
to St Augustine, whose Confessions are widely considered the first Western autobiog-
raphy (Augustine 430 AD), and Rousseau’s Confessions (1782), while Orwell (1933,
1937 and 1938) and Capote (1966) were renowned 20" century exponents. But in its more
recent manifestations it allows writers to explore the most personal, individual and inti-
mate stories while also providing a means through which readers can hook their own,
quite different experience: many of the best of them have this dual quality—a manifest
story and a meta one. So Helen MacDonald’s H is for Hawk (2014) is both the story of
the training of a falcon (a subject in which—at least before I read her eloquent book—I
had absolutely no interest) and what you might call a biography of bereavement (a subject
in which I am mightily interested): the story of how, through her experiences with the
falcon, she came to terms with the death of her father.

Or there is Paul Auster, who audaciously wrote his memoir Winter Journal entirely in
the second person. This is how it starts:

You think it will never happen to you, that it cannot happen to you, that you are
the only person in the world to whom none of these things will ever happen, and
then, one by one, they all begin to happen to you, in the same way they happen
to everyone else.

Your bare feet on the cold floor as you walk to the window. You are six years
old. Outside snow is falling. (2012, 1)

How masterfully the second person shifts: in the first paragraph (“you think it will never
happen to you”) the reader assumes that the writer is addressing them personally, address-
ing their narcissism, their sense that somehow they alone can escape the intolerable real-
ities of the human condition before discovering that life will eventually have its way with
them—only for the second person to shift in the second paragraph (“your bare feet on the
cold floor”) to Auster’s own memories. But by then it is too late: he has already locked
the reader's memory into his own—writer and reader are hopelessly entangled.

Other examples of CNF create new ways of seeing and speaking. The Iceberg by Mar-
ion Coutts (2014), a memoir of her husband’s diagnosis and eventual death from a brain
tumour (he also wrote a memoir about his cancer called Until Further Notice | am Alive
[2012]), is a stunning account of how an individual and a family can remain fully them-
selves until his final breath. By turns beautiful and shocking (and often both at the same
time), this memoir finds a fresh voice through which to describe the process of accompa-
nying a loved one to the grave. Coutts is an artist and her book is characterised by its
close observation of experience:

Spring. There is going to be destruction: the obliteration of a person, his intellect,
his experience and his agency. [ am to watch it. This is my part. There is no de-
serving or undeserving. There is no better and no worse. Cold has pained the
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ground for months. Now the garden is bursting and splitting. From the window
each morning [ mark the naked clay ceding to green. I am against lyricism, against
the spring, against all growth, against all fantasies, against all nature. Blast growth
and all the things that grow. It is irrelevant, stupid, a waste. As nature is indiffer-
ent to me, so am I to it. (2014, 90)

Growth as connected with spring and renewal but also, in case of a brain tumour, with
death.

The rest of this paper could be devoted to compelling passages from innovative recent
examples of CNF, but this would be to ignore the more problematic aspects of this flour-
1shing genre. For, while there are countless examples of brilliant writing, its sheer prolif-
eration, especially in the field of life writing, deserves some attention. As someone—I
can’t recall or trace whom—once astringently observed “everyone has a life, but does
everyone have to write about it?”” The answer increasingly seems to be yes.

The number and range of memoirs suggest that something distinctive is going on. On
one level it can be read as simply an example of the democratisation of discourse: where
once you needed to be a prominent politician, actor, celebrity or military figure to be
thought to merit a biography or autobiography, now the lives of ordinary people are the
subject-matter of memoir. In this sense the growth of life writing can be seen as a parallel
development to the emergence of oral history in the 1960s, 70s and 80s: giving voice to
the voiceless.

Yet this is too simple a formulation. The explosion of memoirs seems to be in some
way connected with the growth of that much-maligned phenomenon called identity poli-
tics. The notion that we each possess a unique, individual sensibility is a relatively recent
belief—in part driven by Freudianism and the growth of psychoanalysis. The philosopher
Charles Taylor has argued that modern identity is characterized by an emphasis on its
inner voice and capacity for authenticity—that is, the ability to find a way of being that
is somehow true to oneself (Taylor 1994). The political theorist Sonia Kruks went further:

What makes identity politics a significant departure from earlier, pre-identarian
forms of the politics of recognition is its demand for recognition on the basis of
the very grounds on which recognition has previously been denied: it is qua
women, qua blacks, qua lesbians that groups demand recognition. The demand
is not for inclusion within the fold of “universal humankind” on the basis of
shared human attributes; nor is it for respect “in spite of”” one’s differences. Ra-
ther, what is demanded is respect for oneself as different. (2001, 85)

Much of the appeal of the modern memoir—and its attraction for my own students, it
seems to me—Iies in its potential to provide them with this kind of recognition and vali-
dation. Whether they get published or not (but especially if they do), committing their
lives to paper provides them with a kind of legitimation: not so much writing-as-therapy,
a cathartic process through which they can free themselves from difficult experiences or
toxic events, but more writing-as-acknowledgement, by which they can persuade other
people to see them through the prism of a disadvantaged identity or an experience of
suffering.

Cynics dismiss this as a variant of the culture of complaint or the search for victim-
hood. Certain there has been an inflation of the kind of suffering required to make your
mark in the crowded ‘misery lit” market, redolent of the famous Monty Python sketch in
which Four Yorkshiremen compete for victimhood, culminating in the account by one of
them of “working twenty-nine hours a day down mill [...] and when we got home, our
Dad would kill us, and dance about on our graves singing ‘Hallelujah’.”
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This hilarious scenario of spiralling absurdist misery actually has something serious to
tell us about a paradox: that ordinary lives increasingly need to exhibit extraordinary char-
acteristics and depict extreme situations to get attention, thereby running the risk of mar-
ginalising them—at least in publishing terms—once again (even if the ubiquity of the
blog now makes each of us potentially our own publisher and thus provides a way of
bypassing traditional forms of publishing).

The emphasis on feelings as a marker of authenticity is also relatively recent. As Rich-
ard Sennett has noted, “before the 19" Century, the realm close to the self was not thought
to be a realm for the expression of unique or distinctive personality; the private and the
individual were not yet wedded. The peculiarities of individual feeling had as yet no so-
cial form because, instead, the realm close to the self was ordered by natural, “universal’
human sympathies” ([1977] 1993, 89).

Yet Philip Lopate, who teaches creative nonfiction at Columbia, has remarked upon
the fact that his students today want to write only about their feelings and are highly re-
sistant to his attempts to get them to use their minds, intellects and curiosity as the driver
of their writing. He suggests that this is in part because of their fear of appearing judg-
mental, but [ want to suggest that it is also because authenticity is seen increasingly to lie
exclusively in the realm of affect: it is only through the display of powerful emotions that,
it is often believed, we can lay claim to authenticity and individuality, indeed personhood.

Yet there is something else in operation here too. Writing about his own work, Lopate
has observed that “the more I took to writing personal essays, the more experienced I
became in projecting in print the appearance of a stable, unitary self—a core around which
the different elected tonalities of the moment could spin [...] writing is the way of self-
making” (Lopate 2013, 92; 100).

This recalls the claim by the British writer, Alan Bennett, that “you don’t put yourself
in what you write, you find yourself there” (2005, 545). In an era when identity has be-
come both so problematised and destabilised, perhaps writing offers the hope—the chi-
mera?—of creating some kind of ongoing self, with all the contours and heft of individ-
uality.

Of course it is a forlorn hope, one that writing can never fulfil. The cancer patient, for
example, who yearns to somehow distance themselves from their illness by transforming
it into a text, a vehicle that they can shape and so reassert a measure of control, invariably
reaches a point of recognition—either in print or their life—that writing about cancer
cannot cure it (see Karpf 2013a). The life writer can only go so far: their life or illness
escapes the confines of the page or screen and resolutely refuses to be tamed by words.

CNF, however, has become a problematic genre not just on account of its popularity
or the fantasies that it excites but which it cannot ultimately deliver. CNF’s hybridity has
attracted fevered debate ever since the publication of Dutch: A Memoir of Ronald Reagan
(1999), Edmund Morris’s biography of President Ronald Reagan which included fic-
tional elements, as well as a semi-fictional character coming from the same town as
Ronald Reagan who went by the name of Edmund Morris himself. (This, of course, had
already become a recurring feature of the postmodern novel: remember Martin Amis
[1984] writing himself into his novel Money as a minor character?).

The heated controversy that Dutch generated when it was first published tells us some-
thing about where the boundary between fiction and nonfiction lay at the end of the 20™
century. Yet, incrementally, such techniques have become normalised. I have made use
of some of the new freedoms available to non-fiction writers in my own writing, albeit in
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pretty tame fashion compared with Morris. In my memoir, The War After ([1996] 2008),
for instance, I sandwiched a densely-researched and heavily-footnoted section in between
chapters of highly personal memoir. It was first published in 1996 by when, I had as-
sumed, we were all postmodern enough to be able to accommodate such contrasting nar-
ratives within a single whole. I was wrong: some reviewers were thrown by it and sig-
nalled their discomfort in different ways.

Authors have taken up a variety of positions about just how creative you can be in
CNF. Edmund White places himself in the absolutist camp. “I hate the phrase ‘creative
nonfiction.’ It sounds like a synonym for lying. You have to tell the truth when you’re
writing what purports to be memoir” (White 2016).

Dave Eggers in his tour-de-force A Heartbreaking Work of Staggering Genius (2000),
published just a year after Dutch, refused this kind of distinction and got away with it—
partly because he was not writing about an American president, only about himself, but
also because he made a feature of his slipperiness, gleefully importing the unreliable nar-
rator from fiction into nonfiction. “The author would [...] like to acknowledge his propen-
sity to exaggerate. And his propensity to fib in order to make himself look better, or worse,
whichever serves his purpose at the time” (2000, xxxix). Eggers’s defence was his hyper-
bole and playfulness.

Geoff Dyer, one of the most successful British creative nonfiction authors, is also en-
tirely unapologetic. “All that matters is that the reader can't see the joins, that there is no
textural change between reliable fabric and fabrication. In other words, the issue is not
accuracy but aesthetics” (Dyer et al. 2015).

Karl Ove Knausgaard calls his books ‘autobiographical novels’ and refuses the dis-
tinction between the two words, seeing their marriage as essentially harmonious. “For me
there has been no difference in remembering something and creating something... It was
like I was writing a straight novel when I was writing this but the rule was that it had to
be true. Not true in an objective sense but the way I remember it. There’s a lot of false
memory in the book but it’s there because it’s the way it is, it’s real” (in Dyer et al. 2015).

Here reality is elided entirely with subjectivity and subjectivity trumps—sorry—any
form of verification. It rather akin to what the American satirist Stephen Colbert called
‘truthiness,” a word he coined during George W Bush’s presidency. “It used to be,” he
maintained, that “everyone was entitled to their opinion but not their own facts. But that’s
not the case anymore. Facts matter not at all. Perception is everything. It’s certainty” (in
Schudson 2009, 107). He was writing, of course, before the 2016 American election,
which seems to have marked the moment where truthiness became deproblematised.

So where does this take us? Listen to James Frey’s disclaimer, after the fictional ele-
ments of his supposed memoir A Million Little Pieces were exposed:

I embellished many details about my past experiences, and altered others in order
to serve what I felt was the greater purpose of the book...I made other alterations
in my portrayal of myself, most of which portrayed me in ways that made me
tougher and more daring and aggressive than in reality I was, or [ am. There is
much debate now about the respective natures of works of memoir, nonfiction,
and fiction... I believe, and [ understand that others strongly disagree, that memoir
allows the writer to work from memory instead of from a strict journalistic or
historical standard. It is about impression and feeling, about individual recollec-
tion. (Frey 2003, note to reader in reprint)
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On the one hand this appears to be a mea culpa—but at the same time it appeals to the
primacy of feeling. See how feeling is invoked here as a justification for deliberate dis-
honesty, and impression is cited rather than impression-management. Frey certainly cre-
ated a stable, unitary self—and it was one seemingly pretty far from the self that he was
saddled with: but if I feel this is true, he suggested, that is legitimacy enough.

