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Abstract

E. L. Doctorow'sThe Book of Danie{1971) is unequivocally what has been termed a
“trauma novel.” This paper examines the protag@tshtumatic condition, concentrating
on its causes and on the determining circumstathegontribute to aggravating it. The
analysis of Daniel's narrative reveals that he exsfffrom many of the symptoms
associated to PTSD and anhedonia, a psychologiaglitton which frequently co-occurs
with PTSD as a consequence of infantile psychieniaa The paper, then, explores the
relationship between the protagonist’s traumatiedétion and his violent and oppressive
treatment of the three main female characters @f movel. Finally, this paper
concentrates on the status of Daniel’'s memoridgfraumatic past. As a conclusion, it
is contended that the novel’'s concern with traumé memory points to the author’s
preoccupation with remembrance, which he seemsnsider the best and only tool to
build a better world. Doctorow seeks to highlight timportance of listening to the
fragmented voices of those who suffer the effedtéramma in order to develop new
social and political perspectives that will guaesné better future.

Keywords: E.L. Doctorow; The Book of Daniel; Traursiaidies; Traumatic memories;
Victim-Perpetrator

Published in 1971, E. L. Doctorow'sThe Book of Danielis
unequivocally what has been termed a “trauma nbveleventually
achieved an enormous critical and popular sucdeEssyming a finalist
for the National Book Award for fiction. On the §ace, the novel is the
fictional rendering of the conviction and executmfithe Isaacsons from
the viewpoint of their surviving son, Daniel. Thietas loosely based on
the actual trial and execution of the Rosenber§yg, New York
communists who were convicted and executed in I868onspiracy to
commit espionage leading to the development of Sloeiet nuclear
program. HoweverThe Book of Danigs much more than a political and
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historical fictionalization of a well-known eventf dNorth-American
history; it is also the testimony of a survivortade of trauma, horror,
violence and guilt that depicts Daniel's struggiefind a narrative that
will reconcile him with his traumatic past; it iset confession of a sadist
perpetrator who seeks to counteract his helplessrieough the
domination and victimization of his family; andis the account of his
attempt to recover the memories of his traumatit pad assimilate the
traumatic experiences that are responsible forpnesent condition.
These terrifying memories have returned to haumt, hiiggered by his
sister’s suicide attempt fifteen years after thmrents’ execution, and
prompt him to write the story that we are reading.

Despite its obvious literary merits, the receptiminThe Book of
Daniel was rather divided at first. On the one hand #&weer praised it
as “the political novel of our age,” and Joyce C&ates went so far as
to call the book a “nearly perfect work of art” dgtin Williams 1996:
21-22). However, it was virtually ignored by acaderior almost ten
years, until the astonishing critical and commérsisccess oRagtime
(1975) led to a reexamination of Doctorow’s pregawvels. The first
readings of the novel by reviewers tended to eitbelebrate it or
condemn it on the basis of its political contenit, their fixation with the
novel's politics blinded them to the richness oftemt, theme, and style
that it displays. However, with the passing of tifiee Book of Daniel
has gradually received the critical attention fraoademia that it
undoubtedly deserves, increasingly becoming theeabbpf scholarly
analyses that have contributed to uncovering Doettsr craft.

After a careful review of the literature, it seemibct the critical
perspectives provided by trauma theory and memdngies might
provide the possibility to further broaden theicait interpretation ofrhe
Book of Daniel As Andreas Huyssen has noted, memory has become a
obsession of Western culture; we seem to suffen fao‘hypertrophy of
memory” (3). This preoccupation with memory, whitds emerged as a
key cultural and political concern, results fronttéas such as the
prominence of new technologies, massive migratibsplacement and
diaspora but, most importantly, from the need tal deith the painful

2 The new decade witnessed what John Williams hésrreel to as the
“canonization” of Doctorow’s previous novel/elcome to Hard Timed 960)
andThe Book of Danig|1971) (1996: 60).



Trauma, Violence and Memaory Tine Book of Daniel 3

legacy of the wars and genocides that have takacephroughout the
twentieth century (Whitehead 2009: 1-2). In factucm of the
contemporary memory discourse focuses on traumeatieriences. The
interest in memorializing the Holocaust has resulie a persistent
engagement with the notion of traumatic memory, cwhhas been
recuperated and developed by theorists such as I2a, Charlotte
Delbo, Nanette C. Auerhahn, Marianne Hirsch and éANvhitehead,
among others.

Issues of trauma started to receive prominentafiittention in the
1990s, after the American Psychiatric Associatiorfficially
acknowledged the phenomenon of trauma and stréiss@thportance of
Post-Traumatic Stress Disorder. PTSD included tmepsoms of what
had previously been called shell shock, combagdati delayed stress
syndrome and traumatic neurosis, and referred $poreses to both
human and natural catastrophes (Caruth 1995: &)c<such as Cathy
Caruth, Shoshana Felman, Dori Laub and Judith Herpaduced
groundbreaking studies of the effects of traumavansurvivors, victims
of the Holocaust and victims of traumatic childhoexperiences. The
field of trauma studies would develop quickly tharik work generated
from the perspectives of neurology, psychiatry,chsjyogy, sociology,
history and literature, including that of Besselvan der Kolk, Robert J.
Lifton, Abraham and Torok, Kai Erikson, Dominick Capra, and many
others. Trauma and memory studies have acquirest geéevance for
cultural and literary studies in recent times, aeing the status of solid
theoretical frameworks for the study of literarytse

This paper focuses on the protagonist’s psychoddgiondition and
on the possibility of retrieving the memories o6 hraumatic past in
order to recover from the symptoms from which hifess. First, | will
explore the causes and characteristics of the gwoist’s psychic
ailment. Secondly, | will deal with the violent cmguences of his
condition, paying special attention to the problénadion of the binary
division between the categories of victim and pegter. Finally, | will
analyze the status of the protagonist’s memortes difficulties that he
experiences in recuperating and representing tlam, the extent to
which his condition has improved at the end ofriherative. With these
aims in mind, | will rely on the works and theoriek critics such as
Cathy Caruth, Dori Laub, Nanette C. Auerhahn, Begaa der Kolk,
Ronald Granofsky, Anne Whitehead and Laurie Vickiaoypong others.
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I

To begin with, it is worth considering that Dangetraumatic condition
does not result from a single overwhelmingly pdirdind terrifying
event. The origin of his mental disorder does tiehe exposure to his
parents’ conviction and execution, which impliefiema all, “learning
about unexpected or violent death, serious harnthi@at of death or
injury experienced by a family member” (DSM IV-TRO@): 463).
However, Daniel’s psychic devastation is worsenga lconstellation of
traumatic life experiences or cumulative micro-aggions: he struggles
all through his childhood as he grows up in poveutd is terrorized by
his insane, cursing grandmother. Secondly, he watdhis father's
beating at the hands of right-wing fanatics. Laiar he witnesses his
parents’ arrest and the search and dismantlingsofidtme, which cause
him to wander from hand to hand—from a repulsivetaio a shelter for
orphaned children and an unloving foster family veine only interested
in his sister and him as propaganda for the Comshirarty. Finally, he
suffers humiliating visits to his parents in jailntil he finally finds
himself an orphan after his parents’ execution, cwhinot having
witnessed, he is left only to imagine in terror.

Daniel's traumatic condition is also aggravated [Iyrther
determining circumstances. On the one hand, Raxhelii Paul Isaacson
are convicted and executed by the state for a diwaiethey may or may
not have committed, which for Daniel adds to theumnatic impact of
their death for three main reasons. First, thengic event results from
human design, that is, their deaths are not dueataral causes; the
perception of human agency is acknowledged to ciaedmgs of injury
and outrage from which it is difficult to recovarcato make the disorder
particularly severe or long-lasting (Erikson 199%2; DSM IV-TR
2000: 464). In addition, Daniel is left to live amand defenseless in the
society whose legal institutions have deprived hifnhis family, the
society that he perceives has murdered his pareimslly, his parents’
death denies Daniel any possibility of ever aclmgvnoral closure since
he cannot be certain of their guilt:

% See Erikson and Root for analyses of trauma astireg not so much from
exposure to an overwhelming traumatic event, bainfithe impact of small
traumatic stressors that, when combined, can loitateate an intense traumatic
impact.
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I have put down everything | can remember of thetions and conversations in this
period prior to their arrests. Or | think | havéft&l it through my hands. | find no
clues either to their guilt or innocence. (Doctor2006: 159)

Thus, the arrest, conviction, and execution of gasents leave Daniel
helpless and disempowered; he cannot do anythinghtinge the
outcome of events, just as he cannot, later ore bavsister Susan after
her attempt to commit suicidelt has been proved that a sense of
helplessness plays a key role in making an expsgigaumatic (van der
Kolk and van der Hart 1995: 175; DSM IV 2000: 46Bnally, Daniel
was very young when his mother and father werentaleay from him.
As Laurie Vickroy has noted, children are particlylavulnerable to
trauma, because it affects the way their psycheldps, it impairs their
life coping skills and determines the way they teel other people in
the future (2002: 14). Therefore, by the time Dhaied his sister are
officially adopted by the loving Lewins, an irrephte harm has been
inflicted on them.

Far from healing with the passing of time, Danigdsychological
condition keeps worsening as he grows up into bhdatl. Some critics
have pointed to his increasing sense of politicelsahance as an
important factor contributing to the protagonisiltness. Michelle
Tokarczyk, for instance, has rightly observed tha@niel might have
had a better foundation for rebuilding [after hexrgnts’ death,] had he
not also lost belief in the ideals that served @sclistones for his
parents” (1987: 12). Daniel's disillusionment wittadical politics
manifests itself in the bitter criticism of the Cowmnist Party that
underlies his narrative; as he explains, most o tlsaacson’'s
(communist) friends quickly turned their back tond's parents, and
the party did not hesitate to erase their namas titee membership list
right after their arrest, fearing that their corii@n would be detrimental
to North-American communism. Later on, however, whiee Isaacson’s

* Further references to the novel will be to thed®ém Modern Classics edition,
published in 2006.

> Hence Daniel's own tendency to associate or coenpanself to the Biblical
Daniel, an intertext which is pointed at by théetidof the novel and which has
been discussed as a symbol of Daniel's inabilitysaoe his sister Susan—as
opposed to the Biblical Daniel's success in saB8ngannah from execution (see
Dillon and DeRosa).
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potential for political propaganda becomes obvitughe Party, it soon
embraces their cause, turning Susan and Daniel pofgpets to be
exhibited rally after rally, and causing Danielegentually lose all faith
on radical politics (358). As a result, Daniel'slnility to believe in any
of the principles for which his parents were exeduand that have been
enthusiastically endorsed by his sister clashedenily with his
perceived sense of family obligation. Above all, nigdls contempt
towards radical politics conflicts with his lifedg preoccupation with
taking care of and supporting his little sister,omtemains the most
important person in his life, as will be discustaér on. Therefore, such
dissonance results in intense feelings of shamegaitg which clearly
contribute to aggravate his traumatic condition.

As | will try to prove, Daniel’'s psychological dagetakes the shape
of posttraumatic stress disorder, since Danielisati@e reveals that he
suffers from many of the symptoms associated toDRES described in
the Diagnostic and Statistical Manual of Mental ddiers, fourth
edition, text revision (DSM IV-TR 2000: 463-68).r&ti of all, Daniel
persistently re-experiences the traumatic eventssa@veral ways
throughout his life. When he was a young boy held/suffer recurrent
dreams: “I was afraid to go to sleep. | had teeribightmares which |
couldn't remember except in waking from them in raer and
suffocation” (134). Later in his life, the nightneasrseem to have given
way to a more general obsession with images— “awigibns of his
head” (250)—and thoughts that recall his parenkgcation. Among
these, a few stand out: his constant symbolic eefegs to electricify—
his Father is described as tireless and “full oéctlcity” (59),
Grandma'’s hair is like “electric wire” (83), hiseelricity pseudo-poem
has “ohm,” the measure of electrical resistancétsamain image (257),
etc. There is also his repeated recalling of Ssskast words before she
enters a sort of self-inflicted coma: “They ardl $ticking us. Goodbye,
Daniel. You get the picture” (10); “You get the fpice. Good boy,
Daniel” (82); THEY ARE STILL FUCKING US. [...] YOU GE THE

6 Geoffrey Harpham, who inaugurated a move away ftbm debate over
history and politics in Doctorow’s works to an erapls on narrative technique,
has argued that the master principle of the nagat in fact electricity, and
Daniel's fractured story builds to a recreation i parents’ execution.
Harpham’s analysis supports my contention that &animind is absolutely
possessed by the not-withessed event of his passution by electrocution.
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PICTURE. GOODBYE, DANIEL” (189). To the other synopts, his
frequent preoccupation with the heart and his ixatwith different
means of execution can be added. Furthermore, hisative is
frequently interrupted by historiographic interlsden which he deals
with issues such as Soviet politics, the Cold Wisason and tyranny,
traitors and the law, astrology, failed heart t@asts and forms of
execution. The latter are the most recurrent ombish together with the
obsession with electricity, point to the fact that is obsessed with the
image of his parents’ execution, by the unseen @maigtheir bodies
“frying” in the chair (193). This image is not “lylowned,” because it
was “not assimilated at the time, only belatedly, its repeated
possession,” to borrow Caruth’s phrasing of thenpheenon (Caruth
1995: 4-5). As Daniel puts it, “there were at leastouple of years, a
couple of good years, when none of it had happe(&q’

Daniel also re-experiences the traumatic eventssarfigrs intense
psychological distress as a response to cues ¢satmble his parents’
execution. And so, he is strongly disturbed andcteeavith extreme
violence when it is suggested that Susan’s psywstias going to use
shock therapy on her (251). In the same way, heapes his traumatic
condition when exposed to an event that reminds dfithe traumatic
event. When that happens, he presents breathificuities: “I often had
spells of difficult breathing. These frightened ndound that if | ran
around and waved my arms like a windmill, | coutédihe better for a
moment” (195).

Secondly, it is obvious from his narration that dvef Susan
“summoned” him to write, Daniel persistently avaldgimuli associated
with his trauma and preferred to bury the hauntingmatic memories in
his heart. And so, he used to avoid thinking altigiparents’ execution
or talking about it, numbing himself and refusingeel anything: “when
the real life of his childhood, that had becomereath, became real
again, he tried to make contact with Susan. [...] $Neuld have talked,
we always should have talked” (78). Similarly, Daréhows throughout
the whole narrative a feeling of detachment frorhecd and a very

" with regard to the historiographic interludesisitalso worth adding that they
seem to play a role in providing emotional relgfce they frequently interrupt
the narrative at times in which writing seems todyee too painful for Daniel to
continue. They are used as a sort of distractioh by Daniel, who employs
them to escape the pain of his own narration.
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restricted range of affect: he is worried aboutadbbsh[ing] sympathy”
(8) and he acknowledges that “heart rejection psadlem” (356), while
at the same time his behavior proves that he iblaria feel real love for
anyone other than his sister Susan, not even fowhie and baby. His
attitude is one of absolute disrespect for anyofegdings, to such an
extent that he appears to enjoy hurting his adegarents’ feelings and
physically and psychologically torturing his wifan issue that will be
discussed presently. And yet, he constantly admifeeling guilty and
ashamed of his behavior. Throughout his narraideniel also shows
persistent symptoms of increased arousal. For rinstahe suffers
outbursts of rage and has an irritable temper:whe GONE! A lucky
think [sic] too, | would have killed him” (251); hgenerally experiences
difficulties concentrating on things, such as hssdrtation; in addition,
he presents episodes of hypervigilance and paraaihso, as his sister
lies in the hospital bed, he explains that “[tjodigective, they are still
taking care of us, one by one” (255).

To these a few other related symptoms must be addethe one
hand, Daniel's narration has a discomfiting serfsineelessness, which
is achieved through nonlinearity and chaotic, fragted jumps in time
and place. In fact, he admits that he is strugglog'work out the
chronology” (193). For instance, at one time hesdoet even seem to
know how old he is or in which year he was born:€VWoved there in
1945 when | was four years old. Or maybe in 194émtwas five years
old” (118). Secondly, Daniel's traumatic conditian times results in
dissociation, which points to his fragmented psyahd is manifested in
the narrative through his random shifts of voiaent autodiegetic to
heterodiegetic narration and back without warning.

Finally, Daniel's narration also suggests that hdfess from
anhedonia. It has been proved that this conditrequently co-occurs
with PTSD as a consequence of infantile psychientia (Krystal 1995,
81). Anhedonic subjects suffer from a lack of cayafor enjoyment
and, as such, Daniel is unable to enjoy any of atigvities that are
usually found pleasurable, such as hobbies, sartmicourse, family
life, or social interaction. This can be illustdtby one of the most
infamous passages of the novel, in which Daniedipacity to turn a
beautiful family scene into an insane nightmareobees manifest:

In the park | threw Paul in the air and caught hémd he laughed. Phyllis smiled
[...]-  tossed my son higher and higher, and novalighed no longer but cried out.
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Still I did not stop and threw him higher and catlgim closer to the ground. Then
Phyllis was begging me to stop. The baby now siaitrfouth, concentrating on his
fear, his small face, my Isaacson face, lockecbsolute dumb dread of the breath-
taking flight into the sky and even more terrifyifadl toward earth. | can’t bear to
think about this murderous feeling [...]. | enjoydtktfear in his mother. When |
finally stopped she grabbed Paul and sat huggimg He was white [...]. | took off.
(161)

This passage shows that Daniel simply cannot eaigyactivity that a
healthy person would find enjoyable, and also @oiot a destructive,
violent nature that leads him to victimize everpgie person around
him, especially his wife.

Il

This leads to the analysis of Daniel’'s attitude dodg his family, more
specifically, his mother, his sister, and his wifene of the most
conspicuous aspects ©he Book of Daniek certainly the brutal way in
which Daniel treats his wife. To put it plainly, yis is a victim of
domestic violence, since Daniel frequently torturber sexually,
physically and psychologically. His mistreatmensuggested as early as
page 5 of the novel, where the contemptible sadoohastic relationship
existent between Daniel and Phyllis is alreadylistaed. He describes
his wife as

the kind of awkward girl with heavy thighs and hgdits and slim lovely face
whose ancestral mothers must have been bred imbarBhe kind of unathletic
helpless breeder to appeal to caliphs. The kindaofl dune that was made to be
kicked around. (5)

This highly degrading description not only estdidis the power
relationship existent between Daniel, who defingaskIf as Phyllis's
“tormentor,” and his wife, who is defined as a “geartyr” (7); it also
determines the bond between Daniel and his readerse he already
challenges their inclination to identify with antadiegetic narrator who
is capable of such a statement. Indeed Daniel i aveare of, and
concerned about this issue: “And if the first glsapeople have of me is
this, how do | establish sympathy?” (8)

In fact, any possibility of establishing sympathithwthe reader is
automatically destroyed by his shameless rendeyingne of the most
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despicable scenes of sexual violence to be foundvriting, which
confirms Phyllis’s victimization:

Daniel instructed Phyllis to kneel on the seatrfgdier side of the car, and to bend
over as far as she could, kneeled and curled @pdilpenitent, a worshipper, an
abject devotionalist. [...] “Don’t hurt me. Just doiurt me, Daniel.” He ran his

right hand over her buttocks. The small of her bags dewy with sweat. She

shivered and the flesh of her backside trembleceuhé hand. [...] Daniel leaned

forwards and pressed the cigarette lighter. Hisdheemained poised. Do you

believe it? Shall | continue? Do you want to kndwe teffect of three concentric

circles of heating element glowing orange in a blaight of rain upon the tender

white girlflesh of my wife’s ass? (74)

After an episode like this one, even the most syhgie of readers
cannot but morally condemn Daniel's sadism. Newess, Daniel is
aware, and at times, even ashamed of this sadstie and, therefore, he
tries to justify such behavior as a self-assigneghtworing project to
educate his wife into suffering. He believes that Ieftist political
leanings (her hippie lifestyle and her love of paare “principles,”
“political decisions” (7). And so, he must “work dwer” (207) to teach
her what being a revolutionary and belonging to Hmerican left
implies in terms of suffering; after all, theirtist political stance cost his
parents their life and Susan and him their mergalth; as Daniel puts it,
“it is a lot easier to be a revolutionary nowaddlyan it used to be”
(314).

Such explanation of Daniel’'s cruelty has alreadgrbhinted at by
Eric Rasmussen, who claims in his paper that theelnembodies the
fantasy that “sexual violence, as a mode of extremd dangerous
affective communication, can function as an affextiechnology for the
artful transfer of knowledge and be deployed pedaadly for political
purposes” (2011: 190). However, as Avishai Margadis put it, “it is
silly, if not downright obscene, to regard tortu@s a mere
‘communicative act;” “torture in our culture coitstes an extreme form
of humiliation,” which implies “denying the victim’'very human mode
of existence” (2002: 119). Thus, it may make mogase to interpret
Daniel’'s torturing of his wife as a process of whatCapra, borrowing
Freud’s concept, has called “acting out” (2001:. 2 the one hand, it
evokes Daniel's own strong sense of humiliatioerdlfiis parents’ arrest,
a feeling which became particularly acute during \rsits to his parents
in prison (304). On the other hand, his behavioy migo be seen as a
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pathetic way of compensating for the impotence helplessness that
result from his status as a traumatized victimgeesiit allows him to
maintain a sense of agency.

His wife and baby are certainly the most evidentinis of Daniel’s
dominating drive, but they are not the only ones tdother and sister
are also submitted to his desperate need for poavet control.
Therefore, even though he does not actually athesa physically, it is
possible to argue that he seeks to counteractahgelssness and his low
self-esteem by dominating their subjectivity. Iretbase of Daniel’s
sister, Susan, he loves her dearly, but he feelsatibned by her
independence and strong will. The bond betweendbdanid Susan is too
complex, too contradictory and yet too strong toubeerstood outside
the context of their mutual traumatic condition. tdek care of her as a
little girl (23) and tends to her lovingly when siseat the hospital (10),
and yet fights her roughly on every occasion, abvaying to exert his
power over her; he admits that his life is strongiffuenced by hers
(214), and yet he is glad to be the one who susv{Z®4); he despises
her for her ideas about politics, drugs, and sy, (4nd yet he admires
her deeply for her strength and determination ($tythermore, their
relationship is complicated by a sort of mutualestcious attraction, and
Daniel seems to be obsessed with his sister's fgxuAnd so he
explains that when Susan was thirteen, she “usedbt& her tentative
saucy sex on [him]” (265), and she gave him “gliegpsf herself in her
underwear” (78). Likewise, Daniel showed her thdr hat he was
growing around his penis (358), and he admits ‘tmatre than once [he
has] asked [him]self if [he'd] like to screw [hisister” (253). Although
his own answer is ‘no’, such fixation with eachearthb sexuality reveals
that the traumatic events of their childhood hawedired their way of
relating to each other and to other people. Inasg, he feels compelled
to eradicate her voice by banning her from expngsker own views and
feelings in the narration of a story of trauma tisads much hers as it is
his. It is Daniel's tale that the reader gets, imalk Susan is relegated to
a secondary role—at best—in spite of the fact 8te is as much a
protagonist as Daniel.

In the case of his mother, Daniel also loves andied her deeply.
Rochelle is described as a very strong, realisic] intelligent woman.
She is an active member of the Communist Party. f8bes her trial,
conviction and execution with a “composed ironicileton her face
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(363), and she is executed last because “theyightyrconceived that
[his] mother was the stronger” (359). However 00l becomes obvious
through Daniel’'s narration that he was alreadytisigrto begrudge his
mother’s power and control over the whole famityfadct, she is at times
presented as a castrating woman whose authorityeDaannot but

resent “[m]y mother directs us all like a military commader” (53) and

“nothing is really official without my mother's endsement” (57).

Meanwhile Daniel’s father, arguably the most impattfigure for a little

boy, is reduced to the role of an “irresponsiblddéha man too self-

obsessed to take care of practical family mattdrs ‘\gouldn’t be trusted

to make a living” (45) and who has no authority dpeak of (57).

Rochelle’s premature death leaves Daniel unablechallenge her

overwhelming authority. He is caught between mikeelings of love

and rejection that he has been prevented from @otifig and resolving
by her death and his subsequent guilt. As a reBalteacts by turning
her into a mere character of his narrative, bytargdor her an invented
internal monologue of feelings and thoughts dutimg last months of
her life. In that way, by controlling his mothegad sister’s subjectivity,
Daniel manages to maintain a sense of agency amdteract his

disempowerment.

This effort actually mirrors his sadistic and vialdreatment of his
wife, Phyllis, a passive woman whose voice is @smpletely silenced
and whose weak character offers Daniel the poggilf being, for
once, the one in control, the tormentor and notwisém. Thus, the
victim has become a perpetrator, proving that tivétd between both
categories are not as stable in the context ofiteaas one might think.
This interpretation points to Daniel's traumaticnddgion as a likely
source for his sadistic behavior. As a result, Bisiviolent, abusive
attitude is problematized—though most certainly pustified—by his
trauma, to the extent that the reader is frequdatly between feelings of
pity and contempt, sympathy and repulsion, as Dafienself

8 Robert Forrey has gone so far as to argue thateDahows unconscious,
incestuous, sadistic impulses towards his mothatr his shame causes him to
displace then onto his wife (1982: 169). Similatigaomi Morgenstern, in her
psychoanalytic reading of the novel, has argued“Daniel’s sadism may be an
attempt to overcome, by force, his own liminal s$ats the subject of (and
subject to) the primal scene”, by which she reterDaniel's obsession as a
young child with spying on his parents’ sexualdtiés (2003: 77).
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understands when he broods over his difficulties establishing
sympathy (8).

1]

Another aspect of Daniel's traumatic condition tlserves special
attention is the status of his memories. After &lking a trauma
narrative, The Book of Danietoncerns itself with the narration of the
memories of a traumatic past. To begin with, Wwath pointing out that
Daniel's narration has a discomfiting sense of kasgness, since it is
non-linear, fragmented and chaotic, with constambgs in time and
place. This suggests the confused status of thagwnist's mind, who
struggles to produce a more or less logical nagatut of the
decontextualized memory fragments that he is ableetrieve as he
progresses. In addition, Dori Laub and Nanette @GerAahn have noted
that victims’ knowledge can emerge in several othays, namely, as
transference episodes, in which present experieaeglistorted or in
some way influenced by the earlier traumatic evamtl as overpowering
narratives, where the traumatized subject can des@ast events but
continues to feel buried in the traumatic expeme(it993, 295). Both
forms of retrieving traumatic memories appear imiBbs narration: on
the one hand, the whole text becomes an overpogveanrative, since
Daniel is most certainly still absorbed by the bréd trauma and yet he
manages to describe past events, although in anéaiggd way. On the
other hand, there are frequent episodes of traarster the best example
probably being Daniel’s rendering of his parentsidral, which abruptly
turns into his sister’s funeral without further icet

We stand at the side of the graves. An enormougictnoresses behind us. The
prayers are incanted. Everyone is in black. | gtaat Susan. She is perfectly
composed [...] | feel her warm hand in my hand aredts® lovely eye cast down at
the open earth at our feet and an inexpressible fitls my throat and weakens my
knees. | think if | can only love my little sistinr the rest of our lives that’s all | will
need. The Lewins ride in the rear seat, Phyllis landump seats at their knees. My
mother wears a black hat with a veil over her ¢yel(365)

It is obvious, then, that Daniel's determination woite about his
traumatic past after his sister’'s “summons” is aoteasy task, since as
Cathy Caruth has put it, the images of traumapcagentation, although
accurate and precise, are largely inaccessiblensaious control (1995:
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151). In fact, as Daniel progressively recovers rhmories, they are
presented with astonishing accuracy and in minetaild to an extent
that he even wonders at times: “how do | know th{63). He constantly
calls himself “a little criminal of perception” (341), and remembers
with unnatural precision aspects which are far bdya child’s capacity.
For instance, when the FBI has started to haraspdnents, he proves to
have had a general comprehension of everythingsthathappening:

Meanwhile, the newspapers have been reporting ia eletion of arrests around the
world. An English scientist. An American engineér.half-dozen immigrants in
Canada. Secrets have been stolen. The FBI has hbedingfithese people, and
convicting them in the same press release. A ategiction. (133)

This phenomenon has been described by psychi&tast Laub when
analyzing his own status as a witness and his aaseas a child
survivor (1995: 61). He explains that “it is as ugb this process of
witnessing was of an event that happened on antgtel, and was not
part of the mainstream of conscious life of adittby” (1995: 62).

Yet, Daniel admits in his narration that there sti# many things
that he has not managed to recover: “I remembdrimgtof our trip to
the Shelter” (197); or “just two or three image# feom this period of
our life” (183). In addition, Daniel’s memories anet always reliable
and he repeats several times that what he justiegal has most likely
been invented: “Also, a heavy, old diamond shapeataphone from a
real radio station. It broadcasts on a secret #Brqy directly to my
father in his jail cell” (149). His problems remeenimg or knowing lead
him to construct an unreliable narrative of thetpaade of scraps: his
own fragmented, but precise memories, the trialsicapt, his parent’s
letters, accounts by the people involved, and his mvented passages.
This fact links Daniel’'s narrative to Sandra Giltenotion of “writing
wrong” (qtd. in Uytterschout 2008: 64—-65). Accolito Gilbert, who
writes about her own personal experiences, “surgiad trauma are left
behind with so many questions that all they cantty do is filling the
gaps of a story [...]. Survivors writing about thexperiences are in fact
imagining what happened” (2008: 65). This is precisely whapgdens
towards the end of the novel, where Daniel invetsaccount of his
parents’ trial and execution.

Similarly, in some sections of the novel there issense of
simultaneous knowledge and denial as a result sfstece and
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repression: there are certain events that Daniehlg able to partially
narrate and which evoke a conflicted or incomptetation to memory.
This is the case with his account of the first veettiat he spends at the
Shelter, where he explains that there has beerttem@ed sodomizing
crime and that a kid has been caught with a krefetfould not have had.
Given Daniel’'s unreliability as a narrator and theormation about his
childhood that he has otherwise provided, it issfiide to assume that he
is trying to narrate his own experience, but heasght “between the
urge to know and the need to deny” (Herrero andd3a#ué 2011).

