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Resumo

A dissertacdo de Mestrado que aqui se apresemi@ias no ambito do primeiro
curso de Mestrado em Cultura e Literaturas AngloeAcanas organizado pelo
Departamento de Estudos Anglisticos e Germanistico$)niversidade da Madeira.
Este trabalho de investigacdo, sob o titulo “A Hiogical Analysis of D. M.
Thomas’sThe White Hotel (1981)”, surgiu ainda de forma embrionaria no decuwe
um seminario no admbito da Literatura Britanica Rizslernista — “Postmodernist
British Fiction: A Narratological Approach” —, pedo literario no qual se incldihe
White Hotel.

Procuro ao longo da dissertacdo apresentar umasendrratologica deste
romance cujas caracteristicas experimentais, naneate digressdes metaficcionais,
heterogeneidade estrutural (proliferacdo de voaestivas e de multiplas perspectivas,
combinacédo de diferentes géneros literarios e tgmgexto, sobreposicdo de niveis
narrativos) e abordagem depoi essencialmente pos-modernos (a inter-relacéao
verdade/mentira e historia/ficcdo, o questionameatdonocdo de originalidade em
literatura, a instabilidade do signo linguisticopapel do autor e leitor no processo
narrativo, a natureza da representacdo estéticelagdo entre mundo e arte, a
responsabilidade moral do autor para com a sug obt@rnam num produto literario
paradigmatico relativamente a ficcdo narrativadbita das ultimas trés décadas. Deste
modo, torna-se evidente qdde White Hotel (traducdo portugues& Hotel Branco,
datada de 1999 de Maria Isabel Verissimo para dorali Noticias) procura
intencionalmente resistir a sistemas rigidos dsesdiaacdo. De facto, o0 que a analise
narratoldgica revela € que o romance de D. M. Thorted como a maioria da sua

producao novelistica, constitui um esfor¢co no sientie desafiar a teleologia inerente a



narrativa, visto que nesta obra a progressao newram direccdo a um final
reconfortante é seriamente posta em causa.

No decurso desta dissertacao procuro, num prinmecmento, contextualizar o
romance em analise na tradicéo literaria no quia &s inclui. Por isso, no capitulo
inicial — “What is Postmodernism?* foi minha intencdo abordar ndo sé os estudos
seminais mas também os mais recentes trabalhosampoc da teoria do poés-
modernismo. No segundo capitulo PoStmodernist British Fiction—= faco uma
apresentacao da ficcao britéanica pés-modernidiantndo os romances que considero
fundamentais para a periodizacdo deste movimetgcatdio. Considerei pertinente
incluir neste capitulo um sub-capitulo B.“M. Thomas as a Postmodernist Novelist”
dedicado ao autor dehe White Hotel e a sua restante producéo ficcional. Por fim, no
terceiro capitulo — “A Narratological Analysis dhe White Hotel” — elaboro uma
analise detalhada do romance segundo uma perspedivatoldgica, adoptando em
particular o modelo narratolégico do tedrico framG&rard Genette.

O estudo que aqui se prop0e constitui, deste moda,aproximacao a um texto
que nao so6 fundamenta a nocéo de contingénciasdardo como também se organiza
em funcdo desta, de acordo com o0s preceitos postmisths de abertura e de
subversdo das narrativas que se auto-denominamedtadeiras, globalizantes e

inclusivas.



Abstract

“A Narratological Analysis of D. M. Thomas'’She White Hotel (1981)”
originated within a seminar on British Postmoddrhiterature during the first Master’s
Degree in “British and North-American Culture andgtetature” (2001-04) at the
Universidade da Madeira set up by the DepartmerErgflish and German Studies.
This dissertation seeks to present a narratologicalysis of Thomas’s novelhe
White Hotel stands as a paradigmatic example of the kind tefaliure that has
dominated the British literary scene in the pastehdecades, commonly referred to as
postmodernist fiction, owing to its formal craftams@ip (multiplicity of narrative
voices and perspectives, mixing of differing geneesd text types, inclusion of
embedded narratives) alongside the handling of wleatieemed as postmoderigtoi
(the distinction between truth and lies, historyd afantasy, fact and fiction, the
questioning of the nature of aesthetic represamathe role the author and the reader
hold in the narrative process, the instability b tlinguistic sign, the notion of
originality and the moral responsibility the autlas towards his/her work),

The narratological approach carried out in thisaesh reveals that Thomas’s
text constitutes an aesthetic endeavour to chalémgteleological drive that is inherent
in any narrative, i. e., the inevitable progressiowards a reassuring end. Hence, the
subversion of narrative telling, which is a recatréeature in Thomas’s remaining
literary output, mirrors the contemporary distrusttotalising, hierarchised and all-
encompassing narratives. In its handling of hisarevents, namely of the Holocaust,
The White Hotel invites us to reassess the most profound beliefsvere taught to take
for granted: progress, reality and truth. In thp@ce the novel proposes a more flexible

conception of both the world and art, especiallyitefary fiction. In other terms, the



world appears as a brutal chaotic place the suigeftirced to adjust to. Accordingly,
the literary work is deemed hybrid, fragmented apén.