When it comes to the Holocaust, such a stance becomes even more problematic. Con-
sider the case of one Mischa Defonseca, the author of a fake memoir of the Second World
War. She was later ordered to pay $22.5m (£13.3m) back to her publisher for her book
(1997) describing a frankly inconceivable, not to say preposterous, sequence of events
that supposedly unfolded after the author, aged six, set off across Belgium, Germany and
Poland to find her Jewish parents who had been captured by the Nazis and en-route was
adopted by a pack of wolves—a kind of Anne Frank meets the Jungle Book.

The story was a huge bestseller but in 2008 was found to have been fabricated. The
author, who was not Jewish and whose real name was Monique De Wael, insisted
that “it’s not the true reality, but it is my reality [...]. Ever since I can remember, I felt
Jewish” (Flood 2014).

Or there is the case of the black activist Rachel Dolezal who, it transpired, was actually
born white. She tried to make an analogy with Caitlyn Janner and suggested that it was
possible to be ‘trans-race’ (although her case was not exactly strengthened by the fact that
in 2002 she had sued Howard University, a historically black institution, for allegedly
discriminating against her because she was white. She lost the case). In her defence she
claimed that “[a]s long as I can remember, [ saw myself as black” (McGreal 2015).

Closer to home, for me, was the case of Binjamin Wilkomirski. In 1998 The Guardian
sent me to interview (Karpf 1998) Binjamin Wilkomirski, author of an acclaimed sup-
posed Holocaust memoir by a child survivor of Majdanek (Wilkomirski 1997), who was
later unearthed as Bruno Ddsseker, b. Bruno Grosjean, and a Protestant from Switzerland.

I was moved by both book and author, despite some fleeting concerns that I did not
allow more than whispering room for reasons that I elaborate elsewhere (Karpf 2013b).
(It 1s hard to recover these on exactly the scale that they struck me at the time, so tempting
is it to place oneself retrospectively in the ‘doubters’ camp.) One’s reading of any text is
shaped by many factors: in this case, mine could be said to have been overdetermined.
The book arrived already lionised as a memoir, which seemed a guarantor of its facticity.
Its very fragmentariness seemed to mimic the broken nature of memory and in particular
a child’s memory, lending it further authenticity. We also need to remember that it was
1998: this was the Holocaust story, perhaps, that was yearned for as the century in which
the Holocaust took place was drawing to a close—the story of the child who survived
what Anne Frank did not, who could take the ‘late born’ into the next century and which,
with its impressionistic structure and absence of strict chronology, constituted the perfect
‘postmodern’ text.

Yet listen to how Leslie Morris characterised Wilkomirski’s book and similar fake
Holocaust memoirs. Such texts, she wrote are “poised between fact and fiction; experi-
ence and imagination; the immediacy of lived, remembered experience and mediated,
transmitted, imagined memory [...]” (Morris 2002, 293). Drawing on Andrea Liss’s no-
tion of ‘post-memory’ (Liss 1998) which was later developed by Marianne Hirsch (2012),
she argues that “postmemory takes as a given that the nature of memory itself is mediated
[well, of course], never transparent [yes to this too] [...]” (Morris 2002, 293). It is worth
quoting this at length:
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This notion of postmemory insists on the impossibility of a transparent relation-
ship to the past and to language, announcing itself as artifact, as mediated between
the various layers and levels of memory - experiential and textual. Postmemory,
as | am using the term, is memory that cannot be traced back to the Urtext of
experience, but rather unfolds as part of an ongoing process of intertextuality,
translation, metonymic substitution, and a constant interrogation of the nature of
the original. (Morris 2002, 293)

She calls these ‘postmemoirs.” “Memoirs as postmemoirs—such as those by Wilko-
mirski—all point to their own status (and failed status) as memoir, thus signaling their
participation in the elegiac mourning for the loss of viability of poetic and narrative form”
(Morris 2002, 293).

Excuse me?

It gets worse: The discursive space of ‘the Holocaust’ (now in inverted commas) “now
encompasses texts that explore the uncertainty of authorship, experience and identity and
the slippage not only between national and ethnic identities, but also between fact and
fiction, between trauma and recovery, between Jew and non-Jew, and between victim and
perpetrator” (Morris 2002, 294).

So here we have it: the postmodern Holocaust, the Holocaust reduced to simulacrum—
parallel to Baudrillard’s “the Gulf War did not exist,” this in some sense is the Holocaust
that did not exist.

Morris happily continues: “Not only does the breakdown of form point to the post-
modern mantra of the historicity of narrative and the narrativity of history, but even more
significantly [...] the Wilkomirski’s case, in [...] [its] apparently blatant disregard for the
‘author,’ raises the question of what happens to truth claims when they are made by a
fictive, invented Jewish subject” (Morris 2002, 300-301).

I think I can answer that: they are fictive and invented, and fuel Holocaust denial.
Call me old-fashioned if you will—I am certainly not a positivist (a post-post-modernist
maybe?), but I do not think that Wilkomirski was exploring the uncertainty of author-
ship, or the slippage between Jew and non-Jew, between victim and perpetrator: he was
a non-Jew and a lying one, who tried to appropriate other people’s experiences for his
own purposes and found—for a multiplicity of reasons—a willing public. I have written
recently (Karpf 2017b) about the growing phenomenon of ‘victim envy,’ the envy of
victimhood and its appropriation by people who use it as a place to park their own sense
of grievance. Wilkomirski is surely a prime example.

I have re-read Morris’s characterisation of ‘postmemoir’ a number of times, hoping
somehow to find in it a formulation I can live with. She is describing the discursive
space of the Holocaust, after all—and I understand this. I also understand something
that she does not dwell on, which is that Fonseca and Wilkomirski’s books were pub-
lished just at the point where the Holocaust was emerging out from 50 years of relative
invisibility: it thus became culturally available as a trope for suffering (Young 1988)
while offering a valuable identity in the also simultaneously emerging identity wars.

But the idea that Wilkomirski’s text is part of a continuum whereby truth bleeds into
fiction does a terrible disservice not only to the victims and survivors of the Holocaust
but also to the historians and archivists working to produce the most accurate accounts
possible. It also risks fuelling Holocaust revisionism and denial.
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Morris’s formulation reminds me of Clemenceau’s discussion in the 1920s of who
bore responsibility for the outbreak of the First World War. According to Hannah Ar-
endt, when he was asked what future historians would think about it, Clemenceau re-
plied: “This I don’t know. But I know for certain that they will not say Belgium invaded
Germany” (Arendt [1967] 2003, 554).

Of course all texts are problematic. Nicholas Chare and Dominic Williams, in a bril-
liant recent book, have forensically analysed the Scrolls of Auschwitz, testimony written
by members of the Sonderkommando—those Jews required to transport the bodies of
Jews from the gas chambers to the ovens (Chare and Williams 2016). They have shown
how, even in extremis, with the urgent need to bear witness, these writers were making
decisions concerning style and address which it is appropriate to investigate and which,
indeed, enhance our understanding and appreciation of how remarkable these documents
are. We should not, therefore, allow the sensitivity of the subject matter to close off dis-
cussion of approach, form and register.

[ am not arguing, either, that we sacralise the Holocaust or embalm it. On the contrary,
as Maurice Halbwachs remarked, “it is in society that people normally acquire their mem-
ories. It is also in society that they recall, recognize and localise their memories [...] the
past is not preserved but is reconstructed on the basis of the present” (Halbwachs 1993,
38; 40). Halbwachs placed individual memory always in collective memory and social
frameworks—an approach that his translator called ‘presentist’ (Halbwachs 1993, 25).
Indeed I would go so far as to argue that as the ‘remembering self” changes so, naturally,
does the ‘remembered self.” If we reject the idea of the unitary, stable self then we also
see that memoir must inevitably be provisional and subject to revision.

So common has this repeated self-presentation become that it has acquired its own
moniker, the ‘serial memoir.” According to Stamant, this developed in the second half of
the 20th century in tandem with postmodern thought and changes in technology. “It is a
postmodern form of self-representation: relational, experimental, historical and perma-
nently shifting [...] Serial memoir is a textual, material manifestation of a larger serial
culture, marking a crucial shift in how people understand themselves and narrate their life
stories” (Stamant 2014, 2).

Yet, while I accept the argument that memoir is always contingent, its production lo-
cated in a particular historical and cultural moment, and that the life story is always an
interpretive process, rather than the product of a stable entity or selfhood; while I believe
that we need to defend memoir as a living, breathing form (Karpf 2017a), I refuse to go
down the Leslie Morris route. I do not believe that Defonseca and Wilkomirski signalled
their ‘participation in the elegiac mourning for the loss of viability of poetic and narrative
form.” On the contrary, I think they falsely laid claim to those forms and, in so doing,
tried to reify rather than deconstruct them: to return to Foster Wallace’s definition quoted
above, these authors try to efface and not embrace their own artificing. The angry reaction
by readers and survivors to their unmasking suggests that these, too, have some lingering
faith in the viability of those forms.

To conclude: not all experience is a mirage; not all narrative forms play a part in their
own immolation. We need to resist the defactualisation of the memoir as much as we
contest what Arendt (1972) called the defactualisation of politics.
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Abstract

This paper argues that we need to define literature, rigorously though not narrowly, and the way
to do so is to look at what literature is ‘made of” and what it does. If we recognise that literature
is always written in language in a bid to engage with a world that, though mediated and shaped
by language, is not confined to language, we begin to understand what we mean by literature.
Literature is a particularly complex way of engaging with reality and it is a thinking device. The
paper argues that literature presses against the limits of language and that it opens up a space for
truth that cannot be reduced to the simple binarism of fact and fiction.!

Keywords: literature; language; reality; fiction; fact; truth

My first point about literature: literature demands a highly complex, focussed and dis-
tinctive kind of contemplation. When we read literature, we engage through abstract writ-
ing with a very concrete world, a world that exists elsewhere (or nowhere) but also needs
to exist for us at the moment of reading. The contemplation that literature demands always
involves engaging with others, for it is not just a text written by someone else but also
contains other selves (characters, voices, etc.). At the same time, the process of reading
forces us to engage with ourselves too. Fiction, for instance, creates a very fine distinction
between truth and falsehood, which is not based on a simplified theory of facts or lies.

Looking at literature as what is written—°‘oral literature’ (an oxymoron) supposes a
completely different set of organisational and thinking patterns and is only known to us
in written forms in any case—I argue that,

(1) literature is written in language, and
(2) literature is not just about language.

In other words, literature is written in language about that which cannot and will not be
confined to language. Literary language, in particular, refuses to delimit its meanings and
concerns, as ‘scientific’ or ‘business’ or ‘administrative’ language does (or pretends to
do). Hence, literature is where the problems, possibilities and limits of language can no
longer be avoided. But these problems are also the problems of philosophy: of ‘reality’
and ‘representation’, at its simplest and most complex. Hence, literature, at its best, is
language that pushes against the limits of language. This can be done by picking apart

! The author acknowledges the support of the Leverhulme Trust and the University of Leeds,
UK.
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words (etymologically, philosophically, creatively) or by picking up words from dialects
and even other languages; it can also be done by many other means, for instance by con-
sciously or unconsciously opposing dominant discourses, as we shall see.

But we run into a common obstacle in any endeavour to define literature. “Is there a
thing called a literary text after all, or are all texts, to some degree at least, literary?” asks
Hazard Adams towards the end of his condensed introduction to Critical Theory Since
Plato. In short: what is literature? The question has been posed and answered in some
form or the other at least since Plato wrote of mimesis. It continues to evoke dissent even
these days when literature, it often seems, has been reduced by many publishers and edi-
tors to that which sells: a little like soap, but not as useful or—though Kindle has set out
to change this—as convenient to pack.

When one looks at scholarly (and writerly) definitions of literature, one comes across
various overlapping trends. Hazard Adams orders these into four phases, which he is
aware is a simplification: ontological, epistemological, linguistic, and, though he does not
specify this as clearly, political-cultural. These, he concedes, overlap somewhat with the
four theoretical phases identified by M. H. Abrams in The Mirror and the Lamp (1953):
mimetic theories, pragmatic theories, expressive theories, and objective theories. Of
course, both Adams and Abrams are aware that such phases or theoretical trends do not
exist in waterproof time capsules: elements of later theoretical formulations can be deci-
phered in earlier theoretical works, and a supposedly early theory does not necessarily die
out. Who can deny that a mimetic understanding of literature and, for that matter, lan-
guage continues to hold sway in many minds and institutions even today, millennia after
Plato?