And yet, in spite of his awareness that his namais fragmented,
incomplete, and at times invented, Daniel feelged to write the story
of his trauma. On the one hand, he seeks to relie/guilt, since he is
convinced that “some of the force that propelledsgg’s] razor was
supplied by [him]” (36); in other words, he feelssponsible for his
sister’'s attempt to commit suicide and assumesithaas his betrayal
that led her to try and end her life; he feels thathas failed to support
Susan in her own desperate attempt to find peaocegh the cleansing
of the family name, which acts as a sense of surambius, as Walker
Bergstrom has rightly argued, “it is his sense darah obligation to
Susan that sets the plot in motion” (2010: 14).tlw other hand, he is
ashamed because he has always rejected his pesinm@bly because it
was too painful and maybe also frustrating for hintry and remember
what happened to his parents:

[A]ll my life | have been trying to escape from mgfatives and | have been intricate
in my run, but one way or another they are what gomme upon around the corner,
and the Lord God who is so frantic for recognitgays you have to ask how they
are and would they like something cool to drinkd avhat is it you can do for them
this time. (37)

Thus, Daniel seeks to get rid of the burden thattites his heart and
find some peace. As characteristically happensatoma victims, he has
been silent for years about the traumatic eveatbled by visions that
he cannot fully own. Therefore, by attempting torag the past he seeks
to reach a catharsis and cure his heart of whabéas ailing it for a long
time:



16 Maria Ferrandez

“IS IT SO TERRIBLE NOT TO KEEP THE MATTER IN MY HEARTTO GET
THE MATTER OUT OF MY HEART, TO EMPTY MY HEART OF TH8
MATTER? WHAT IS THE MATTER WITH MY HEART?” (20)

“l, Daniel, was grieved, and the visions of my hesyubled me and | do not want to
keep the matter in my heart.” (21)

Writers on trauma and memory such as Judith Herr8amette Henke
and Dori Laub stress the importance of creatingaerative of the
traumatic event as a strategy to work through thenta and attenuate
the painful memories or at least provide some péadbe traumatized
subject. Herman highlights the necessity for thetivi to reorganize
“fragmented components of frozen imagery and semsainto “an
organized, detailed, verbal account, oriented metiand historical
contents” (1992: 177). Similarly, Laub argues thavictim must “re-
externalize” the traumatic event by articulatingl aransmitting the story
to an “empathic listener” and then “take it baclaiag inside” (Felman
and Laub 1991: 68-69). Further, Suzette Henke paintutobiography
as a form of “scriptotherapy,” which offers the gibdity of “reinventing
the self and reconstructing the subject ideolobjitaind “encourages the
author/narrator to reassess the past” (1998, xwis © precisely what
Daniel seeks to achieve, and his dependency oremfygathic reader
becomes evident in his frequent notes and addressésm or her
throughout the narrative: “I know there is a yohefe has always been a
you. YOU: | will show you that | can do the eleauntion” (359).

The question that arises, then, is whether Daniela&ive success in
retrieving the traumatic memories of the past andarrating them to a
more or less empathic reader has eased his candifid healed his
ailment. His ability towards the end of the nowelnarrate his parents’
death by electrocution, the single event that leenteluded throughout
the narrative and yet has constantly hovered arour@dnd also the
ability to do it in the past tense—indicates thathias managed, to a
certain extent, to “assimilate” the traumatic exgece into his model of
the world, to borrow Granofsky’s phrasing of thisepomenon (1995:
8). However, as Daniel himself puts it, the impraft Susan’s small
warm hand in his hand is permanent (214). AfteradlB. van der Kolk
and O. van der Hart have found,

in the case of complete recovery [...] the story leartold, it has been given a place
in the person’s life history. However, the trauragixperience/memory is, in a
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sense, timeless. It cannot be transformed intooay gplaced in time, with a
beginning, a middle and an end. If it can be toldliit is still a (re)experience.
(1995: 177)

And so, the excessiveness of his behavior at siisrs funeral in the last
pages of his account suggests that although henhnaged to assimilate
the past and achieved some closure, he will nevercome his guilt and
will continue suffering the aftereffects of trauma.

v

In conclusion, when seen in the light of the nawefolitical and
historical content, its concern with trauma, vi@erand memory points
to Doctorow’s preoccupation with remembrance, witieldefends as the
best tool to build a better future. It is possilde conclude that the
novelist intends to stress the fact that letting thnsettling and
overwhelming remnants of the traumatic past fe iablivion, or even
silencing them, may eventually result in their i, It is widely
acknowledged that “history tends to repeat itsaiftl, therefore, it is our
duty to avoid the reenactment of situations ofdmistl victimization,
such as the one depicted in the novel. As a reisudgn be concluded
that The Book of Danieseeks to denounce the way a number of social,
economic and political structures have traditionateated, and may
continue perpetuating situations of traumatic witiation in which the
victim may even become, in turn, a perpetrator. tBmev seeks to
highlight the importance of listening to the fragrted voices of those
who suffer the effects of trauma in order to depefew social and
political perspectives that will guarantee a beftéure and avoid the
repetition of society’s darkest mistakes.
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“Recreations for leisure hours”: Popular Entertaamtin
Collins’s Hide and Seek

Flora de Giovanni, University of Salerno

Abstract

Collins’s Hide and Seek1854), is a valuable contribution to the Victoridebate on
popular entertainment, punctuated as it is by esfegs to the circus, the music hall and
the painting exhibition. Leisure appears to be wiat issue for the author: himself a
great entertainer and the father-to-be of the $msaovel, he aimed to gain access to
the booming reading market of the 1850s-60s witlguing up his literary ambitions.
The detailed analysis of amusement he carrieqdditie and Seels a significant step in
the accomplishment of his objective, paving the waythe rise of sensation fiction,
which, he seems to imply, was the recreation, bathising and instructing, the Victorian
cross-class audience was in need of.

Keywords: Reading audience; commercialization ofue; popular entertainment;
sensation novel; Victorian England; Wilkie Collins

Wilkie Collins is the acknowledged father of thexsation novel, which
developed in England between 1860 and 1870, rasihgated critical
debate. Right form its appearance, in fact, it s&sn as a “product of
industry”, a commercial rather than an artistic rppimaenon, in Andrew
Radford’'s words, “synonymous with the swift growtdi industrial
capitalism and the emergence of large urban centrits newly
exploding populations and new social classes” (Radf2009: 1).
According to the Victorian literary establishmeitt,was not only a
substandard genre compared with the “serious” n@helracterized by
its moral purpose and shaped after the conventibnsalism, but also a
dangerous one. Referred to in terms of bodily impacpoison, plague,
infection and addictive drug, it was accused okguhing to the nerves”
of the readers—especially of women, who “were abergid to be
uniquely susceptible to [its] narrative shocks andral dips” (Allen
2011: 408)—feeding their insatiable hunger for gement and pathos.
In addition, it was held to blur the social bounésr encouraging
miscegenation and dissolving the distinction betwthe genteel reading
habits of the elite and the coarse pastimes ohévey literate working
class—that is, dissolving the distinction betwedngh” and “low”
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culture, which was one of the strongholds of miedbess identity and “a
means of fending off shifting class relations bynf@rcing existing
categorical containers” (Radford 2009: 65).

Undeniably, Collins’s extremely successful sensatiovels marked
“a breakthrough in the marketing of fiction as ancoodity form” (Law
2006: 97). His reflections on popular readership—ph@nomenon worth
examining”, as he wrote in “The Unknown Public”, btished in
Dickens’'sHousehold Wordg 1858—attest his interest in expanding his
own public, by conquering the submerged market hafs¢, “to be
counted by millions”, who bought the penny-novelurjmals for
amusement only. Unlike their social and intellett&tters”, who read
for information and amusement alike, they are naind ignorant, he
remarks with some irony, but they can be taugheliaa good book from
bad one. And although his reaction to the emergesfcéhe mass
audience was on the whole ambivalent (Collins was become
increasingly anxious about his literary statusraftee success ofhe
Woman in Whitg he is aware that the future of English ficti@sts with
“the readers who rank by millions”, who will makp tsuch an audience
as has never yet been known” (Collins 1858a).

In the 1850s and 1860s, the growing demand fostartand literary
products determined a boom in fiction, painting ahéatre, which
reached an enlarged and more heterogeneous publitansformation
that Collins warmly welcomed. “King Public”, he weoin 1858, “is a
good king for Literature and Art!” (qtd in Pycke®005: 11). Like
Dickens, for whose periodicals he provided noveld assays, he was
ready to cash in on the new trends in cultural petidn. All the more
so, perhaps, because in his life he experienceccalipr mobility
between different cultural networks: the literarypnd, the theatrical
scene and artistic circles, from the Royal Académthe Pre-Raphaelite
brotherhood (Dolin 2006: 9-10). A painter, a drastand the adapter of
his own stories for the stage, Collins maintaineat the novel and the
play were “twin-sisters in the family of Fiction;.]] and that all the
strong and deep emotions which the Play-writerrigilpged to excite,
the Novel-writer is privileged to excite also” (Got 2008a). In his
activity as author, he acted accordingly, as tleagrized influence of
melodrama on the sensation novel shows.

Moreover, he was very keen on popular entertainnantnveterate
circus- and theatre-goer, like Dickens, he regulattended all sorts of
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performances, often in the company of his long-téiend and mentor.
The range of pastimes and amusements availableolin€s day was
extensive and ever increasing, owing to the greatenomic security
and the improvements in communications which—as himself
acknowledged in “Dramatic Grub Street” (1858)—"mdnan supply in
quantity what audiences have lost in quality” (€sl11858b). No longer
intermingled with work, no longer part of an intaggd continuum of
communal and ritualized activities, leisure emergsd‘a discrete new
sector in an increasingly compartimentalised Igaee” (Bailey 2003:
20), constituted by the social transformations broughboua by the
combined processes of industrialization and urlaiua. Though by no
means a mid-Victorian invention, by the mid-Victoni period
amusement had turned into a consumer good “placeddle on the
‘free’ market” (Turner 1982: 54). However, even whén the course of
the century, the small-scale entertainments ofriné and popular
origins, such as the circus and the music hall,eldped into big
business, they always retained part of their oagivature, refusing to be
simply colonized by the emergent cultural industng “answering both
to the ritual promptings of an indigenous custom|,[.and the slicker
formulation of mass or middle brow commercial catifen” (Bailey
2003: 11).

The middle class benefited most from the wider chahat the
market supplied, but the working class too got ithe “habit of
enjoyment”, with the result that the devotees dedainment formed a
socially mixed public. For example, the two class@sgled in the music
hall, which came into existence in the 1840s, &edstime can be said of
the circus, which reached the apex of its popuidritthe 1850s and
1860s. Leisure appeared thus as a fairly unstredtarea, where the
traditional social distinctions and hierarchies eveat risk of being
ignored or subverted. “A dangerous frontier zorie"Bailey’s words, it
did not afford the bourgeoisie any protection fromvanted contacts
with the lower classes: “To middle-class sensib#it leisure represented
a normative as well as a cultural void and placéatnang new
responsibilities upon the individual capacity faifslirection” (Bailey
2003: 20-21), calling for a morally acceptable fedgon. The key
concept of respectability, which meant rectitudd anonomic prudence
and self-sufficiency, provided a powerful valueteys which favored the
assimilation of part of the working class—the “resiables”, as opposed
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to the “roughs”—into the middle-class. It was alotig lines of the
“respectable/non-respectable formulation”, a shadpade than the one
between the rich and the poor, that some orderapparently imposed
on the “fluid and open territory” of entertainment.

Moreover, by the second half of the century, thetipges, which had
formerly been attacked by both utilitarian and eedical disciplines as
an invitation to vice, were rehabilitated, sinceyhvere assigned the
function of giving new strength to those who lalsbrender an
excessively demanding work regime. Re-creation,cadwpreferred to
leisure for its moral overtones, offered the woskarmoment of relief
from the strain of everyday life—a functionalisewi of entertainment
which was shared by Dickens. Hard Times(1854), in fact, Sleary, the
proprietor of the horsemanship of that name, affirfiPeople mutht be
amuthed [...] they can’t be alwayth a working, not yleey can’t be
alwayth a learning” (1962: 36-37). Far from being alternative to
Coketown, as some critics have maintained, thaugirs “a product of
and attachment to industrial society” (Stoddart ®0037),the safety
valve necessary to its survival. As Dickens cleastated in “The
Amusement of the People” (1850): “...We consider lber of idleness
passed by [the lower] class of society as so maditg society at large”
(1897: 162).

However, ifHard Timeshas been considered a valuable contribution
to the contemporary debate about popular enteritnCollins’sHide
and Seekpublished in the same year, has not aroused @al @gerest.
Surprisingly, because, in my opinion, it is a sdrsurvey of the pastimes
the Victorian middle class allowed itself, punceaass it is by references
to the circus, the music hall, art exhibitionsbbage and boxing. The
novel, though not properly sensational, is nonesglon the way to
sensation, especially in its 1861 edition, wherdli®o abridged and
omitted some passages in the attempt to meet thkclsuincreasing
demand for exciting and interesting stories. Thike,a sensation novel,
Hide and Seels melodramatic and sentimental, deals with adukad
illegitimacy, presents startling coincidences atetedtyped characters,
and in the end resorts to poetic justice, rewardiingie and punishing
vice. Its plot unfolds along the disclosure of M&yice’s secret origins
by her uncle Mat. The “mysterious foundling! aged years!! totally
deaf and dumb!!!” (Collins 1999: 56), who displaker disability in
Jubber’s circus, is the emotional catalyst of theration. Little Mary is
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adopted by the painter Valentine Blyth and his lolelim wife Lavvy,
thus entering a bourgeois home where she recendesegiprocates their
loving care. Here she is renamed Madonna after Mlaglonnas of
Raphael, for the “softness, purity and femininetlggress” inscribed in
her features (Collins 1999: 51), and is transfornmd the ideal of the
angel-like middle-class young woman, “too fragilenworldly, or
innocent to use her tongue” (Gitter 1992: 183) netfwugh she is denied
the traditional happy ending—that is, marriage vhér beloved Zack
Thorpe, who is discovered to be her half brothghafinal pages of the
novel.

Undoubtedly, Mary is not one of those passionatg purposeful
heroines featured in the sensation novel, who tdjesir female role
challenging the domestic ideal. Quite the opposishe is “an
exaggerated type of feminine virtue” (Flint 200&8}, all the more so
because speechless. But, nonetheless, her presenitents Collins’s
readers with what was a thorny issue in a socidtyresimpairment was
believed to produce degeneracy in the unborn childmely, the
disabled woman’s right to marriage and motherhddtthereas in the
“twin structure” based nineteenth-century novel Hatwe-bodied female
characters were usually situated on the marginhefplot, leaving the
leading romantic role to an able-bodied heroingnificantly in Hide
and Seekhereis no such heroine to usurp Mary’s role in theystarke
any other (hearing) girl of her age, she falls donel with Zack, who,
however, does not reciprocate her feeling. Accardio Stoddard
Holmes, “Collins’s novels construct disabled wonsnfigures of eros
rather than pathos” (Stoddard Holmes 2009: 76)s timdermining the
current vision of disability, which confined them & circumscribed,
marginal space outside the normative sexual econMayy is endowed
with desires and expectations and is objectifiedrwtic terms from the
start—that is, “she is characterized as a sexu@colbefore she is
identified as deaf” (Stoddard Holmes 2009: 76). Bufact her beauty
and womanly virtues cannot counterbalance her albasacondition,
which seems to me the reason why her love storly &&ick does not
materialize: in my opinion it is precisely her deeds, not the specter of
incest, that “disables” the romance, incest beingabsort of emergency
measure which allows the author to eschew a patgnt@larming and
subversive happy ending. Thus Collins’s dissideéeiwof the impaired
girl as a sexual and domestic subject is ultimatelgontained within the
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established order it apparently questions, reimfigrthe accepted values
and confirming the reader’'s expectations: Mary eadsan unmarried
middle-class daughter who self denyingly takes cafeher foster

parents, recast as she is in the role of the pesguant, self-disciplined
young woman traditionally associated with femakeadility.

Within this narrative frame Collins approaches thabject of
entertainment, showing a considerable awarenessnoé of the issues at
stake in his age, such as the close connectioneleatwrbanization and
leisure, its growing commercialization, the thréatthe values of the
bourgeoisie posed by the socially vulnerable arkargoyment, the
composition of the cross-class audience, the ndaagers young males
in particular were exposed to if they oversteppkd limits of the
evangelically-dominated respectability, applyingrtiselves “more to
play than to business” (Huggins 2000: 589-590). Hhain concern
seems to be the amusement of the middle classhwiad gained a
leading position in the nation thanks to its emnteepurial spirit and
moral values, but which, outside working life, mtmdk itself on the
manners of the aristocracy in order to acquireghdr status—a theme
that he explores from the very start of the boalgoaiating it with the
massive expansion of London’s north-western subbiebseen 1837 and
1851. According to Dolin, modernity in Collins is @ocess in the
making, a subterranean force which shapes thedapdsleaving it “in a
permanently suspended state of transition fromoteto the new”, its
houses and streets unfinished and unused (Dolir6:20@). This is
exactly how the residential area around Baregray@s& looks, prey to
the triumphant army of “the hod, the trowel and tinek-kiln” (Collins
1999: 26). The author’s description of its desolatand the analysis of
the demographic distribution of its inhabitantgugh much less detailed
than in the first edition, are nevertheless verguaate, suggesting how
alert he was to the social changes that were tagiage. The new
neighborhood is inhabited by a multi-layered booigie, divided up
into “middle class with large incomes”, “middle stawith moderate
incomes” and “middle class with small incomes” (@& 1999: 28).
Those with “moderate incomes” represent, in Cdllingords, “a sort of
neutral ground”: their cultural identity, charadized by the absence of
any distinctive feature, is threatened both by‘thege incomes” and the
“small incomes”™—a condition mirrored in the architgre of the suburb
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they live in, which sometimes resembles the grarahsions of the
former, at others the shabby “brick boxes” of k.

Significantly, whereas the upper and the lowersg#aspursue their
traditional pastimes according to their tastes wittin their means, the
fact that the “moderate incomes” have no “charéstierrecreations for
leisure hours, adapted equally to their means aribeir tastes” reveals
their identity crisis (Collins 1999: 30). They sndhe amusements of the
workers and, “rotten with social false pretencesh&y generally are”,
they seek to imitate the gentlemen’s life style.adAsonsequence, their
entertainments are devoid of pleasure and thespéntable commercial
people’—a unique case in the whole civilized worlthe author
maintains—found themselves “in no one of their if@strrangements,
true to their incomes, to their order, or to thelvss and, in very truth,
for all these reasons and many more, got no rgayeent out of their
lives...” (Collins 1999: 31). English middle-classslere, Collins seems
to imply, joyless, grey, somewhat mechanical, isuingent need of
reform and reformulation. How this should be achikis not suggested
in the novel, but | believe that the novel itselbyides a solution.

Collins focuses on the clash between Mr. Thorpee figid modern
Puritan of Baregrove Square”, and his son Zack, sthbbornly affirms:
“I don’'t want to be respectable and | hate comnagngirsuits” (Collins
1999: 45), thus resisting the traditional valuesself-discipline, duty,
responsibility and commitment to work his fatheaetpions. Zack is the
embodiment of the reprobate youth, exceedingly fohdntertainment,
whose morality was a major concern of Victorianistyc the young
unmarried male who enjoyed more free time thandlder generation
and who could be easily lured into vice by the enpdented abundance
of pleasures now at hand. On the contrary, Mr Tierfhe sternest and
the most unreasonable of fathers, as the prologuleet novel shows—
represents the evangelical obsession with sin. i@oat that theaters are
“the Devil's Houses” and “Labyrinths of Nationalfamy”, the only
pastimes he allows his son are the oratorio pedoomes and the
scientific lectures at the Royal and Polytechnistitations. But, as
Dickens affirms, “a people formed entirely in théiburs of leisure by
Polytechnic Institutions would be an uncomfortatdenmunity” (1897:
158), and Zack is all too eager to escape the watimits of the
respectable residential suburbs where he lives @odge into “the
amusements and dissipation of the town”, which tgdmen at leisure
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anonymity and freedom from their neighbors’ sociahtrol. His secret
“nocturnal tours” in the West End, take him to “ttlisreputable places
of public recreation”, still open when the respbt#aones are all
closed—namely, to the Snuggery music hall.

The music hall, which grew out of the informal signg in the
beer-houses, was to become extremely successthkirtourse of the
century, developing from a small-scale entertainnieio a big business
which attracted investors and managers. By the @uoiéns wroteHide
and Seekits distinctive performance style was more os lestablished.
Although the audience was a cross-class one, thirpmnce was
mainly addressed to the lower orders of societytarttiat portion of the
upper classes who wished to evade conventionallityofaratton 2004:
167). For this reason the music hall was repeatattihicked by the purity
campaigners, whose targets were drunkenness aruvidasness.
Collins’s Snuggery is definitely no respectablecptarather, it is “utterly
vicious”. And vice, openly displayed, is exactly attattracts the drunken
“roughs” of the working-class who every night pato the shabby and
unwholesome hall devoid of all ornaments and cot®favhere worn-out
performers exhibit their scant musical talent:

Here, in short, was vice wholly undisguised; res&lg showing itself to every eye,
without the varnish of beauty, without the tinsélat, without even so much as the
flavour of cleanness to recommend it. Were all taidrs instinctively overcome by
horror at the sight? Far from it. [...] For, let da=al moralists say what they may,
vice gathers followers as easily, in modern timsgh the mask off, as ever it
gathered them in ancient times with the mask onlli(Gdl999: 180)

Although Collins grew increasingly impatient withish family’s

evangelicalism and occupied a liminal position hesw orthodoxy and
unconventionality throughout his adult life, his sdeption of the
Snuggery seems to echo his own father’s moral stand concern with
propriety, reflecting the stereotyped bourgeoiswid the lower class,
which, in fact, was not so drunken, bawdry and lynag it was depicted
(Davis and Emeljanow 2004: 94-95). The place, peeceprecisely as a
socially permeable area which defied control, ressghe (physical)
dangers of inter-class relationships, in so farthes young gentleman
Zack gets involved in a gigantic brawl with thosery “roughs” he is
supposed to shun: “Yells of ‘Turn him out!" and IRe!" followed,;

people at the other end of the room jumped up a&blgiton their seats;
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the women screamed, the men shouted and sworsgeglasre broken,
sticks were waved, benches were cracked, ...” (Golif99: 183). Far
from being a large and glittering purpose-builtlhtéde Snuggery is in
fact one of those early establishments meant t@sesmall community,
where “everybody seems to know everybody” and ‘dbdience appear
to constitute quite a happy family” (qtd in Brattd@04: 168). The brawl
is sparked by a stranger who captures the atteoficghe company for
his unusual appearance (his brown skin, his sb&s;00l and piercing
eyes), and especially for wearing a black velveilstap, since, as we
learn, he has been scalped by the Indians of theridem prairies. “The
English” Collins remarks, “are the most intolergrbple in the world, in
their reception of anything which presents itseltliem under the form
of a perfect novelty” (Collins 1999: 181). The mauhat Grice, is thus
provoked and assailed for being a disturbancedatldience’s sense of
identity, that “us” that the music hall performarmenstantly reinforced,
presenting and defining the local or the nationyglet (Bratton 2004:
177). His otherness is what makes him the reakdttm of the
Snuggery: all eyes converge on the foreigner, éskahg the dynamics
of staring which enacts the social ritual of exmadrom the community
(whether national, racial, able-bodied, or whatgwehose standards for
self-definition are produced and authorized by carigon with those on
the fringes.

The exhibition of what is anomalous and extraondireso appeals
to the “crowd of rustics” who attend Jubber’s cscwhere the deaf and
dumb little Mary—the Marvel of Nature, the Eighthowder of the
World—plays card tricks, displaying, in fact, hesability: “[Mr Jubber]
then lifted her upon the broad low wall which ealdd the ring, and
walked her round a little way [...], inviting the spators to test her total
deafness by clapping their hands, shouting, or ngakiny loud noise
they pleased close at her ear” (Collins 1999: bfre the “us/them”
dynamics, though equally subservient to an exchydiefinition of
normalcy, elicits a sympathetic rather than an eggjve response in the
paying public, which the ringmaster is ready toleipo the utmost,
staging a “spectacle of afflictions”. Mary’s entcaninto the ring, “the
great circle of gazers”, is greeted in fact withrmurs of sympathy,
which Collins, however, disapproves of, taintedreesy are with “traces
of degradation”, since their craving for unnatusights and their
willingness to abandon themselves to conventioeattimentality are
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essentially degrading. This time the member oftitergeoisie found in
the company of such a coarse party is the artidentiae Blyth, a

“moderate incomes” who, nevertheless, is very diffé from his

neighbors and, like Collins himself, occupies aifpms somewhere in
between social conformity and dissidence. Valensn® regular circus-
goer: he is neither excited nor amused by the pedoce, and he is
certainly out of place among the audience, whicbwsha “dastard
insensibility to all decent respect for human sirfiig [feasting] itself on

the spectacle of calamity paraded for hire, in pkeeson of a deaf and
dumb child of ten years old” (Collins 1999: 57-58). “monster

audience”, it appears, similar to the one thatliheé' Unknown Public” is
said to be lacking in inborn taste and delicacy smdbe attracted by
melodrama.

The increasing commaodification of the circus whichpbedience to
the law of supply and demand, develops to fulfie twishes of the
consumers, implies Collins’s fear of the vulgaiizatof leisure, which,
as he wrote in “A Plea for Sunday Reform” (1851hpdd on the
contrary be devoted to improvement, instruction angbyment. Jubber,
who sells exactly what his audience want to buys pdvertising to good
use to maximize his profits and exploits his deddess performers, is the
fictional embodiment of the “new kind of organizatithat enabled the
circus to develop into a trade” (Assael 2005: 4@j. all forms of
entertainment, the circus is the one which bestmgkfies the
nineteenth-century commercialization of amusemiestoming a proper
business venture in the Victorian period, even gioit had proved
financially rewarding from the start: Astley, foxaenple, devised a pay-
for-entry arena for the “display of acts which hptkeviously been
characterised by their dispersed, itinerant andusam nature” (Stoddart
2000: 13-14). The comparison betwddard TimesandHide and Seek
reveals two different visions of the circus, altgbuthe superficial
similarities in their descriptions are such thaisgibly, the two writers
were remembering the same show, “perhaps one twpéen together”
(Peters 1999: XIV). Whereas Dickens’'s emphasis less on the
economic nature of the enterprise than on the pieathe performers
take in their work (Schlicke 1988: 7), Collins iware of the extent to
which their life depends on both the whimsical dedsaof the audience
and the tyranny of the impresario—that is, on trerket laws. In his
unsentimental view, the circus, far from being gpyafamily like in
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Dickens, is rather a place where life can be asmide, harsh and
unhappy as in the industrial workspace. The caselitie Mary,
exploited, threatened and beaten by Jubber, maly haek reminded
Victorian readers of child labour in factories amihes, but Collins’s
highly dramatic description of the accident in whishe loses her
hearing while galloping around the ring also seémkerald the public
campaign resulting in The Children’s Dangerous d¢ternce Bill
(1879), that prevented children under fourteen frpenforming life-
endangering circus acts.

If the circus, alternatively perceived as transgjres and safe,
respectable and disreputable, had a somewhat tehtede in Victorian
England (Assael 2005: 7), certainly Collins reswrte its dark side to
depict Jubber's venue, highlighting its dubious ahoand artistic
reputation. He apparently sides with those who eomtkd it as a
corrupting, irrational amusement, against those wdmarked, on the
contrary, that it was altogether innocent and coesert a soothing
influence on the working classes, encouraging tpaiticipation in a
sober pleasure. Although it was also very populaoreg the upper-
classes, who occupied the boxes of the grand ahgatigrs according to
a hierarchical pricing policy, Collins suggeststtimafact it is no middle-
class recreation, like the music hall. Which takiedack to the opening
guestion as to how the bourgeoisie are to spend tlisure time
properly and satisfyingly. But the genteel pastimeedescribes itide
and Seek-namely, Valentine’s exhibition—proves no solutitm the
problem, devoid of all pleasure as it is.

As Flint convincingly argues, Victorian society wasaracterized by
the “accelerated expansion of diverse opportunfediffering sorts of
spectatorship”, caught up as it was in “a sortrefity of the visible”
(Flint 2002: 2-3). This fascination with the eyedahe act of seeing was
responsible for the wide popularity enjoyed by nfasms of visual
display, which ranked high especially among middéess
entertainments: the exhibitions that celebrated meme and art,
panoramas, dioramas, museums and art galleriesitiigm were
exhibited not only in institutions such as the Rofaademy and the
likes, but also in private salesrooms and venugésicéing an expanding
public. A painter brought up among painters, Cellmas very familiar
with art and art criticism and a careful observethe growing interest
painting was arousing in those years. Despite dbtthat his father was
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a member of the Academy and that he himself hadbi&tl there in
1848, Collins criticized its “strictly conservativ@olicy” and its
commonplace pictures. However, he did not approfethe Pre-
Raphaelites’ innovative style either, because lemael its minute detail
wanting in overall harmony and singleness of effébreover around
1854, while writing Hide and Seekhe launched an attack on the
classicism of Claude and Poussin, of which Valersimpictures appear
to be a poor imitation.