So as to put forth the above-mentioned issuesyésiarch work is structured in
three main chapters. The initial chapter — “Whatf@stmodernism?*- advances a
scrutiny not only of the seminal but also of moezant studies on postmodernist
literary criticism. Following this, in Chapter Il “Postmodernist British Fiction- a
brief overview of postmodernist British fiction carried out, focusing on the fictional
works that, in my opinion, are fundamental for theeriodising of British
postmodernism. In addition, | felt the need to und a section — “D. M. Thomas as a
Postmodernist Novelist= in which the author's remaining literary outputhsefly
examined. Finally, Chapter Il — “A NarratologicAhalysis of The White Hotel” —
proposes a narratological analysis of the novebmieg to the particular Genettian
analytical model.

To conclude, my dissertation constitutes an apprdacD. M. Thomas’sThe
White Hotel as a text whose very existence is substantiatdigeiioregrounding of the
contingency of all discourses, meeting the postmmosie precepts of openness and

subversion of any narrative that claims to be tglehalising and all-inclusive.
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Introduction

Introduction

This dissertation aims at providing a detailed wgsial of a particular work of
fiction — D. M. Thomas’sThe White Hote} without overlooking the literary period this
novel belongs to — postmodernism — nor its authogiwaining literary output. The
fascination | have always held for British cultuaed, especially, British literature
evinced during my undergraduate years was onlyhbengd when, as a Master’s
student in a Literature Seminar, | was offered dpeortunity to study postmodernist
British fiction. The conscious interplay postmodstrauthors engender with previous
literary periods, texts and authors enhances ttiedness of most contemporary novels
and, simultaneously, compels the researcher torimtee web of references inscribed
in these narratives.

Indeed, one of the aspects that have drawn meitlyisg postmodernist fiction
was that these texts frequently turn the role @f thader/researcher into the subject
matter of the narration. By means of metafictiod@ressions, novels lik&€he White
Hotel play upon readers’/researchers’ search for meaalmggside the unravelling of
the story. Therefore, in their self-conscious fooempding of both fiction and theory,
postmodernist novels constitute paradigmatic exampf the contemporary tendency
towards self-reflexivity and draw the reader inteit fictional world, thus making
him/her an active participant in the process o&attng meaning.

Choosing the corpus of analysis, that is, a nasatthich embodied the main
characteristic features of postmodernist fictiompved to be a more complex
undertaking given that in my search | came acrogsaal number of texts that met the
above-mentioned criteria. NevertheleShe White Hotebtood out as a fictional work
that combined structural innovation and audacityhwdisturbing, though profound,
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Introduction

humane themes. Upon my first reading, Thomas’s Ingtveck me as a suitable text to
approach postmodernist British fiction owing to itstructural heterogeneity
(multiplication of narrative voices and perspecsivaixing of various genres, inclusion
of embedded narratives) as well as to the skilf@nner by which this narrative
diversity mirrored postmodernisbpoi, namely the distinction between truth and lies,
fact and fiction, history and fantasy; the new eagi on the role unknown individuals
perform in historical change; the nature of aesthrepresentation, i. e., the relationship
between the world and art; the role of the authmt the reader in the writing process
(production and reception); the instability of lalage; the notion of originality; and the
moral responsibility the author holds for his/heorkv In addition, the fact thathe
White Hotelis frequently mentioned in most theoretical apphes to postmodernist
British fiction as a novel that gained both critiead public acclaim, encouraged me to
select it among a number of other fictional worksen though D. M. Thomas is not
considered a major voice in contemporary Britighidn, The White Hoteémerged as a
novel likely to fit the kind of research | wantexdarry out.

| shall approach the above-referred issues usimgtBan and, to a lesser extent,
post-Genettian narratological modelsyasmuch as they constitute significant corpora
of analysis of how narrative texts are constructéence, my analysis dfhe White
Hotel will focus on uncovering the narratological praaes underlying the unfolding of
events so as to comprehend the manner this postmsidéctional work subverts
conventional narrative telling and inscribes itselthe postmodernist literary paradigm.
Therefore, narratology is applied as a tool toitetive narrative’s meaning potential,
that is, it is used not as an unyielding model tdwd must fit into, but as a flexible
theoretical framework that does not impose mearong the text. Even though
postmodernist novels often show disregard for rigiggtems of classification, the

narratological analysis implemented in this redeavidl attempt to ascertain the extent
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Introduction

to which this novel constitutes an endeavour taritevand rethink the conventions that
have regulated narrative fiction in western ciatisns; hence, only the aspects of
narratology | deem relevant to attain this end Wwél employed in my analysis ®he
White Hotel

On these grounds, this dissertation is divided thtee main chapters. Chapter |
— “What is Postmodernism?” — attempts at preserttiegproblematic surrounding the
term ‘postmodernism’ and at pinpointing the mainareltteristics displayed in
postmodernist texts which allow us to distinguisknh from previous fictional works.
For the attainment of this end, | have drawn on gbleolars who in the past three
decades have approached postmodernist theorycydarty in the field of literary
studies, and furnished it with the conceptual tdbé enabled postmodernism to stand
out as a periodising concept.