I approach this matter—what is literature, which is inseparable from the matters of
truth and politics—as a creative writer, that is, a writer who, creative or not, works with
genres that Plato, had he been alive today, would have associated with the poet’s craft:
not just poetry and plays, but also versions of prose fiction. Plato would have been forced,
sadly because he had a great appreciation of the poet’s craft, to ban me from his ideal
republic, largely for the crime of uttering falsehoods twice removed from reality.

But when I say I approach this matter as a creative writer, [ do not mean that I will avoid
engaging with theories—even theories that deny me any access to the real/ideal truth. No,
far from it. My understanding of literature—which I hope to elucidate here precludes that
option. When I say that I speak as a creative writer, I simply mean this: I cannot allow the
matter of literature to be either shanghaied by those who want to sell it from a particular
dock or be flooded by the relativism of those for whom there are no docks. What I mean is
this: yes, there is something called literature, and it is not something that can be defined
solely by market, national, popular, aesthetic, political and other factors.

To return to Plato, and his attempt to define literature in terms of mimesis, one can say
that this was an attempt to understand literature in relationship to an external reality. The
truth of literature was not inherent in the text or its author, but in something outside it.
Literature was a copy of the world, but as the world itself, according to Plato (and most
religions, for that matter), was a copy of the ideal truth, it was inevitable that the poet was
lying not once, but twice. One can argue—and some critics have—that this understanding
of literature ignores its relationship to an internal reality, either that of the author or that of
the reader. The reader is by no means absent in Plato—Ion the rhapsode, who needs to
interpret Homer’s poem before reciting it—is a ‘reader’ in that sense, though Plato makes
Socrates ignore the matter of the poem having a formal structure and fault lon on the prob-
lematic relationship of the poem to its content.



FICTION AND FACT 27

Hence, there are attempts—magical realism being only the latest and most visible of
such literary trends, not unrelated to earlier romanticist expressivism—to talk of literature
in terms of fantasy or the imagination: such definitions focus on literature’s relationship
to an internal reality. Aesthetic and objectivist theories, on the other hand, focus on liter-
ature in terms of art, having its own largely autonomous system of internal relations. In
recent years, when story-telling has moved from being in need of defence to having be-
come a hegemonic critical mantra, there is also a tendency to reduce literature to narrative.
But while literatures contain narrative, so do films and comic strips. To define literature
in narrative terms is to define only an aspect of some kinds of literature; to celebrate
literature primarily as narratives is to impose a non-literary criterion of selection on liter-
ature.

There has been a more promising trend in recent years. Starting in different ways with
new criticism and Russian formalism, definitions of literature have increasingly focussed
on linguistic criteria, perhaps the most visible ones being Mikhail Bakhtin’s philosophy-
history of the novel and the current (not unconnected) emphasis on free indirect speech.
Another stylistic matter that critics have often focussed on is the ‘metaphorical’ nature of
literary language. Again, as is the case with stylistic features like free indirect speech, this
supports my general thesis. While there is a tendency to read metaphor in terms of com-
parison, any complex study of the matter such as Max Black’s interaction theory or John
Searle’s theory based on speech acts displays the fallacy of seeing metaphor in terms of
equivalence or comparison. There is always a gap between the metaphorical ‘image’ and
what it ‘refers’ to; a gap between ‘metaphorical meaning’ and ‘literal meaning’. That is
why, as critics have noted, a metaphor cannot be really paraphrased. Hence, in the terms
of my thesis here, a metaphor works not through coherence and transparency, but through
gap and difference. The ‘language’ of metaphor is not logical, so to say; it does not pro-
ceed from ‘a’ to ‘b’ to ‘c’. It juxtaposes ‘a’ with ‘j” and in the chasm of that juxtaposition
ends up saying more than logical progression would allow. This might be the reason why
metaphors seem to predominate, or at least play a powerful role, in literature.

One can continue to list the ways in which academics and critics have stood on the
edge of the ‘gap’, ‘noise’ and/or ‘silence’ that pushes against the limits of language in the
‘stylistics’ or the ‘aesthetics’ of literature, but given the dictates of explanatory ‘exper-
tise’, transparency and communication in academia and journalism have often drawn back
from plunging into the matter. Anne Sheppard, for instance, draws a necessary “analogy
with language” ([1987] 2009, 118) to explain the nature of aesthetic appreciation, and in
particular literature. She claims, with justification, that “meaning in art is really like
meaning in language” and applies this perception to a reading of literature. But while this
1S a necessary perception, it is not sufficient. For meaning in literature is also not like
meaning in all other kinds of language use in that it assumes its character not through
legibility, coherence, transparency etc., but through a careful intermingling of these com-
mon characteristics of language use with the ‘literary’ use of what can be called a kind of
‘non-language’ (in the logical sense): noise, gap, silence, contradiction, etc.

This is a perspective that has been outlined or touched upon in different ways in dif-
ferent areas, without being pulled together in terms that apply to readers, writers and crit-
ics, as this essay intends to do. For instance, Edward Said’s notion of contrapuntal read-
ing, Pierre Macherey’s A Theory of Literary Production, and reader-response criticism in
Wolfgang Iser’s version—with his insistence on the reader supplying “what is meant from
what is not said” ([1989] 1993, 34)—all point to ways of reading which are not hobbled
by excessive positivism, dictatorial transparency, journalistic communication and ‘syn-
tagmatic’ rules. These trends need to be combined and pursued, not allowed to simply
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run into the desert sands of a sociology or a linguistics of literature. Neither is language
a synonym for society, nor does language qua language suffice as an explanation. Litera-
ture might serve a social purpose, conservative or radical, and literature might be cele-
brated in linguistic terms, either as conservative ‘elegance/style/voice/national genius’ or
radical ‘creolisation’, ‘experimentation’, but it is not exhausted—Iet alone defined—by
these ends.

To understand this, we have to state two obvious facts. First, literature is written in
language. Second, literature is not just about language. As John Berger notes, speaking
from a writer’s perspective, “[t]he act of writing is nothing except the act of approaching
the experience written about [...]” ([1985] 1993, 14); that is, the experience of a ‘real-
ity’—however construed and no matter how constructed or shifting—which also exists
outside language, as psychological, mental states, nature, relations, material facts etc. that
can only be ‘approached’ or ‘approximated’ in language.

This perspective allows us not only to accept the validity of mimetic or expressivist
definitions of literature, it even allows space for journalists who celebrate a text because
it is “controversial” or “radical” and academics who study a text because it contains words
of hoary etymological significance or fresh Creole/dialectical provenance. One can un-
derstand why a new language use or a disturbing social issue employed by a literary text
can and should be read as a point in its favour, for the text is bringing into language what
could not be contained within that language, or not until then.

However, I would argue further. The social and linguistic impacts of a literary text are
only the most visible and perhaps simplest of its literary virtues. The best of literature
always presses against the limits of language at least in its socio-historical context. Lan-
guage, any language, allows us to say some things and prevents us from saying some
other things. Sometimes what is said is a matter of historicity: some discourses can be
made in a certain historical and cultural context, and some others cannot. For instance, in
19th century Europe, it was easier to talk of various races and miscegenation than of a
“mixed marriage”’; homosexuality could be conceptualised in terms of ‘sodomy’ rather
than ‘gay rights’. This, of course, is not simply a matter of progress: for instance, there
have been historical periods when things which are desired but seem impossible today
would have appeared quite normal. Take, for instance, the intricate and complementary
relationships that existed between Muslim and Christian cultures in certain periods, rang-
ing from the Middle East to what is Spain and Italy today. Or, closer at home, take the
discourse of the worker’s ‘leisure’, which has sometimes triumphed more against the
Capitalist rhetoric of work and productivity than it appears to be doing in recent decades.
But while some of the limits of language are socio-historically determined and might be
crossed in time and space—hence, perhaps reducing the literary value of a literary text—
some other limits seem to be built into the natures of some languages and, more generally,
the relationship of language to the world outside language.

Now, this world outside language has been largely abandoned in recent decades. There
is a clear conviction, in exactly the circles where people have the education and some-
times the academic brief to think with clarity, that because language is not just a repre-
sentation of reality, nothing can be said of reality and all we can do is talk about language,
in one guise or another. This has left the area of ‘reality’ to such hard-headed peoples as
political and religious fundamentalists, whose versions of reality and its relationship to
representation are simplistic, crude and out-dated but whose convinced voice fills the
booming silence or drowns out the quibbling babble of those who should know better.
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It is in this situation, complicated further by a new kind of terrorism and a new kind of
state repression, that so many well-meaning, cultivated people have started clinging to
literature with the tenacity of believers. Literature has come to fill a god-shaped hole in
many of these people, regardless of whether the god was Allah and Jehovah or Progress
and Science. Misleading and limited though such a refuge might be, it does present a
muddled realisation of the nature of literature. Literature is not a sedative or a balm; it is
not a God or a moral code; it is not even a refuge or oasis of sense. But literature, as I
argued earlier, is where we are confronted with the possibilities, problems and limits of
language, which are finally also the problems of reality (and representation).

How are we confronted with these problems, possibilities and limits? In many ways, I
would answer. I have already noted the role played by literature in bringing new words
into a language, and thus expanding its range, or in bringing new political views into
society. But I have argued that such introductions and changes are very basic: they expand
language or discourse, but they do not represent the most complex and literary of litera-
ture’s capabilities. Literature qua literature, as noted earlier, is that which always presses
against the limits of language: in that sense, to read literature is to read also the gaps,
silences, obstacles and noise in its language, in its narrative, and the best writers make the
most of not just what can be said but, above all, what cannot be said. It is in that sense
that you cannot lie with fiction, but you can lie with facts. For fiction to work, it has to be
true at a minimum of three levels: for the author, for the reader, and in the context of its
characters and their inter-relations. These are not separate truths; they reinforce each
other. You cannot lie with fiction because a work of literature that lies—in the above
sense—is by definition a failure as literature.
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Abstract

The aim of this paper is to understand how a transmodern approach to a 21%-century British novel
set in the near future will open it up for new meanings that exceed the more conventional or
traditional readings of “hard” science fiction. The theoretical framework to be used in the close
reading of the chosen text—Ken MacLeod’s Intrusion (2012)—will be related to the concept of
“Transmodernism,” as used by Rosa Maria Rodriguez Magda (2011). As this paper will show, in
Intrusion, the rights of the individuals are balanced against that of the community in various and
contradicting ways that both question and confirm the benefits and or the harm of corporatist
philosophy. In short, the world depicted in MacLeod’s Intrusion refigures the warnings of the
literary dystopia as part of the system to guard against.’

Keywords: contemporary Scottish literature; science fiction; transmodernism; second
sight

1. INTRODUCTION

Ken MacLeod—born in Stornoway, Isle of Lewis (Scotland), in 1954—is a leading figure
in contemporary Scottish science fiction, and a key member of what has been called the
“British Boom,” a loose designation applied to the rise of a group of young British sci-
ence-fiction writers in the mid 1990s and continuing well into the twenty-first century
(Booker 2015, 49). He has written fifteen acclaimed novels and several short-story col-
lections, and the majority of his novels are set in Britain, more specifically in Scotland.
A common denominator of MacLeod’s writing is the use of near-future settings and of
multiple timelines. Just to cite a few examples: one of the timelines in his novel Cosmo-
naut Keep (2000)—the first book of The Engines of Light trilogy—is set in 2048; The
Execution Channel (2007) takes place in the early decades of the twenty-first century;
The Night Sessions (2008) is set in the year 2037; and Descent (2014) is also set in the
2040s, as is Intrusion (2012), the novel I am going to analyse.

MacLeod’s writing style has been praised because of his “combination of deftly em-
ployed hard science fiction concepts with sophisticated meditations on the potential social
and political implications of those concepts” (Booker 2015, 165-166). Besides, I would

! The author wishes to acknowledge the support of the project “Palimpsestic Knowledge: In-
quiries into a Transmodern Literary Paradigm” (FF12015-65775-P), financed by the Spanish Min-
istry of Economy and Competitiveness.
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add that his work also raises important epistemological questions that go back to the be-
ginning of civilization, especially when certain elements, traditionally more associated to
folklore and the legend, are not overlooked. In this sense, his writing could be considered
transmodern and holistic, as it combines both elements that are associated to the future of
mankind, as well as to its remote past.