In his author’s intentions, Blyth was to represgristartling novelty”
in fiction: an artist, that is, who was not “fridads, consumptive and
penniless”, but who was rather an amusing charégtdrin Peters 1999:
432). In the hilarious scene of his home exhibititihe targets of
Coallins’s irony seem to be the worlds of both andaentertainment.
Blyth, who is devoid of talent as a painter, gigepompous and boring
talk on the meaning of his pictures to an audiemb&eh seems to be
altogether disinterested in and ignorant abouttpgjnLecturing on Art
Pastoral and Art Mystic, he takes on the role oé tbritic—a
“middleman” between public and artist, in Whisteernwords—whose
increasingly influential task in Victorian age weas educate the rising
number of those who had no training in aesthetitsatho, nonetheless,
visited the painting exhibitions and purchased arks. In “To think, or
to be thought for” (1856), Collins strongly objedt® criticism, “which
has got obstructively between Art and the peopesuming that in order
to make up our mind about a picture, all we need pair of eyes and
“the undisturbed possession” of our senses, sicéother branch of
intellectual art [...] has such a direct appeal, by very nature of it, to
every sane human being as the art of painting”li{@1856). However,
like his Victorian fellow-critics, who focused oihd narrative content
and/or the didactic message of the painting, Valerdoes not speak to
the spectator's eye. First, conforming to the rutdscontemporary
connoisseurship (Flint 2002: 213), he deciphers $gebolism of
Columbus in Sight of the New Warl@hen, turning to what he calls
“Reality”, he examines the "fidelity to nature” @folumbus’s muscular
system, pertinaciously interrupted by the doctdnpse remarks are no
less unwarranted and useless for the purpose ofgtakeasure in art
than Valentine’s own:

‘Follow the wand, my dear madam, pray follow thendaThis is theBiceps [...].
TheBiceps Lady Brambledown, is a tremendously strong mus¢le—
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‘Which arises in the human body, your Ladyshiptemosed the Doctor, ‘by two
heads—'

‘Which is used ‘, continued Valentine, cutting hishort—‘1 beg your pardon,
Doctor, but this is important—which is used—'

‘I beg yours’, rejoined the Doctor, testily. ‘Theigin of the muscle, or place where
it arises, is the first thing to be described. Tise comes afterwards. It is an axiom
of anatomical science—'

‘But, my dear sir!’ cried Valentine—

‘No’, said the Doctor, peremptorily, ‘you must rgalexcuse me. This is a
professional point. If | allow erroneous explanagoof muscular system to pass
unchecked in my presence—' (Collins 1999: 241-242)

The visitors Blyth admits into his painting-roomeare told, belong to
all social classes—an unusual leveling tendencypu@aged by his noble
patroness, the Dowager Countess of Brambledownsevpleasure is “to
exhibit herself to society as an uncompromisingi€ad But, it seems,
no one is there out of a genuine interest in ad ¥Walentine’s home
exhibition is itself above all a social event. Tdréstocracy of money, in
fact, “came quite as much to look at the Dowagenr@ess as to look at
the pictures” (Collins 1999: 229)—that is, to mixlwthe aristocracy of
race, whose entertainments it sought to imitate rémk’'s sake. But,
worse still, the visitors, irrespective of theirffdrences in origin and
class, are irresistibly attracted by the deaf amuld Mary, who turns out
to be a key figure in Collins’s view of entertainmbe providing an
example of how the “heterogeneous congregationarhippers at the
shrine of art” reveal no better taste and delickgn the “crowd of
rustics” who attend the circus in search of seosathlthough the new
name of Madonna seems to redeem her from her dishble past,
transforming her cheap visibility as a circus @& a lofty pictorial one,
her metamorphosis is only superficial, hinderedhedrt by her bodily
difference, which defies the mainstream notionsxafmalcy, awaking
people’s morbid interest. Collins appears to berawéthe stare-and-tell
ritual that “constitutes disability identity in theocial realm” (Garland
Thomson 2000: 335), since in the novel Mary’'s diéfeaess summons
the gaze and raises questions. In order to dighetvisual dynamics
between the non-disabled onlooker and the disabietbsity, Blyth
removes her from sight as much as possible, in Bange with the
separate spheres ideology which prescribed wongamnement to the
private dimension of domestic life, thus grantingr hhe invisibility
becoming to her new bourgeois status. But, whepleeforming in the
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circus as a child, or simply leading the middlesslavoman'’s retired life,
she is on show, unwittingly staging the spectatleen disability by her
mere presence, as Valentine’s painting exhibitiaoggests. Here she
offers a “much more interesting sight th@olumbusor The Golden
Ag€ (Collins 1999: 249) to the ‘lovers of the artst all social
conditions, who equally revel in the display of mmment. Quite
surprisingly, Collins denies the simplistic equatibetween class and
natural feeling which he himself implicitly estadfies in “The Unknown
Public”, where he distinguishes the middle-classdess of cultivated
tastes from the newly literate majority of lowercisd rank, who show
“inconceivably dense ignorance, inconceivably petthalice, and
inconceivably complacent vanity”—a divide to be rdsed not only to
the latter’s lack of education but also to the degiy very little “share
of taste and delicacy they have inherited from N&t(Collins 1858a).
Collins’s vision of how the middle-class spends lgssure time
undoubtedly provides the answer “no” to his opergaogstion “Do these
people ever manage to get any real enjoyment ouheaif lives...?”
(Collins 1999: 30). In the author’'s opinion, theid chot have any
pastime, at once respectable and pleasurabledswitéheir tastes: the
music hall was vicious and dangerous; the circtisfeal the spectators’
diseased craving for unnatural sights, thus reaifigr their irrational
side; the painting exhibition, which was expectednistruct and amuse,
was devoid of both instruction and amusement. Thisrly negative
description, made as it was by a writer who wagead the problems of
middle-class recreation, the expansion of the teismarket and the
improvement of the broadening public’s poor tastaswsiter, in short,
whose interest was to propose his own literary petidn as the
entertainment the middle-class was in need of—sdenpave the way
for the rise of the sensation novel. Collins’s d&pn appears to draw on
the artificially constructed image of the lower sdaand its expected
behavior and the prejudiced view of enjoyments someenbers of the
middle class had. However, since he was a somadiggtent bourgeois
who held the cult of respectability of his own dlas contempt, with its
conventional morality and social pretension, he wid adhere to the
ideology of the dominant class wholeheartedly, fatter challenged it,
showing how its habits and likings were also questble. If Dickens
constructed an audience in need of the civilizitigugus of popular
entertainment in his fiction and weeklies (Davigl @&meljanow 2004:
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98-99), which played a major role in the culturabm of the 1850s and
1860s, Collins, who was a regular contributor, mel have devised an
image of middle-class leisure subservient to his diterary projects,
sharing his mentor's concern for the reformationaofusement. The
detailed analysis of entertainment he carries ottide and Seekeems
to be a significant step in the accomplishmentigflbjective.

Collins’s ambition to have access to the boomingdieg market
and, at the same time, to be taken seriously aweliat was not easy to
fulfill, as his life-long worries about his litenareputation attest. In the
prefaces to his novels he repeatedly resorteddbéi@nce to the truth”,
and “the light of reality"—i.e., to the precepts dfictorian “high”
literature — to certify his seriousness of intesawriter and the aesthetic
value of his achievements, but he was also consdiati fiction, in order
to be successful, had to be amusing—which mears,tthaneet the
reader's demands. The newly-literate public hurgdjefer strong
emotions, like the circus-goers lifide and Seekbut the well-educated
middle-class readership might well have had theesawish, as the
visitors to Valentine’s exhibition seem to sugge®¥fas this wish
legitimate, in Collins’s opinion? Apparently it wast, as we have seen,
but in fact strong emotions are exactly what heiddgt to give the
audience of his sensation novel, imbuing his fictiwith the same
“combination of fierce melodrama and meek domeséntiment” and
the same “strong situation” he criticized in the@alestories, which were
the chief attraction of the penny-novel journalol{i@s 1858a). In so
doing, Collins appears to challenge the intelldbtugitist stance which
saw high and popular culture as appealing respdygtito reason and
emotion—the elitist stance, that is, which he togkin “The Unknown
Public”. This challenge echoes Dickens’s own, wdtothe end of “The
Amusement of the People”, remarked that the Italapera and
melodrama staged the same extreme and convenpagalons, which
excited both the common people and the aristocrégy:do extremes
meet; and so there is some hopeful congenialityédx what will excite
Mr. Whelks and what will rouse a Duchess” (Dick&897: 177).

Such “hopeful congeniality” Collins was willing tcexploit,
addressing a public whose boundaries, no longenedged along class
lines, he redrew to include the “enormous, outlaweglority of the [...]
three millions” who “must obey the universal lawprbgress, and must,
sooner or later, learn to discriminate” (Collins588). This was his
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target market in the age of the insurgence of raakgre and, in order to
become a writer for all classes, he gave his rshgethe excitement it
demanded. This, however, was no escapist choicé, ragy seem: by
doing so—that is, by adopting a mode of excessexadgeration, which
the stern contemporary critics perceived as opptsetcbmmon sense
experience (Radford 2009: 17)—he managed to tekudience what it
did not want to hear, allowing himself a depictioh the Victorian
society which the realistic representation of “Hiditerature with its
stringent moral purpose could not afford. Dealinghverime, adultery,
bigamy and illegitimacy—all shameful secrets, cahed in an
apparently proper bourgeois household—the sensatigel undermined
the traditional image of the middle-class, resgltim a somewhat
subversive attack on its beliefs and values, as rdeent critical
reassessment of Collins’'s work and of sensatiotioficat large has
repeatedly underlined. He held a mirror up to tbargeoisie, the mirror
of cultural performance, which, according to Turnesflects a social
group in a magnifying, diminishing, or distortingshion, nonetheless
heightening its self-awareness: “For no one likesde himself as ugly,
ungainly or dwarfish. Mirror distortions provokeflexivity” (Turner
1982: 105). This is precisely what the leisure genof art and
entertainment are expected to do in those compiest-scale industrial
societies of which Victorian England was an eargraple.
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Traveller or Tourist? The Sensible Observations of
Roland Barthes and George Saridys

Andrew Hadfield, University of Sussex

Abstract

Is it better to be a tourist or a traveller? Totsriare usually denigrated as vulgar and
ignorant while travellers are thought to be moresgére and observant and to be
performing more useful cultural work. However, titenoclastic writings of Roland
Barthes might persuade readers to rethink these oagrheld assumptions. Barthes’
insights into the nature of travel and tourism pdevus with a way of exploring the
history of travel writing and the relationship beem ideas of travelling and tourism.
George SandysRelation of a Journey begun An; Dom: 16(l®15) can be read as a
work that thinks about and values tourism, setiisguthor apart from his contemporary
travel writers Thomas Coryat, William Lithgow and nég Moryson. While they
concentrate on their own ability to understand apgropriate the value of other cultures
for their readers, Sandys writes for a reader whghtwish to follow in his footsteps and
enjoy the experience of encountering other plagestrong case can be made that
Sandys’ book is the ancestor of the late nineteeettiury guides that did so much to
encourage European tourism, Baedeker and Cook.

Keywords: Travel; Tourism; George Sandys; Roland Barthes; Chiftee Orient;
Jerusalem; religion; crocodiles

Is it better to be a traveller or a tourist? Ineatain form of popular
culture, there’s a consensus that everyone who snfseen one country
to another for short periods of time wants to teageller not a tourist.
Tourists are vulgar, interested only in their oweagure, indifferent to
the cultures of the countries they visit, and igmbr Travellers are more
savvy, staying long enough to learn something atimuiplaces they visit
and the people they encounter, and able to artealalear sense of the
identities of both in the works they subsequentlglish (Francis n.p.).
But can we be so certain that this is a meaningjtinction? Mary
Louise Pratt was not convinced that a meaningfstirition could be
made between tourists and travellers. She had iefipdtard words for

! This is a revised version of a paper presentéeat 2th Nordic Conference for
English Studies (NAES), “Places and Non-Places mdligh,” hosted by Prof
Robert Applebaum, at Uppsala University, 10-13 ®etp2013.
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the ‘fine writing’ of Paul Theroux’s account of hikavels in Patagonia,
its absence of interest for the jaded travelleeeag impose his Western
values on the apparently empty landscape. For,PFratroux is the
modern equivalent of the imperial travellers toiédrin the nineteenth
century, a man with his own implicit confidencehis ability to judge
and, in doing so, to dehumanise:

The white man’s lament is also the lament of thellectual and the Writer. It may

be thought of in part as an attempt to drown oetdhatter of another monolithic
voice emerging in the same decades: the voice esnmurism. The depth-creating
powers of the travel writer must compete with tlee@-tlay nine-night air-hotel

package, tips included, and the glossy, disembod@diethsies of tourist propaganda.
In the 1960s and 1970s exoticist visions of pledét and paradise were
appropriated and commodified on an unprecedentald 1y the tourist industry.

‘Real’ writers took up the task of providing ‘redlis(degraded, counter-

commodified) versions of postcolonial reality. (@rE992: 2213

For Pratt, travel and tourism are two sides ofghme coin. If tourism
has a problematic history, travelling is far, faorée and the desire to
correct misapprehensions only succeeds in creatioge. As another
cliché has it, a little knowledge is a dangerouisgh

Even so, there is surely nothing necessarily wnait wanting to
go to other countries to experience new thingshévene does not have
a committed interest to finding anything out realjost medieval and
early modern people did not travel a great dea¢ needed to be rich
enough to afford a horse or stay in an inn to fren@re than about seven
miles from one’s house (McRae 2009). But they lotleel numerous
holidays that punctuated the routine of a hard wngrkife, were curious
about other cultures, and travelled whenever tloeydc(Wilson, 2002).
In the fourteenth century there were guidebooksilahe for those
intrepid enough to set off on pilgrimages, workattivere as much about
where to stay and what to see as they were abeurtalmess of religious
experience (Ohler 1989: 184-9). People would heaneetled further and
more often had they had the leisure time to doJssgerand, 1888).
Sometimes when we assume that the past was differefind that the
people who inhabited it were more like us than eadise.

The intertwined issues of travelling, tourism, theglative ethical
status, and what knowledge we can have of othéuresl is dramatically

2 Paul Theroux’s book iShe Old Patagonian Expre$Sheroux 1978).
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demonstrated by the recent publication in FrenchEmglish translation
of a diary of a notorious visit to China in the riifl70s. There have been
few writers of distinction in the later twentieterdury who have made
more of a virtue of remaining within their own auk than Roland
Barthes. Barthes’ reflections on a wide varietycoftural forms are
familiar to generations of readers in translatidin.is important to
recognise that Barthes deliberately restricts bz to what he knows:
French culture and French writing, a consciousaeitdberate choice. All
his literary references are French: Balzac, MaligrBaudelaire, Proust,
and Montesquieu, a roll call of Frenchness. Hiskisoare all about
French writers and FrenchnedAfriting Degree Zeras about French
literary style;S/Zabout Balzac’'Sarrazine Sur Racinespeaks for itself.
Even when he does turn to non-French writers, siscBEdgar Alan Poe,
these are Frenchified, part of French literary itiad through the
translations of Baudelaire. It wadythologies which is very specifically
French which taught generations of foreign reatieas steak and chips
was, in fact, a French dish (Barthes 1973: 62-Agr& have surely been
few writers who have provided more insight into tlgeneral
understanding of culture through the explorationtheiir own, a lifelong
enterprise that earned Barthes a global reputatsoa writer, stylist and
theorist of distinction. Even when Barthes talksowtbracism and
national identity it is in terms of France and tadonial war in Algeria;
most significantly in his famous discussiointhe negro soldier saluting
the French tricolour iParis Match(Barthes 1972: 116-27).

However, in the last decade of his life Barthes«datt to travel and
reflect on other cultures in his own idiosyncrat@anner. Barthes was
characteristically perverse. Just as he delibgrasflected widely on all
cultures by sticking resolutely to his own, so wes ingenious and
nonconformist in choosing what he wanted to seerawl he recorded
his observationsThe Empire of Sign€l972) records his impressions of
Japan, a country that Barthes found fascinating @ime when it was
seen as something of a curiosity by the West vi#thncomprehensible
combination of tradition and modernity (1972 was tear of Yukio
Mishima’s bizarre failed coup d’état). At this timmany left-wing
writers, in particular the groups with whom Barthess associated, were
turning to emerging nations—Africa, and, in parkézy China—more
obviously appealing to their sympathies in (Woli®12). In contrast,
Barthes makes a virtue of his pleasure in expeingntapan. He admires
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its semiotic possibilities and enjoys the fact thatknows that he does
not understand its culture. As usual, he is protregaand writes in a
manner that will horrify readers not willing to beallenged:

Orient and Occident cannot be taken [. . .] aslities’ to be compared and
contrasted historically, philosophically, cultugallpolitically. 1 am not lovingly
gazing towards an Oriental essence—to me the Oiseatmatter of indifference,
merely providing a reserve of features whose madaimn—whose invented
interplay—allows me to “entertain” the idea of amheard-of symbolic system, one
altogether detached from our own. What can be addd in the consideration of
the Orient, are not symbols, another metaphysiosther wisdom (though the latter
might appear thoroughly desirable); it is the potisy of a difference, of a
mutation, of a revolution in the property of symbabystems. Someday we must
write the history of our own obscurity. (Barthes 298-4)

What Barthes admires about Japan is the riot afifsigtion, the fact
that its systems go beyond his capacity to undsistead contain them:
“the empire of signifiers is so immense, so in ascef speech, that the
exchange of signs remains a fascinating richnesbjlity, and subtlety”
(Barthes 1982: 9). He confesses that this is exadtht he enjoys about
being abroad:

The murmuring mass of an unknown language conssitat delicious protection,
envelops the foreigner (provided the country is hostile to him [sic]) in an
auditory film which halts at his ears all the aliéons of the mother tongue: the
regional and social origins of whoever is speakihgy degree of culture, of
intelligence, of taste, the image by which he dtutsts himself as a person and
which he asks you to recognize. Hence, in foreiguntries, what a respite! Here |
am protected against stupidity, vulgarity, vanitgridliness, nationality, normality.
(Barthes 1982: 9)

Barthes makes an explicit virtue of not understagda culture, one
reason why he likes Japan so much. He does notekpainderstand
Japanese life and culture and so enjoys himselértiwan he would in
other countries where he is expected to be ableespond in an
intelligent way. Losing his sense of identity iseoaf the pleasures of
encountering somewhere new and unfamiliar. Puthemoway, he is a
tourist not a traveller, foregrounding the virtfegnorance.

We might contrast Barthes’ joy at his Japanese werteo with his
sardonic and much more negative encounter with & Hirs description
of which has only just been published. BarthesedsiChina in 1974 as
part of a delegation ofel Quelfigures, including Julia Kristeva and
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Philippe Sollers. Many of the intellectuals asstadawvith Tel Quelwere
enthusiastic Maoists keen to support the CultueidRition and to bring
back its message of permanent revolution to thetVBssthes was not,
and recounts how he had an awful time in Chinawids bored by visits
to factories and what he saw as endless proselgtlzy both the Chinese
and their French visitors. He particularly dislikdee leading role that
Sollers took in openly proclaiming the virtues oblptarian revolution to
his hosts (Wood 2009)Barthes’ diary,Travels in China deliberately
repeats the solipsistic nature of his reflectiohki® experience of Japan.
In China, however, he observes brutish buildingd aats unpleasant
meals. He muses on attractive young Chinese metiariditation with
his compatriots, especially Sollers, for his sisgti analysis of China
and belief that he has the ability to understandl@én culture without
much effort: “Another discussion in which Philipggollers [. . ]
absolutely has to renounce Buddhism as religioralidm, political
power, etc. Voltaireanism. But the problem, theyoahe, is Power”
(Barthes 2009: 104). In contrast to his happy €rpees in Japan,
Barthes finds a lack of signification and complaioiéen about the
uniformity of Chinese culture: “It's only childrenwho have
individualised clothes, with anarchic colours” (Bas 2009: 122). He
hates the art they are taken to see: “A horribiatjpay, socialist realist:
gathering of primitive folk round a fire, a womaiithwvher finger raised,
domineering, is speaking, we are told: ‘discussiufn problem by
villagers!” (Barthes 2009: 121). Barthes takestigatar exception to
being manipulated. He is especially irritated by tampaign then raging
against Lin Biao, the former ally of Mao, who hadned against his
leader and had subsequently died in a mysteriarseptrash: “Ballet of
girl militias: ‘Aim at the object’: caricature ofih Biao on a placard
(always depicted, alas, in the style of anti-Semgaricatures)” (Barthes
2009: 83). He comments frequently on how it is idaden to move freely
in China: “Impossible to mingle. The organizers ‘tlerant us to. Hands
off bodies. Exclusions” (Barthes 2009: 14).

Barthes’ reaction to China is in stark contrasttiie enthusiasm
demonstrated by some of the other travellers. JMlisteva’'s On
Chinese Wome((1974) was a notably successful and widely-repdnt
book that also resulted from the same visit. Kugtés as enthusiastic

% | am grateful to Paul Davies for bringing thisiee to my attention.
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about China as Barthes is disparaging. She seestlie revolutionary
way forward for other nations to copy. Kristevaeispecially keen on
China’s attitude to women and the possibilitiesregge up for them in
China, and frequently endorses Mao’s pronouncemamt@omen. She
even attributes a female quality to Chinese wriihgn to the West:

Not only has Chinese writing maintained the memafymatrilinear pre-history
(collective and individual) in its architectonic whage, gesture, and sound: it has
been able as well to integrate it into a logico-Bgfit code capable of ensuring the
most direct ‘reasonable’ legislating—even the nmgteaucratic—communication:
all the qualities that the West believes itselfqua in honouring, and that it
attributes to the Father. (Kristeva 1986: 57)

Kristeva dismisses the achievements of Westerruiktigs and later
makes the claim that Chinese eliminates Westeriomotof “objective
truth,” shifting “people to a symbolic situation literature or in the past,
selecting according to the influence it continueexert in the present”
(Kristeva 1986: 58). Kristeva concludes with aestant that might have
been written in response to the impressions ofHgart Addressing her
reader directly she states: “For after all you knoow about Chinese
society, you will well understand that it's not wothe trouble to go to
China if you're not interested in women, if you dotike them”
(Kristeva 1986: 158). This statement, of coursekanat clear that only a
misogynist could criticise China, or fail to be irapsed by the actions
carried out in the name of the Cultural Revolution.

The question is, who is being more ethnocentric,opity and
deluded here? The tourist Barthes, who clearly $@mde inkling that
terrible events were taking place behind the sceviesh the French
visitors were not allowed to see? Or the traveleisteva, who has done
some homework on China, which she is eager to dstraia to the
reader? In acknowledging that he cannot understaruture is Barthes
not actually respecting cultural difference andaklishing a dialogue?
And in imagining that she can understand and apatepanother culture
for her beliefs and causes is Kristeva not actualilty of an
ethnocentrism that imagines itself as anti-ethntsacgras Derrida wrote
about Levi-Strauss’s enthusiasm for the culturalogence of Brazil's
interior? (Derrida 1974: 107-18).

The opposing assumptions and perceptions of BaghdsKristeva
provide a useful way of thinking about early moddgnglish travel
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writing. This was the first time when English wriéewho had travelled
abroad were able to disseminate their works intg@dirfiorm, and so set
the terms for subsequent assumptions about theogeirand value of
visiting foreign lands: in the early seventeenthtagy published travel
writing as a literary genre was in its infancy agemre (Hadfield, ed.
2001). Moreover, it was hard to travel in this pdria passport was
needed and few were granted because there wasdanstandable fear
that once abroad, many English travellers to Eurepeld turn Catholic
and become traitors (Chaney and Wilks, 2014). \Witead to try and
establish their own audience and market. They vaetdely concerned
with the central issues of travel writing just aarfBes and Kristeva were
in the 1970s: whether travel writing’s principahmivas to inform the
reader or to give pleasure, and whether an undlisign of foreign
places demonstrated that other cultures were simildifferent to one’s
own culture. In fact, relevant debates occur in mie Nashe’sThe
Unfortunate Travelle(1594), before the actual rise of travel writirgyaa
genre, written by someone whose furthers voyage towabhe Isle of
Wight (Hadfield 2009).

The form and shape of early travel writing demaatss that this was
a genre that generated anxiety about its purpaghpis attempting to
establish the nature of their writing and engagth win audience. Few
books could be more eccentric than Thomas Corgdtyat’'s Crudities
(1611), which foregrounds the carefully fashiondehnitity of its author.
Coryat exaggerates and draws attention to himseklh &raveler and a
writer, with a vast number of dedicatory poems gingj the author (the
longest in relation to any book yet published)irargye picture of Coryat
enthusiastically greeting a Venetian courtesany] ather eccentric
features (Coryat 1905; Hadfield, ed. 2001: 52-6=w could be more
obviously bigoted than Fynes Moryson’s masstireerary of his Travels
(1617), which established him as the first propgngfessional travel
writer but which he had to struggle so hard to gtlished (Moryson
1907; Moryson 1903; Hadfield 2003). It might seetnarsge that
someone with Moryson’s views about the duplicityd asavagery of
foreigners bothered to travel at all, but Morysoasveovering his back,
making sure that his Protestant loyalty could ndéeemn doubt, as well as
expressing his prejudices. There was also a b#ssrabout the hard road
he had to follow to see his work into the publicndon. Even so,
Moryson’s travails are easy to understand giveniribedinate length of
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the Itinerary and the often repetitive nature of the narrativid@civ is
often little more than a series of lengthy rantotgservations about the
inferior foreigners one finds throughout Europes ttevant and North
Africa. Moryson was not alone in his forceful oging. William Lithgow
in his Totall Discourse of the Rare Adventures and Paihefu
Perigrinations(1632) is, if anything, even more blinkered thaorjson
and wears his prejudices more lightly (Lithgow 1p06ke Moryson,
Lithgow establishes himself as the authentic Ptatés/oice of reason as
he bulldozes his way from Lanark to Jerusalemptailhg a similar route
through France, Germany, Italy, North Africa andkiy, albeit with an
ill-advised return through Catholic Spain (Boswa2006).

There is one exception to these models: in manyswag writer who
has been least celebrated but who probably hadnbst lasting
influence on the development of English travel gt George Sandys
(1578-1644), humanist, traveller and later, Nortmekican colonist.
Sandys, son of the Archbishop of York, Edwin Sandysl 9?7-88)—and
brother of Sir Edwin Sandys who wrote the influahtireatise on
toleration, A Relation of the State of Religidh599)—was a scholar
whose humanist and ecumenical principles led himat@® a serious
interest in other cultures so that he could reprteskem fairly and
dispassionately for his English audience (Collin&@14; Rabb 2014;
Dickens 1986: 441). As his contemporaries did, $arteaded south
through Europe to the Levant, the Ottoman Empick the Holy Lands,
his Relation of a Journey begun An; Dom: 161®15) advertising this
route in a prefatory map.

Sandys’ book was clearly a success—certainly in pEomon to
Moryson’s Itinerary. It sold well throughout the seventeenth century,
with four editions appearing in just over twentyay®e which is why it
has a strong claim to be the work that establishesiominant mode of
later English travel writing. Sandys was a sigmifily less flamboyant
and far more reclusive character than Coryat, Mmrysand Lithgow,
and spent most of his last twenty years in obscafier he had returned
from the Virginia Colony, working among his bool3ayis 1955: chs. 5-
10). He was a thoughtful writer who worked hardhet genres he chose
to adopt and adapt, most notably his influenti@nstation of the
Metamorphosesas befits a man who took his intellectual leaaimfr

* On Sandys' life, see Davis 1955.
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Hugo Grotius (Ellison 2002: 234-46). Like his im¢gltual inspiration,
Sandys was nothing if not a proponent for tolergtiand he was
dismayed when the king, under the influence of Arshop Laud, started
to persecute religious dissent (Ellison 2002: 2412-3

Sandys clearly tried to understand how other @figimade sense of
the world, even though he had to regard them a&siarfto Christianity.
Analysing the significance of the pyramids, whiagle aepresented in a
striking illustration embedded in the text, Sandysnments that the
Egyptians “erecting such costly monuments, not yomelt of a vaine
ostentation, but being of opinion, that after thesdlution of the flesh the
soule should survive; and when thirty sixe thousgeares were expired,
againe be ioyed vnto the selfsame body, restordd ¥ans former
conditions gathered in their conceipts from  Astricai
demonstrations” (Sandys 1615: 130-1). Contemporagders would
surely have noted that this belief sounds exait/the mortalist heresy,
that the soul died and was then reunited with thayldo live again on
the Day of Judgement, a belief that may have a#tdadohn Milton, a
writer who certainly knew Sandys’ writing (McDowel010). Sandys
also provides a principled defence of the Jews ragalChristian
persecution:

A people scattered throughout the whole world, ettbjto all wrongs and
contumelies, which they support with an inuincipitience. Many often times haue
| seene abused; some of them beaten; yet neuerlsdew with an angry
countenance. They can subiect themselves vnto tiered to whatsoeuer may
advance their profit. In general they are worldligay and thriue wheresoever they
set footing. The Turke imployes them in receiptcastomes, which they by their
pollicies haue inhanced; and in buying and seliith the Christian: being himselfe
in that kind a foole and easily cousened. Theyraea of indifferent statures, and
the best complexions. (Sandys 1615: 146)

Sandys is clearly eager to counter-act prejudienat the Jews and to
remind his readers of their duties to allow otresths and versions of
faith to exist, especially as he was well aware kiam was invariably a
far more tolerant religion than Christianity. Thefi@lows a learned
account of Jewish religious practices and beliefg that is indebted to
Sandys’ wide reading and interest in religions emi¢Lires (Ellison 2002:
76-80).

Sandys is critical of the Ottoman Empire and ilgyi@us practices,
although he is not writing from a position of igaoce and has read



Travel Writing from Sandys to Barthes 47

widely about them both. In the frontispiece, as &eli Avcioglu has

pointed out, the Ottoman Emperor, Ahmed |, is repnéed as a tyrant
and a usurper, leading an empire whose goal isdleperpetuation of

the ruling class at the expense of its own citizams those they conquer
and enslave (Avcioglu 2001). Sandys is waitingtfer empire to start its
decline, as much a wish fulfilment as a politicaservation:

And surely it is to be hoped that their greatnéss®t onely at the height, but neare
an extreme precipitation: the body being growne manstrous for the head; the
Sultans vnwarlike, and neuer accompanying theiriegrm person; the Souldier

corrupted with ease and liberty; drowned in prdeibiwine, enfeebled with the

continuall converse of women; and generally lapserh their former austeritie of

life, and simplicity of manners [. . .] it hath eaded the obserued period of a
Tyrannie, for such is their Empire. (Sandys 161%: 5

His substantial analysis of Islam, respectful etolly terms of the
standards of the day, is based on the assumptdsuich religious belief
is an inauthentic and deluded offshoot of ChristyanNriting of the
Arabs in North Africa, Sandys concludes: “Their ig&n is
Mahometanisme; glorying in that the Imposter waairtitountryman”
(Sandys 1615: 139).