One of the novels that easily fit into this description is Intrusion, a new kind of dysto-
pian novel with some hints of social satire that offers a vision of a near-future “benevolent
dictatorship” run by technocrats in a post-climate change North London. The protagonists
are Hugh and Hope Morrison, a couple with a young son, Nick. The British Labour Party
has become a technocratic government that pursues a policy of “a free and social market”
(MacLeod 2012, 147) by, in the words of one of its MPs, “step[ping] in to allow people
to make the choices they would have made if they’d had that information” (2012, 147).
As the MP further explains, the choices people actually choose “are not the choices they
would have made if they’d known all the facts, which would have been the rational
choices, so society helps them to make those choices” (2012, 147). In practice, this trans-
lates as constant surveillance by means of cameras and the strict control of all electronic
communication systems; the use of devices such as “monitor rings,” which women should
wear since they are fertile (2012, 92); or iglasses, which allow people to identify anybody
(2012, 95). Even all health matters are state controlled, and genetic manipulation might
become an imposed choice. This is the case of “the Fix,” a pill that corrects genetic “errors”
in unborn children, which brings Hope, who is pregnant again, into a conflict with the
state when she decides that she does not want to take it. Hope and her family decide to
escape the pressures by hiding in the Highlands, where surveillance is much more diffi-
cult due to the limited use of technology and where supernatural or paranormal phenom-
ena take place in plain sight.

2. A TRANSMODERN READING

The aim of this paper is to understand how a transmodern reading of a 21*'-century British
novel set in the near future can bring to surface contemporary political and scientific pre-
occupations, as well as raise ground-breaking epistemological questions that exceed the
more conventional or traditional readings of “hard” science fiction. As we shall see, In-
trusion must be understood both from a future-oriented perspective as well as from the
point of view of ancient tradition, that is, as a fluid reality comprising both the past and
the future, here and there.

Before the analysis, we need to briefly define the “Transmodern,” which is a concept
used to demarcate a change of paradigm that is presently taking place. Rodriguez-Magda
has used the term “Transmodernity” (1981) to refer to the synthesis of Modernity and
Postmodernity that would describe a globalized, rhythomatic, technologic society, devel-
oped in the countries of the first world, which opposes otherness while at the same time
penetrating and assuming it, trying to transcend this surrounding, hyperreal and relativ-
istic closure (Rodriguez-Magda 2011, 2-3). According to Rodriguez-Magda, the indus-
trial societies found their correspondence in modern culture; postindustrial societies in
postmodern culture; and our present-day globalized—or rather we should say glocal-
ized—society in the transmodern culture, which is characterized by its fluid hybridity
(Rodriguez-Magda 2011, 7-8). In Transmodernity—regarded as virtual, transnational,
trans-ethnically cosmopolitan, connective, strategic, transubiquitous, etc. (Rodriguez-
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Magda 2004, 34)—time is instantaneous, that is, it has become a present which is contin-
uously being updated, and space is created between the momentary attraction to the local
and the surrounding set that includes the specific (Rodriguez-Magda 2011, 10).

In science-fiction novels, time and space can become even more complex, especially
if we take into account that, on many occasions, different layers of space and time coexist
simultaneously. This is certainly the case in Intrusion. As my paper will show, a trans-
modern reading of this piece of contemporary Scottish science-fiction will illustrate that
the novel not only comments on the use of technology, the paternalistic security state and
individual and communal rights, as many other classic dystopic novels and hard science-
fiction works—such as Orwell’s Nineteen Eighty-Four (1949) or Huxley’s Brave New
World (1932)—do; but it also raises very interesting epistemological questions regarding
the nature of truth and knowledge that go back to ancient Scottish folklore and hidden
knowledge.

3. THE FUTURE AND THE PAST

This emphasis on both future technological developments as well as old superstitious
beliefs is somehow reinforced by the very structure of the narration: we have two main
characters, Hope and Hugh Morrison, who show very different interests: Hope is a scien-
tist, comes from an urban background and seems to be a bit more technological oriented;
whereas Hugh is a carpenter, whose ancestors live in the Highlands, and he becomes
interested in pre-technological beliefs, even if he “was a confirmed scoffer about anything
that smacked of the supernatural or even the paranormal” (2012, 39). Consequently, their
approach to reality is also different.

This can be seen for example when the issue of Hugh’s special ability or gift is brought
to the fore when analyzing the possible effects that “the Fix” would have on his unborn
child, as it erases possible unexplained genetic anomalies or mutations. As a teenager,
Hugh discovered that he could see things that other people cannot see. First he believed
these visions could be impressions of the Gods; when he turned thirteen and started read-
ing about dark matter and exotic particles, he thought he might have access to some kind
of parallel quantum universe from the past. Later he also discovered that the ancient Scots
already recognised this gift, which they referred to as “second sight.””? “That sounded nat-
ural enough to satisfy the strictest materialist—and indeed, the Leosich saw nothing su-
pernatural in the phenomenon. It was simply a gift some people had, no more remarkable
than any other talent” (2012, 41).

Hugh had experienced this special gift in his own flesh as he was a child, when he was
playing with his friends Malcolm and Donald in a cave they had found in the hills, up in
the Highlands where he spent his childhood. As they enter the cave, the find:

‘Light at the end of the tunnel,” said Donald, in the tone of having made a smart
remark.

As they walked on, the glimmer took shape as a rectangle like the entrance. It
was difficult to be certain what colour the light was, but it seemed to be the blue

2 Coming from the Gaelic name da shealladh, meaning literally “two sights” (Mowbray). It is
worth noting here that the phenomenon of the “second sight” is strongly associated to the topos
of the Doppelgénger or the Double, as those who seemed to posses this gift, believing themselves
of sound mind and the apparition an external reality, “were compelled to believe in doubles, or
semblances, that move in a world that is neither that of sense nor that of spirits” (Campbell 2008,
241).
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bright sky. [...] The tunnel exit was evidently on the side of the hill, a steeper
slope than the one they’d climbed. He [Hugh] saw the village and the sea-loch
below, and the hills around, under the broad sky. (2012, 76)

As the narrator further states, there is something different and uncanny about the vil-
lage they are witnessing, something unreal about it: “[...] [T]he houses looked different:
darker, smaller and less regular in shape than the grey cement-block houses and slate
roofs of the village he knew. The tide was far, far out, the sea-loch a distant glimmer. And
the ground was covered in snow” (2012, 76).

Three decades later, Hugh returns to that only-remembered place in the Highlands with
Hope and their son when hiding from the police—because Hope refuses to take “the
Fix”—convinced that those memories were not product of his imagination. At the end of
this same tunnel, “Hugh saw the same landscape as he’d seen before, but this time in
summer, the steep hillside covered not with snow but with heather and gorse and patches
of grass speckled with daisies and buttercups™ (2012, 320). Nevertheless, in this bucolic
scenery they also find signs of human activity, such as the apparition of a pilot flying
some kind of prehistoric bat-shaped hang-glider: “Hugh saw the pilot’s legs swing to the
side as the glider banked and passed out of view. “Wow!” said Nick. ‘It’s real!”” (2012,
320). Despite the fact that, as Nick claims, this village is real, not everybody can actually
see it. In fact, only those special people who have the gift of clairvoyance, that is, those
who have the ability to perceive—through any of the senses—an object, person, place,
etc. by means of extrasensory perception. “Second sight” would allow to perceive things
that are not directly present to the senses, whereby a person perceives information, in the
form of a vision, about events distant in time—precognition—or in space—remote view-
ing.

4. SECOND SIGHT: LOOKING TOWARDS THE FUTURE

In his article “Second Sight” (1911), Scottish writer Andrew Lang characterized this
phenomenon of second sight attributed mainly to Scots Highlanders as a “species of
involuntary prophetic vision, whether direct or symbolical” (Mowbray 2016). Rev. Mr
Fraser, Dean of the Isles, remarked that “the sight was not peculiar to the Highlanders,
but that, in the south, people dared not confess their experiences, for fear of ridicule”
(Lang 2016). The fact is that many authors® have discussed this phenomenon, among
others, Theophilus Insulanus, a.k.a Donald MacLeod, who wrote Treatises on the Sec-
ond Sight (1819) with John Frazer, John Aubrey and Martin Martin. In Scottish folklore,
second sight was a common phenomenon, as suggested by Campbell: “‘The shepherds
of the Hebrides islands’ are usually credited with the largest possession of the gift, but
the doctrine was well-known over the whole Highlands (2008, 240).

As Hugh further explains, “where I come from, in the Highlands, there’s a traditional
belief in second sight. It covers what the old parapsychologists used to call remote
viewing and precognition. Except it’s pretty involuntary. [...] Runs in families, but in
odd patterns” (2012, 197). Supposedly, and according to the scientific explanations
given in the 2040s, this gift can be found in the genes, rather than in folklore, and thus
it can be explained rationally, scientifically, something they seem more willing to ac-
cept.

3 Among others, Sir Walter Scott, Dalyell, Wodrow, Aubrey, Martin, and Rev. Mr Fraser
(Lang 2016).
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Hope seems to share this more scientific approach to it, more theoretical, in contrast
to Hugh’s personal and subjective experience of it: The hypothesis, later supported by
some analysis, is that Hugh has some kind of mutated pigment, called “rhodopsin” in
his retina, which allows him to see things other people cannot. Rhodopsin, discovered
in 1876 by German physiologist Franz Christian Boll, is a pigment-containing sensory
protein that converts light into an electrical signal (Rogers 2015). Hope links this ge-
netic mutation to the existence of subatomic tachyons: “Three month’s ago she’d
[Hope] read in The Economist that scientists at CERN had detected possible tachyon
effects in a suspension of rhodopsin derivatives” (2012, 208). “She pulled down an
encyclopedic dictionary of physics, searched, and found. Tachyons. Hypothetical par-
ticles that moved faster than light, and, therefore, backward in time. From the future in
the past” (2012, 208). Indeed, tachyons are hypothetical subatomic particles that can
travel faster than the speed of light, and that contradict Einstein’s Principle of special
relativity (Motta and Rodriguez). As Hope concludes: “If something derived from rho-
dopsin detected particles moving backward in time, and Hugh had a mutant version of
rhodopsin...was it possible that the visions he saw were caused by tachyons?” (2012,
209). Tachyon could indeed be a plausible and physical explanation for precognition,
as Hugh later recognizes (2012, 287). And this does not undermine superstitious or
folkloric belief in the second sight, rather the contrary, it supports a long ridiculed fact.
Therefore, it could be argued that both characters’ approach to reality are balanced and
complementary, as the novel reinforces constantly their equality as well as the strong
bond between both characters.

Hugh’s visions do not belong to the past, as he first thought, but rather to the future,
as it becomes clear at the end of the novel, leaving the real nature of the second sight
somehow in shades. At the end of the novel, Hugh and Hope understand that the gene
and/or the gift are real, as well as the underdeveloped future they have glimpsed, which
turns out to be their own society after the technological collapse that is about to take place
due to a terrorist attack by The Naxals, a group who seeks to undo oppressive technolog-
ical progress. In the end, both realities, the technological as well as the superstitious,
merge, as progress and evolution are shown as a nonlinear process with many forces at
work. In fact, both their attitudes towards reality seem to represent present-day paradigm
brought to a technologized near future.

5. FINAL REMARKS

In short, I hope to have shown through my analysis how the hypertechnological world
depicted in MacLeod’s Intrusion refigures the warnings of the literary dystopia as part of
the system to guard against, as is expected in a hard science-fiction novel. Moreover, if
we use a transmodern approach to the text and focus on the more specific and local ele-
ments present when the characters hide in the Highlands, for example, we are also offered
with ground-breaking epistemological questions about perception and science that force
the current scientific and ideological paradigm to reconfigure and take a shift towards the
future.
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Abstract

Despite the Catholic Church’s secretive attitude concerning the questionable practices that were
carried out inside Irish Magdalene asylums, the sad reality behind these institutions was disclosed
and silence was broken after the closure of the last asylum in 1996. Following trauma studies,
silence is considered a logical response adopted by victims who tend to repress and forget a trau-
matic past. Some scholars and feminists have interpreted these women’s silence as an act of
agency. Contrary to this idea, I believe it was the Irish State and the Catholic Church which cen-
sored these women’s discourses. My intention here is to give evidence on the fact that women did
not choose to remain silent—it was an imposed silence—and to see how popular culture has eased
the way for these women towards liberation and healing.
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1. INTRODUCTION

The origins of Magdalene asylums are to be found in refuges and convents created by
philanthropists to help those in need, especially unmarried mothers, prostitutes and the
poor. Soon, these institutions were taken by the Catholic Church in alliance with the state
where thousands of “deviant” women had to do laundry work among other tasks without
remuneration. In this way they could expiate their sins and be morally reformed. As we
know from survivors’ testimonies and historical records, penitents were subjected to “dis-
cipline, silence, surveillance, and work™ (Finnegan 2004, 69).

Silence was the main technique of power used by the nuns to teach discipline, but
silence did not only govern life within the asylum but also within the whole community.
This community supported the labour of the nuns and kept silence about the functioning
of these institutions—what Smith coined “Ireland’s containment culture” (2007, 5). Over-
all, silence ruled the life of these women even after their release; those who were lucky
enough to survive this traumatic experience kept their past hidden trying to forget it and
to start a new life. Silence is widely known in psychoanalysis as a common response to
trauma by which the victims protect themselves. However, some scholars have inter-
preted it as an act of will, that is, a decision taken by the victims to show their agency.
Yet, the latter statement is highly questionable given the huge number of testimonies that
have come to light in recent years.
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Despite the Catholic Church’s secretive attitude concerning these questionable prac-
tices, the sad reality behind these institutions was disclosed and silence was broken after
the closure of the last asylum in 1996; a scandal sprang up after the exhumation of Irish
women’s bodies that crowded the Sisters of Our Lady of Charity of Refuge’s asylum
when the land was sold (McCarthy 2010, 8). Since then, victims started to raise their
voices starring in documentaries—Sex in a Cold Climate (1998) and The Forgotten Mag-
gies (2009)—and taking part in women’s organisations in their fight for justice. Finally,
several films have been broadcasted based on the reality of Magdalene women—The
Magdalen Sisters (2002), and Philomena (2013).

Through the analysis of these documentaries and films my intention here is twofold:
firstly to give evidence on the fact that women did not only tend to repress and silence
this traumatic experience as a way of protecting themselves but that it was also an im-
posed silence; secondly to see how popular culture has eased the way for these women
towards liberation and healing by giving them voice.

2. SILENCE AS A RESPONSE TO TRAUMA

Following trauma studies, silence is considered a logical response adopted by victims
who tend to repress and forget a traumatic past. Freud, in Studies on Hysteria (1891),
claimed that distressing ideas are repressed in the unconscious as a mechanism of de-
fence in order to forget them, and the only way to overcome them is through a process
of remembering and relieving the trauma, that is, bringing the unconscious to the con-
scious and giving it verbal utterance (Freud and Breuer). In this process of working
through a traumatic experience testimonies are indispensable as LaCapra argues (2001,
86-87). In this same line Laub gives prominence to the telling of the story and to break-
ing the silence in order to survive (1995, 63).

It is in the documentaries Sex in a Cold Climate and The Forgotten Maggies where
we find the testimonies of those “fallen women” who were victims of the laundries’
carceral system. These documentaries display women who were sent to Magdalene asy-
lums either for having babies out of the wedlock or for being considered on the verge
of falling. Once there, they were made to follow a strict discipline based on silence,
prayer, no recreation, isolation, and hard work. Within the asylums these women suf-
fered physical and psychological punishment from the part of the nuns.

But silence also governed the life of these women after their release. Most of them,
as was the case of Marina Gambold, were rejected by their own families and the only
alternative left to them was to abandon the country to start anew. The stigma attached
to them encouraged them to remain silent for fear of being sent back to the asylum or
to be condemned by society. As examples, Christina Mulcahy kept her lost baby hidden
away for several years until she told about it to her family right before this documentary
was broadcasted, and Kathleen Legg also concealed her experience in the laundry to her
family for fifty years being the first time she was able to speak about it in this docu-
mentary.

These women find it very hard to talk about what they have experienced. As a sup-
porting evidence of the psychological damage they endure, most of them cry and make
pauses as they are recollecting the past and telling their story. Felman and Laub claim
that working through trauma and speaking about it may be a therapeutic process through
which one externalises the event and transfers it to another person. It can be a way of
relieving the pain and historicizing events despite being harmful for the victim (Laub
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1992, 67). Due to the religious indoctrination they had received, psychological scars
were visible in their psyches concerning sex and any form of authority they encountered
after their release. Herman says that:

Traumatized people suffer damage to the basic structures of the self. They lose
their trust in themselves, in other people, and in God. Their self-esteem is as-
saulted by experiences of humiliation, guilt and helplessness. Their capacity for
intimacy is compromised by intense and contradictory feelings of need and fear.
The identity they have formed prior to the trauma is irrevocably destroyed. (1998,
56)

Overall, these women were changed by the traumatic experience lived in the asylums but
the memory of it still haunts them even today as Kathleen Legg and Phyllis Valentine
comment:

Wild change when I came over here, completely, completely changed but of course the
memory is still there, you can’t block out because that’s part of your life that you’ll never
block out; even the day I die it will be with me.

When I left the Magdalene laundry I went to Dublin and I felt very self-conscious. I
thought people knew who I was and what I have done. I was supposed to be a real bad
person in this Magdalene laundry, and I was frightened to talk to anyone. I was forever
looked on over my shoulder and if someone looked to you in the street you yourself felt
that they were looking at you because you were bad. They didn’t know who you were,
they did know nothing about you but this was how you felt inside.

These documentaries served as inspiration for the films The Magdalen Sisters and
Philomena where these women’s stories are fictionalized. In The Magdalen Sisters, even
though a bit exaggerated some times and despite certain historical inaccuracies, we can
see the strict discipline I have already mentioned based on silence as well as the physical
and psychological abuse the inmates suffer. The only moments when silence is broken
are when the inmates make friendship among themselves, when Crispina shouts at the
priest “you’re not a man of God” after having been sexually abused by him, and when
Rose tries to have contact with the outer world. On these three occasions inmates are
punished by the nuns physically in order to silence them. After their release the protago-
nists are unable to tell the truth for fear but the stigma and the memories attached to them
haunt them wherever they go.

Whereas The Magdalen Sisters encapsulates the life of these women within the asy-
lum, Philomena offers the testimony of a woman who breaks the silence about her past
and her lost child after fifty years. The film starts with Philomena being haunted by that
traumatic past through images and hallucinations. From the beginning of psychoanalysis,
several Post-traumatic Stress Disorders have been identified such as hallucinations, day-
dreams, nightmares or somatic reactions which cause the victim to re-experience the
trauma any time he/she is exposed to a threatening situation until it is properly worked
through (Caruth 1995; Herman 1998). As an unmarried mother she is sent to a Magdalene
asylum and her son is given in adoption. The day of her son’s birthday she decides to tell
the story to her daughter who meets a journalist and asks him to make her mother’s story
public. Since that moment, a journey towards acknowledging the truth and towards find-
ing her son starts hindered by the silencing attitude of the nuns she goes to visit. The nuns
had burnt the records as a way of maintaining silence about the past. During the whole
film, Philomena works through the trauma relieving it but she finds it difficult to speak
sometimes. Indeed, she doubts several times about making her story public for fear and
shame. At one point the journalist asks her: “Why did you keep this a secret for 50 years?”
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To which she answers: “What I’d done was a sin and I kept it all hidden away. And then
I thought to myself that keeping it all hidden away was also a sin because I was lying to
everybody. And as it went on I tied myself up in knots, worrying which was the worse
sin of the two, having the baby or the lying [...].”

As we have seen from these documentaries and films, the trauma of these women was
caused by the psychological and physical damage they endured like sexual abuses, pun-
ishment, humiliation, loss of a child, constant surveillance, and so on. Considered “out-
casts” and rejected by their family and society, these women bear the physical and psy-
chological wounds of a traumatic experience within the Magdalene laundries as a result
of a sinful life. Herman talks about prolonged trauma in cases of captivity (1998, 74);
even though he refers to prisons and concentration camps, we can apply his theory to the
Magdalene asylums which functioned as prisons where women were enslaved and expe-
rienced violence, isolation and a strict discipline; a dehumanizing process which supposed
a turning point in their lives and by which their identity and voice were denied.

3. BROKEN SILENCE BY POPULAR CULTURE AND TESTIMONIES—HEALING

I have analysed silence as a common response to trauma adopted by the victims of Mag-
dalene asylums to protect themselves. Yet, this silencing attitude has also been interpreted
by some scholars and feminists as an act of agency; what Wecker calls “silence of will”
(2015, 268). Contrary to this idea, I believe it was the State and the Church which imposed
that silencing attitude on women so that the Irish past could be concealed since its dis-
covery would damage the ideal image of the country. Kaplan claims this silencing is en-
couraged for political and social reasons since acknowledging the truth could be ex-
tremely dangerous for society and culture, but especially for those whose power could be
destabilized (2005, 74). This is the case of Ireland where if the truth was known, the
national and Catholic identity would collapse.

Despite the Catholic Church and state’s attempt to maintain in silence the questionable
practices carried out in these religious institutions, social injustices and the reality behind
the Magdalene asylums have come to light thanks to the testimonies of several victims
and to popular culture which has given voice and public recognition to these women after
so many years of silence. Blake believes that we should reinforce a culture of memory
giving voice through popular culture to those marginalized and silenced by the nation,
thus challenging the nation’s identity and relieving the traumatic past (2008, 4-7).

These documentaries and films I have analysed in the previous section stand as proof
of the willingness of the victims to break the imposed silence towards achieving recon-
ciliation and healing. From their analysis we can appreciate that these victims’ wounds
are not healed yet. However, through these documentaries and films women are given the
possibility to restore their agency and claim social responsibility and justice. Breaking
the silence by offering their public testimonies denotes that victims do no longer stand
the imposed silence they had been subjugated to (Herman 1998, 89).

Berman, Berger and Urlic support a culture of forgiveness instead of victimhood and
vengefulness which hinders reconciliation and healing. They target a common process
the victim is engaged in towards healing which consists of four stages, namely “confron-
tation-mourning-forgiveness-reconciliation” (Urlic et al. 2010, 196). It is true, as Kaplan
says, that “trauma can never be ‘healed’ in the sense of a return to how things were before
a catastrophe took place, or before one witnessed a catastrophe [...]” (2005, 19), but say-
ing sorry to the victims and recognizing them is more than enough for those to whom the
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state and the Church have turned their backs. Some scholars such as Harper and Par-
gament and Aldridge consider spirituality as a useful source to overcome trauma. But
what happens when it is the religious institution which causes the trauma? When you
cannot turn to spirituality to find the meaning of life, the only alternative seems to be
granted by popular culture which offers resilience and empowerment as useful techniques
to transform trauma into healing.

4. CONCLUSIONS

Throughout the history of Ireland thousands of women were victims of a strict Catholic
discipline which enclosed them in Magdalene asylums where they could expiate their
sins. The traumatic experience lived there left in them a psychological wound difficult to
heal given the secretive attitude adopted by the Church and the state concerning the iden-
tity of these women and the historical records. Nevertheless, the exhumation of Magda-
lene’s corpses in the 1990s gave these women the opportunity for the truth to be revealed.
After several years of being displaced and silenced, the discovery of this sad reality ena-
bled these women to speak up claiming justice and compensation. What this outburst of
information shows is the necessity from the part of the victims to raise their voices break-
ing the silence which has been imposed on them by the government and the Catholic
Church. As we have seen, breaking the silence is the first step towards healing but com-
pensation and recognition are necessary for the restoration of the victims’ identities. It is
true that working through trauma after so many years may be more traumatizing for the
victims and that complete healing is practically impossible to achieve. However, popular
culture has offered the possibility to these women to be recognized and be given back
their voice.
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Abstract

Most of the voices used in the remembrance of the American Civil War are those of the women
who had to defend their towns and farms. This is especially the case in the Confederate States,
where the influence of the Southern women crystallized into a lasting trope: the Heroine of Dixie.
Using this figure as referent, I will focus on the case of Julia LeGrand and her chronicle of the
siege of New Orleans. LeGrand had all the elements of an archetypical Southern belle, but through
her writings we observe that she did possess a sharp mind and a literary sense. She displays a
critical awareness that spared neither side. From social commentary to a reflection on the roles of
genders or the politics of power, LeGrand’s diary showcases a type of literature where grandiose
historic events cohabit with the vividness of routine.