ElsewhereA Journeyprovides extensive information on a number of
sects relatively unknown to an English audienceluiting the Coptic
Christians in Egypt, who, he affirms, are “true Aptians” as well as
authentic Christians “notwithstanding they are wincised” (Sandys
1615: 110). Sandys supplies his readers with asefi Classical literary
references, charting the main episodes in the @gyss he travels
around the Mediterranean. He confirms that the @phglvas a native of
Sicily using the familiar trope of the eye-witne$Bheir bones in sundry
places digged vp, and at this day to be seene,iu® @ sufficient
testimony of their Gyant-like proportions” (Sandy&l5: 236; Ho 1991).
Sandys also includes helpful commentary on subjéas his readers
might find intriguing, such as the preservationhtéques of Egyptian
mummies, and the nature and significance of theattite, a beast they
were unlikely to have encountered. The crocodiledéscribed as a

strange exotic creature, very like those recenibgalered in the New
World:

In shape not vnlike a Lizard, and some of themmo¥rcredible greatnesse. So great
from so small a beginning is more then wonder&dime of them being aboue thirtie
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foot long; hatched of eggs no bigger then thoseatelayd by a Turkie. His taile is

equall to his body in length; wherewith he infoliédtis prey, and draws it into the
river. His feete are armed with claws, and his bank sides with scales scarce
impenetrable; his bellie tender, soft and is eggpirced his teeth indented within
one another; hauing no tongue, and mouing of hpewrjaw oneley; his mouth so

wide when extended, as some of them are able tlhoswan entire heifer. (Sandys

1615: 100)

This is an accurate description—crocodiles do hawegues, but they
cannot poke them out of their mouths—one that wiXcite the
imagination of the reader to think about the wordsrthe Old World.
Sandys’ writing is miscellaneous and hybrid, exaathat one might
expect in an early piece of travel writing. Therefoit should not
surprise us that he has been thought of in vefgréifit ways by different
critics. For James Ellison Sandys was, like high®ng a tolerant liberal,
a bookish humanist, each demonstrating an “opemidness and
willingness to learn from their experiences abrtad was not the norm
[. . .] their attitudes were quite remarkable foe time” (Ellison 2002:
52). For Jonathan Haynes, Sandys was less an ebs#man an
intellectual and he argues that “A great deal ef Relation could have
been written without leaving England” (Haynes 198p). Indeed, the
book bears no resemblance to a journal—althoughdy®arwould
undoubtedly have kept one on his travels—and massapes “could
only have been written in a library” (Haynes 1986). In this reading
Sandys resembles the exiled English lord’'ive Unfortunate Traveller
who advises Jack Wilton that he will learn morehis warm study than
through travel itself, a lesson that Richard Haklagd Samuel Purchas
certainly understood (Hadfield 2009). Haynes furtpeints out that
Sandys’ personal opinions are deliberately supptkess his account of
his travels because his book is intended to ses\&equide, primarily for
readers eager to learn about the Levant, the OttoEmpire and
southern Europe, but also, to a lesser extenklteas. For Julia Schleck,
Sandys is a “traveller witness” and his reflectiams the countries he
visits are determined by his understanding of $oetmnomics, in
particular the ways in which land is used by theg®o inhabit it.
According to Schleck, Sandys is particularly coneerwith the category

® On the animals of the New World, see Sloan (2082223, 232-3).
® See “AnimalQuestions.org’hftp://animalquestions.org/reptiles/crocodiles/do-
crocodiles-have-tonguggaccessed 24.2.14).
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of “waste,” the fear that land was not being used properly productive
manner which meant that the natives had sacrifadeanoral right to
ownership and should cede their possession to @auipb were able to
make better use of what was there (Schleck 20111)cHt was one of
the cornerstones of early colonial discourse—aedhaps, one can find
echoes in Paul Theroux’s comments on the barrerdathdandscape of
Patagonia, a landscape that fails to excite thetéMedravel writer.
“Waste” was a category that was extensively apphgdhe English in
Ireland. To describe land as “waste” meant thatas not being used
productively and so could be appropriated by calers. The concept
would have had a further significance for Sandygemythe leading role
he played in the Virginia colony in the 1620s (Haldf 2001 ed: 262-5).
Sandys contrasts the abundance of Greece to trete®waf the Ottoman
Empire. In making his observations he has no iotema with the
peoples who inhabit the lands—certainly none aratimeed in Sandys’
account of his travels—surveying the territoriethea like a landowner
charting his estates, a mode of representationvtatbecoming vital to
Europeans as mapping and printing techniques becavee more
sophisticated.

Sandys is certainly not a traveller who places staye by his own
personal experiences or makes his reactions keysioi the narrative. It
is worth comparing his account of his pilgrimageleusalem, the most
sacred Christian place, to William Lithgow’s deption of his approach
to the city:

At last wee beheld the prospect of Jerusalem, wivih not onely a contentment to
my weary body, but also being ravished with a kimdleinwonted rejoicing, the
teares gushed from my eyes for too much joy. Ia time the Armenians began to
sing in their owne fashion, Psalmes to praise tbedland | also sung the 103
Psalme all the way, till we arrived neere the vadlthe Citty, where we ceased from
our singing, for feare of the Turkes. (Lithgow 19Q&9)

Lithgow tries to give his readers an accurate sefdow he felt as he
approached the Holy City so that they can share \thal experience
with him without actually being there (although, ajurse, reading his
account might make them want to make the journeyngelves). He
describes his own involuntary emotional responserdaching his
destination; the reactions of other pilgrims, tlegers they faced in a
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hostile land and the precautions they were foraedake. Lithgow's
sense of himself as witness is key to our undedstgrof the event.

Sandys also feels obliged to record some sort fopal response
but he suppresses the nature of his feelings—psriiagy were not
especially vital—and uses the opportunity to walb®ut the need for not
drawing attention to the experience of the indiaidwaveller:

From hence [a small village outside Jerusaleniptasalemthe way is indifferent
euen. On each side are round hils, with ruinesheir tops; and vallies such as are
figured in the most beautifull land-skips. The soihough stony, not altogether
barren, producing both corne and oliues about itda@lplaces. Approaching the
North gate of the Cittie, called in times past tteegof Ephram and now of
Damascuswe onely of all the rest were not permitted téeenWhen compassing
the wall vnto that of the West, commanded by thetl€ase were met by two
FrancsicearFriars: who saluted and conueyed vs to their Conue

Although diuers both vpon inquisition and view, bawith much labour related the
site and state of this Cittie, with the places ading; (though not to my knowledge
in our language) insomuch as | may seme vnto sboieto write what hath bene
written already: yet notwithstanding, as well totinue the course of this discourse,
as to deliuer the Reader from many erring reportheftoo credulous deuote, and
too too vain glorious one

Do toyes diuulge —
The other characterised in the remainder carrigbdanDisticke:

Still adde to what they heare,
And of a mole-hill do a mountaine reaere.

I will declare what | haue obserued, vnswayed weither of their vices. (Sandys
1615: 154)

Sandys is not an excitable tourist. While Lithgaseards his tears and
need to burst into song, Sandys tells his reades dne needs to be
careful on the path leading into the city and therns readers of the
vices of inaccurate description before launchingp im substantial

historical and topographical account of the citheTsignificance of the
moment is acknowledged but deliberately played do8endys seems
almost embarrassed that this is the first publisteEunt of a visit to the
Holy City in English, a modest acknowledgement tieats not worthy to

have produced such writing. Sandys makes cleaisteeaders that he is
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not providing anything like the last word on thébjgat but a guide for
them to follow.

The ways in which Sandys narrates his journey aram@ortant as
what he actually shows and tells. In fact, therditie real difference
between Sandys’ guide to the chief monuments &ed ef the city and
that of Lithgow, who is rather good at linking deptions of sacred
places to the Biblical history they contain. But nmarked contrast,
Sandys has effaced his identity and all-but disapgze from the text,
surveying all that he can encompass without rengdiimself. Instead,
Sandys concentrates on the literary associatiodscannections of the
places he visits, and an array of Latin quotatienables the reader to
imagine Sandy’s journey around the Mediterraneateims of a shared
cultural history. A case in point is the descriptiof the approach to
Naples:

That night we arriued at a little village some twemiles beyond: where we lodged,
as the night before, in a litle Chapell. The nexrning betimes we reached the
Cape: from,

Whose stormie crowne farre off high Pallas seend&®)

Her Temple there being said to haue bene erectedysges and formerly called
the Promontory oMinerva Here also stood a renownétdheneumflourishing in
the seuerall excellencies of learning and eloqueimcso much as from hence grew
the fable of theSirens(famed to haue inhabited hereabout) who so inelgantth
the sweetnesse of their songs, and deepnesseiro$ttence: of both, thus boasting
Ulysses

Hither thy ship (of Greekes thou glorie) store:

That our songs may delight thee, anker here.

Neuer was man yet in sable barke sail'd by,

That gaue not eare to our sweete melodie.

And parted pleasd, his knowledge bettred farre.

We know what Greeks and Troians in Troys warre
Sustained by the doome of Gods: and all

That doth upon the food-full Earth befall [Hom@&rlyssely

the same attributes being giuen vnto them whictewgiuen to the Muses. But after
that these students had abused their gifts todlmigng of wrongs, the corruption

of manners, and subuersion of good gouernmentSttenswere famed to haue

bene transformed into monsters, and with their theland blandishments, to haue
inticed the passenger to his ruine: such as catherhiconsuming their patrimonies,
and poisoning their vertues with riot and effeming&andys 1615: 251)
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This is clearly a description from a tourist gultdding out the promise
for the reader that they too can follow in the &beps of Ulysses and see
where the sirens lured sailors to their doom, wille frisson of
recollected danger rather than the real thing. isritlis not just like what
we do on holiday today: stand where the ancienta@se built their
palaces, see where Ruskin looked out over Lakestomiwhere Galileo
discovered that feathers and lead descended to &atthe same rate, or
where Shakespeare’s feet might have trodden? Iry mbwious waysA
Relation of a Journeys the ancestor of Baedeker and Thomas Cook’s
guides.

Travel writing will always be a hybrid genre: whhe literate and
sophisticated George Sandys understood, an insigsely linked to his
belief in the need for tolerance, is that what ezadvould value in his
work is a knowledge they could shafe Relation of a Journegnables
readers to enjoy a benign feeling of cultural sigoity, coupled with a
curiosity about the world around them and a desireenjoy new
experiences. Sandys gives his readers historyieerdtlre lessons: one
can find the lives of Christ and MohamedRelation of a Journeyas
well as the course that Ulysses followed home fitnoy; information
about what to see; and when his personality ddesdia, it is so that the
reader can share his understanding of what itkis {0 experience a
particular place. Sandys is not always an excitorggven an engaging,
writer and he can be rather dull at times, buts$he@dver obnoxious—
unlike Lithgow and Moryson—or eccentric in the satiand mannered
style of Coryat. They are travel writers, the atmesof Paul Theroux,
Bruce Chatwin, Michael Palin, and, arguably, JH{lissteva. Sandys is a
tourist, a scholar and a thinker, whose goal istare his experiences
with his readers, suggesting that he was a writethmmore like Roland
Barthes. Sandys and Barthes acknowledge that dlogiral encounters
with other lands probably tell them much less abibet difference of
other cultures and other peoples than extensivdingaould have done.
Accepting one’s level of ignorance is a vital stagtpoint if one is to
respect the difference of others and to inform sneaders properly.
That is why it is almost always better to be a igiuropen to the
enjoyment of new experiences, than a traveler. i$tulike Sandys and
Barthes realise that they can know so much morettey do.
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Dante’s Dream: Rossetti's Reading of ¥ita Nuova
Through the Lens of a Double Translation

Chiara Moriconi, La Sapienza Universita di Roma

Abstract

Dante Gabriel Rossetti’s work as an interlinguiaticl intersemiotic translator of thta
Nuovareveals much about his characteristic adaptatiddaofte to the new sensibility of
Victorian poetry and art. After translating the sspgle of the dream of Beatrice’s death
into English, Rossetti goes on to illustrate itaim early watercolor version (1865), and
then in a final monumental oil (1871) which will bsely examined in this article. By
focusing on both phases of Rossettian translatisnatticle means to show how Rossetti
derives from the Florentine a distinctively Dantesdconographic repertoire which he
then develops into a post-Romantic set of poettds. precisely in the distance between
Dante’s poetry and Rossetti’s double works of aat the latter's understanding of and
autonomy from Dante has to be traced.

Keywords: Dante Gabriel Rossetti; Dante Alighieri;itaV Nuova; intersemiotic
translation; interlinguistic translation; Victoriditerature and art; Pathetic Fallacy

One of the most crucial episodes of tfita Nuovais Beatrice’s death as
dreamt by Dante. Dante Gabriel Rossetti’'s deep tdveante Alighieri,
inherited from his father Gabrieleled him to an early reading and
translation into English of this chapter of the rElatine’s ‘rubrica. He
set to illustrate the passage in 1848. The profextjever, was soon laid
aside and resumed between 1855 and 1857, whenrtibe raade a
watercolor of the same episod#ante’s Dream at the Time of the Death
of Beatrice Rossetti started to work on the last versiorhefpainting in
1871. His interlinguistic translation of the epispdincluding the
Dantesque prose passage and the ‘canzone’ “Domtaspie di novella

' An exiled patriot from Naples and supporter of tiitgeral constitution,
Gabriele Rossetti (1783-1854) lived in England frb&24, where he spent his
life teaching Italian Literature at London’s King@ollege. His works on Dante
Alighieri centre on an esoteric reading of the Ehdine, with undertones
ranging from the markedly political to the overthyystical. At the core of
Dante’s works Rossetti envisioned an initiatory d'énreligion which worked
for a radical regeneration of spirituality awayrfradhe temporal power of the
Church.
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etade”, together with the two versions of the pagt delineate the
course of Rossetti's artistic development, withirthesual and verbal
elements combined in an ever enriching processs €ksay will first
examine Rossetti’'s work as an interlinguistic tfatms and then relate
his translating strategies to the process of iataistic transfer. It will be
clear, then, how Rossetti's own poetics come tavelgt interact with

Dante himself, insomuch as to achieve a definiteraamy with respect
to its source text.

A close look at the original text by Dante is essgnin the prose
passage (chapter XXIll according to Fraticelli'sitiesh, 1906), the
young Dante has an awesome vision, a dream in viteh leads him to
Beatrice's deathbed. His last farewell to her &cpded by an apocalyptic
scene, in which the sun is obscured, the eartheg,ddirds fall from the
sky and angels fly on high singing to the AlmighBifferently from
what happens elsewhere in ttita Nuova the work being marked by a
typical vagueness of description, this passage ratin iconographic
details, accurately drawn by the Florentine Poeh#ége its own imagery
more vibrant. The dream seems even more real gddityritself. Dante
goes on to describe the central part of the dreamvhich he sees a
group of weeping women around Beatrice’s deathlmedering her
lifeless body with a white shroud. Next, the yofitids himself in his
own room and he proceeds to beseech Death to lsanraway into the
afterworld. The passage is dear to Rossetti fifshlbbecause of the
richness of its imagery, to whose density the tetai the following
song “Donna pietosa e di novella etade” (“A veryifpi lady, very
young”) definitely contribute. Every iconographietdil featured by the
Dantesque narrative represents in fact the lifer@itext for an addition
and multiplication of sense through Rossetti's ntgpical strategies of
translation, which we will now consider in more akt

Being himself a poet, Rossetti's most challengimgtance of
interlinguistic translation is that of the Floramis song, rather than the
latter’'s prose passage. It will therefore be mbgminating to start by
examining how the poet-painter proceeded in hislisimgersion of the
Italian ‘canzone’. The peculiarities of Rossetts/le as translator of
Dante are in fact more easily traceable in theev&manslation, where, in
order to shape a metrical and rhyme scheme clasggérto the original,
he avoids a word-for-word rendering, thus complyinigh two of the
most renowned among his tenets on translation.
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In the preface to his volume of translations frohe tltalian
Primitives, The Early Italian Poets(1861), Rossetti describes his
translating strategy as aiming at fidelity ratheart precise interlinguistic
literality. Rossetti believed in fact that a faithf(and therefore, not
strictly literal) translation is always to be pret to a literal one, for
poetry ultimately resists scientific exactness @t 1861: viiif:

Poetry not being an exact science, literality afdering is altogether secondary to
this chief aim. | say literality, —not fidelity, vith is by no means the same thing.
When literality can be combined with what is thiae primary condition of success,
the translator is fortunate, and must strive himasgt to unite them; when such
object can only be attained by paraphrase, tHasienly path. Ipid.)

Though originally referred to his activity as aarlinguistic translator,
Rossetti’'s concern for fidelity of rendering canliveadly related to his
work as illustrator too. The commitment to a faithinterlinguistic
rendering of his Italian originals acquires in factar wider resonance
when referred back to the next tenet on transla®ossetti devised for
his activity as a poet-painter. The following distive trait of Rossetti's
work regards in particular his intersemiotic trangations, and consists
of the technique he himself defines as “Allegorizion one’s hook”.
With this expression Rossetti refers to a precisstegyy through which
the illustrator enriches with new information, aaiog to his own
initiative, the semiotic material given to him byetsource text: writing
about his illustrations for the Moxon Edition of Arg/son prepared
during the late Fifties, Rossetti argues that “oam allegorize on one’s
own hook on the subject of the poem, without kilifor oneself and
everyone, a distinct idea of the poet’'s” (RossE#h7, I: 239). Though
respectively referred to his typical approach terimguistic translation,
in the first case, and to intersemiotic translatiarthe second one, these
two principles end up being fused by Rossetti awlifferently applied to
both translating processes. Far from indicatingaek |of systematic
application of rules, Rossetti's free resorting oth of these tenets
regardless of the translating field for which tHiegt seem to be created
sheds light on the importance he placed on the atlv@rocess of
translation, a practice that transcends for hiningles media or artistic

2 “Rossetti seems, understandably, to have settlepréserving the appearances
of the poems he translated” (Gitter 1974 353).
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expression. This must not appear surprising, siRossetti's aim in

weaving his double works of art is anything butaanmonic accretion of
meaning through the interaction of different me@a. the contrary, and
as Lawrence Starzyk underlines, for Rossetti trexbal ... is rarely a

simple analogue of the visual ... the image in tfezess, in other words,
becomes recalcitrant or antagonistic” (Starzyk 2@%). Through the
Rossettian double-work of art, the process of conication and

representation is thus indefinitely expanded in twéexily foreshadows
the dynamics of Perice’s “flight of interpretan{Silverman 1998: 50-
52). Such characteristic raises to a more explsiel Rossetti's own
alertness to the chief crisis his culture was fa¢hroughout the mid and
late Victorian age: a crisis in epistemology, andrenparticularly, a
crisis in language, deriving from the Romanticsileld attempt at a
reconciliation between man and the outer world. IRossetti is first of

all a post-Romantic artist, and his poetics arelfumentally informed by
the experience of poets like Wordsworth, Shelleg &eats (Cimini

2010: 249). In the backwash of a secularizatiorcudfure which had

been brought about by the philosophers of Germealikm at the end of
the 18" century (Abrams 1973: 91-95), the first and secgederations
of Romantic poets had set out on their quest fiacavery of what was
left to human apprehension and understanding, nyameaure. In the
aftermath of such secularization, the pre-Romardaid typically

Augustinian vision of the world, featuring a tription of God, man and
Nature, had in fact been reduced to a dualism of amal universe:

The tendency in innovative Romantic thought [...] iealy to diminish, and at the
extreme to eliminate, the role of God, leaving las prime agencies man and the
world, mind and nature, the ego and the non-egos#f and the non-self, spirit and
the other, or (in the favorite antithesis of postakian philosophers) subject and
object. (vi: 91)

Most importantly, though, the Romantic experiencad hbeen
characterized by the poet’s failure in his atterdpte-appropriation of
nature: the more nature is sought for, the mone\veals itself as an
impossible goal. Hopelessly severed from both God Mature, the
Romantic poet first, and the Victorian then, areavwmidably trapped
within the prison of their own solipsism. Such Raowia legacy informs
the aesthetics of natural representation of marggovian artists, and of
Rossetti in particular. If the poets’ self-cons@aemove from nature
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was made palpable in the characteristically artimah imagery of
Romanticism (Bloom 1970: 9), then the Victoriansrevéaced with the
threat of exasperating that anti-naturalness irdist@rtion of truth. Most
significantly, the chief of Victorian tenets onistic representation is the
principle of the pathetic fallacy, the artist’s tygl

informing of objects other than the self with thelfs tendencies. This poetic
tendency results from romanticism’s need to finadnpanionable forms as local
habitations for the artist’'s diverse and multitulis tendencies or selvégStarzyk
2009: 30)

We must settle for a partial, limited projection mir own moods and
feelings onto the outer world: a compromise betwssdfiexpression and
one’s emotional control is not only desirable the bnly decent choice
for the artist (Breton 2013: 21): this is what Ruastiefines as the proper
use of the pathetic fallacy. John Ruskin sensedaai the danger
awaiting a projection of man’s mood onto naturd thd@oo far indulged.
Man and nature, the self and its object, sign @&fierent never actually
meet, and exasperating such severance in any éstéte of the feelings
can only result in an irrational distortion of tnutn a typical gesture that
sets him apart from the majority of his contempiesarmost notably his
Pre-Raphaelite Brethren, Rossetti soon came tesarsh limitation as
an impossible restraint upon the faculties of tredated and post-
Romantic artist. It is most significant to consithenw such breach of the
bonds Ruskin recognized as proper to the pathetfiack is to be
observed in Rossetti even by an early stage ofchiser: a similar
tendency to exasperate and anthropomorphize thesfof nature into a
an utterly unnatural imagery would soon resultigiéstrangement from
Ruskin himself. The exquisitely anti-natural exte=m of artistic
representation are those Rossetti most relisheshim,depiction of
“‘common things” being always and unreservedly “fafl human or
personal expression, full of sentiment”, in the agrf Walter Pater
(Pater 1889: 234). His art is increasingly bentamg an exasperation of
the impossible escape from the prison of the gelfi knowledge of the
reality which lies outside the self is thoroughlgnéed to man, whose
only access to nature is granted by the distortirgor of art. Again, in
the revealing words of Pater
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with Rossetti this sense of lifeless nature, afterisatranslated to a higher service,
in which it does but incorporate itself with sonfeape of strong emotion. Every one
understands how this may happen at critical momehtse...To Rossetti it is so
always, because to him life is a crisis at everymaot. (vi: 235)

The crisis Pater refers to is of course nothing the crisis in
representation we are here discussing. It consist®ther words, of
man’s inability to represent the immediacy of a neainof experience
with the external world. Since such attempt at pragentation of the
world can do no more than record the world’'s vessnove from man
(Wagner 1996: 19), art is accordingly reduced tibual re-enactment of
such abortive act of appropriation: the performatistance of the
representational procedure remains the only viabkthetics that is left
to the modern artist. In light of such an impossibbmmunion of subject
and object, sign and referent, image and wordptitg chance to define
a meaning of sorts through art lies in performamace repetition,
particularly through the recovery of old and tramhal narratives: the
elaboration of forms and materials issuing fromeoltimes of un-self-
conscious art is the only pale guarantee of a neaning in poetry. The
recovery of Dante's narrative perfectly fits intoch Rossettian, post-
Romantic aesthetics of representation. The Viawmpaet-painter, as
Warwick Slinn underlines, misreads Dante so thaée tlatter's
conventional lyricism becomes gradually absorbedhgy “abstractions
of its own method, the language of Dantesque isiealnd symbol”
(Slinn 2003: 65): it is therefore the strangenes$sthe allegorical
machinery underlying Dante'subrica that is most prized by Rossetti
himself. His misreadings of Dante are meant toleattie reader with the
sophistication of an unfamiliar set of conventiotie only accretion of
knowledge that is to be derived from art accordm&ossetti lies in fact
in the expanded receptivity which Dante’s medies@hventions forces
upon a modern and self-conscious readership (Hmsi2008: 3). A
number of “unexpected or novel connectiorlbid.) are disclosed by the
intensified concentration implied in the culturalvesve separating
Dante’s Vita Nuovafrom its Victorian afterlife. The post-Romantic,
epistemological crisis suffered by a culture of temal and temporal
repleteness” Iyi: 10) is therefore fought against through the very
material loveliness of Dante’s art. Most importgntt is the recovery of
Dante through the double lens of an interlinguistitd intersemiotic
translation which engages the reader-spectatoramddficult and self-
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conscious act of attention, the only possible mameficognition art can
still lead the reader-spectator toi( 3). Clearly, indeed, the episode of
Dante’s dream acquires a new resonance if re-cereidn the light of
my discussion up to this point: the mirror struetwf the Dantesque
episode, whose narrative is articulated both asep@nd as verse, is
appealing enough for an artist like Rossetti, wived to explore the
articulated nooks and passages lying between €iffecultures, arts,
media and literary genres. Even before being dgteagaged in his own
translation of the passage, Rossetti sees in tbbleloepresentation of
Dante’s experience a first instance of that chaseegin which sign and
referent are forever engaged: by interlinguisticalhd intersemiotically
transmutating Dante, Rossetti aims at exasperdtieg patterns of
variation which the Dantesque episode already fedtin its original
form. My purpose here is to consider each instaoteRossetti’'s
“allegorizing” or swerving away from Dante in order draw into sharp
focus how such missing correspondence betweenldtadstext and
Dantesque original is unfailingly deliberate. Let therefore begin by
considering his interlinguistic rendering of tharzone’.

The first instance of Rossetti’'s non-literal apmto#o the translating
process is evident in the third stanza of the song:

Qual dicea: "Non dormire",

e qual dicea: "Perché si ti sconforte?"
Allor lassai la nova fantasia,
chiamando il nome de la donna mia.
Era la voce mia si dolorosa ... (11-15)

The ‘nuova fantasia’ (‘new fantasy’, translationne) of line 13 is
translated as an eclipse, “With that, my soul wakefrom its eclipse”
(Rossetti 1861: 269). The choice to add the imagendt merely
motivated by matters of rhyme and rather repredtetdirst instance of
a typical Rossettian use of the pathetic fallaeyealing the translator’s
intention to connect the youth’s gloomy mood to tterkness of an
awesome scenery, filled with omens. The darkeninth® sun, in fact,
was there in the prose section of thidéa Nuovachapter (Fraticelli
1906:86), which reads “pareami vedere il sobeuraré, and it is later
reaffirmed in the fourth stanza of the song, “Poiparve vedere appoco
appoco/ Turbar lo Sole ed apparir la stella” (“Tidle, little by little, as
I thought,/The sun ceased, and the stars begaatherd, 49-50). In the
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1871 painting such obscurity is focused on glimpsésFlorence
perceivable beyond the room's walls, and in th#figal’ illumination
of the setting, where only a small lamp affordétiellight. The English
translation of the ‘canzone’ just mentioned theecpdes this particular
chromatic reprise in the painting. Thus the “edipsf line 13 triggers a
number of sign multiplications which not only relerate through
Rossetti's following transmutation of the episod#oi its pictorial
version, but which reach back to Dante himself hisdprose passage:
Dante and Rossetti result therefore as associaged Bpecific sign
constellation (McGann 2003: 44-45). Moreover, tlisoice reveals
Rossetti's own resolution, ever stronger duringdaigeer, to attribute an
iconic value to the signs of verbal language, aadtransfer the
symbolism of the linguistic system to the visuajns that shape the
canvass.

Another crucial element is found in the fourth g&nof the
‘canzone’: when referring to his dream, Dante daftsano immaginare,
ov’iio entra”, line 44, thus endowing the whole vision withath
vividness and thickness of colors and images refleto before. This
happens because of the use he makes of the verar&n(‘to enter’,
translation mine), with its very concrete connatas. This time
Rossetti's translation is literal, maintaining tlsame perception of
materiality conveyed by the Italian verb in theresponding English ‘to
step into’. His translation (“the uncertain statetépped int reveals
how Rossetti means to preserve the mood of theceotext: the
concreteness of the original passage constitutéscinthe material and
beautiful strangeness of the Dantesque allegameahinery. It remains,
in other words, the only guarantee that is leftdgpost-Romantic, self-
conscious readership to experience those momerasgpiition implied
by an attentive reading of thédta Nuovaitself. Though remaining close
enough to the ‘littera’ of the original, and themef lacking those
elements of addition to the source text referredbetore, the accurate
translation of this passage helps Rossetti coniepédrsonal reading and
interpretation of the whole chapter: what he setnise suggesting here
is that the dream itself is for him more revealthgn the waking state.
As Joan Rees explains in her analysis of “The BitttiRossetti's aim in
creating a poem or a painting consists in freegiggmoment in time, to
be able better to examine and to return to it tme again.
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The picture creates a world of its own. [...] The fptakes the whole experience
deep into his mind and there, in some psychic redie [...] approaches a vision of
timelessness of crucial experiences existing efigriraspite of time. (Rees 2010:
29)

The intersemiotic shift further enhances the tadtrength of the scene.
The perfect symmetry of the painting, the ‘Keatsldss never reaching
Beatrice’s cheek, the whole setting of the worleate an impression of
suspended time in which the reader is taken bydimel (as Love himself
takes Dante), stepping into it to examine the aef@sa the land away of
aesthetic eternity. Moreover, its huge size tuires gicture into a real
“life-porch into eternity®, a place one has the actual perception of being
attracted to and included into. To go back to ttenzone’, then, even
when apparently literal, Rossetti’s interlinguistianslation is meant to
add a new dimension to the original significanceth@ text: what for
Dante had been a verb simply determining space raodement, in
Rossetti becomes the indicator of a whole concepmifaart, which needs
be concrete and appealing to a readership thagtisng ever detached
and removed from the art-object itself.

Another important detail in the Rossettian intaglirstic translation
(with consequences for the way the painter wilkkdatisually translate
the whole episode) is to be found in line 50, fowstanza. In the source
text we find a description of the sun and the dtiaas seem to be crying
together (emphasis mine):

Poi mi parve vedere appoco appoco
turbar lo Sole ed apparir la stella,
e pianger egledella. (49-51)

Rossetti’'s translation reads:

The while, little by little, as | thought,
The sun ceased, and the stars began to gather,
And each wepat the other. (49-51)

The preposition Rossetti uses here, unlike théattatonjunction ‘ed’,
implies mutual compassion between the two celest@lies, which
appear to be anthropomorphized in an attitude darezh human

% Rossetti, Dante Gabriel, “Memorial Thresholds”)(11
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sympathy that is more marked than in the origifiiis detail becomes
crucial if contextualized in Rossetti's complex pee and related back
to his characteristic breach of the proper bondskRuhad imposed on
the use of the pathetic fallacy. Though apparentiymportant, such
translating choice is an early clue to what wouktdme Rossetti’'s
profound delight in the artistic exasperation oé thoet's moods and
feelings. Anything but concerned about a possihlk @desirable balance
between his self-expression and his emotional obntRossetti
everywhere discerns signs of his own exasperatethtisn and
solipsism, even back in Dante’s work. Though intiehaharboring his
awareness of man’s isolation from nature, Dante ri@alRossetti
recognizes in the apocalyptic passage by Danteflactien of the
writer's most intimate self. The exasperation & ttatural element in the
face of nature’s irrecoverable stance generallyltgsin Rossetti's
increasingly “anti-natural” imagery, a trait whible inherited again from
his Romantic precursors. As Harold Bloom arguesfact, “Romantic
nature poetry, despite a long critical history aémpresentation, was an
antinature poetry, even in Wordsworth who sougbiprecity or even a
dialogue with nature but found it only in flash€8loom 1970: 9). Not
only does Rossetti translate such features intd&hglish version of the
Dantesque episode, but he exaggerates the compticithe heavenly
bodies, making them cry ‘at’ each other. This detheds light on the
way Rossetti will later illustrate the dream episodror our present
purpose, it is sufficient to anticipate how the npigig’'s background
reflects the desolation shared by the sun and ttennthe windows that
stand on the two sides of the room show a forsaiign sharing in its
deep isolation the utter pain of the young PoetaiAg Rossetti
intervenes in the translated text in order to ptnee way for his later
visual rendering of the episode, quintessence ®fploist-Romantic re-
reading of Dante and of his poetics.