Keywords: American Civil War; journals; New Orleans; life narrative; Heroine of Dixie

1. INTRODUCTION

In the contemporary mindset, wartime is prone to enticing life narratives, whether they
are set in the battlefield or at the home front. In this aspect, the American Civil War, being
widely considered ‘the first modern war’ (in the sense that it is one of the earliest indus-
trial wars), is not an exception. Through films, books and other cultural manifestations
the memories of this conflict have proven popular and lasting. A very vocal part in this
conservation of the collective memory were, for obvious reasons, the women who were
left alone behind the lines. This was especially the case in the states of the Confederacy,
where even an icon was born: the Heroine of Dixie. Through the understanding of this
trope, it is interesting to look at the portrayal of the war by Southern women, focusing in
this case on the account of Julia LeGrand during the Siege of New Orleans.

2. HEROINES OF DIXIE

The outbreak of the Civil War meant that a large number of the Southern male population
was displaced, and therefore it entailed that the towns of the South had to be protected
and run by women. It is in this time of need when southern women came to the forefront,
taking a fixed place in popular imagery. As Katharine Jones explains, it is true that while
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“a handful of these Confederate women saw active service as spies, hospital nurses, gov-
ernment clerks,” most of them “were left back home, whether home was the big house or
a cabin” (1955, vii). This phenomenon was so widespread that the term of ‘Heroine of
Dixie’ was coined. Being a Heroine of Dixie embraced the duality between being essen-
tially a woman of action and remaining a feminine Southern belle. It embodied a unique
blend of tenacity and romanticism that soon was used to signify the essence of the South,
to the point that it would be one of the core elements of the myth of the Lost Cause.

Over time this figure became the object of idealization and mystification, but it should
be kept in mind that, as Charles Watson indicates, the Heroine of Dixie figure “had a firm
basis in reality” (1997, 79). Robert Henry points out that while “not every woman could
be classed as a ‘heroine of Dixie’, [...] it was commonly observed at the time by foe and
friend alike, and has been repeatedly noted since, that it was among the women of the
South that the spirit of resistance flamed highest” (1955, v). It is also interesting consid-
ering where this bout of patriotism often came from: “though their Southern patriotism
was intense, for the women devotion to the family came first always and none of them
would knowingly and willingly have chosen a course of war that reversed this order of
devotion” (Jones 1955, vii). Therefore, as Jones exposes, the Heroine of Dixie was usu-
ally first devoted to her house and then to her country, although very often the two used
to mean the same. Left alone to defend their homes and families, the Heroines of Dixie,
despite their gentile and lady-like nature, rose up to the circumstances and became the
agents of change in their own lives.

We can often see this element of change through the women themselves, as it was a
customary habit of the times to either do extensive letter-writing to friends and family or
to keep a journal in order to record various events of the household or even personal
memories. The war, of course, would make its mark in these women and in their stories.
Jones points out that it was an almost universal experience for women in the South as “all
manner of women told it: the rich and the poor, the educated and the ignorant™ (1955, vii).
Because of this universality of war and hardship, and the then much exalted romanticism
of a lost cause, we can see that the discourse of the Heroine of Dixie, in its many forms,
“is shown in the diaries and journals of real women, whose blend of defiance and charm
is striking” (Watson 1997, 79).

However, it should be kept in mind that the points of view of these women were per-
sonal accounts, as the official narrative of the Civil War was being written by men, mainly
those directly involved in the conflict. As Jones says, “the military records and reports do
not tell the story of the women of the Confederacy” (1955, vii). Considering this, it is
precisely Jones’s revealing book Heroines of Dixie: Confederate Women Tell Their Story
of the War where we can have a comprehensive glimpse at some of the material produced
by women during this period. Henry points out that “the story of the life of women in
these years is scattered through diaries and letters written without thought of publication”
(1955, vi). In this way, these previously untold narratives provide new and detailed vi-
sions of the lives of the women left behind during this conflict, often showing that “the
harder part of war is the woman’s part” (Henry 1955, v). In the narrative of Julia LeGrand,
who was witness to the occupation and self-destruction of New Orleans, and who took
part in the social unrest of the occupied Crescent City, we can see a woman who embodied
the romanticized rebellion in many ways during her time as Southern woman during the
siege. Although it may not seem like it, Julia LeGrand showed the tenacity and courage
that are the key factors in defining a Heroine of Dixie in the Southern mindset.
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3. JULIA LEGRAND RECOUNTS THE FALL OF NEW ORLEANS

Julia LeGrand to all extents and purposes seems very much the picture of a Southern belle
who, like Scarlett in Gone with the Wind, was afforded every luxury until she was left
with nothing after the death of her father on the cusp of the Civil War. She was a woman
who, according to Dr. Freeman, “embodied all the elements of romance that an early
Victorian novelist would have desired for a heroine” (quoted in Jones 1955, 124). Like
all accomplished ladies of the time she had some musical training and was “full of ro-
mantic fancies” (Freeman, quoted in Jones 1955, 124). LeGrand kept a diary of her day
to day life and thoughts, although Jones points out that “her diary was written without
expectation of publication” (Jones 1955, 124). In what was left of her diary, we are privy
to the life of Julia LeGrand from December of 1861 to the Spring of 1863 which covers
the fall and occupation of New Orleans.

Based on the previous description of LeGrand, we would expect her diary to be full of
dreams of handsome Confederate Soldiers coming to rescue the city in astounding dis-
plays of strength. What we find, however, is a woman who is fully aware of her situation
and neither side escapes her critical eye. Her awareness is belligerent, competent. Her
narrative style is passionate, yet not the typical melodramatic or overdone style, which
shows a measure of literary understanding on her part. Dr. Freeman describes her diary
as “an intelligent, direct and honest narrative [...] the story of neighbor’s woes, of personal
hardship stoically endured [...] of hopes raised one day and dashed the next by reading
the newspapers” (quoted in Jones 1955, 124). Due to the relatability and educated quality
of LeGrand’s diary, it is especially significant to look at her account of the Siege of New
Orleans.

In her entry for May 9', 1862, aptly labeled by Jones as “New Orleans Has Fallen,”
LeGrand begins with a sharp criticism against Confederate General Lovell, saying that
Lovell “did little or nothing and the little he did was all wrong” (1955, 125). She is
channeling a sentiment shared by many in the South, that the “New Orleanians felt de-
ceived by their government and abandoned by General Lovell, who had been sent there
to protect them” (Hearn 1997, 78). She mourns the fall into disgrace of the most prom-
inent city in the Confederacy, lamenting the presence of Union troops “drilling and
parading in our streets” (LeGrand 1995, 125). She goes on to romantic nostalgia,
through a personal anecdote, wherein an uncle “prophesied a noble future” for her be-
loved city of New Orleans (LeGrand 1995, 125). Before the war New Orleans was an
economic stronghold of the United States of America, with a population that was “more
than four times greater than that of any other southern city” (Hearn 1997, 77). This
promising prospect somewhat squandered, LeGrand bitterly wonders, “what would he

say now to see you dismantled and lying low under the heel of the invader!” (1955,
125).

LeGrand, admitting a feeling of hopelessness eight days after the arrival of Butler,
reflects about the trauma of this experience, exclaiming “Behold, what has now come
to the city! Never can | forget the day that the alarm bell rang” (1955, 125). According
to Chester Hearn, on May 1%, 1862, “when [Union General] Butler arrived, New Orle-
ans was still the largest city in the South but no longer prosperous. War and the blockade
had destroyed trade and brought hunger in its stead” (1997, 80). The level of despair
shown by LeGrand in the midst of the hunger and hardship mentioned by Hearn only
goes to show the intensity of Southern pride and patriotism, as well as the shock of the
Union’s arrival. After portraying the demoralized state of the city, LeGrand notes that
“the women only did not seem afraid. They were all in favor of resistance, no matter
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how hopeless that resistance might be” (1955, 125). Thomas Smith adds to LeGrand’s
observations: “But if some of the men of New Orleans were felt to have done less than

they might [there were] no doubts about the commitment of the city’s women” (2011,
110).

After praising the bravery of the women of New Orleans, LeGrand tells one of the
most noted incidents in the Siege of New Orleans: right after the Union troops raised their
flag in the city’s Mint, a group of rebels, led by William Mumford, took down the flag
and ripped it to shreds. Mumford took pride in his actions, but was sentenced to be hanged
for treason. LeGrand’s opinion on this incident is an honorable one, saying that “we made
a great mistake here; we should have shot the man that brought down the flag” (1955,
126) alluding that the flag of the Union should be kept up as long as New Orleans was
occupied. Her solution would have been to take the flag down only when the New Orle-
anians extracted the Union troops from their land of their own volition.

LeGrand goes on to speculate that “if we had been staunch and dared them to shell,
the Confederacy would have been saved” and that surely France or England would have
been compelled to intervene on behalf of the Confederacy (1955, 126). This widespread
thought of foreign salvation was not just blind romanticism, but had its roots in the city’s
past of free trade and foreign influence in the banking community (Hearn 1997, 77).
Hearn notes, “Union occupation did not fit into the plans of a city accustomed to contin-
ued growth and rich profits” and that “there were no banks in America stronger or with
better-protected currency than those in New Orleans” (1997, 77). The people of New
Orleans believed that they could be saved by those connections and by the strength of
their money. This lament of LeGrand’s is important, not only for its way of shedding light
on the past of New Orleans, but also for the stubborn “if only we’d been stronger” senti-
ment felt by many Southerners.

Continuing her narrative, LeGrand shows an incredible range of emotions and convic-
tions concerning her country. She states “I never wished anything so much in my life as
for resistance here” (1955, 126) and she shows her conviction against the occupation
openly on many occasions: once by signing a paper with the other ladies and other times
by forgetting herself and calling out as “the blood boiled in [her] veins” (1955, 126).
Apart from those feelings, she also states that she “felt no fear, only excitement” (1955,
126) as she demonstrated her discontent. This powerful statement perfectly encapsulates
the courage associated with the Heroine of Dixie figure, based on those real women who
actively defended the Southern cause with passion. In fact, “it was often said that the
women were the only ones supporting the Confederate cause fully” (Waal 1962, 466),
and they often proved it with their overwhelming forwardness and strength of spirit.

In Julia LeGrand’s accounts of her life in New Orleans, we can see that she is a woman
with doubts, as well. She writes desperately that “our only hope now is from our soldiers
in the field, and this brings me to my dear brother again and all he will have to endure.
Sometimes I feel that nothing is worth such sacrifice. [...] This war has shaken my faith”
(1955, 127-8). Yet, even after a phrase such as that, LeGrand continues to show an almost
totally indomitable will, as near the end of her journal, she comments “often, though, I
feel that these insolent invaders with their bragging, should be conquered come what will.
Better to die than to be under their rule” (1955, 128). She boldly demonstrates her support
for her city and her beliefs, even after expressing explicit worry for her brother and la-
menting the cost of such a deep sacrifice. Smith observes what a phenomenon the women
of the South were during the Civil War, perceiving that “it was the women of New Orleans
who would become an object of admiration throughout the Confederacy—and little less
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fascination across the globe” (2011, 110). In his autobiography, General Butler, the ruler
of occupied New Orleans, remembered how quickly Union forces “had the men of New
Orleans [...] completely under our control. But not so with the women”; and, in fact, the
women of New Orleans began a campaign of resistance against the occupation force
(quoted in Smith 2011, 111). LeGrand ends her diary on a prophetic and wishful phrase:
“I don't think Texas will ever be conquered” (1955, 128), summing up the odd mix of
conviction and delusion that wartime brings about, even in a Heroine of Dixie.

4. CLOSING REMARKS

Southern women during the Civil War lived all facets of life to a bitter backdrop of war,
suffering, scarcity, and hardship. Jones explains that “their story is increasingly a story of
refugees, of invaded and occupied cities, of burned and devastated dwellings, of hunger
and want, of bitterness and human frailty” (1955, vii). Yet, she also observes that there is
more behind these women than days of supreme neediness, for mixed up with those mo-
ments there is “also a story of love, of courage, of personal loyalty transcending heart-
break” (Jones 1955, vii). Through Julia LeGrand’s diary during the Siege of New Orleans,
we see that she experienced many emotions: rage, worry, fear, indignation, excitement,
purpose, all of which help readers today to witness a point of view in history not often
spoken of. Jones is correct in saying that the women who recorded their memories “had
vital work to do there.” Through their voices we can be witness to the more human face
of war not found in reports of battle (1955, vii).

The siege of New Orleans, which led to the infamous General Order No. 28,
demonstrates how the human side of this occupation affected the military side, when
LeGrand states “Butler says he will be revenged for the treatment he and his troops have
received here” (1955, 128). Six days after Julia LeGrand’s entry was written, Butler
would issue that much-hated Order that effectively turned every woman who dared defy
the Union’s power into a de facto prostitute. The lengths to which General Butler had to
go to control the women of New Orleans, many like Julia LeGrand, show the true
dimension of the Heroine of Dixie and her irrepressible patriotic spirit. The patriotic trope
of the Heroine of Dixie reveals itself as defining history, immortalizing a type of woman
“whose combination of steely tenacity and feminine grace has created powerful roles”
(Watson 1997, 84). When duty called, women rose up and became the backbone of the
South. They stood their ground, ran the farms and towns, took care of the maimed and
wounded and tried to keep the morale high. But aside from all this work behind the lines,
their narratives would prove priceless by being the keepers of the memories of a war that
marked the history of the United States indelibly.
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Abstract

The purpose of my research is to identify and analyze the ambivalent representations of mother-
hood in Sylvia Plath’s poetry in relation to various anthropological and mythological concepts
regarding female reproductive power. By observing the author’s allusions to pregnancy and child-
birth, it is possible to draw a connection between these processes and the recurrent themes of
transformation and regeneration which are present in her texts. The poet blends diverse traditions,
tones and styles, blurring the line between a distant legendary past and the mundane elements of
everyday life, in such a way that it is intriguing for the reader to determine which view is promi-
nent, or to find out whether the poetic persona eventually embraces the identification with an
archetypal view of motherhood. It is precisely this ambiguity which makes Plath’s approach on
the matter so innovative. Her poems foreground a polyphonic narrative in which archetypal no-
tions of female biology are reshaped in order to grasp the complexity and diversity of maternal
experience, thus offering several intriguing—and, occasionally, contradictory—depictions of a
reality that was a source of simultaneous anxiety and fascination for the poet.

Keywords: Sylvia Plath; motherhood; fertility; children; nature; mythology; anthropol-
ogy

1. INTRODUCTION

Although Sylvia Plath’s tragic personal history has widely spread the popularity of her
poems on self-destruction and mental imbalance, a less accredited side of her writing
involves an undeniable fascination with the origin and continuation of life, rather than
with its ending. “I want a house of our children, little animals, flowers, vegetables,
fruits,”—she declared in her journal in 1959—*I want to be an Earth Mother in the deep-
est, richest sense” (Plath 1998, 312). This attitude is expressed in her works, for instance,
through her multiple references to the natural world and, particularly, by means of her
diverse employment of mythical symbolism in relation to female creativity. Still, the rep-
resentations of motherhood in her poetry remain ambiguous. Plath generates an enig-
matic, ever-shifting polyphonic narrative that transcends the limits of the poet’s individ-
ual memoirs in order to grant the gestating body manifold connotations. As I shall argue
in this dissertation, a careful analysis of the author’s allusions to pregnancy and childbirth
allows a division of her poems into two contrasting sets: those reflecting archetypal views
of fertility in harmony with the cyclical processes of the organic landscape; and, on a
different note, those depicting a concrete, down-to-earth perspective of maternity. Her
texts often present frustrated poetic speakers who lament their lack of identification with
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the infinite reproductive forces of the “earthen womb” (Plath 1992, 240). It is thus possi-
ble to draw a connection between this primal source of being and the recurrent themes of
transformation and regeneration which are present in her work.

2. MYTHICAL SYMBOLISM: PLATH’S INTELLECTUAL BACKGROUND

Initiated and encouraged by her husband’s fascination for folklore, primitivism, and even
esoterism, the poet borrowed motifs from the collective imaginary to incorporate them
into her work. It was Hughes who acquainted her with Robert Graves’ The White God-
dess: A Historical Grammar of Poetic Myth, a cult book in Cambridge during the 1950s
which would become a major influence in Plath’s work. “A true poem,” Graves argues,
“is necessarily an invocation of the White Goddess, or Muse, or Mother of All Living”
(quoted in Kroll 1976, 51). Across her enthusiastic studies in anthropology, she became
familiar with this conceptual “Mother of All Living,” along with additional superstitions
belonging to the cultural history of fertility; hence her interest in the akin motif of the
Earth Mother. Such a concept originated when early societies in Africa started mytholo-
gizing the world, since they conceived the birth process as the original model for cosmic
creation (Gardner 2005, 452). Having observed the affinities between the menstrual and
lunar cycles, they ascribed to female deities the regenerative dynamics of seasonal
changes and agricultural rhythms. The consequent supernatural connections binding to-
gether women and the land were abstracted into gynomorphic and zoomorphic versions
of the Earth Mother.

The poet’s theoretical background also included the form of literary creation known
as the mythical method. In this light, Judith Kroll provides a careful examination of
Plath’s poetry and biography in relation to the lunar imagery presented in The White
Goddess, which provided the poet a way of sorting out her experiences in order to project
them into her writing (Kroll 1976, 42). The moon is therefore the main axis on which
evolves Plath’s use of symbolism concerning pregnancy and rebirth. Conforming to
Graves’ compilation of the crucial functions of lunar iconography in early European cul-
tures, the White Goddess embodies the cyclical nature of “the female moon-ruled body”
(Kroll 1976, 33). However, this Triple Goddess is both “creatress and destructress”
(Graves quoted in Kroll 1976, 51), thus encompassing the mythical dichotomy between
life and death. The plural identities of the female deity conform to the multifaceted mean-
ings of the moon in Plath’s poetry: it can be protective as “a nurse” that “lays a hand on
[the speaker’s] forehead” (Plath 1992, 157), or may conceal darker implications. In
“Moonrise,” for instance, the satellite assumes the role of “Lucina, bony mother” (1992,
98), a Roman goddess of childbirth; yet the fecundity of the natural world contrasts with
the decay of human life. In concordance with the aforementioned moon-ruled cycles of
birth and death, the corpse rots “beneath the stones™ (1992, 98), a nurturing, subterranean
maternal space which mirrors the process of pregnancy which is also taking place. Other
poems such as “The Beekeeper’s Daughter” (1992, 118) abound in poetic imagery asso-
ciated with female sexuality, as in the “garden of mouthings” (1992, 118) and its dilating
corollas. The terrain surrounding the speaker abounds in allusions to plant germination
and animal mating. As a result, the natural world becomes a safe site in which the fic-
tionalized self can merge with this primitive notion of the land in order to share its fertile
qualities.
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3. RESHAPING MYTH: THE Other SIDE OF MOTHERHOOD

The reproductive force of nature is assigned a different significance when the poetic
speaker shifts her role from passive observer to mother. The tone and perspective of the
poems vary from the former idealized view of fertility, thus suggesting that individual
human experience does not always match the effortless fluidity of the natural course. This
approach reveals some of the problematic aspects of Plath’s aesthetic idealization of fe-
cundity. An internalization of the social imaginary of ancient patriarchal cultures implies
the incorporation of a vision of sterility as either a dark omen or as an unnatural burden,
along with the deep-rooted pressure on the woman to produce offspring. Childbearing,
as it is portrayed in the following poems, may be ritualistic, excruciating, or even threat-
ening. Elements that are associated to the beneficial production of life in prior composi-
tions adopt ambivalent connotations from the perspective of the mother. Pregnancy, mis-
carriage and childbirth are depicted through the juxtaposition of contrasting references to
sacred and ordinary aspects, positive and negative messages; hence providing a polyse-
mous conception of motherhood.

For instance, in two of Plath’s poems about child-bearing—“Metaphors” and “Heavy
Women”—the creative force of the mother personae is manifested in their link to the
natural world. The speaker in “Metaphors” is identified with large animals, “An elephant”
a “cow in calf” (1992, 102). Apart from implying immensity and fruitfulness, this meta-
phor may also involve a mythical allusion to Hathor, the Egyptian cow-goddess of fertil-
ity. The affectionate poetic voice in “Morning Song” is presented as the same emblem of
archetypal fecundity, which contrasts with the domesticity of her Victorian nightgown.
In sharp contrast, some of the author’s poems concerning sterility or miscarriage present
an utter separation from the natural cycle. The landscape in “Barren Woman” becomes a
wasteland in which the wild scenery denotes artificiality: for instance, in the “Marble
lilies” (1992, 157). The unfertile female anatomy denotes the cold hollowness of a “Mu-
seum without statues” (1992, 157). A fountain that “leaps and sinks back into itself”
(1992, 157) also reflects her inner draught: an artificial container tries and fails to provide
water, an element linked to a cycle which is necessary for the beginning and preservation
of existence. A similar notion is conveyed through the “ivory body” (1992, 259) in
“Childless Woman.” The poetic persona’s reproductive organs generate death, “Uttering
nothing but blood” (1992, 259). The connection between the crimson fluid and the oral
cavity creates a sinister image that disrupts the previously established association be-
tween this element and fecundity. This lack of identification between nature and the hu-
man being emphasizes the speaker’s lack of fertility: the organic environment proceeds
in its uninterrupted cycle, whereas her own landscape remains blank.

The mythological resonance of the poem sequence “Three Women: A Poem for Three
Voices” is twisted in order to convey one of the most evident illustrations of Plath’s de-
familiarization of natural imagery. The stories are set in “A Maternity Ward and round
about” (1992, 176) where the speakers deliver their intertwining interior monologues:
The First Voice gives birth and takes her baby home; the Second has a miscarriage; and
the Third, a younger woman, gives the child up for adoption after an unwanted pregnancy.
The presence of three distinct entities in the text already sets a mythical paradigm. While
commenting upon “The Disquieting Muses” on a BBC program, Plath acknowledged the
significance of “sinister trios of women” (quoted in Bassnett 1987, 74) which echo sim-
ilar goddess triplicities in pagan traditions, and adhere to Graves’ conception of a meta-
morphosing female deity. According to Judith Kroll’s explanation of the poem, each
speaker would correspond to one of the colors that Graves attributed to the White God-
dess. Once again, the red objects in the text no longer coincide with Graves’ scheme of



54 CLARA CONTRERAS AMEDURI

mythical symbolism: the “mouth” of the vampiric earth is crimson (1992, 181), as well
as the “garden of black and red agonies” (1992, 180) to which the speakers’ bodies have
been reduced. It seems that the Earth Mother has been transformed into a murderous
creature—*I lose life after life. / The dark earth drinks them” (1992, 181)—in opposition
to the nurturing entity suggested in the previously mentioned poems. The moon remains
a constant presence in “Three Women,” but its role also shifts to a sinister omen, “cold,
alien” (1992, 182). The Second Voice, who has miscarried, laments: “It is she that drags
the blood-black sea around. / Month after month, with its voices of failure. / I, too, create
corpses” (1992, 182). This frustration towards the moon’s monthly circuit is connected
with the idea of “menstruation as waste” (Bassnett 1987, 68), since it indicates that there
is no process of gestation taking place.

In addition, the juxtaposition of references to organic and artificial materials reflects
a disturbingly enforced birth process: “I have stitched life into me like a rare organ [...]
I have tried to be natural” (1992, 178). Undoubtedly, the paradoxical allusions to life and
growth in combination with terms suggesting violence contribute to this crude perception
of labour. These mothers’ attempt at imitating nature by being a perfect “river of milk,”
or a “warm hill” (1992, 183) results in images of estrangement. Certainly, Plath’s refusal
to use sentimental imagery in these raw narratives of child delivery grants a voice to those
sides of motherhood which do not quite conform to the mould of legends and Mother
goddesses.