Another interlinguistic deviation from the sourcext, which
becomes relevant to an intersemiotic analysis &fsBii’'s work, occurs
in line 67, stanza five. Here we have the corehef\ision, the moment
when the young Poet finds himself facing the corp$eBeatrice
(emphasis mine):
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L’ immaginar fallace

Mi condusse a veder mia donna morta;

E quando I'ebbi scorta,

Vedea che donne la covrian d'un ve65-68)

The Rossettian interlinguistic translation showe aletail in particular
which overtly anticipates the later intersemiogadering of the passage:

These idle phantasies

Then carried me to see my lady dead:

And standing at her head

Her ladies put a white veil over her. (65-68)

In the original song, line 67 simply referred toetimoment Dante
perceived the dead Beatrice (‘and when | saw heahslation mine).
Translating the said line as “standing at her headild be motivated by
mere rhyme. However, the addition of a new cluetlm perspective
whenceDante sees Beatrice sheds light on that “allegagion one’s
own hook” technique which constitutes Rossetti’sstrayucial principle
in his illustrations of Dante. In Rossetti's traatsld text, the scene
displays its characters in a much more concrete tivay Dante’s text
had done. Again, what needs be highlighted her¢hés augmented
emphasis Rossetti lays on the work of art as amahteject, the verbal
expression moving swiftly towards its viswuter-life. The shift between
different media always represents for Rossetti ancé to multiply the
signification implied in the original text. Detailthat are scarcely
mentioned or utterly omitted in the source condyetake shape in the
translated text and afterwards in the illustratiGtossetti frequently
resorts to this kind of explicitation; thus the Desgue vision, though
detailed if compared to the rest of thi#ga Nuova becomes in Rossetti
even more accurate in determining the position i two ladies
covering Beatrice with a shroud, and anticipatesydtore the actual
collocation of the figures in the later canvas.

Finally, in line 79 Dante implores Death to cariynhaway to the
afterworld, “Vieni, che’l cor ti chiede”. Rossetiianslates the original
‘cor’ (‘heart’) as ‘soul’ (“My soul entreats the€ome”), another choice
which does not seem to be motivated by rhyme oriasetTo fully
understand the cause of such a distance from treestext, one should
bear in mind the meaning the author assigns t@xperience of love, a
true revelation of the poet’s most intimate sekkirgy left with his sole
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self, and severed from both God and Nature, the-Romantic poet
looks at love as the only “basis for a significeglationship between the
subjective and the objective worlds” (Spector 19%32).The importance
of the love experience as an attempt to evade nmisen of solipsism
determines Rossetti's unflinching partiality for rida’s Vita Nuova the
Florentine’s account of his early and earthly léeeBeatrice. However,
love ultimately negates that hoped-for escape feonautological and
sterile isolation of the self, and the poet is lgith a sense of his own
isolation coming doubly strong onto him. As is ttese for sign and
referent in Rossetti's art, the beloved remainsever distant and
unknowable for the artist: this notwithstanding,sBetti's quest for his
beloved women is ever on the go, thus again t@sgifyo the poet-
painter's unmistakably Romantic descent. Just asdgyeorth had
recognized the very power of the modern poet inalareness of his
own limitations, so does Rossetti stick to his gues an escape of
solipsism in a stubborn exasperation of solitudeugh a projection of
his moods onto his beloved women. Both spirit agilses are engaged
in this quest for otherness, for the dualism ofdramd matter is annulled
in the poet’s quest, which needs the unflinchind) @i any power that
can be invoked, be it natural, human, or spirituabtve therefore
constitutes an inevitable instrument of enquirpitite soul, and it is for
this reason that translating ‘heart’ as ‘soul’ sewant to Rossetti's
personal ‘reading’ of Dante: where the heart stdondshe sensual and
erotic side of the love experience, the world ‘sostinds for the
spirituality that same experience entails, a coiiion that is envisioned
by Rossetti as the only source of progress in hukmanviedge for the
modern poet. Undeniably, though, Rossetti showartigity for the path
of the senses: the growing isolation that the ogtipped by can only
be fought against through the material concreterdsthe arts. As
Elizabeth Helsinger argues, the real knowledge thatlern art and
poetry can provide according to Rossetti consistiving through the
feelings and to be aware that one is doing(Belsinger 2008: 35-36).
Though never engaged in a sustained reflectionetigious questions
(Marucci 2003: 741), Rossetti was nonetheless readgelieve that the
only possible transcendence of reality and histie along the path of
the senses. Sensually experiencing love grantsmibéern and self-
conscious poet a last hope of a «<momentary contiélctthe immortals»
(Rossetti 1967, Il: 727). The delicate balance esfsges and spirit, soul
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and heart, must be preserved by Rossetti throughisufproduction.
Dante’s account of his love for Beatrice in ¥iéa Nuova moving as it
does from a concrete apprehension of the ‘Gerntilgstowards a new
and celestial vision of her, proves to be the madaptable of all
narratives to the rising importance sensuality gpidituality acquire in
Rossetti’s poetics. Furthermore, it must be poirdad that in the two
versions of the painting the features of Beatrimeraspectively those of
Elizabeth Siddal and of Jane Burden, the two gl@as of Rossetti's
life. If the experience of love becomes vehicle dodeep knowledge of
the artist’s soul, then the beloved woman is thetrpeecious emblem of
such a love, and, consequently, of such an exjoraf one’s intimate
being. In other words, she becomes a synthesiait fand soul. The
fundamental coexistence of heart and soul mustepe ik mind for it
will structure the imagery of the Victorian poetdapainter throughout
his career: significantly, it is from Dante that $Retti derives the
premises of his distinctive aesthetics, which &t dside from any other
Victorian artist and grant him a lasting originglit

Even as an interlinguistic source-text, Dante ientrapproached
creatively by Rossetti, who strives to adapt his Italian prser to the
new contingencies of his modern sensibility. Theditawhs and
innovations to Dante as a literary pre-text will &gen more clearly
traceable in the intersemiotic rendering of Y¥hia Nuovaepisode, where
Rossetti most strikinglpwervesaway from his precursor, increasingly
realizing how real explanatory power rises fromtatise rather than
from proximity to the source (McGann 2000: 23). Migual translation
of theVita Nuovapassage by Rossetti will now be examined, spedijic
the late monumental oil. A few references to thpheistic annotation
written by Rossetti himself to his 1871 versionl\wé helpful:

The subject of the picture is drawn from the ‘Viduova’' of Dante, the
autobiography of his earlier life. It embodies Hieam on the day of the death of
Beatrice Portinari; in which, after many portentdd aamens, he is led by Love
himself to the bedside of his dead lady, and s#e tadies covering her with a veil
as she lies in death. The scene is a chamber afrdrevhere Beatrice is seen lying
on a couch recessed in the wall, as if just falbeck in death. The winged and
glowing figure of Love (the pilgrim Love of théita Nuova, wearing the scallop-
shell on his shoulder,) leads by the hand Dant®, wélks conscious but absorbed,
as in sleep. In his other hand Love carries hisvaipointed at the dreamer's heart,
and with it a branch of apple-blossom, which mayufe forth the love here
consummated in death,—a blossom plucked beforectiming of fruit. As he
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reaches the bier, Love bends for a moment overriBeawith the kiss which her
lover has never given her; while the two dreamdadhold the pall full of may
bloom suspended for an instant before it coverddw for ever. These two green-
clad women look fixedly on the dreamer as if thaeghh not speak, with saddened
but not hopeless eyes. The chamber of dreamseisrstwith poppies; and on either
side of the recessed couch two open passagesdestditcases, one upward one
downward. In these staircases are seen flying ivas bof the same glowing hue as
the figure of Love,—the emblems of his presencéngl the house. In these
openings, and above where the roof also lies obelts are seen tolling for the
dead; and beyond in the distance is the outer wafrtéality—the City of Florence,
which, as Dante says, ‘sat solitary’ for his ladiésath. Over all, the angels float up-
wards, as in his dream, ‘having a little cloudrionft of them;—a cloud to which is
given some semblance of the beatified Beaftice.

This gloss reveals much about the strategies feltbtoy the artist in his
intersemiotic translation of the episode, let alstading out as a further
mirroring of the original Dantesque prose passageill be therefore
often referred to as the most genuine expressidrogketti’s intentions
in visually translating Dante’s chapter.

Now let us proceed to the 1871 oil. The dreamlikeodh of the
passage is visually recreated by Rossetti througterthan one device.
The first impression one gets of the Rossettiankwisr that of a
“chamber of dreams”, an unearthly scene, as th& &itnself argues in
his note. The chamber of dreams is timeless, nedtheient nor modern,
apparently belonging, in its rigid symmetry, toeality that is far from
that of everyday lif& It is in the eidetic and topological organizatioin
the painting, that is in the disposition of linesdaobject in the canvas,
that the first precise choices of translation ardd perceived (Greimas
2001: 203-204). The artist is determined to refldoe feeling of
estrangement experienced by the young Poet ofVitee Nuova (his
being projected in an unknown and suffocating roamfhe alienating
and unnatural symmetry the whole visual work isltbupon. At the
centre of such a complex symmetry stands Loveyetadi character for
Rossetti, who is always concerned about conferwimghe god a distinct
concreteness and vividness. Love is portrayederati of exhorting the

* The Rossetti Archive:http://www.rossettiarchive.org/docs/23p-1881.broad
side.rad.html

® “The chamber wherein she lies dead is as muchrigopof his imaginative
conception as aught else. It is a large room, rattty of medieval and still less
of modern aspect” (Sharp 1882: 222).
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Poet, reminding us of the words he addressed tgdhgh in the song,
line 64: “Vieni a veder nostra donna che gidc@he line is visually
translated in the concrete gesture with which the tgkes Dante by the
hand and leads him unto his dead beloved.

Love is represented by Rossetti according to Dandepiction of
him, though not in this very passage: not confirtimgself to the mere
description to be found in the episode itself, Rttsseems determined
to draw ideas and details from the whole of W& Nuova Developing
from the ‘amoretto’ of the watercolor into the nafithe 1871 oif, Love
finally appears in the later canvas as the “figdfano signore, di
pauroso aspetto a chi lo guardasse” (Fraticell61®@) that we find in
the third chapter of the ‘rubica’, long before Delstdrearft anything
but the little cherub of Rossetti’s first versiorhis represents the first
instance of Rossetti’'s refusal to concentrate aingle episode whence
to draw all the information he needs to re-readtBaand his resolve to
consider the Florentine’s ‘rubrica’ in its totalityove’s attire is an
additional feature which Rossetti draws from anofiessage of theita
Nuova. In Rossetti's 1871 painting, the god wears pilgrohothes,
exactly as he does in chapter IX of the Florensingibrica’, where the
divinity appears “come peregrino leggermente westt di vili drappi”
(Ibid.: 61Y. Love’s pilgrim clothes anticipate the importargieen to the
figure of the wayfarer in Rossetti's poetry, andestt to the latter's
capacity to transform originally Dantesque iconpgsainto the means
of a totally modern significance: in the centrabityributed to the pattern
of the life-journey, Rossetti’s poetry is againessentially Romantic,
recovering from poets like Keats the fundamentalcstre of an
internalized quest romance, that “basic tendencganceptualize the
course of human aspiration as a quest” (Waldof6128). InThe House

® “Come and behold our lady where she lies” (Ros881: 271).

" “Love’s first incarnation was young Edward Hughete-year-old nephew of
Arthur, before his face was ‘discarded as havimgrtaich of the Greek Adonis
about it'. Then came sixteen-year-old Johnston &®rRobertson, son of a
dramatist known to Rossetti. [...] ‘At the first gitty | remember he said “I am
sorry, my dear Johnston, there is no beautifultaredor you to kiss.” | can feel
my blushes now™ (Marsh 1999: 409).

8 “The figure of a lord of terrible aspect to suchk should gaze upon him”
(Rossetti 1861: 226).

° “Clothed lightly as a wayfarer might befb{d.: 236).
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of Life, human existence is often conceived as a longldficult path, a
strong reminiscence of Dantel6ta Nuovaand Petrarch’€Canzoniere
From his Italian models, the English poet-paintad flalso drawn his
typical conception of Love, divinity of eros anduscand god of
mutability and change, as the subtitles to the tsemtions of the
Rossettian ‘canzoniere’ overtly revéal. Rossetti’s iconographic
elaboration of the character of love and of theosopf the journey
testifies therefore to his deliberate resolve tiingea “sign constellation”
(McGann 2003: 44-45) which brings together higditg original and his
own allegorizations of it: his peculiar reading Dante results from a
deliberate superimposition of Medieval literary gentions and topoi
and images that are quintessentially Romantic.

There are details used by Rossetti to depict Lokielwhe himself
devises through his “allegorizing” strategy: apfmam Love’s main
attribute, namely the arrow he bears in his handting at Dante’s heart,
Rossetti adds a branch of apple blossom, meargk® @an a symbolic
meaning. As specified by the painter himself in dliphrastic note, the
branch (emphasis minejrfayfigure forth the love here consummated in
death — a blossom plucked before the coming of’friioral symbolism
is employed by Rossetti in the painting, in ordeicompensate for the
absence of other iconographic details of the oaigtext by Dante that
have been neglected, such as the crying womengttaer round the
Florentine or the birds that drop dead onto therfl\part from this
observation, though, a more specific point has ¢oniade here with
reference to the addition of the apple branch &dhedding light on the
importance symbols assume in Rossettian art. Sysmbdor Rossetti
always involves an exegetical process in which libbolder becomes
fully responsible for the determination of the miite meaning of art
(Camilletti 2005: 31-32): in the inevitable selfeeentiality of modern
literature, the work of art then finds its neaison d’étrein the process
of self-knowledge and education it offers the bdbolto undergo, an
exploration of those “dark passages” poetry wasniwance according to
one of Rossetti's most illustrious precursors, Jileats (Keats 1958, I:
281). Rossetti's note thus introduces a simple ssiign as to what the
branch “may figure forth”: the detail’'s symbolic @ity actually implies
an active participation of the reader-beholder ine tultimate

10 Respectively titled “Love and Change” and “Changd Fate”.
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determination of meaning. In other words, the binaiscthere to take on
the significance that the reader-beholder will nded attribute it,
therefore functioning as the trigger for an exeggtiprocess which
represents the ultimate justification for the extiste of any work of art.
The use of symbolism is clear in other iconogragiéments of the
painting, generally contributing to define the mamidthe place where
the action is set. The room has an opening in¢flsg, whence a crowd
of angels, carrying Beatrice’s soul to heaven omh#e cloud, can be
perceived. These cherubs appear in Dante too, eesth\by Rossetti to
delineate the correspondence between heaven atig eater and inner
space, high and low which represents one of thet nmportant
conceptual and narrative bases of\ita Nuova In the depiction of this
particular setting Rossetti works without help frtme Italian Poet, thus
becoming the one responsible for making expliciatvh the source text
remained unsaid. At the two opposite sides of thanr there are two
staircases, one leading upward and the other dowitlaus reflecting
again the two main movements that define the whinlecture of Dante’s
poetry). Two openings behind them reveal glimpsésaodeserted
Florence, incarnation of the “sola civitas” of Jaigh's Lamentationgl,
i). The recurrence of contrasting elements in tiological symbolism
of the “chamber of dreams” contributes to reaffilmt duality of spirit
and matter that lies at the core of Rossetti’s eption of art and life
Moreover, the reference to Jeremiah sheds liglat dmaracteristic of
Rossetti referred to above, namely the artist'ssafto confine himself
to the spatial and temporal boundaries of one siaglsode by Dante: to
this observation, a new and critical element muwstadded. Besides
connecting different chapters of Dante’s ‘rubrica@ illustrate the
Florentine, Rossetti in fact appears also conceimeteating a network
of connections betweehis owndifferent translations and paintings of
Dantesque inspiration. Permeating the whole atnergpbf the Dream
oil, the line from Jeremiah’samentationds inscribed at the bottom of
Rossetti's masterpiece of Dantesque pictorial remism, Beata
Beatrix'! and constitutes an ideal bridge between the ladavas and
the Dream oil. The connection between the two pajstfinds further

™ The unfinished painting that was to become Rad&sdBeata Beatrixwas
begun by the artist before 1863. Rossetti resungdvbrk after the death of
Elizabeth Siddal (1862), who died by an overdosdaafianum: this drug is
extracted from the seeds of poppies. The paintiag fimished in 1870.
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confirmation in the floral symbolism of the popghe room depicted in
the Dream oil is in fact bestrewn with the saiowviém, which in Rossetti’s
poetics assumes a double symbolic value. Besigeegsenting sleep and
death, the poppy comes to stand for something deeper if considered
with relation to the poet’s personal experiencethViAeata Beatrixthe
image of the poppy (reinforced by the quotationnfraleremiah)
definitely closes the circle of that ideal coingide between Rossetti and
Siddal’ s love, on the one hand, and Dante andriBeat, on the other.
The poppy becomes a symbol of the beloved’'s deaticatved as the
indispensable negation of desire within the proaafsseflection and
investigation on the poet’s most intimate self. kgRossetti proves to
be the perfect inheritor of a specific Romantic aeg that
Wordsworthian doctrine reversing

the cardinal neoclassic ideal of setting only asit¥s goals, by converting what had
been man’s tragic error—the inordinacy of his “pfithat persists in setting infinite
aims for the finite man—into his specific glory amid triumph. (Abrams 1970:110)

The impossible love for a dead Beatrice that thppgosymbolizes is
nothing but the finest development of the Romaptetic revolution,
which had found its victory in dejection and lo$&e floor painted on
the canvas is bestrewn with such flowers, représgrihe ultimate
conveyance of Beatrice’s soul into heaven. Thetpajrthus features a
number of iconographic elements and referencesamtd3que episodes
other than the principal source-text: the iconogm@apesidue deriving
from Rossetti’s deliberate allegorizing and addisieco Dante results in a
cultural residue, the only true cognitive burdeatthemains after the
translating process has taken place (Helsinger :2B88 These same
added details actually constitute the modern gualitRossetti’s vision,
eventually turning the painting into a new pre-tégt a following
network of Rossettian canvasses and poems.

For his portrait of Dante, Rossetti follows thetlasanza of the
‘canzone’:

lo diventai del dolor si umile,
Veggendo in lei tanta umilta formata,
Ch’io dicea: Morte, assai dolce ti tegno;
Tu déi omai esser cosa gentile.

Poiché tu se’ nella mia donna stata,

E déi aver pietate, e non disdegno.



74 Chiara Moriconi

Vedi che si desideroso vegno
D’esser de’ tuoi, ch’io ti somiglio in fed(971-78)1L2

The character of Dante drawn by Rossetti faithf@itifows the image
reflected in these lines. Rossetti portrays aneextty shy and bashful
Dante, with eyes cast down and faltering stepss Tipiction suggests
an almost symmetrical correspondence with Rosseitiftrayal of Dante
in the episode of Beatrice’s salutation in PurgdforRossetti suggests
that, whether in Florence, in Purgatory or facimg deathbed, meeting
the ‘Gentilissima’ never fails to arouse humilidnother element of the
original text that the painter faithfully renders the main chromatic
feature of this character: through an anticipatadnthe lines of the
canzone (“Vedi che si desideroso vegno / D’essértuds, ch’io ti
somiglio in fede”, lines 77-78) in the prose naw@tf the same chapter,
Dante has already declared that he is wearing eterscof Death (“or
vieni a me che molto ti desidero: tu vedi ch’iotpagia lo tuo colore™).
Following the Poet’s self-portrait, Rossetti marsaadge define in the
figure of Dante a focal point for his whole canvabgere the rich dyes of
green, red and brown dispose themselves in a sexirtex around the
greyish-black of the Poet’s tunic, emanation of@ming that pervades
the whole scene. Used to emphasize the lyric iitiein$ the passage
(Helsinger 2008: 23), color results as a furthedetesion of that pathetic
fallacy Rossetti was so keen on.

The poet-painter explicitly refers to Love in higarastic note to the
painting, describing him as he walks “conscious &hbsorbed, as in
sleep”, and thus reminding his reader of how tleisutiar attitude is not
only due to the humility inspired in him by the vil®cene, but also to
the fact that he is actually immersed in a dreahmtTreamlike mood
evoked in the Dante passage by the obsessivetiepeadf terms such as

12«and | became so humble in my grief,/Seeing in siech deep humility,/That

| said: ‘Death, | hold thee passing good/Hencefoaihd a most gentle sweet
relief,/Since my dear love has chosen to dwell wligge:/Pity, not hate, is thine,
well understood./Lo! | do so desire to see thy fabat | am like as one who

nears the tomb” (Rossetti 1861: 272).

13 For such a comparison, séke Salutation of Beatrio@oth versions, 1849-50

and 1859).

14 “\Wherefore come now unto me who do greatly detsie: seest thou not that
| wear thy colour already?” (Rossetti 1861: 267).
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‘sembrare’, ‘parere’, ‘immaginare’, ‘fantasia’, Iface’, ‘dubitoso’, is
conveyed in the painting by more than just one agpaphic element:
indeed it is not only suggested by the stiff synmnehat defines the
whole composition, but by the attitude of the chtees themselves. With
their literally dreamy gesture, even the two wonh@aring Beatrice’s
shroud help create an unreal scene. Rossetti descthem in his
ekphrastic note: “These two green-clad women locledly on the
dreamer as if they might not speak, with saddengdniot hopeless
eyes”. The symmetrical structure invariably soughtRossetti for his
painting is further reflected in the number of wamthough their crucial
function lies in their eyes. Their dreamy and alinfiggetful gaze
contrasts with the grave mood of the whole scelmgs fadding to the
degree of detachment and unreality conveyed by dhmposition.
However, the adjective “hopeless” used by Rossettiis note proves
revealing at this point. Theita Nuovais precisely concluded on a note
of hope and with a new and celestial image of Begtnow far from the
Stilnovisitc principles whence the Poet had firstved. The two parts
that make uprhe House of Lifeend on the same note of hope, as it
clearly appears in the two sonnets “Love’s Lastt"Gand “The One
Hope”. The way Rossetti depicts the two women IngaBBeatrice’s
shroud then reveals much about his own interpogtatof the
‘Gentilissima”’s death; for him, too, this episodeecomes the
interpretative key to his own artistic growth, lesghim to a notion of
death that is conceived no more as mere mournidgareavement, but
rather as a unique and privileged life-porch intdifeerent ‘reading’ of
his experience as a man and a poet, whereforaultsstely proves to
be the only possible gain in consciousness and lauge.

Rossetti's reading of Dante is surely motivated eoynumber of
definite interests. First of all, a text such asVWita Novais preferred to
the Commedigbecause of the relevant meanings it still bearafomew’
and Victorian target-public. A great interpretertiof Romantic and self-
conscious awakening to history, Rossetti welcomeecavery of the
‘primitive’  Middle-Ages that embraces the latter'anti-mimetic
tendencies, rejecting its realities in favor ofideal revival of it (Frye
1968: 37). Rossetti recovers the medieval work ahte in a way that
completely differs from what artists such as Rust&inHolman Hunt
were performing during those same years. What weayted to recover
from the ltalian ‘Duecentoas actually the firm moral and religious
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zeal on which all artistic expression was then gdmd™ Through his
translation of the Italian Poet’s love story, Raggarepares instead the
ground for a personal and almost dissenting ingastin of his own
experience that will keep maturing through the geard will eventually
appear in full bloom in his sonnet sequeite House of LifeBoth the
interlinguistic and the intersemiotic translatigm®ve definitely crucial
to the development of Rossetti's poetics after hesreading the
Dantesque work. The main resources employed byeRossthe double
rendering of the original text can be summarizedf@®ws: first,
Rossetti is determined to avoid a word-for-word ifmage-for-image)
translation of all his source texts, firmly beliegiin the utterly non-
scientific character of poetry, on the first plaead of the translating
process as well. He therefore applies the methotimeelf defines as
“allegorizing on one’'s own hook”, which implies aaddition of
iconographic details invented by the painter teséhdescribed by Dante,
without “killing a distinct idea of the poet’'s” (Reetti 1967, I: 239) and
which works in accordance to a deliberate breacth®fporoper pathetic
fallacy. Moreover the Rossettian illustrations cdribe usually tend to
condense pictorial elements deriving from more tjush one episode of
the original text into a single scene. Such a teageeveals the painter’s
unfailing endeavor to assimilate two entities thradition had often
considered to be at odds: painting with its focasspace, on the one
hand, and the literary work with its focus on timen the other.
Originally, his canvases overtly display a ‘namaticharacter, with their
typical mixture of visual and verbal signs. Throubke years, though, a
synthesis in the narrative component of Rossgifiistings is clearly to
be discerned: his previous love for narrative withiis pictorial
production is gradually replaced by an analytiggiraach to the overall

5 For further reading about the outdatedness ofatfiginal Pre-Raphaelite
project, see Fabio Camilletti @aint Agnes of Intercessicfe altrettanto chiaro

[...] come Rossetti stia giustificando, Bant’Agnesgla propria inattualita:

l'inattualita dei Pre-raffaelliti, la stessa inatga di cui era stato accusato
Ingres, linattualita del primitivismdout-court Ma—e questo € importante—
egli non la giustifica con le parole di un Ruskinddo un Holman Hunt: il

primitivismo non € cercato, inseguito, perseguitdiralita di rinnovamento

artistico, di rinnovamento morale: esso € insegiitoquanto € qualcosa di
estremamente personale, e dunque—di conseguenzassaeamente attuale”
(Camilletti 2005: 111-112).
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structure of the paintings, which will eventuallgnese to be much more
developed in depth rather than in widBeata Beatrixclearly epitomizes
such a change, leading Rossetti to the most ceédebpdase of his career
as a painter. Though finished befdrbe Dreamoil, Beata Beatrixis
certainly a later work in conception and represehts climax of the
poet-painter’'s personal reading of Dante, with Rtss eventual
dismissal of the narrative offered by the Italiame® and his imposition
of a clearly modern, post-Romantic interpretatioritte overall original
prose. As argued by Fabio Camilletti, no Dantesepisode can be here
referred to the Rossettian painting of Beatrice'stasy:

L'ipotesto di partenza non € piu @nictoritas esso pud essere smembrato,
frammentato, completato. L'opera di Rossetti e gudil Dante si compenetrano.
(Camilletti 2005: 121)

At this point of his career Rossetti is mature gfoto proceed with a
reading of Dante ‘without’ Dante; yet the Florestims there, easily
traceable in that iconographic repertoire thatipndtes from Rossetti’'s
translations of Dante’¥ita Nuova including details such as the dove
and the poppy. The extensive range of symbols aetographic
elements drawn from the Florentine constantly rerges in Rossetti’'s
later pictorial and poetic production. It would thée impossible to
understand the progress of his artistic work witreweareful account of
his Dantesque phase, culminating wiBeata Beatrix A notion of
intersemiotic translation becomes essential to retded and fully
appreciate Dante Gabriel Rossetti’'s last artistiage: canvas and sonnet
are continually matched and compared though thexermngerfectly
harmonize. Because of the many questions such asingis
complementariness leaves unanswered, an unpreeddezgponsibility
in the process of interpretation is then confewadhe reader-beholder.
In the central role attributed to the interpreies lthe timeless allure of
Rossetti’s art.
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“Loved with an L...”: The Lesbian Continuum in Three
Works by Sylvia Townsend Warner

Ronald Paul, University of Gothenburg

Abstract

This article takes as its critical point of depagtd\drienne Rich’s concept oflasbian
continuumof female sisterhood, support and dissent agdirestnorms of patriarchal
society. In particular, Rich’s term is used to explthree key works from the 1930s by
the English writer, Sylvia Townsend Warne©pus 7 Whether a Dove or Seagwhd
Summer Will ShowNot only does Warner herself emerge both polliiand personally
as a radical leshian writer during this turbuleatipd of the 1930s. The article seeks to
argue in this context that these three works agoesent in themselves a progressively
connected delineation of a lesbhian continuum of s lives through the individual
female and lesbian voices that are articulated armat’s writing at this crucial stage in
her career.

Keywords: Sylvia Townsend Warnédpus 7 Whether a Dove or Seaguummer Will
Show leshian continuum; politics; literature; 1930s

In her provocative and ground-breaking essay, “Qdemy

Heterosexuality and Lesbian Existence”, first psdid in 1980,
Adrienne Rich discusses different forms of femalpegience that have
often been hidden from history, involving the altive existences of
women who have broken the bonds of traditional resexuality.

Women have chosen to opt out and live their livesttte margins of
patriarchal society without men, “as witchésmmes seulesnarriage

resisters, spinsters, autonomous widows, and/obides’ (Rich

1994:31). These varying degrees of women’s norabolation with the
sexual status quo Rich characterizes alesbfan continuuthof female

dissent:

I mean the ternhesbian continuunto include a range — through each woman'’s life
and throughout history — of woman-identified expade, not simply the fact that a
woman has had or consciously desired genital segxpkrience with another
woman. If we expand it to embrace many more forfngrionary intensity between
and among women, including the sharing of a riakeinlife, the bonding against
male tyranny, the giving and receiving of practiaad political support, if we can
also hear it in such associationsmaarriage resistancand the ‘haggard’ behavior
identified by Mary Daly (obsolete meanings: ‘intt@ale,” ‘wilful,’ ‘wanton,” and
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‘unchaste,’ ‘a woman reluctant to yield to wooinghe begin to grasp breadths of
female history and psychology which have lain oluteach as a consequence of
limited, mostly clinical, definitions disbianism (Rich 1994:51-2)

Even though this refusal to adapt to the expectatiof conventional
gender roles might only remain very much on a pevavel, Rich's
understanding of the term nevertheless suggesteaaldr genealogy of
female resistance to the prevailing system of ndal@inance. Women
who choose to live alone or together with other wonrepresent
therefore a continuous challenge to this masculipésver, creating a
narrative of disobedience that has been fragmeotegtpressed: “We
begin to observe behavior, both in history andnidividual biography,
that has hitherto been invisible or misnamed, behawhich often
constitutes, given the limits of the counterforserted in a given time
and place, radical rebellion” (Rich 1994:57). Thezagnition of this
concept of a leshian continuum has a number of itapb critical
implications. Firstly, there is clearly a greateluctance among women
to submit to the pressures of what Rich calls ‘colsgry
heterosexuality’. Secondly, this complex history d¢fe female
recalcitrance needs to be acknowledged more idifzeission of gender
relations, since it has an impact on the conditibwomen everywhere:

The denial of reality and visibility to women’s g for women, women'’s choice
of women as allies, life companions, and communitye forcing of such
relationships into dissimulation and their disim&gn under intense pressure have
meant an incalculable loss to the power of all womeechange the social relations
of the sexes, to liberate ourselves and each ofRéch 1994:63)

Thirdly, and most relevantly to this present stuthe awareness of a
lesbian continuum should help inform the work offieist critics and

researchers who seek to recover the experiencemew who have been
unwilling to define themselves solely in terms bk tconventions of
marriage and motherhood and whose ‘double life’ een hidden from
history. As Rich herself concludes: “The lesbiamtcwuum, | suggest,
needs delineation in light of the ‘double life’ wbmen, not only women
self-described as heterosexual but also of selfrdesd lesbians. We
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need a far more exhaustive account of the formsdthble life has
assumed” (Rich 1994:67).

Rich’s radical feminist assertion of a lesbian awnim has not been
without controversy of course. Critical reactionavé gone from
rejecting the term for being either too broad ov testrictive. Diana
Fuss, for example, argues that “Rich’s notion & itwlusive, too vague
[...] ahistorical and amaterialist—too imprecise tbe useful
epistemologically, though enormously evocative tmally” (Fuss
1990:44). Caroline Gonda refers in contrast toli@ss [who] protested
that once again the specificity of lesbian exparewas being blurred:
where was the sense of lesbianism as an eroticnaoment of skin.
blood, breast and bone™ (Gonda 1998:119). Coral&aplso expressed
critical misgivings about “Rich’s simple belief ithe all-embracing
political possibilities of lesbian existence”, aimi that “her rejection of
the political integrity of heterosexual feminismnstitutes a denial both
of the specificity and variety of female sexuakbiyd the specificity and
variety of feminism” (Kaplan 1986:55). In Rich’'sfdace, however, Peta
Bowden and Jane Mummery counter by stating thaidids of a lesbian
continuum provided the point of departure for Rith develop “a
feminist theory aiming to connect women’s culturghwheir past and
contemporary realities, give voice to hitherto rsiled aspects of
women’s culture, and re-vision patriarchal assuomsti (Bowden &
Mummery 2009:53).

Without delving further in what is an ongoing debatvithin
feminism about the theoretical, political and peedoconnotations of
Rich’s characterisation of both compulsory hetexoaéty and the
lesbian continuum, | want nevertheless to adaptlatter concept in
particular to a discussion of three key works @f English writer, Sylvia
Townsend WarnerOpus 7(1931), Whether a Dove or Seagull933)
andSummer Will Sho\1936). The reasons for choosing to apply Rich’s
term to these texts are linked directly to her appar the need to trace a

1 A prominent example of the pioneering researchedwithin this field is the
work of Lillian Faderman, who is Professor of Espliat California State
University. Her now classic histories includSurpassing the Love of Men:
Romantic Friendship and Love between Women fromR#maissance to the
Present(1981), Odd Girls and Twilight Lovers: A History of Leshidife in
Twentieth-Century Americ@l992), andTo Believe in Women: What Lesbians
have done for America — A Histof2000).
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paradigm of ‘woman-identified experience’ througiet lesbian
continuum, not least within literature. In the cadeSylvia Townsend
Warner, | want to show that not only did she héresherge both
politically and personally as a radical lesbiantariduring this crucial
period of the 1930s. | will also argue that thdwed texts in themselves
represent a progressively connected delineatidheofontinuum through
the individual female and lesbian voices that sugfim Warner’'s writing
at this stage. In both cases, narratively and bjgcally, the concept of
the lesbian continuum helps situate these thre&smeithin a context of
Warner's own commitment to the portrayal of womehowchoose to
challenge the parameters of heteronormativity.

A case could certainly be made for extending tr@oghof Warner’'s
texts to include work she published both before after this particular
period and which would also fall within the scofeaoliterary lesbian
continuum. Her very first published novelolly Willowes (1926), for
example, is the story of a so-called maiden auiat middle-class family
who rebels against her role as unpaid nanny, degidistead to live on
her own in a cottage in a village where she evdiytyains a local
witches’ coven. Despite its pastoral elements oésgape to the country,
there is clearly something gender subversive aBaubman who refuses
offers of marriage, drops out of refined societyd @mds up seeking the
company of female devil worshipers. A similar foamswomen living in
self-sufficient isolation can be found in Warndeger work The Corner
That Held Then(1948), which is a historical novel about a grafipuns
in a 14" century convent over a period of thirty yearshaligh Warner
herself said that she based this depiction of wondextticated to a life
without men “on the purest Marxian principles, heml was convinced
that if you were going to give an accurate pictafehe monastic life,
you'd have to put in all their finances, how theywda their money”
(Warner 2012c:404), the novel is also an explomatiof female
empowerment in a context where the nuns themsdives work,
worship, eat, sleep, socialise and grow old togetlign very little direct
male interference. Thus, the existence of a lesbariinuum could be
established at least in these two novels, if naitivers among Warner’'s
oeuvre. For my own purposes, however, | feel thatréstriction to three
works will suffice, since, as | have mentioned iearll want to also link
this discussion to a decisive moment in Warner'setlgmment of her
own lesbian identity.
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In his introduction to the most recent collectioob Warner’'s
writings, With The Hunted@2012), Peter Tolhurst reminds us that despite
being “one of the most accomplished writers ofld® century [Warner]
was largely ignored during her lifetime” (TolhugQ12:i). He also refers
to Warner’s biographer, Claire Harman, who explains critical neglect
in the following terms: “Being a woman and a lesbéand a Communist
certainly didn't endear Warner to the establishmento the literary
canon-mongers” (Quoted in Tolhurst 2012:). Marodl@annou has
raised a similar question about the condescendiditecary history in
this context: “Townsend Warner was a redoubtabigrfiest who always
regarded women’s rights as inseparable from ottraggles for peace,
democracy and freedom [...] Why, then, is such a rkatde writer still
neglected?” (Joannou 2006:iv). Since Warner's deafl®978, there have
been repeated attempts at rescuing her work frégrhtstorical amnesia,
to which theCritical Essays on Sylvia Townsend Wareeilection, in
which Joannou’s article appeared, represents thet mecent and
concerted challenge. The republication of many @frvér's novels and
stories by the feminist Virago Press in the 19#4$ 80s, the appearance
of Wendy Mulford’s study of Warner's lesbian retatship with
Valentine Ackland, This Narrow Place in 1988, as well as Claire
Harman’s comprehensive biograpi8ylvia Townsend Warnein 1989,
have all contributed to a renewal of interest inriéa’s writing. In both
these pioneering biographical studies, there isyeler, little or no
discussion of the two later works in my own selattis having anything
more than a veiled lesbian subtext, willpus 7is ignored altogether in
this connection. One important literary historidak is nevertheless
made by Wendy Mulford. Sylvia Townsend Warner's araentine
Ackland’s collaborative collection of poetry celabng their own
lesbian relationship/Vhether a Dove or Seaguils well as Warner’s tale
of a woman’s encounter with lesbian love and retfuin France in
1848, Summer Will Showare both brought together biographically in
Mulford’s book:

[Summer Will Sholwwritten at the height of the creative encoutttetween herself
and Valentine, when they were collaboratingWhether a Dove or a Seag(sic]
and entering into their political commitments tdgat draws upon aspects of her
and Valentine’s relationship. (Mulford 1988:121)
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Although Claire Harman is herself rather dismissifehe significance
of the lesbian love poems WWhether a Dove or Seagufitating merely
that it “was generally assumed that Valentine waman” (Harman
1989:132), inSummer Will Showshe draws a similar autobiographical
parallel between the two main female charactersnfid and Sophia are
to a great extent Sylvia and Valentine” (Harman3t289). In contrast,
recent criticism, not least that written by femisjshas been more
inclined to underscore the radical lesbian poliog€&Varner's work. The
collection,Whether a Dove or Seagulias been the object of particular
attention in this context. In her anthology WWomen's Poetry in the
1930s which addresses the neglected contribution of @opoets to the
predominantly male paradigm of the ‘Auden generdatidane Dowson
points to the particular significance of Warner'siting in this 1930s
nexus of politics and literature:

Sylvia Townsend Warner clearly should have belonigethe canonised poetry of
the Thirties. Her commitment to the cause of therfsgh Republicans was an
extension of her opposition to the injustices afslinequality [...] In her poems, as
in her prose, Warner attacks institutions and hurescies which perpetuate poverty
and illiteracy [...] As a communist with a concermr the plight of the rural poor,
Sylvia Townsend Warner was writing out of ‘the digery that the pen could be
used as a sword.” (Dowson:1996:150-1)

In connection with the first complete reprint @hether a Dove or
Seagullin 2008, Frances Bingham comments in a similar waythe
status of the collection as an underground lestl@ssic that pushed the
gender boundaries of poetry in this most iconiéqueof radical literary
engagement:

Out of print since that first edition, this has bee an almost legendary text,
frequently cited and long overdue for republicatittnis an important collection,

crucial to any overview of women'’s poetry at thatipd, and a moving account of
love between two poets who are able to write alloeit relationship with subtlety

and clarity. (Bingham 2008:1)

Continuing her own critical downplay of the radisat of Warner’s
Summer Will Showhowever, Claire Harman tends towards a further
blurring of the connection between lesbianism dhdration when she
introduced a recent edition of the book (Harman92d0 | will return in
more detail to this question of the lesbian contmuof love and
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revolution in the novel later. Suffice to say tiatcontrast to Harman, |
think that the themes of lesbianism and radicalvisoh become so
intimately interwoven in Warner's writing at thismie that they define
the whole direction of her left-wing literary proje

In relation to Warner’s epic poe®pus 7 the critical consensus that
can be discerned tends towards viewing this worka asinor piece,
containing a somewhat quirky portrayal of a loralgoholic woman in a
country village, the gender implications of whicte deft rather vague.
Introducing the first reprint of this much neglettpoem, Harman for
example says that it shows “how essentially, ifypitally, feminine a
writer Warner was, using the freedom of her gertdesay both harsh
and simple things, ‘not hampered’, as she rematked lecture on
‘Women as Writers’, ‘by an attribution of innate rab superiority™
(Harman 2008:4). In her preface to the recent ctilea of critical
essays, Joannou repeats Warner’s own throwawagakasation of the
poem as her “pastoral in the jog-trot English cetip{Joannou 2006:i)
without further comment, even though Warner alsecdbed it as a
“truthful pastoral”, very much opposed to the bucalealisation of rural
life that often occurs within this tradition of goge (Quoted in Mulford
1988:48).

In contrast to the equivocal critical response he three works
indicated above, | intend instead to reassert theinsic lesbian
consciousness that these texts reflect. Not onlgrder to situate them
within a continuum of dissenting woman-identifiexperience, but also
to discuss them in the light of Warner's own attentp turn a
specifically female reality of resistance into tiesthetics of poetry and
fiction.

Sylvia Townsend Warner and Valentine Ackland becdowers on 11

October 1930. For Warner, it was her first expergerof a lesbian

relationship: “I got into her bed, and found lolere”, as she recalls in
her diary (Warner 1994:70). It was clearly a tugapoint in her life that

gave her a profound sense of personal releaseasmmsa records in her
biography:

The cool autumn morning into which Sylvia awoke waslike any other.
Everything had changed, unsurmisably and for thedg&he was joyful, and she
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was secure in her joy. The difference in their agegalentine was twenty-four,

Sylvia thirty-six — and the sameness of their skigs which in cold blood might

have presented themselves as impediments to agdstie, were simply part of the

new landscape in which Sylvia moved. She was eXdte never before, released
and unconstrained. (Harman 1991:100)

Their relationship was to last a lifetime, but vedso quickly turned into
active collaboration, both poetically and politigalThe first fruit of this
co-operation was the publication of their love peetm one another,
Whether a Dove or Seaguthe title of which reflected the ambiguities of
their own lesbian identity. Despite the happinesaptional fulfilment
and security that their companionship provided,ythgere both
nevertheless deeply concerned about developmetiie irest of society
at this time. The rise of fascism throughout Eurdiled them with
alarm: all these authoritarian men in black or bramiforms — Hitler,
Mussolini, Franco, and Oswald Mosley in Britain hawwere bent on
wreaking havoc on the worfdLike many writers in the 1930s, Warner
and Ackland looked for a solution in radical lefngipolitics. Not only
were they concerned about the international sdonasind the threat of
war, the growing levels of unemployment in Britaimgt least in the
countryside, brought home the reality of the crigighe system. As a
consequence, in 1934, they both took the decisigoin the Communist
Party. Apart from politics, there were also otherentangible personal
reasons for their membership, as Harman notes:

Another element in Sylvia's wholehearted enthusig@mnCommunism was the way
in which it underlined the sense of ostracism sh@ ¥alentine had been made to

2 Perhaps not surprisingly, this list does not idelStalin. As members of the
Communist Party, both Warner and Ackland saw thaeSdJnion as the main
bulwark against fascism in the 1930s and 40s. Envtauntil much later that
they became critical of stalinism. In an intervisle gave in 1975, Warner
described herself in terms of an anarchist: I \wwa€ommunist, but | always
find anarchists very easy to get on with. | thihlatts because, if the English
turn to the left at all, they are natural anarchi3they are not orderly enough to
be good Communists and they're too refractory togoed Communists. |
became a Communist because | was agin the Govetrimmethat of course is
not a suitable frame of mind for a Communist vesgd. But you can go on
being an anarchist for the rest of your life, asda | can see, and doing very
well. You've always got something to be anarchiowh- your life is one long
excitement” (Warner 2012c:402).
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feel because they were lesbians. Rather than blgiglg outcast, they could move
themselves beyond the conventional altogether. TBammunism conferred a
blessing on their marriage and, because it wadosely tied up with their love for
each other, became sacrosanct. (Harman 1991:142)

Both Warner and Ackland were very active throughbetdecade of the
1930s, writing poems and articles for leftwing joals, campaigning for
socialism and against the threat of fascism and ima¥Warner's case,
she also published a series of novels, poems anésthat articulated
her new-found marxist-feminist view of society.idtin this context of
fascism and war, gender politics and radical comnmeiit, that the lesbian
continuum within the work she produced in the egdgrs of the 1930s
can be understood. It is therefore to these kematie elements in her
writing that | now want to turn.

Women and War: Opus 7

In her introduction to Warner'dlew Collected Poem<laire Harman
correctly observes that “The war had haunted hdy paems, with their
cast of lone women and traumatised men [...] Thegugsabout the war
from Opus 7is as forceful a statement on the subject as gng bon-
combatant, | believe, and shows her long preocaupaiith it” (Harman
2008:4). The passage of the poem in question, ééhwHarman only
guotes the first part, depicts the First World Waterms of a monstrous
banquet, “/w/hen grandees feasted have”, a refereacthose who
instigated the mass slaughter in the trenches amal thrived on the
sacrifice of young soldiers served up and devounmethe interests of
class privilege and colonialist power:

| knew a time when Europe feasted well:

bodies were munched in thousands, vintage blood
so blithely flowed that even the dull mud

grew greedy, and ate men; and lest the gust
should flag, quick flesh no daintier taste thantdus
spirit was ransacked for whatever might

sharpen a sauce to drive on appetite.

From the mind’s orient fetched all spices were —
honour, romance, magnanimous despair,
savagery, expiation, lechery,

skill, humour, spleen, fear, madness, pride, ennui...
Long revel, but at last to loathing turned,
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and through the after-dinner speeches yawned

those who still waked to hear them. No one claps.

Come, Time, ‘tis time to bear away the scraps!
(Warner 2008:162-3)

Although Harman gives an indication of Warner’s ifisic sympathies,
she does not develop their fundamental links whb portrayal of
Rebecca Random, the central character of the pbextead, she views
the work as being “deliberately thin”, mainly “cangted as a vehicle
for the poet's strong views on the state of EngRastoral” (Harman
2008:4). The personal impact of the war on Rebésg®t mentioned,
for example that her alcoholism and decision te ilone might both be
indirect consequences of the trauma of the militayflict. Rebecca, it
could be argued, has decided to opt out of a pel@ society that has
brought only death, destruction and dislocatiohdrself and her world:

War trod her low.
Her kin all dead, alas! too soon had died;
unpensioned, unallowanced, unsupplied
with pasteboard window-boast betokening
blood-money sent from a respectful king,
she on her freehold starved, the sullen bait
of every blithe philosopher on fate.
Dig she could not. Where was the farmer who
would hire her sodden limbs when well he knew
how shapely land-girls, high-bred wenches all,
would run in breeches at his beck and call?
To beg would be in vain. What patriot purse
would to a tippler open, when its terse
clarion call theDaily Mail displayed:
Buckingham Palace Drinking Lemonatde
So fared she worsening on, until the chimes
clashing out peace, renewal of old times —
but bettered — sent her stumbling to the inn.
No! No reduction in the price of gin.

(Warner 2008:163-4)

The other key figure, apart from Rebecca herselthis context of post-
war social disruption is the “crippled Anzac” s@divho passes through
the village, buying wallflowers from her garden daking time to talk to
her. Although he helps her realise that she cauidly selling flowers,
he also represents, more significantly, the embedtinof all the broken
lives that the war has left by the wayside. Follogvin the wake of his
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great-grandfather who was transported to Austfalidfiring ricks”, an
act of social protest involving the burning of hiagks belonging to the
landowners, the young man has himself been tratespoback to
England to fight for the Empire, the patriotic mytbf which he was
inculcated with as a boy. Ironically, he now findmself part of another
lost generation of young men who have been condértmé¢he lowest
and worthless category of physical and mental negs by the army —
the C3's:

When | was a pup

| felt to come to England I'd give up

all I could ever have — and here | am,

her soldier. Now, | wouldn't give a damn

for England. She’s as rotten as cheese,

her women bitches, and her men C3's.
(Warner 2008:164)

Warner allows for no heterosexual love interestdevelop between
Rebecca and the soldier in the poem. The young imanippled and
brutalised by the war, a stranger in a foreign tguiihat treats him like a
vagrant. Rebecca also remains herself an outsigiarefin the village,
one whose planting and tending of flowers by niglatke her perceived
as a witch, fearful to men, although fascinatingwomen. To the
women, her cottage and garden appear as a sourogagit female
fecundity, aptly named “Love Green”, a secret spaegond male
control:

To sow by lantern light — it was a scene

unpaired in all the annals of Love Green,

flat against nature and good usage, less

act of a wantwit than a sorceress.

Outlandish her vast shadow prowled and stayed —

a rooting bear, a ghoul about her trade —

beheaded, with her rising, into dark.

Birds scolded at her, dogs began to bark,

John Pigeon, reeling home to fight his wife,

checked at the glare, and bellowed Bhé strife

is o’er, the battle doneo scare the fiend;

while him forgetting, Mrs Pigeon leaned

out of the bedroom window in her nightgown,

rapt as a saint at gaze, to track the light down.
(Warner 2008:173-4)
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Apart from the bohemian lifestyle of Rebecca in athishe devotes
herself to the pleasures of drink, her cultivat@inflowers takes on a
powerful regenerative meaning as a symbol of plysémd spiritual
recuperation. It is an act of female defiance mftce of the death drive
of patriarchal society, a reassertion of the liférgy forces of nature
with which she is identified Rebecca lives by herself, but in symbiosis
with her surroundings, growing flowers that becoameintegral part of
the social and family rituals of the village. Thstte thrives on the
produce of her garden, not least financially, isthar corroboration of
the female counter-culture that her life comesdaify:

A like kind providence now brooded over
Rebecca’s steps, even when she was sober.

Her ways were plenteousness, her paths were peace;
all summers, even wet ones, brought increase,
and markets matched themselves to her supply —
as in political economy.

None gave a tea-party or funeral

lacking her wares; she decked the village hall

for whist-drives, and the set bouquet supplied,
with fern bewhiskered, and with ribbon tied,

for Lady Lee who opened the bazaar.

S“h.e filled the chimney vase, the silver bowl

% In 1938, faced with the threat of yet another davhr, Virginia Woolf made a
similar connection inThree Guineasbetween the struggle for women’s
liberation and the fight against fascism and wakelLWarner, Woolf also
suggested that it is natural for women to opt ducsystem of patriarchy,
patriotism and imperial war-mongering: “Therefafe/ou insist upon fighting
to protect me, or ‘our’ country, let it be underp soberly and rationally
between us, that you are fighting to gratify a sestinct which | cannot share; to
procure benefits which | have not shared and prgbati not share; but not to
gratify my instincts, or to protect either mysetfray country. For’, the outsider
will say, ‘in fact, as a woman, | have no count#g.a woman | want no country.
As a woman my country is the whole world.’ [...] Suttten will be the nature
of her ‘indifference’ and from this indifferencertan actions must flow. She
will bind herself to take no share in patriotic demtrations; to assent to no
form of national self-praise; to take no part ofyarlaque or audience that
encourages war; to absent herself from militarypldigs, tournaments, tattoos,
prize-givings and all such ceremonies as encoutlagalesire to impose ‘our’
civilisation or ‘our’ dominion upon other peopleMopolf 1977:125).
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whose bright undinted cheek looked back the rife

wrinkles of Fanny Grove, a virtuous wife

for five-and-twenty years and polishing still,

and the cracked teapot on the window sill

of sluttish, sickly, smiling Jenny Prince,

of all save love of flowers deflowered long since.

Gentle and simple, shamed and proud, she served
(Warner 2008:177)

The ultimate act of female solidarity, which alsakes up the climax of
the poem, is however Rebecca’s visit to the villagerchyard, in order
to check that the wreaths she made for the furadr&et Merley, the
now deceased mother of seven children, are stihamngrave. Bet, who
had breast cancer, is another of the anonymousldeintaabitants in the
village resurrected in the poem, a woman who wasiélaged in oblivion
of morphia, moaned and vomited, and died” (Warn@®82183). In a
revealing, if macabre flashback, a race developsden Bet and an old
“patriarch” who is also dying. The question is wiill go first. The

value of their lives is put into sharp, genderedtst by Warner, as
Bet's cancer is linked to the breastfeeding of Bewenth child, a
disturbing image of motherhood, at once as givelifefand carrier of
death:

What though the patriarch was stale in vice,
renowned for ancient rape and present lice,
and Bet had held her head up with the best
until her seventh bit her in the breast
and graffed a cancer there?

(Warner 2008:183)

In a graveside encounter with Bet's ghost, a stleaeforms part of the
‘truthful’ pastoral corrective of the poem, Rebedgaonfronted with a
narrative of birth, labour and death that is theofovomen in the village.
Ostensibly, this is an aspect of the poem thatisimiscent of Gray's
Elegy Written in a Country Church Yardbut without the pastoral
consolation of Gray's reassurance that the “rudeefathers of the
Hamlet sleep”, finally at rest from their toil. Gray’'s “short and simple
Annals of the Poor” projects an enobling image winble village men,
Warner writes back at this gendered trope by caotpusing the grim
rural reality of a working woman'’s life:
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‘What is this talk of flowers? No flowers are here.
‘Yet sorrowing neighbours laid them on your bier.’
‘Neighbours | have who nothing feel for me.’
‘In course of time they'll grow more neighbourly.’
‘Time may the living ease; us it helps not.’
‘You should lie easy now, your cares forgot.’
‘My cares were me. While | endure, so they.’
‘Ay, you'd a mort of troubles in your day.’
‘And seven my womb drove out, like days to know.’
‘The seventh was avenged on you, if so.’
‘Life grinds the axe, however we may end.’
‘Are all the dead doleful as you, my friend?’
‘How are the living? Look in your own heatrt.
Farewell.’

(Warner 2008:187-8)

Symbolically, the poem ends with an apocalyptic gmaof Rebecca
drinking her last bottles of gin on Bet's graveths storm rages about
them, anointing herself and the soil with alcohod ghen fading into
frozen death in a sisterhood of self-sacrifice.irilsrly defiant note of
fallen female identification is voiced by Warnerlaa on as the narrator
of the poem where she refers to herself as: “I b s|ster-soul to my slut
heroine” (Warner 2008:169). It is also this comntynof ordinary
women in life and in death that situates their jpoethabilitation within
a lesbian continuum of recovered female experiefidee figure of
Rebecca is without doubt one of Warner's most pawepoetic
portrayals of a woman who is both victim and viragme who
nevertheless succeeds in carving out a corner éoself within the
confines of patriarchal society. The poem represtherefore a decisive
first stage in Warner's deployment of a radical if@st aesthetic in her
1930s writing.

In Warner's and Ackland’'s collection of love poenWhether a
Dove or Seagull published two years afteDpus 7 the lesbian
continuum is taken another significant step furthmsth socially and
sexually, by two women writers who turn the intinesc of their life
together on the margins of a country village imEnggressive art. The
collection stands, moreover, as the most explg@tsonal commitment
to lesbian love that Warner ever came to make innging. In the next
section, | want to look more closely at the leshignsonae that these
pioneering poems seek to construct.
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Women and Love: Whether a Dove or Seagull

In her critical reassessment of the work of womeetp in the 1930s,
Jane Dowson places Warner's and Ackland's candidetip
collaboration within a gender-bending tradition tEfsbian literary
correspondence:

Poems about shared loved are remarkably few afidultifto categorise. There is
nothing of the confessional, even if there is cog&ional intimacy. The love songs
of Valentine Ackland and Sylvia Townsend Warnertsas in the title poem of
Whether a Dove or a Seaglic] are the most lyrical. These, like some byaVi
Sackville-West, should be read in the light of shian aesthetic of mutuality and
coded declaration. (Dowson 1996:22)

Wendy Mulford also describes their compilation afems as forming
“part of a continuing dialogue between the two Isie(Mulford
1988:50). In the same vein, Harman characterises itbok as a
“conversation between two intriguingly different iees” (Harman
2008:5). While agreeing with this point about thgémate reciprocity of
the poems, | myself want to explore in what pafdcuways the
collection contributes more tangibly to a lesbi@mmtciuum in terms of
its poetic elaboration of woman-identified expeden After the
depiction of the implicit ties of solidarity betweeavorking women in
Opus 7 the poems iWhether a Dove or Seagu#ike the continuum to
the very core of shared lesbian existence and mrstess. Here we
find not only a coming out of women as lesbiang,diso a bold attempt
to translate the sensibilities of homosexual lowe ithe literary craft of
poetry.

The volume was first published in America in 1988]lectively
attributed to “T. W. and V. A.”, and then reissuéd Britain the
following year, together with a key to the actuatlership of each of the
poems. It was a political as well as a poetic decjsreflecting the
response of the two writers to the challenges téctive commitment in
the 1930s. The most important underlying themestted poems
dramatise both this oppressive political situatiaag well as the
contrasting emotional and physical liberation afithnew-found love.
The tension can be seen in several of the poetihamges in the
collection in which the two women cling together &n literal and
metaphorical night that is filled with pain, cocfliand death. It is the
microcosm of their bedroom that seems at firstffershelter from the
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storm, but which provides only a temporary resjiten the troubled
world outside:

But to wake at night with the wind blowing,
With time flowing,
With cancers growing,
To look this way and that, from nation to nation,
To see desolation,
Battle and starvation,
To search the mind for what is left it,
Since cold cleft it,
Or base use bereft it,
And then to turn and see the loved one sleeping,
And know doom creeping,
Is to fall — Oh, is to fall a-weeping!
(Quoted in Ackland 2008:54)

In the poem that follows, Ackland responds by prtigy a mirror-image

of the limitations of love to displace this conditi of political and

existential angst. It is also one of several o@asiin the collection
where the poems have clearly been arranged togetioeder to create a
dialogue of night thoughts and feelings that badanbetween desire,
doubt and the demands of their shared social cemsei

Open your arms to me,
Open your eyes, to see
What crowd of misery
Invades me ceaselessly.

Wild things cry aloud:
‘No rest for the proud -’
Let be your bright head bowed
Over me —
And cover me —
Lest your eyes discover me
You, my mistress, cover me
With your gleaming shroud
(Quoted in Ackland 2008:54)

As part of this poetic interrogation of the powétesbian love, there are
also a number of overtly erotic poems that expltine tentative
expressions of the physical aspects of their mlatiip. These appear as
part of a secret nocturnal life that the two wornativate behind closed
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doors. Warner also muses about the impressionrttigiyt have made as
they walked out together in the village “pairedsjring as the cuckoos
do” (In Ackland 2008:93). At the same time, it issign of the social
invisibility of lesbians that many people, includimeviewers of the
collection, often mistook Valentine for a man. Tdnevas however one
notable exception: the American poet, Robert Ftosiyhom the volume
was originally dedicated. Frost was horrified by ttmore physical
poems in the book”, and requested not to be coaddttrther with it.
Writing to the critic, Louis Untermeyer, Frost adimd to his sense of
disgust and fear of castration on reading the book:

Don't you find the contemplation of their kind oblusion emasculating? | am
chilled to the marrow, as in the actual presenceoofie foul form of death where
none of me can function, not even my habitual @gem versification. This to you.
But what can | say to them? (Quoted in Harman 1%88:1

It was poems like the following, written by Acklarithat produced such
a homophobic shock in Frost. In a mixture of sty anomalous
metaphors of technology, geography and sexualét dhe influenced by
both Metaphysical and Futurist poetry, Ackland casiis the binaries of
rational and emotional, capture and release, a@ne passive in the
sensual exploration of the female body:

The eyes of body, being blindfolded by night,
Refer to the eyes of mind — at brain’s command
Study imagination’s map, then order out a hand
To journey forth as deputy for sight.

Thus and by these ordered ways

| come to you — Hand deft and delicate
To trace the suavely laid and intricate
Route of your body’'s maze.

My hand, being deft and delicate, displays,
Unerring judgment, cleaves between your thighs
Clean, as a ray-directed airplane flies.

Thus I, within these strictly ordered ways,

Although blindfolded, seize with more than sight

Your moonlit meadows and your shadowed night.
(Quoted in Ackland 2008:46)
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Once again in reply, Warner herself plays upon #ikiterative
elusiveness of lesbian identity that is suggestethb L-word followed
by three dots, almost like an abbreviated love ttee not speak its
name. There is certainly an intended pun on theroiation of the
letter L, which in French sounds like “elle”, meagieither she or her
(the poem also contains the old French word ‘deetieis denoting
young lady)® Moreover, for someone like Warner, who had been
heterosexual for the first twenty years or so af ddult life, the poem
recalls her wonder at falling in love with ValergirAckland, whose
androgynous persona was clearly a revelation toltwmas the great love
of Warner's life, love with a capital L, rebelliousnd exotic, with
Valentine metamorphosed as an elemental forcetofela

Loved with an L...
Lynx-eyed and leopard-thew,
Whom first | knew
Like the crane demoiselle
Long-legged and prim.
Limber in love and light
As lambs that dance in white,
Unmatchable delight
Of lip and limb;
Leda for hue, and fell
As lioness to smite
With lust’s renew.
Now, for the world’s spite
What more shall | tell?
Loved with an L...