4. CONCLUSION

The representations of birth and motherhood in Plath’s poetry can therefore be classified
as either wordly, or other-wordly. The first concept corresponds to the poet’s manipula-
tion of reality; whereas the second one includes the forms in which it has been mytholo-
gized. Sylvia Plath shifts back and forth between the banal and the sublime in her poems
on the imperfections of motherhood. Since the idealized, archetypal motherhood of an-
cient fertility rites can never be fully applied to human experience, the poet offers a
broader and more accurate picture of fertility and childbirth. Her works reconcile the past
and the present through the employment of archaic cultural views of fecundity to grasp
the complexity of the material reality of maternity. Finally, her texts contributed to the
verbalization of taboo subjects like breastfeeding, the agony of childbirth, sterility, unin-
tended pregnancy, or the emotional turmoil of childloss. This may have facilitated the
reception of future texts such as Gwendolyn Brooks’ “The Mother” (Rampersad 2006,
164), or Lucille Clifton’s “the lost baby poem” (Rampersad 168). Her contributions to
motherhood poetry can also be identified in subsequent 20"- and 21%-century texts which
contain clear Plathian influences: Brenda Shaughnessy’s “Liquid Flesh” (2012, 22), on
milking, is reminiscent of “Morning Song”; Sharon Olds magnifies the maternal body in
“The Language of the Brag” (1980, 44-45); and Sally Read’s “Gestation” (2009, 19) to
her yet unborn child bears a clear resemblance with Plath’s aesthetics. Her unique forms
of celebration of maternal creation will undoubtedly continue to inspire future genera-
tions of mother-poets.
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Abstract

Starting in the last years of the 1680s, Restoration comedy evolved from the distinguishing “hard”
style prevalent in the 1670s to a more restrained, exemplary comic form: this evolution has been
called “the change” in Restoration comedy. The present paper analyses William Mountfort’s
Greenwich Park (1691) as an illustrative example of that literary evolution and as a transitional
piece where elements of the two prevailing dramatic modes of the 1690s became successfully
mixed. In its conclusion, this study aims to prove that Greenwich Park articulates processes of
evolution and transition on several, interrelated levels: first, in its literary style, as has been
mentioned above; second, in the moral values endorsed by the play; and finally, in the physical
relocation of the play’s setting from the West to the East End of London.

Keywords: Restoration comedy; the change in comedy; Greenwich Park; William
Mountfort

There is a broad consensus among literary critics in highlighting the change that took
place in Restoration comedy from the late 1680s onwards: an aesthetic and tonal evolu-
tion from the old cynical comedy which triumphed in the mid-1670s to a new sentimental
type which would dominate the stage in the 1690s and continued well into the first dec-
ades of the 18" century. Since John Harrington Smith first developed this idea of “the
change” in 1948, a number of scholars have approached this question, enriching it with
their insights. Nonetheless, although they agree in stressing “the change,” their opinions
seem to be less unanimous on how gradual that shift was or what its aftermath was, which
has provoked an ongoing controversial debate for decades.

John H. Smith distinguished between the comedy which flourished in the
1670s—*“cynical” comedy in his words—and the comedy which triumphed after 1700,
which he defined as “exemplary.” In The Development of English Drama in the Late
Seventeenth Century (1976), Robert D. Hume considered that after the disintegration of
the “sex boom” and the denouement of the political crisis in the 1680s, comedies split
into two types: the “old” hard (characterised by a satiric and cynical tone descended from
the 1670s tradition) and the “new” humane comedy, which sought to please “an audience
which did not care for the libertine ethic of Carolean sex comedy. This shift in sensibility
is symptomatic of a change in general moral climate. The rise of the S.P.C.K., and the
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outcry of ‘the Ladies’ against smut are warnings of the coming storm” (1976, 381).! Be-
nevolence replaces wit, and the rake undergoes a crucial metamorphosis: “The major cas-
ualty is the rake. Rakish behavior does not instantly vanish, but its prominence is reduced
[...]. Rakes reform; the rake unreformed by the end of the play is marginalised as an
antisocial being,” Brian Corman says (2000, 65).2

Though the debate around the change in comedy is still ongoing, the tendency is to
question the notion of the “change” itself—inasmuch as it implies an abrupt substitution
of one form for another—and to talk about a progressive evolution of the exemplary
model instead, which was consolidating itself at the expense of the old hard comedy.? It
is likewise noteworthy that in this gradual and—at points—untidy process both styles
coexisted and evolved. Owing to its transitional spirit, Greenwich Park represents a very
illustrative example of that literary evolution and of that concurrence of styles.

Mountfort’s play is a product of its time. The evolution that Restoration comedy was
undergoing in the final decade of the 17" century had a clear influence on this work, its
plot, its resolution and on the portrayal of its characters; it therefore became a transitional
work where Mountfort mixed elements of the two prevailing dramatic modes of the
1690s: the old and the exemplary comedy. Some critics have stressed the actor-play-
wright’s sharp combination of ingredients from both traditions: Martin Walsh, for in-
stance, explains that Greenwich Park “was caught between two unequal stools” and de-
fines it as “a very early and significant milestone on the road from witty to sentimental
comedy” (1973, 39).

Like the play itself, the leading rake, Young Reveller, moves between two worlds: on
the one hand, the libertine past of Charles II’s court, and the moderate and virtuous Wil-
liamite order, on the other. The Stuart legacy is introduced by Reveller and Lord Worthy’s
post-Cavalier status and ethos, while the new monarchs’ influence can be perceived in
those same rakes’ acceptance of the Whiggish citizens. Throughout the play, Young Rev-
eller skilfully crosses from one world to the other, evolving from the wildness which
defines him in the Dramatis Personae to his redeeming matrimony to Florella. Further-
more, this emotional conversion Young Reveller undergoes runs parallel to the physical
transition from the West to the East of London in the setting and the action of the play, in
a symbolic move that leaves behind Carolean values.

Reveller inherits his predatory chase of women from the rakes of the mid-1670s, al-
though he seems to lack their cynical skepticism, and therefore he is fooled by Dorinda.
This touch of naivety both distances Reveller from Dorimant or Horner and humanises
him, turning him into a less contemptible character for the post-Revolution audience. He
functions therefore as a transitional figure between the wild libertine of the sex comedy
and the exemplary man of the 18" century. Perhaps the most revealing aspect of this
rake’s evolution is his sincere answer to Lord Worthy’s rebuke for his cuckolding the
citizen Mr. Raison:

! The Society for Promoting Christian Knowledge (S.P.C.K) was founded in 1698 and aimed
at furthering Christian education and the publication and dissemination of Christian literature.

2 Jessica Munns includes the reformation of the rake but also adds other elements to
characterize the new humane model: “After 1688, dramas reflected the new political consensus
that emerged: rakes reform, ranting heroes become the standby of burlesque, merchants become
patriots, not parasites, adultery is treated seriously” (2000, 155).

3 Hume states that “there is less overall change between the norms of 1665 and those of 1705
than is usually assumed” (1983, 115).
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LORD WORTHY: ... they [Raison and Sassafras] are the honestest plebeians I
ever met with and, as thy father says, George, I wonder thou canst have the
heart to cuckold so honest a friend to the bottle as Raison.

YOUNG REVELLER: Faith, my lord, I’ll be ingenuous with you. *Tis an in-
trigue of a pretty long standing and, though it be somewhat scandalous to re-
ceive more favours from women than one, my necessity has obliged me to com-
ply; for ever since your travels she has been my father. (2.3.6-12)

Young Reveller honestly defines his promiscuity as “scandalous” and explains that
it was “necessity” that impelled him to pursue Mr. Raison’s wife. In other words, the
unrestrained sexual behavior of the mid-1670s rakes is replaced by a less assertive, even
apologetic attitude, much more in consonance with the taste of the play’s audience.
Corman talks about a “change” in the character: “the values implicit in Reveller’s ex-
change with Worthy reveal a marked change from those applied to Reveller’s predeces-
sors of the 1660s and 1670s™ (1993, 67). In this evolution, Reveller anticipates the ton-
ing down of the rake and the moral integrity that will characterise the male leads in the
following years.

Mountfort also questions gender conventions by diminishing Young Reveller’s virile
agency as the action evolves. In the first part of the play, a wild Reveller exhibits himself
before nearly any woman he runs into, displaying both boundless energy and irresistible
eloquence. He first courts Florella in a brilliant witty repartee; later, at night, he meets
with Dorinda in the Park and equally dazzles her, to judge from her response: “By
heaven, if he persists I am undone, / His charming tongue will blast my stratagem”
(3.1.130-31), she admits in an aside. Finally, he is persuasive enough as to convince
Mrs. Raison, who has witnessed the scene with Dorinda, that all was feigned, and to
end up having sex with her at his lodgings.

However, in the last two acts, the character of Reveller loses some of his dramatic
force and becomes less and less articulate. In 4.2, Dorinda addresses him peremptorily
with unusual imperative sentences—"“you must dine with me today” (211-12), “Be in
the Park at one of the clock” (214)—while in Act 5 Dorinda, and then a disguised Flo-
rella, slap him (5.1.172, 5.2.134). Moreover, at the play’s resolution Reveller’s re-
nowned verbal seduction, and symbolically his manliness by extension, is literally si-
lenced by Florella, who interrupts him abruptly when Reveller is addressing Mrs. Rai-
son:

YOUNG REVELLER: [Aside to Mrs. Raison] Faith, madam, I have been a
great charge to you, and am very happy I can—

FLORELLA: No whispering now the man’s sold; you have had your penny-
worths, I'm sure. (5.3.143-46)

Reveller’s private talking with Mrs. Raison may echo Dorimant and Bellinda’s ex-
change at the end of The Man of Mode and open up the possibility of further encounters.
Nonetheless, the 1690s rake is merely a toned down copy of his forerunner. While the
audience assumes that Dorimant will perpetuate his libertine life, here Florella leaves
Reveller no option: she silences him, taking over his authority. Her justification is em-
phatic enough: “the man’s sold.” Therefore, at the end of the play, the wild rake of the
first acts (and metaphorically, of the 1670s) is satirically turned into what his conquests
have traditionally become for him: a material property, a sort of empty object of exhi-
bition. To some extent, the reformed Reveller anticipates some of Congreve’s prospec-
tive chaste, and perhaps too passive, male leads, like Mellefont in The Double-Dealer
(1693; 1694) and Valentine in Love for Love (1695).



60 JESUS CORREA SANCHEZ

Florella’s portrayal likewise blends elements from both the sentimental and the hard
comedy traditions. On the one hand, she anticipates the virtuous heroine—like Amanda
in Cibber’s Love’s Last Shift (1696)—for whom the rake reforms, becoming a constant
and honest lover, and on the other, she envies those mistresses who enjoy sexual inter-
course without the constraints of social decorum: “let us not affect that nicety when
we’re alone which we assume in public. I confess I would not go beyond the rules of
honour, and yet I cannot help envying those that do when I think they enjoy my lover”
(2.1.14-17).

The characterization of the citizen is one of the most remarkable aspects of Greenwich
Park in terms of its representation of social hierarchy: Mr. Raison and Mr. Sassafras have
little to do with the erstwhile greedy Puritan of Carolean comedy, constantly subjected to
merciless ridicule and punished through cuckolding plots.* As the century unfolded, play-
wrights moderated the traditional harsh characterization of the citizens, who “were be-
coming richer, more powerful, more upwardly mobile, and more frequent theatre-goers.
Drama shifted from mocking the Cits to essentially inviting them in” (Wall 1998, 163).
Unlike the pre-Revolution citizens, both Mr. Raison and Mr. Sassafras participate in roar-
ing celebrations side by side with gentlemen like Sir Thomas Reveller, therefore weak-
ening and blurring social distinctions between both classes. These new citizens are wel-
comed into the social circle of the gentry and participate in their entertainments, as J.
Douglas Canfield states: “The new oligarchy justified itself vis-a-vis the decadent old
(Stuart) aristocracy as it attempted to consolidate power by welcoming nouveaux riches”
(1997, 223).° Ironically, it is in fact through the citizens and the aging Sir Thomas that
the libertine revels survive in an age when the genuine rakes—Young Reveller and Wor-
thy—are evolving into tame, sentimental figures. Finally, Mr. Raison’s marriage to a gen-
tlewoman “from Covent Garden” (1.1.103) serves as another example of the symbolic
union between City and Town. Although Mr. Raison is cuckolded by his wife—who
moreover supports Reveller with her husband’s money—he is not publicly humiliated,
unlike his unfortunate predec