(Quoted in Ackland 2008:96)

This aspect of the lesbian continuum connects abther theme in
the collection to which they both often return.hdugh the poems focus
mainly on the inner world of two lovers cocoonimgd small cottage,
their relationship is also linked to the seasoos tove that responds to
the changing times. They both seek therefore tactdéipe dynamic of
their feelings as something correspondingly natunalegrated and
authentic in their daily lives. Warner, for instengecycles the classic

* Warner was a fluent speaker of French and latelamsed translator of the
work of Marcel Proust.
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trope of locating their love in an organic impulsse that was rooted
both in nature and nurture:

This sapling love

That you by chance have planted
In me, unwanted,

Shall never wander or remove

Out of my grief;

Thence it shall thrust and nourish

Till it is flourished

With steadfast power of limb and leaf.

Stray as you will
Through time and into distance
It with insistence,
Unmoved, shall follow you, until

Being full-grown

It touch you into its tether,

And we together

Under my shade and banner of love lie down.
(Quoted in Ackland 2008:83)

In contrast to this image of love’s exclusive ingosion, there is also, as
I have indicated, an urge to reach out to anotlwtdyone that is not so
private and secure. As i@pus 7 this takes the form of short, poetic
sketches of other women, usually working-class, sghlives are more
constrained by the hardship of domestic work inagws that have very
few amenities. The condition of the rural poor lmeeathe focus of
Warner’'s and Ackland’s first public activism togethinvolving them in
campaigns for the rights of village wives and ssgvgirls, against the
long working hours of farm labourers, the low wagée lack of health
care and schools. Apart from in their poetry, tesnmiment culminated
in the radical sociological study that Ackland psiéd herself in 1936,
Country Conditionswhich Mulford decribes as a “handbook setting out
all the disadvantages the agricultural worker seflein work, housing,
transport, education, health, wages and socidl(Mailford 1988:79). In
another poem in the collection, “Being Watched”, méa connects
herself to a tradition of struggle of women to malte gardens that
provide fruit, berries and vegetables for the tabléask that is seen in
terms of “warfare [...] taken on with weeds”. Matempellingly, she
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imagines herself being observed by the former fenoacupants of the
cottage, with whom she shares a sisterhood of palygabour among
women throughout history. The ghosts of these nessehousewives,
who have coaxed the same reluctant soil, gathdewhie digs, creating
a continuum of truculent female experience and @onosness:

‘| fought these twining foes my lifetime through:
Now they have shackled you.’
| raise my eyes to confront the darkened air,
And other watchers are there.
Us with indifferent contented gaze
The empty house surveys.
The hedgerow ash its gossip with the wind
Breaks off a while to find
New talking matter in a comparison
Of her newcome, her gone.
‘One woman or another, 'tis no odds,
Now this one grubs and plods,
Much as the other did who now stands by.’
‘No odds,’ the weeds reply;
And silently plum-tree and apple-tree
Reach on, and root in me.
(Quoted in Ackland 2008:100)

Thus, the figure of Rebecca comes back to haunh®varpoetry also in
this new context. Warner's identification with womevho eek out a
living from the soil, often demonised for their wlde, reverberates
through several of her poems in the collection, tm@gcatively in

“Wintry is this April, with endless Whine”. Once m&y Warner imagines
an encounter with an older woman in a garden, pirggpaéhe ground for

planting. In this very much down-to-earth vignetidarner documents
the life of a working woman, with whom she cleafBels a strong
affinity, both because of her physical toughnesd astracized social
status. As in previous poems, Warner oscillatesvéeh positive and
negative images of the earth, sometimes seeirgatsource of spiritual
regeneration, at others as a physical enemy toobght but never
completely conquered. Repeatedly, however, she shmrv awareness
that labour on the land was no idyllic pastime, &dutard-won battle for
survival, not least in the growing of garden crolpst was traditionally
the task of the women:
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| passed the house

Where under sagging thatch dwells she whom all
Think witch, and call

Grannie — though she goes light-foot as a girl
Under her threescore years and ten. There,

With wind-wisped hair

Straggling under hat rammed down, and roughshod
Small foot on spade, obstinate to the blast,

The ill day’s last

Opponent, she worked her winter ground for spring.

Above the wind rang the spade’s stroke on flint,

As she by dint

Of versed limb’s long cunning clod after clod

Wrenched from the sullen hold of earth and turned

Backward and spurned

Free of her steel, and with the wind were borne

Her grunts, angry and triumphing, as though sheuedd a foe
(Quoted in Ackland 2008:35)

The lesbian relationship between Warner and Acklahavhich the
poems inWhether a Dove or Seaguwllere a literary celebration, proved
without doubt a turning-point in their political dwmwvriting careers. After
joining the Communist Party, they became in Mulfenchrase “Writers
in arms”, both literally and metaphorically (Multbr1988:70). Not only
did they use their writing and speaking talentptomote the struggle
against fascism and for socialism. When the Spabigih War broke out
in 1936, they refused to just sit on the sidelinediinteering instead to
serve at the front as part of an ambulance uniBancelona. Warner
herself became an executive member ofltiternational Association of
Writers for the Defence of Cultyrattending conferences in London,
Paris and Madrid, while the civil war still raged Spain, where she
argued for active solidarity in deed as well aword.

The 1930s was also a prolific period of literaryoquiction for
Warner, resulting in two of her most overtly paléti novels -Summer
Will Showin 1936 andrhe Death of Don Juaim 1938. The first was set
in Paris during the revolutionary uprising of 1848 second was what
she herself called “a political fable” (Quoted inuNbrd 1988:124),
based on the Spanish Civil W&ummer Will Shows certainly her most
ambitious and elaborate feminist work of fictioretailing the complex
historical dialectic of lesbian love and revolution political activism. It
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represents the culmination of Warner's contributiom a literary
dramatisation of the lesbian continuum.

Women and Revolution: Summer Will Show

In her introduction to a recent reprint of WarneBsmmer Will Show
Claire Harman makes another rather surprising aisdr, in light of the
previous feminist discussion of Warner's work, that her view, the
story is not primarily concerned with either sexoalsocialist politics:
“Just as this lesbian novel refuses to unpick amtiegorize the
characters’ sexuality, so there is no special phegadn behalf of the
author’'s own political ideology” (Harman 2009:x)lthough she admits,
using a curiously disdainful metaphor, that “we nsag 1936 poking its
face through the fabric, a reminder that Warnen@@ummer Will Show
of and for her own troubled times. The ultimate sag® is, however, a
fatalistic and pessimistic one”, that is of theud&ns of revolutionary
social change (Harman 2009:xv). More perceptiviiaroula Joannou
emphasizes instead the radical co-relation betweeithemes of gender
and social liberation in the novel: “The issuessekual and political
revolution inSummer Will Shovare seen to be inextricably linked and
the one to be a prerequisite for the other” (Joaritfa98:100). Although
Joannou does not explore this critical observaitioany detail, she has
nevertheless put her finger on what is a pivotahtpio the novel. Using
the concept of the lesbian continuum, it is possitd develop her
comment further and argue that the gender war ithataged against
Sophia by her husband, who cheats on her, abardanstrips her of
her income and takes away her children, is a patgmojection of the
1848 class war in France, into which Sophia is asawn. Thus, the
sexual attraction that Sophia subsequently feelgrds Minna, the
charismatic ex-mistress of her husband, and thdcatdoolitical
involvement that Minna also represents, are intyabound together in
the novel. Moreover, this aspect of the gendergokeance of these
women provides the basis for their becoming bo#bikn lovers and
revolutionary activists together. Paris offers #fere not merely a
physical escape route for Sophia from the prisamskoof her marriage
in England, but also the possibility for her to ereherself
psychologically, socially and sexually from the strittions of
heteronormative convention.
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Ostensibly, the starting point of Sophia’s transfation is her
decision to leave her privileged, but pointlessndsticity in Dorset and
go to Paris to confront her husband’s mistressnislirder desire to have
an illegitimate child of her own is also an indioat of her desperate
determination to break with her past. Instead,dmounter with Minna
leads to her questioning much more than her owsop@t submission to
male authority. It is Minna who helps her gain anlerstanding of the
patriarchal structures that have determined herdg a woman, a wife
and a mother:

‘You have run away,” said Minna placidly. ‘You'llewer go back now, you know.
I've encouraged a quantity of people to run away, lkhave never seen any one so
decisively escaped as you.’[...]

‘But what have | run away from?’

‘From sitting bored among the tyrants. From Sun&amhools, and cold-hearted
respectability, and hypocrisy, and prison.

‘And domesticity,” she added, stepping out of thistdrs. (Warner 2009:179)

It is however not only her husband’s male chauvibishaviour that

compels Sophia to see herself in new ways, but @leoconcomitant

destabilising of her own heterosexual female idgnli is the discovery

of her physical attraction to and desire for Mirasaa woman that is the
catalyst that changes everything. Without the shammaoral misgivings

Sophia feels about her own marriage, their relatigizs awakens the
passionate, spontaneous and sensuous sides oaSopdiiure that have
previously remained dormant:

Never in her life had she felt such curiosity oeatned it possible. As though she
had never opened her eyes before she stared avented head, the large eloquent
hands, the thick, milk-coffee coloured throat thmtused the siren voice. Her
curiosity went beyond speculation, a thing not leé tbrain but in the blood. It
burned in her like a furnace, with a steadfast adsipe heat that must presently
catch Minna in its draught, hale her in, and deverr (Warner 2009:120)

Although the scenes of love-making between the wamen are
discreetly drawn in the novel, it is nevertheldsis sexual conversion
that opens up a life that is radically differemberating and satisfying to
Sophia. It is this new-found freedom that encousdger to question her
own class prejudice and eventually embrace thetdiban ideas that
Minna advocates. A parallel is therefore intimatestween Sophia’s
coming out as a lesbian and the struggle for arradtive world that is
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going on outside in the streets. Thus, Warner weaogether the
personal and the political conflicts through thegbmlogical tensions
between individual and collective in the storyblsth contexts, the novel
articulates a historically grounded, yet utopiasigefor a different way
of life, where social inequalities are redressad, hore significantly,

human relations are transformed.

At the beginning of her relationship with Minna,wmver, Sophia
thinks only of her own personal liberation: “I aas€inated, she thought.
| have never known such freedom, such exhilarataen] taste in her
presence” (Warner 2009:183). It is her dramatis lafsmarital status and
demotion into the ranks of the dispossessed tmataimentally challenge
her aristocratic attitudes. Her rather melodramatiperience as an
unsuccessful street singer also triggers a radiaidl in consciousness.
Being drawn into political activism is seen therefoas a logical
consequence of her social descent, even thoughohée again Minna
who functions as the female principle of conscioesistance in the
narrative, the one who explains the radical tramderce of Sophia’s
new life. This personal revelation also correspoimisthe symbolic
coming-to-fruition that the title of the novel swggs, Summer Will
Show

I/t is not true, Minna, that | have left Freddsiand renounced my income because
my sympathies are with the Revolution. | am herkam because | saw a chance of
being happy and took it. As for the Revolution, whamacked my husband’s face
and sent him to the devil, | never gave it a thaugh

‘Anyhow,” she added, countering a look of triumph Elinna’s face, ‘I had done
with Frederick long before. The smack was only stgaript.’

‘You had done with Frederick, yes. But what is th&t?had |I. So had dozens of
other women. To give up a thing or a person, thaifino significance. It is when
you put out your hand for something else, somethietter, that you declare
yourself. And though you may think you have chosee, Sophia, or chosen
happiness, it is the Revolution you have chosendrfr 2009:226-7)

Sophia’s trajectory starts with her alienated ctodias the personal
property of her upper-class husband: “/T/o thinkttthe stables and
sheepfolds and kennels of Blandamer House had nooluped a more
vigorous or better-trained animal than she” (War2@09:9). However,
instead of remaining a thoroughbred servant, sheestto become a
fully human being whose existence is validated hmsy ¢ontrol that she
gains over her own body. Living on the margins lafss society and
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beyond the norms of heterosexual behaviour, herre@singly
compromised status as a lady is depicted in invpregortion to the
physical and emotional freedom she experiences nasn@ependent
woman:

The decorum of class had gone, the probity of de&kgone too [...] With a step
she had ranged herself among ti@uvais sujetshe outlaws of society who live for
their own way and by their own wits. There had beertedium about her fall, and
with a flash every false obligation was gone. [..grHhappiness, blossoming in her
so late and so defiantly, seemed of an immortal.ki#arner 2009:235-6)

Warner’s novel is historical in that it is set hretpast, but there is also a
more modern Marxist consideration of residual, d@ant and emergent
ideology that goes beyond its specific"1€ntury context. Different
levels of political and gender awareness are rigfite@n the narrative.
This is something Warner saw herself as a prerggufer writing
historical fiction: “There were tolerable Marxidtefore Marx. But they
were before Marx. And a historical novelist wholires (and | think the
historical novelist should) the economic groundehasmust
simultaneously recognise the social-economic Janat which move
that ground-base [...] The historical novelist carahmdge the obligation,
so it seems to me, of knowing pretty accurately pewple clothed their
minds” (Warner 2012c:270). There are certainly @eta in both

® These categories of residual and emergent aspéctsilture are usually
associated with Raymond Williams, who discussemthé length in his book,
Marxism and Literaturg(1977). In an earlier essay, Williams defines tive
concepts in the following terms: “I have next toramuce a further distinction,
between residual and emergent forms, both of atemm and of oppositional
culture. By ‘residual’ | mean that some experiencesanings and values, which
cannot be verified or cannot be expressed in tariitee dominant culture, are
nevertheless lived and practised on the basiseofakidue - cultural as well as
social - of some previous social formation [...] Bynergent’ | mean, first, that
new meanings and values, new practices, new signifes and experiences, are
continually being created. But there is then a megttier attempt to incorporate
them, just because they are part - and yet nofinedepart - of contemporary
pratice. Indeed it is significant in our own perioow very early this attempt is,
how alert the dominant culture now is to anythihgttcan be seen as emergent.
We have then to see, first, as it were a tempaialtion between a dominant
culture and on the one hand a residual and on ther dvand an emergent
culture” (Williams 2001:170-1).
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Minna’'s and Sophia’s consciousness of class andlegethat appear
somewhat before their tinfeOf course, Warner is also writing back at
the contemporary political conflicts of the 1930showing how
revolutions throw up ideas that connect both tophst and the future.
However, it is at such liminal junctures in her eiepment within the
lesbian continuum that Sophia is shown making p tewards a higher
level of feminist awareness. There is thereforeadedtical link made
between a woman’s marginalization as a lesbiantle@dort of situated
knowledge that this social and sexual position reakgailable. As
Adrienne Rich also notes:

By the same token, we can say that therenaszenfeminist political content in the
act of choosing a woman lover or life partner ire tface of institutionalized
heterosexuality. But for lesbian existence to realiais political content in an
ultimately liberating form, the erotic choice magtepen and expand into conscious
woman identification — into lesbian feminism. (Rit®94:66)

In Sophia’s case, she comes to understand mordycheav the personal
deepens the meaning of the political. Thus, she gamen being a foot

soldier of the revolution, smuggling ammunition guaditical pamphlets,

to seeking a greater theoretical grasp of its efjias of struggle. She
begins therefore to intervene herself in the deha@metimes in order to
guestion the opinions of the leaders, most of whoenmen. At one point
for example, both Minna and herself reach the spnescient critical

conclusion about the shortcomings of this male destup, whose

decisions will have such dire consequences forahelution:

® The novel also contains other more tangibly ar@miktic details, such as the
fact that on the last page of the book, Sophiagdiam the opening paragraph
of the Communist Manifeston English in the 1888 translation by Samuel
Moore, which begins with the famous words: “A speds haunting Europe -
the spectre of Communism”. The very first versiorEinglish of theManifesto
was translated by Helen Macfarlane and published880, still too late for
Sophia to read it in 1848, however. Macfarlaneanstation also begins: “A
frightful hobgoblin stalks through Europe. We asuhted by a ghost, the ghost
of Communism”. See further, Rowbotham 1998:3.

| use the term "writing back” in the same postetndl sense of engaging with
the dominant ideological discourse of the time. S&ther Ashcroft, Griffiths
and Tiffin 2002:6.
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‘Yes, | know about lock-outs. It is a device oftesed in England. But are you going
to stand it?’ [Sophia] enquired.

‘No!" said the man.

‘No,’” said Minna.

‘Decision is a great deal,” pondered Sophia. ‘Bat quite sufficient. | think you
would do well to get rid of some of your ridiculolgaders for a start.’

‘That idea has occurred to us also, as it happ€hs. more so, since we do not
consider them our leaders. At first, our go-betvgeemd now, for some time, our
betrayers.’” (Warner 2009:250).

Similarly, in the key political discussion aboutré&&ad or Lead”, that is
reform or revolution, Sophia searches herself fateological
clarification, before taking a stand of her own:o# into the most
outrageous rumours and theories the question ofitiikless penetrated,
and those wordsBread or Lead clanged through every conversation.
Sophia found herself believing, arguing, theorisingth the rest”
(Warner 2009:283). Although this is undoubtedly avei of historical
ideas, one of the strengths of Warner’s depictibthe 1848 revolution
in Paris is that its conflicts and contradictiomsribt merely make up the
backcloth of the plot, but are dramatised throughdlash of intellectual
and emotional responses of the characters thensseéfvparticular those
of the women.

In the end, after fighting herself on the barricadend witnessing
Minna being bayoneted in the breast, it is Soptha i8 left to deal with
the consequences of the revolutionary defeat. Tthesnovel concludes
with a contrasting set of images that both harkkltacthe isolated and
frustrated woman she once was and the personificafi female agency
she has become. It is a point in the novel thatdceasily have become
psychologically simplistic and ideologically redivet, but is left deftly
in the balance of personal confusion and radichiigal hope:

Ah, here in this empty room where she had felt sughassioned happiness, such
freedom, such release, she was already feelingtlexas she had felt before she
loved Minna, and wrapping herself as of old in tbatvard’s comfort of irony, of

cautious disillusionment! How soon her blood had cold, how ready she was to

slink back into ignominy of thought, ignominy ofeleng! [...] She took up one of
the copies, fingered the cheap paper, sniffed #ashodour of printer’s ink, began
to read. [...]

‘A spectre is haunting Europe — the spectre of Conanuif..]
‘Communism is now recognised by all European Powebs fitself a power
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‘It is high time that Communists should lay before whole world their point of
view, their aims and tendencies, and set againg $ipiectre of Communism a
Manifesto of the Party itself

She seated herself; and leaning her elbows oraetile, tand sinking her head in her
hands, went on reading, obdurately attentive anddayees absorbed.

(Warner 2009:328-9)

Thus, the novel closes on a note of critical réfter; of Sophia’s need to
come to terms with her sense of profound individass and new-found
political conviction. As at the start of her stoghe finds herself once
more alone. However, the difference is that now It been part of a
counter-culture of rebellious women and men, wheehaied to live
together in solidarity, against the tyranny of cemional social habit.
Moreover, her love for Minna remains a challengené&eronormative
practice, a defiant memory that continues to pbsepbtentially utopian
guestion: what if?

Thus, Warner’'s novel not only extends the expesent female
bonding in her writing, it also stands as a fictibtestimony to a lesbian
continuum of gender-based resistance. Sophia'saliioe encapsulates
what Adrienne Rich has herself identified as theepsal driving force
behind this continuum: the struggle of women t@mwec the power over
their own personal and sexual identity. There isregaver, an intrinsic
link between the political and the erotic, in thhe trajectory of the
lesbian continuum involves different forms of résmce to compulsory
heterosexuality: “/W/e can connect these rebell@mms the necessity for
them with the physical passion of woman for womdriclv is central to
lesbian existence: the erotic sensuality which besn, precisely, the
most violently erased fact of female experienceickR1994:57).
Summer Will Shovis Warner's greatest tribute to this radical lagbi
tradition of dissenting women.

It is these woman-identified values that inspiredridér's own literary
pursuit of the deviant lesbian condition, past present. My discussion
of this female consciousness, sometimes oblique andthers more
explicit, in her early 1930s work has thereforerbéased on the same
radical feminist rationale. 1 hope moreover that ragaptation of
Adrienne Rich’s concept of the lesbian continuuns tshown how
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relevant this can be in illuminating more fully asgs of Warner's
writing that have previously been blurred or igrtbi®y other critics. In
an article she published lreft Reviewin 1936, Warner wrote about her
view of the essential social function of literargiticism: “A literary
critique is not merely concerned with literatures Aiterature is
concerned with living, its criticism must have e linterest also, must
express an outlook on behaviour and social conwditio(Warner
1936:178). In my own approach to Warner’s lesbiéerdry project |
have tried to remain true to the spirit of thisicatly oriented, critical
practice.
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Resisting the Hero’s Tale: The Trope of the Cowardl
Soldier in the Literature of the Great War

Cristina Pividori, TecnoCampus (Universitat Pompeabra)

Abstract

Among the experiences of otherness that unsetikedhperial trope of the warrior hero,
this paper focuses on the representation of thembim three autobiographical responses
to the Great War. By following the traces of thelimgerer, the deserter and the
psychologically injured soldier in Herberfihe Secret Battl¢1919), Aldington’sDeath

of a Hero (1929) and Manning'$Her Privates We(1930), the hero-other distinction
induced by Victorian standards will be explored agopular theme that becomes
problematic on the Western front, as the figuréhef (heroic) self and of the (antiheroic)
other start to move away from the rigidity of thedry system. While Herbert, Aldington
and Manning keep a strong component of their ovassclnd patriotic identity both in
their novels and in their lives, the Great War eipee suggests the possibility of
removing the association traditionally maintainestvieen heroism and the Victorian
notions of manliness. Such openness not only aiggte the norm, but paves the way for
the elaboration of a new sense of heroic selfh®@adticular attention is given to the
representation of the shell-shocked soldier aseaddistruggle and negotiation between
the trope of cowardice and its reality.

Key words: trope; hero; coward; shell-shock; masdtyl

1. Introduction

The trope of the soldier as a warrior hero, whossestial traits were
physical strength, courage and aggression, onrieéhand, and a moral
dimension to justify war on the other, was a dominaaradigm in the
literary construction of the heroic masculine idéwelt prevailed in mid-
to late-nineteenth century Britain and in the ygaisr to the Great War.
The depiction of masculine traits as innate essengechanging and
ahistorical, derived from an overemphasis on aargsdist view of male
roles, the function of which was to divide, separand thus manage
masculinities based on a binary opposition betwher(heroic) self and
the (antiheroic) othéer.In the context of this Manichean confrontation,

! Essentialist theories of gender—in opposition thatvhas been called
“constructionism” or “social construction of masiogl identity” (Gilmore 1990:
1; Connell, 2005: 67-70; Kimmel 2004: 93-116)—akdbat “masculine or
feminine traits are innate (essences) in the iddiai” (Buchbinder 1994: 4).
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the representation of the warrior hero was thussttooted against “a
negative stereotype”™—embodied by women, cowardsjdsexuals and
the omnipresent military enemy— that “failed to @@ up to the
ideal” and projected “the exact opposite of truescudinity” (Mosse
1996: 6). Blurring this type of distinction, whicfihompson calls
“bonding-by-exclusion” (1982: 176), seemed to ineakaos and defeat.
As British colonial expansion continued into theenhtieth century,
together with the military demands and the neepetpetuate the status
quo, the blank acceptance of the idea that “bybeotg Others we define
ourselves” (Barkan 1994: 180) started to revealattrdeties behind the
traditional concepts of manliness.

In fact it was the encounter with modern warfarel amth the
unprecedented scale of death during the Great léamatted as the final
straw in the subversion of the apparently stabjeeimal discourse. While
still promoted through the use of uniforms, thederin the regiment and
the remembrance of the fallen, this binary systetmereby the British
soldier had the right to assume superiority over #mtiheroic-other,
started to raise questions and concerns aboututbenmraking process.
The borderlines between ‘the hero’ and ‘the otte#her disappeared or
shifted sharply; the meaning of ‘them’ started ¢osleen as a variation of
the meaning of ‘us’ and the alterity of the otheuld not be always
secured. As Barrell suggests, “what at first isnsa® the other—utterly
foreign, repugnant, disgusting—is ‘made over thie gif the self” (gtd
in Steedman 1995: 72).

Among the experiences of otherness that unsetbednbrmative
image of the British soldier, this paper focusestlmn representation of
the coward. In Hadlock’s words, “the coward is léirtg figure, in every
sense” (2006: 239). The idea of cowardice as pnogidn exact mirror
of the anxieties and fears of the soldier herassirttive of World War
One literature. The coward is an outsider thatirespfear and rejection

This essentialist approach to gender was a constaviictorian literature and
allowed for the construction of the binary oppagis that distinguished warrior-
heroes from the others—females, cowards and enemiasd made them
appear either as the protectors or seducers of wamas the feared enemies of
other men (Buchbinder 1994: 3; Mosse 1996: 9; ByaiD03: 24).
Consequently, Victorian writers and readers wei@araged to praise forms of
heroism that not only excluded women but—becausthaif racial, class and
ideological components—also excluded large numbensen.
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and is always stereotyped in much the same mammeét faces the
accepted norm; yet it also internalizes the neeth¢orporate certain
non-normative aspects into the soldier's experieddg contention is
that the exploration of the figure of the cowardigldier demands a
reconceptualisation of the concept of the herolitisemore significant
and subtle ways than have been acknowledged byndoinnarratives.
In that sense then, the coward emerges as an adergsistance,
embodying the conscious or unconscious abandonofigme-war ideals
of manly behaviour. By following the traces of tt@wvardly soldier—in
the representation of the malingerer, the desartdrthe psychologically
injured soldier—I will explore how the hero-othdstihction induced by
Victorian standards became problematic during theaGWar, as both
hero and other start to move away from the rigidityhe binary system.

In order to develop my arguments | will focus onreth
autobiographical responses to the Great War, HesbiEre Secret Battle
(1919), Aldington’sDeath of a Her1929) and Manning’'sler Privates
We (1930). The three texts share a common themebemts Harry
Penrose, Aldington’s George Winterbourne and MagieiiBourne are
similarly affected by the war, exhibiting the typ&stoic resistance that
may have won them a Victoria Cross, yet, their posfeaction is driven
too far to resist the weight of war and they aradd into victims rather
than heroes or, better said, into the victims-asd® Although the three
writers represented, enacted and reproduced thelating codes of
manhood both in their novels and in their lives—ythame from middle-
class and upper-middle-class backgrounds; they beeh to public
schools and served as officers at the front—thé#itudes towards
cowardice suggest the possibility of removing thesoaiation
traditionally maintained between heroism and noiveamasculinity.
Functionally, the presence of the cowardly soldiethe texts may be
attributed to the need to distinguish it from pnop®gle behaviour, yet it
may also be read as the expression of the writeva) restrained
impulses, as fear was the driving force behindrthiries. In effect, as
Scheunemann suggests, fear is not only “the ematiost intimately
connected with war” but “fear and cowardice may egpto be too
closely connected” (2012: 181). The three noveéssiructured around
fear, or rather around the tension between theaési and the fear of
war.
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Moreover, Winterbourne’s suicide and Penrose’sgaliedesertion,
which were essentially related to cowardice atttime, are in fact the
result of severe war trauma. The question of “séledick,” then, will be
brought to the fore, not just as mental injury, bsta site of struggle
between courageous and demonic stereotypes ofryililentity. The
figure of the shell-shocked soldier becomes a nietiathat goes beyond
the sense of oppression and futility that permeatesl Great War
experience. It has to do with certain masculineulsgs and behaviours
that departed from the hero’s tale and revealedtémsion between
traditional gender roles and the private, emoti@xglerience of war. My
contention is that the appreciation of the widectpen of acts ranging
from the courageous to the cowardly is critical understand how
cowardice is represented both as trope and rdalitlye literature of the
Great War.

2. The Malingerer, the Deserter and the Shell-skdckoldier

As a countertype to the hero, the trope of the cdwaes back in time to
Aristophanes’ comedyhe Knightsin 424 BC, in which the cowardly
soldier is first introduced as a purely comic tygdeonymus was an
Athenian general who dropped his shield in battid #ied. Whether in
the form of a mock-hero or in a more tragic, evilpdtiful portrait, the
coward has been a recurrent theme in literatuhagily because manly
courage has always had a heightened social dimehdio the late

2 Unlike Aristophanes’ mock-heroic treatment of Glgmus, Sir Walter Scott’s
The Fair Maid of Perth(1828) follows the tragic destruction of the cogar
Self-aware and ashamed of his cowardice, Conacbemmits suicide after
fleeing a duel with Henry Gow, his rival for therfubof the fair maid Catherine
Glover. In 1884, Guy de Maupassant takes his readés the mind of another
tragic coward. “Le lache” was published @ontes du jour et de la nujL885)

and tells the story of Vicomte Gontran-Joseph dm@&es. After what may be
regarded as a mental duel with himself, the Vicooat@mits suicide rather than
face the fear of death. This is because duels feerght “for the sake of male
honour, and the concept of honour was to last,céeteal with courage [...] [T]o
be called a coward was the worst insult” (Mosse6198), even worse than
death. The representation of character traits stintg traditional

representations of the heroic can also be seermakeSpeare’'s plays. All the
complexity of cowardice and courage is containedhim character of Hamlet
who, faced with evidence that his uncle murderesl father, becomes too
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nineteenth century, a New York Times editorial adjthat “to be brave
is as essential for a man as to be chaste is Wayman” and that “these
fundamental points of honor are rigidly exactedpimportion to the
elevation of society” (“The Crime of Cowardice” 186 No matter how
much the traditional masculine ideal has variedietail, it has always
served as a symbol for the hopes of society aeldtg enemies, then, are
seen as the enemies of society as well, as theeimfithe courageous
soldier willing ‘to do his bit for King and countrnhas been built in
opposition to all that this single standard of n@othis not.

Despite this alleged ‘stark opposition’ between terageous and
the cowardly, the history of literature has allowfed a more complex
appreciation of what seems to be a highly subjecand disputable
matter. The complexity of the so-called “unheroiodes” (Brombert
1999: 1) and the idea that the anti-hero emergéa sgecial category of
heroes” (Lubin 1968: 3) make it possible to sugdblst perhaps the
courageous was twinborn with the cowardly, thaeneht to the classical
heroic ideals was the human failure to achievet teast to sustain those
ideals: “Every hero has his weakness, and we mbgvieeevery coward
has a point where he comes to bay and will figlg world” (“The
Coward in Literature” 1909: 255).

The Victorian imperative to rebuke cowardice andere courage
profoundly affected how soldiers behaved at thentfrowhile
performance in battle was especially subject tgémient in these terms,

indecisive and thoughtful for revenge yet too bfadsuicide. Macbeth, on the
other hand, can be regarded as a coward, if compete Lady Macbeth, yet he
is strong and brave as a soldier. As mentioned gbsometimes the coward
serves as comedy relief. School stories dwell mmaglkion the representation of
the coward, particularly Thomas Anstey Guthri&&e Versa: A Lesson to
Fathers(1882). By some magic trick, the amiable busimaas Paul Bultitude

finds himself transformed into his son’s person ardected to fight his battles
in a boarding schootuled by the hated Dr. Grimstone. As to the coward
villain, the rich Barney Newcome, in Thackeray'he Newcomegl855), is a

genuine Victorian specimen of the braggart typeckBns’ Barnaby Rudge

(1841) brings about one of the most abject cowattts:hangman in Newgate
prison. Edward Dennis’ horror of being executednigxact proportion to his
enjoyment of inflicting death on others. Becausehgir unsettled roots, Jews
were not only considered as outsiders, but asraeptarget for cowardice; the
Jew picture-dealer in Kipling’The Light that Failed(1890) is an interesting
example.
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the challenge to preserve and enhance manly ré@outaas an ongoing
concern. It entailed both avoiding conduct that hhhigave invited the
charge of cowardice and keenly upholding manhodtenoat the

expense of other men. Those who, because of theianly behaviour,
were regarded as cowards could not align with #neume soldiers and
were marginalised by the group. Of Lance-Corpor#le¥] a deserter on
the Somme who was now under arrest, Manning’s Bofgals “a wave
of pity and repulsion” (Manning 1999: 122Miller is deemed to be
inadequately masculine: “after one glance at theakvmouth and the
furtive cunning of those eyes, Bourne distrusted hi.] he had the look
of a Hun” (123). Not only does his bodily structatiéfer from that of the

rest of the men in the battalion, his mind is urslegpicion as well: “he
carried with him the contagion of fear” (122).

Miller symbolises physical and moral disorder. THisal cowardly
dimension emerges from the equally dual personafitthe hero—both
strong body and pure soul—yet one-dimensionallycgiged as a
harmonious whole. Either because he is physicatgkwor because he
was suspected of avoiding suffering, the spectackeven the very idea
of pain, Miller fails to measure up to proper mha&haviour. Manning’'s
judgment is maintained even after Miller's deathteace is commuted
to penal servitude and he returns to duty: “Theghtt to ‘ave shot that
bugger,” said Minton, indifferently; “e’s eitherlaoody spy or a bloody
coward, an’ ‘e’s no good to us either way” (Mangi©h999: 193). Yet,
although the cowardly Miller constitutes a comgiica Bourne and his
chums wish they did not have—"he was a ghost whfortumately
hadn’'t died” (123)—none of them would choose toplaet of the firing
squad. Conveniently, then, Miller vanishes oncdraga the eve to the
next attack and so does the uncomfortable reminfidris cowardice.
Miller’s desertion becomes the vehicle through wHiourne vindicates
the grim courage and endurance embodied in theefighi one of his
pals, Weeper Smart:

% It is important to mention that desertion was ramaly “21 soldiers deserted
out of every 10000” during the first year of thervand “the rate fluctuated
around 6 and 9 for the rest of the war” (Bourke &:980). However, Bourke
adds that “forging signatures to ensure that theyewniles away at zero-hour,
getting another man to answer their names at will dodging parades and
slipping out of camp were habitual activities foamy servicemen” (80).
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[...] for no one could have had a greater horror éirgdhd of war than Weeper had. It
was a continuous misery to him, and yet he endiirddving with him, one felt
instinctively that in any emergency he would ndtdee down, that he had in him,
curiously enough, an heroic strain. (Manning 1998-194)

Manning stresses that “the interval between theahatowardice of
Miller, and the suppressed fear which even brave i@k before a battle,
seemed rather a short one” (82), suggesting th@hghe most extreme
conditions, anyone could break down. Yet it is feerful Weeper Smart
who carries Bourne back to the trenches when hé sy a bullet at the
very end of the book (246). In this sense, frieiugmerges as a higher
value, even higher than all forms of patriotic adealistic exhortation.
The difference between the cowardly Miller and WareBmart is that
Weeper cares for his friends. The ‘isms’ for whidanning’'s Bourne is
fighting become less important than himself andrtiea next to whom
he fights. The quality of the ties emerging frore tommon experience
favours a secret bond among Bourne and his chuarsgrise of having a
collective, ‘clandestine’ self, which could not b&ade visible to those
‘outside’ the war” (Leed 1979: 113). Manning thegects those who, by
their cowardly actions, betray this bond, and tfwee attempt to
challenge his idea of heroism. In that sense, losdemnation of
cowardice goes beyond Miller; he blames those whdarthe decisions
at the expense of the sufferings of the men in rdweks. Unlike
Winterbourne and Penrose, Manning’s Bourne wasanaifficer but “a
man from the formally educated classes who [...] dietito enlist as a
ranker” (Parfitt 1988: 85), who bridged the gapwmsn the soldiers and
the hi%h command to place himself on the most valole side of the
divide:

* Manning came from a world of wealth and privileget when the war broke
out he enlisted in the King's Shropshire Regiment'Rrivate 19022” (this is
how he first identified himself as an author) whbeeelived together and trained
with the men in the ranks, mostly miners and faatmolurers. He was selected
for officer training, but failed the course. In ke was sent to France with the
7th Battalion and had a few months at the frorgréhhe experienced action at
the Battle of the Somme and was promoted to lancgecal. In 1917 he was
posted to Ireland with a commission as a secondeli@nt in the Royal Irish
Regiment but did not get along with the other @ffic (he had a drinking
problem, which led him into frequent fights). Whillke enigmatic Bourne is
indeed endowed with most of the author’'s own qigaljtartistic detachment was
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Herbert makes this unbridgeable gap even more lgisihen he
refers to those who, because of their physical rmondal distance from
the actual fighting, were only destined to be thgative countertype. Of
one of these “stupid generals” (Hynes 1992: X),bdersays:

[The Major General at Harry Penrose’s Court Martie{l many rows of ribbons, so

many that as | looked at them from a dark corn¢heback, they seemed like some
regiment of coloured beetles, paraded in closensolgompanies. All these men

were excellently groomed: ‘groomed’ is the rightrdiofor indeed they suggested a
number of well-fed horses; all their skins wergghtj and shiny, and well kept, and
the leather of their Sam Brownes, and their fieldtbpand jingling spurs, and all

their harness were beautiful and glistening infitetight. (1982: 116)

There is something clownish and ludicrous in thetrpgal of the
Major General; the idea of a circus parade, of‘greomed” and “well-
fed” horses, ironically mirrors the loss of ordemdaineptitude that
defined the British High Command during the GreaarWHerbert's
mocking observations about the Major General mago abe in
consonance with the “lions led by donkeys” attitstdggested by Clark
(1991: 19-20%. The Major-General’s position in the army had been
awarded by privilege, not merit, having being spailby upper-class
luxury and greed. Herbert's disdain is inspiredthg ‘manly’ man’s
conviction that the true nature of the countertgpald only be seen in
its proper dimension if both the ideal and its thetsis were put side by
side.

For those like Aldington’s Winterbourne who strugglto conform
to the norm, the search for an identity provedressting: So much so

achieved by describing the experience of the ramkthe Western Front. Such a
viewpoint put the author at a unique position ilatien to his contemporaries as
he had the chance of giving more prominence tohttierto largely neglected
men in the ranks.

® The expression “Lions led by donkeys” has beerelyidised to compare the
bravery of the British soldiers with the incompetenof their commanders.
Although Evelyn Blicher had attributed it to ther@an GHQ in her memoir
An English Wife in Berliff1921), the expression came to be popularly knagn
the title of Alan Clark’sThe Donkey41961). Clark was unable to specify the
exact origin of the expression and credited it tooaversation between two
generals in the memoirs of Falkenhayn: “Ludenddffie English soldiers fight
like lions.” Hoffman: ‘True. But don’'t we know thahey are lions led by
donkeys™ (ClarkEpigraph1991).
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that “he was afraid of being afraid” (Aldington ¥83)° Wandering
absentmindedly through the streets of London while leave,
Winterbourne is overwhelmed by the imposing presesicthe strong-
looking American marines, who “walked in London lwithe same
propriety swagger that the English used in Fran@dtlington 1984:
341). The standard of manliness is set, but how te be reached?
Winterbourne secretly knows that he will never bkedo measure up to
it. The fact that he is mistaken for a deserter thath reprimanded for
not carrying his pass speaks for itself (341). Hevehe is determined
to ‘do his bit" and ‘stick it out’ to the end. Hisish to take part in the
war is reinforced by his encounter with the expesésl soldiers coming
back from the front:

There was something intensely masculine about trsermething very pure and
immensely friendly and stimulating. They had bedresrg no woman and no half-
man had ever been, could endure to be. [...] Thekdd barbaric, but not brutal;
determined, but not cruel. Under their grotesquappings, their bodies looked lean
and hard and tireless. They were Men. With a Stanterbourne realized that in two
or three months, if he were not hit, he would be ohthem, indistinguishable from

® Winterbourne was also at pains to adapt to pudiwol traditions and rules
and satisfy general expectations:

Long before he was fifteen George was living a deuile—one life for school and
home, another for himself. Consummate dissimulatibryouth, fighting for the inner
vitality and the mystery. How amusingly, but ratheagically he fooled them! How
innocent-seemingly he played the fine, healthyb&aan schoolboy, even to the slang
and the hateful games! [...]. ‘Rippin’ game of reggoday, Mother. | scored two tries.’
Upstairs was that volume of Keats artfully abseedrom the shelves. (Aldington 1984:
74-75)

Yet Winterbourne was not the only one living a deubxistence; most boys
knew that deviation from the masculine ideal wasgestt to dismissal and strong
sanctions. As a commentator wrote in 1872: “a matib effeminate, enfeebled
bookworms scarcely forms the most effective bulwafla nation’s liberties”
(Turley qtd in Mangan 2000: XXIV). It was in thigadectic interplay between
bloods and non-bloods, manliness and effeminacwepand powerlessness
that masculinities were constructed and constdrahsformed. Unlike the “type
of ‘thoroughly manly fellow™ (Aldington 1984: 83)vho possessed the virtues
of physical strength and athletic talent, boys lilglington’s Winterbourne,
who were poor at games and “sank absorbed in he&shdis butterflies, his
moths, his fossils” (73), appeared as counter-figuo public-school standards.
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them, whereas now, in the ridiculous jackanapesigeif the peace-time soldier, he
felt humiliated and ashamed beside them. (Aldindi®84: 253)

War offers an almost exclusively masculine expegeto Winterbourne,
where no women and no-half-men are allowed. Coursgef course, a
prerequisite for heroic quality. These “intenselpastuline” men have
absolutely no objection to rushing bravely into gienous confrontations.
Their sense of abandon is something Winterbourngesn Without

having undergone the rite of passage into manhbedeels childish,
feminine. His admiration for the fortitude and sadi endurance of the
more experienced comrades constitutes a sourcetbfditraction and
distress, as he relishes—and fears—the chance tosdbit and prove
himself to them.

The fear of being seen as a coward dominates Resraea of
manhood as well: “I've a terror of being a failune[war], a failure out
here—you know, a sort of regimental dud, I've heairtbts of them; the
kind of man that nobody gives an important job leseahe’s sure to
muck it up” (Herbert 1982: 11). His efforts to m&@im a manly facade
mask everything he does. He needs to prove hintsetfe eyes of his
friend Benson, the narrator, and in the eyes dbhis While looking at
the plain of Troy, the classical surroundings & tallipoli campaign,
Penrose praises the feats of the Greek heroesranisgs not to be a
failure, not to be a regimental dud: “I'll have andned good try to get a
medal of some sort and be like—like Achilles or stawdy” (Herbert
1982: 12). Penrose’s feelings are those of thewdoy was raised to feel
courageous, but deep down does not feel it.

But what was the normative standard of couragehdRathan
pointing at the willingness to fight, Aldington aigs that the ideal of
manly courage was built upon “determination andueadce, inhuman
endurance.” And he ironically adds that “it woul@ much more
practical to fight modern wars with robots thanhamen” but that “men
are cheaper” (1984: 267). This inhuman, ‘machike*listandard of
courage determined the judgment of those who @iffdrom the norm.
In Rutherford’s words, it was “an heroic ideal,igbed of romantic
glamour certainly, but redefined convincingly imnbs of grim courage
an endurance in the face of almost unbearable rsudfeand horror”
(1978: 65).

Expectedly, not all men could bear the threat ofsptal and mental
devastation for long periods of time: Unlike rohdteen [had] feelings”
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(Aldington 1984: 267). Those who could not maintaire zest for
warfare and did not manage to desert used theirebags a form of
protest. Malingering, “the wilful fabrication of gkical or emotional
symptoms to avoid an unwanted duty” (Lande 2003) 18ecame one of
the responses to the failure of becoming a war.Heriginated in the
most basic human emotions such as exhaustion, @¢igpe resentment
and fear and grew as a practice as the war pragte8s Bourke writes,
“this inflation may be represented in Sir John @&l book on

Malingering and Feigning Sickness, first published1913. When a
revised edition was released during the war, thekbwas nearly twice
the size” (Bourke 1996: 85). Benson, Herbert's ataim, speaks of the
genuine exposure to risk that successful malingaequired:

S.LW is the short title for a man who has beenaterated’ with self-inflicted
wounds—shot himself in the foot, or held a fingeeiothe muzzle of his rifle, or
dropped a great boulder on his foot—done himself @atkless injury to escape
from the misery of it all. It was always a marvelrhe that any man who could find
courage to do such things could not find couraggdoon; | suppose they felt it
would bring them the certainty of a little respiéed beyond that they did not care,
for it was the uncertainty of their life that hadoken them. You could not help
being sorry for these men, even though you despisad. (Herbert 1982: 94-95)

Even if it was almost impossible to trace this type scam,
commanders, doctors and surgeons remained vigitardetecting it.
When the pretence was discovered, the malingeres warally
condemned by the group. Yet the situation led taély to injustice
when “the malingerer stole social benefits thatudthbave been reserved
for the truly disabled” or if “legitimate illnessivas mislabelled “as
fakery” (Lande 2003: 132-133). The harsh treatmgiten to
malingerers might be attributed to the fact that\fctim was, in reality,
only expressing the soldiers’ own impulses. HetbdPenrose despises
men with self-inflicted wounds, perhaps becausdtigse wrecks of men
he recognized something of his own sufferings” (i¢er 1982: 95). His
scorn, “was a kind of instinctive self-defence—putto assure himself,
to assure the world, that there was no connectiamenat all” (96).
Accepting that the cowardly emerged from the hetoisubvert it would
mean admitting to the existence of a negative sfdbe heroic ideal or,
in Manning’s words, to an “extreme of heroism” thatas
“indistinguishable from despair” (Manning 1999: 8).
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Although suicidal impulses were uncommon, sometimgside was
regarded as the only possible alternative to hgldin to fear-based
emotions. Aldington’s novel is basically the accoafi how George
Winterbourne is progressively and inevitably foreedommit suicide at
the war’s end: “| think that George committed stécin that last battle
of the war. | don’'t mean he shot himself, but itsve very easy for a
company commander to stand up when an enemy maghimevas
traversing” (Aldington 1984: 23). By revealing Wenbourne’s tragic
outcome at the beginning of the novel (the verle thetrays itself),
Aldington follows the structure of Greek tragedy ‘“@avoid any cheap
effects of surprise” and “give free expressionhe feelings and ideas of
one very minor actor in that great tragedy” (Aldmg 1968: 302).
Aldington’s narrator, both a soldier and a friemdsumes his “blood-
guiltiness” (Aldington 1984: 35) for his pal’'s dbat| told him then that
he ought to apply for a rest, but he was in agdnfeeling that he was
disgraced and a coward, and wouldn't listen to r(te984: 33). He
knows Winterbourne is in no condition to continuighfing: “by
November '18 poor old George was whacked, whacketh¢ wide”
(Aldington 1984: 23). And then he blames both thstifutions, for
overexposing Winterbourne to spiritual and mentaillufe on the
battlefield, and Winterbourne’s indifferent and ienpious family at
home:

The death of a hero! What mockery, what bloody Icéftat sickening putrid cant!
George’s death is a symbol to me of the whole siitige bloody waste of it, the
damnable stupid waste and torture of it. You'venseew George’s own people—
the makers of his body, the women who held his kodgheirs—were affected by
his death. The Army did its bit, but how could tAemy individually mourn a
million “heroes™? (Aldington 1984: 35)

The death of the hero on the eve of the Armisticdaubly ironic:
Aldington mourns the death of the generation wmoPobdd’s words,
“spent their childhood and adolescence strugglikg, young Samsons,
in the toils of the Victorians” (1929: 232) andtbé values that had ruled
their lives. In effect, those who had been educatéke Victorian heroic
tradition broke down under the continuous strairhafiing to repress
fear. Just like Penrose’s intolerance towards rgalimg, the narrator’s
guilt over Winterbourne’s death suggests that i Wee men who could
not live up to tradition that provoked the deepmstiety among those
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who were still part of the norm. Moreover, to thetemt that
Winterbourne’s failed manhood bears the marks efghell-shock that
imploded his mind, the novel conveys an extremesipgsm and
disillusionment that may have been attributed taiddton’s own
experience of shell shock:

He looked unaltered; he behaved in exactly the same But, in fact, he was a
little mad. We talk of shell-shock, but who wassttell-shocked, more or less? The
change in him was psychological, and showed iigetfvo ways. He was left with
an anxiety complex, a sense of fear he had neymrienced [...] And he was also
left with a profound and cynical discouragemenshanking horror of the human
race. (1984: 323)

Because fear was part of a representational framkethiat had to be
repressed or silenced, “officers and men alike segeamxious to restrain
their feelings” (Manning 1999: 21). Men were ashdrtelet other men
see they were afraid: “fear, in that generations \wacrime” (Terraine
1982: XII). The acknowledgment of fear was evidetiad men were not
as courageous as they pretended to be. Wintergeuea is the fear of
shame and shame leads to silence, the silencekélegts other men
believing that he can keep pace with war demandsnc® keeps
Winterbourne’s war going until the endurance of veeshattering
conditions culminates in his mental breakdown.

The term shell-shock was coined during the Great Meaefer to the
conditions resulting from the concussions fromeRkploding shells. Yet
the history of combat stress reactions and thedifft labels assigned to
them—soldier’s heart, battle fatigue, Post-traum&tiress Disorder and
Gulf War syndrome, among others—have shown thatteha in fact
refers to the psychological disorders resultingrfrthe stress of battle.
Among the symptoms associated with shell-shockhat time were:
“Stupor, confusion, mutism, loss of sight or hegyinspasmodic

" When Aldington returned from Belgium in 1919, hiecdced Hilda Doolittle
and moved to the countryside. The eight years lmtsim Berkshire village
helped him cope with the effects of having beenessly gassed and shell-
shocked. Yet he never fully recovered from the pdafsand mental damage that
the war had inflicted on him. In a letter to Amywel he confesses to his
mental breakdown: “Since | got back | have onlyrbable to work three days a
week; if | work more | get horrible pains in my ldealue, people say, to a sort
of deferred shell-shock” (Aldington gtd in Gate92953).
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convulsions or trembling of the limbs, anaesthesixhaustion,
sleeplessness, depression, and terrifying, repetitightmares” (Leys
1994: 624¥ Since giving medical treatment to the great nusiioémen
who were suffering from war-induced mental illness&ould have
implied accepting that the long-held moral valued physical standards
were being threatened by the Great War, most ofethmen were
convicted—and some of them executed—for cowardlice.

Based on the case of Edwin Dyett, the naval sulidieant shot for
cowardice,The Secret Battldares suggest that cowardice was not only a
matter of discipline and character. In the novelrif Penrose is a brave
officer whose nerves are shattered by overexposureombat. Like
Winterbourne’s suicide, Penrose’s death at the hiafdhis own men of
D Company demands a reappraisal of traditional gendles. In
Benson’s words, “my friend Harry was shot for cosiee—and he was
one of the bravest men | ever knew” (Herbert 19880). Indeed, “like
many another undergraduate officer of those days"Renrose was “all
eagerness to reach the firing-line” (15). Despitesffering from shell-
shock, he does his best not to surrender to meligabse by acting
courageously until he cannot bear it any longer.P@hrose’s military
heroism, Herbert says:

On the fifth day in the line he did a very bravinth—brave, at least, in the popular
sense, which means that many another man woultlaw& done that thing. To my
mind, a man is brave only in proportion to his kiexdge and his susceptibility to
fear; the standard of the mob, the standard obffieial military mind, is absolute;
there are no fine shades—no account of circumstandeemperament is allowed—
and perhaps this is inevitable. (Herbert 1982: 36)

8 In recent years, psychiatry has expressed a gepimiterest in the study of
“post-traumatic stress disorder—PTSD—which essdigtiresults from the
unavoidable imposition on the mind of horrific et@nhat the mind cannot
control. As Young explains, the syndrome is “basedthe idea that intensely
frightening or disturbing experiences could produocemories that are
concealed in automatic behaviours, repetitive §letdlucinations, flashbacks
and other intrusive phenomena] over which the &dfbgerson exercise[s] no
conscious control” (Young 1996: 4).

° The War Office Committee of Enquiry into “Shell-&fk,” (1920-22) gives the
following statistics: “two years after the Armigticsome 65,000 ex-servicemen
were drawing disability pensions for neurasthemifithese, 9,000 were still
undergoing treatment” (Bogacz 1989: 227).
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By portraying Penrose as a sympathetic, understdadiigure,
Herbert finds a way not to upset a readership tsélde heroic rhetoric.
The sufferings of those who struggled to represg flears and do their
duty threw into question widely accepted medical anilitary ideas. So
much so that from 1920 to 1922, the War Office Cattem of Enquiry
into “Shell-Shock,” under the chairmanship of L&duthborough met in
London to try to answer some of the distressingessraised by the
shell-shock phenomenon, particularly the fact thast of the convicted
‘cowards’ were men like Harry Penrose, that is &g, s'volunteer|[s],
most likely of middle-class origin, who had provétheir] valour
repeatedly in the war—and who had still crackedenrttie continuous
strain of trench warfare” (Bogacz 1989: 247).

While some of the members of the committee remafaé&htful to
the pre-war beliefs that saw shell-shock eithea aomatic reaction to
high-explosive or as a failure of character; otherduding the respected
W.H.R. Rivers, argued that the origin of the affta was mental. Since
Freud's psychological theories were still suspacthie early 1920s, the
report issued by the committee adopted a “half-lwayse” treatment,
“both physical and mental in its aims” (Bogacz 19282), and which
struggled “to reconcile the modern ambiguous notibshell-shock with
the traditional absolutist norms of behaviour imaad peace” (248).

Yet the committee had no other alternative butdknawledge that
shell-shock was beyond self-control, that those wbald not fight
because of psychological disorders should not hleplgi seen as
cowards. The combined effects of war neurosis apdession together
with the proliferation of the efforts aimed at masgkthe magnitude of
the crisis around pre-war medical, military and ahowalues had
accelerated the need to re-examine these values.

Herbert's novel is the story of a breakdown, in athithe major
theme is the extraordinary perseverance of Perinosis “secret battle”
to fulfil the role of the hero: “Fellows like himelep on coming out time
after time, getting worse wind-up every time, bumpy kicking
themselves out until they come out once too ofted, stop one, or break
up” (Herbert 1982: 125). In Hynes’ words, “Herbesticceeded in
constructing a new kind of war novel, and a newdkafi memorial—an
anti-monument to a condemned coward” (Hynes 1998).3According
to the dominant discourse, those who, like Penrasgze executed at
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dawn brought shame on their families and coulitryet Penrose’s is

one of a number of cases who, because of menehshis was unjustly
sentenced. Discussing Penrose’s feelings previmtiset death sentence,
Benson claims:

There are, of course, lots of fellows who feel g)sifar more than most of us,
sensitive, imaginative fellows, like poor Penroseaid-it must be hell for them. Of
course there are some men like that with enormostsbng wills who manage to
stick it out as well agmnybody, and do awfully well—I should think youngtan,
for instance—and those | call the really brave nferyhow, if a man like that really
does stick it as long as he can, | think sometloinght to be done for him, though
I'm damned if | know what. He oughtn't... (Herbert82 126-127)

These “sensitive, imaginative fellows” who feltrigs more than the
rest were compelled by their principles and publonour to keep on
fighting, yet they could hardly reconcile the camsences of such
decisions to their private feelings. Tradition haeden so thoroughly
instilled in Penrose that it is almost impossilde him to break away
from it. His feelings are not the feelings of a moful man. His are the
feelings that come inevitably from the rupture bedw the social and
cultural perceptions of what he was supposed tarttewhat he really
was. Penrose’s determination in constructing his dweroic narrative
conceals the tensions and uncertainties with whishself-identity is
fraught. So much so that he begins to lose sightiofreal needs and
desires and becomes traumatised.

When the shell-shock experience is foregroundddamy Penrose’s
story, the gap between trope and reality narroles pridge is shortened.
Shell-shock itself is the opening through which litgacan affect
discourse, marking the eruption of a variety offtots that go beyond

% To the High Command, soldiers' executions servetafold purpose:
deserters would be punished and similar ideas wdaddispelled in their
comrades. The Court was anxious to make an exatigyl¢hey were just men
[...]. They would do the thing conscientiously” (Herb1982: 117). However,
“as judges they held the fatal military heresyttie forms and procedure of
Military Law [were] the best conceivable machinéwy the discovery of truth. It
was not their fault; they had lived with it fromeih youth” (1982: 117). Those
who were condemned to death usually had their seaseconfirmed by Field
Marshal Sir Douglas Haig on the evening followirtgeit court-martial. A
chaplain was dispatched to spend the night in éflewéth the condemned man
and execution took place the following dawn.
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war trauma into the cultural and gender perceptiohghose who
suffered the war. The shell-shock crisis puts ad &nthe soldiers’
struggle to maintain an image of themselves whiak wontinually being
disconfirmed by their experience. The term thenrrfg] from a

diagnosis into a metaphor,” framing not only “thearig scale, its
character, its haunting legacy” (Winter 2000: A)t bhlso “a disguised
male protest not only against the war but agaihst ¢toncept of
‘manliness™ (Showalter 2009: 172). While a singtandard of manhood
had encouraged most volunteers of the generatid®b4, the growing
awareness of the existence of men who could ntdb®dled heroes—or
cowards—in the traditional sense becomes an impioctancerr?

3. Conclusions

Although the figure of the hero is irreversiblydraented after the Great
War, the trope of the coward does not emerge trhanp Cowardice is
shown to have played a significant role in the idecbf the values that
manliness and society as a whole had required, ityetannot be
considered as a unified, unproblematic whole. Thestence of a
culturally normative ideal of male behaviour hasitowued to play a
major role in war literature; yet being heroes titree when the reality of
war was in flagrant contradiction with the desirgettorian manly
ideals, appears to be an impossibility.

The three novels discuss the progressive declinthefVictorian
heroic rhetoric and stress the presence of a cdwasduntertype
threatening to weaken and destabilise it. Cowardcéinked to the
paradoxical in a twofold sense. On the one hand, fijure of the
cowardly soldier acts as a trope, that is, as thieh&roic opposite to the

1 Nearly 90 years after their deaths, 306 soldieh® wvere shot at dawn
between 1914 and 1918 were granted posthumous rgatfdom the British
Ministry of Defence. The pardon recognises thatrttes were not ‘cowards’ or
‘deserters’ and should not have been executed flitary offences. They were
upgraded to being ‘Victims of War.” Among them wRsgvate Farr, shot for
cowardice in 1916. His family had been campaigrimgyears for him to be
pardoned, arguing that he was suffering from sélellek and should not have
been sent back to the trenches. Not one of theutgeecsoldiers would have
been executed today, since the British militarytilggenalty was outlawed on
29 April 1930.
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highly praised Victorian manly codes and, on theeaqtit functions as an
agent of resistance revealing the inner fractunelscantradictions within
the hero’s tale.

As a trope, cowardice contradicts and, by oppasitiexhorts to
heroism, for the coward represents all that thdispwas not supposed
to be according to Victorian standards. The insteon attaching the
codes of manliness to the three characters in thels attempts to
preserve the continuity with the old heroic tramiti but inevitably
deflects it in a new direction. The unparallelegughter and devastation
caused by the Great War did not distinguish betwheroes and
cowards; all became victims of its destructive ditjuaThe resulting
panorama is one of contradiction: firstly, becatigeboundaries between
courage and cowardice are now less clear and mggstignable; and,
secondly, because the figure of the soldier enépsa transitional space
which draws attention to these ambiguities. In &ffeourage is no
longer constructed in binary opposition to cowaedibut rather as a
reaction against institutions and a national iddahilitary comradeship,
essentially responding to the need for soldierseetmver their common
humanity and a sense of belonging and individuattwvo

This leads to the other possible reading of cowardis a budding
form of confrontation through which the texts seéelchallenge pre-war
values. The figure of the coward articulates cartaioices and
experiences that had not found much possibilityefqeression until then
because of the complex and multifaceted reality grmbody. Not only
do the three novels re-open the question of whaema soldier hero,
but ultimately aim to prove that courage and covweardoexist in the
most complex and interesting works of war fictiorhe difference
between the trope and its reality is articulatedhsy different shades of
fear triggered in the soldier's minds: physical rbos and anxieties,
painful awareness of death and even the fear oigbadraid, that is, the
fear of not measuring up to the trope. Most imptiya the cases of
shell-shock portrayed in the texts are not onlycemed in their
traumatic dimension but as a metaphor for the aiesieesulting from
the vanishing of pre-war certainties and from tledance on more
subjective and personally defined values.

The perseverance in the representation of couragembat and the
implicit connection between this figure and the egirey coward have
complicated the search for the real Great War eplii the textsThe
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complexity of the representations under study Hagvad for the tracing
of two quite different portrayals of the soldieetyseparating them has
not been possible to any degree of certainty. ®Esaltr has been the
emergence of a disjointed, fragmented and selfraditttory hero-
coward that cannot uphold the hegemonic statushiohahe is supposed
to aspire. Seen in such contrasting terms, theiesodthacts a complex
and lively role identity which not only intertwingsope and reality,
especially in the dramatic descriptions of mentstudbance, but allows
for the appropriation, understanding and humameatif the cowardly
other within the self. This seems to pave the waythe adoption of
more inclusive masculine roles. Moving away frore thanly ideal as
the norm results in an awareness of the individual of the moments
that are produced in the articulation of differentaken together, these
findings suggest that the resultant friction in 8teping of masculine
identities does not merely mean a distance from ttbpe but the
opportunity for the elaboration of new signs ofdietbehaviour.
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