Therefore, in the course of this chapter | havereffl the main tenets of scholars
such as Jean-Francois Lyotard, Jean Baudrillardry TEagleton, Fredric Jameson,
Linda Hutcheon, Malcolm Bradbury, Randall StevendBnan MacHale and Ansgar
Nunning. Furthermore, since this research is comprisetiinvithe broader field of
inquiry “Literary Studies”, | have also felt comjeal to foreground my dissertation with
the contributions of such theorists as Mikhail BaikhJulia Kristeva, Roland Barthes,
Michel Foucault, Tzvetan Todordwhose studies, in spite of having supplied crucial
theoretical formulations for the debate on postmiede philosophy and literature, have
a reach that goes well beyond this particular afeasearch. This chapter, however, is
not intended as a thorough survey of postmoderraach postmodernist fiction but,
rather, as an overview on the main theorists, ocortsies and representative features of
both this literary period and the literary prodoatit gave rise to.

In Chapter Il — “Postmodernist British Fiction” —tlirn first to presenting a

concise scrutiny of postmodernist British fictidnom late 1930s to early 1990s, in
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Introduction

order to better placEhe White Hoteln the literary continuum it is embedded. Rather
than being a comprehensive survey of postmodeBrisish fiction, this chapter is
concerned with the authors and fictional works lldwe to be crucial for the history of
this literary period. The section that follows —.“M. Thomas as a Postmodernist
Novelist” — deals with Thomas’s remaining literagutput, which, as | shall
demonstrate further on, can overall, be encompagsdide postmodernist paradigm.
Within this section, Thomas’s nové@lictures at an Exhibitioris given prominence
owing to the fact that | consider it to be the auth most important literary
accomplishment since the publication Tdie White Hotebnd also the narrative that
bears more similarities, both in content and fowith his widely acclaimed novel. In
this section it is my purpose to show that D. Moiftas is not a ‘one-book author’, i. e.,
that several of his other fictional works are adstistic achievements and therefore
likely to constitute relevant texts for the studypostmodernist British fiction.

It is in Chapter Il — “A Narratological Analysisf @he White Hotél- that the
narratological analysis dfhe White Hoteis carried out. By applying Gérard Genette’s
narratological model, | intend to provide a morenpoehensive study on Thomas’s
novel, given that although it has been subjecbttsitlerable research over the past two
decades, this research has essentially focusdtedhématic elements the text suggests,
rarely going deep in explaining the narrative unislerlying the novel. It is this latter
purpose that models this chapter: rather than megahering the plethora of readings
The White Hotehas originated since its publication in 1981, Geapll is meant to
unearth the basic narratological structures tHataihe text to signify and give rise to a
multiplicity of readings.

In the course of this dissertation, | shall endeato demonstrate thahe White
Hotel installs itself within the system it tries to selolv In other terms, it enters our

most reassuring artistic, political, philosophiaad moral certainties only to force us to
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acknowledge that they are not flawless and univefgaordingly, it is my purpose to
show how this anti-establishment stance, one ohtwel’'s guiding principles, is meant
to make us realise that we must reassess the mafsupd beliefs we were taught to
take for granted, such as the subject, the reatlanttuth.

Finally, 1 shall seek to show how in this postmartigtr novel form and content
are deeply interconnected and create a consistesie\w he White Hotels not a case in
which formal craftsmanship supersedes any attemphy something important about
the world and/or about ourselves. Similarly, theuaural analysis that will be
implemented in this study will not discard the islelnemes and unanswered questions

Thomas’s novel puts forth.

Chapter Endnotes

! For Genettian narratological model | have drawntlm following works:Narrative Discourse: An
Essay in Metho@1983), The Architext: An Introductio1992),Fiction and Diction(1993) and
Paratexts: Thresholds of Interpretatio997). On the other hand, for post-Genettian
narratology | have drawn chiefly on Mieke BaR&arratology: Introduction to the Theory of
Narrative (1985) and Shlomith Rimmon-KenanMarrative Fiction: Contemporary Poetics
(2002).

2 For this purpose, the following studies were citegbtard’s The Postmodern Condition: A Report on
Knowledge (1986), Baudrillard’s “FromThe Orders of Simulacta(1994), Eagleton’sThe
lllusions of Postmodernism(1997), Jameson’s “FronPeriodising the Sixtiés (1994),
Hutcheon'’s Narcissistic Narrative: The Metafictional Paradof984) and A Poetics of
Postmodernism: History, Theory, Fictigh999), Bradbury’'sThe Modern British Nove[1994),
Stevenson’'sThe British Novel since the Thirties: An Introdocti (1987), MacHale's
Postmodern Fiction{1987) and Ninning's “Crossing Borders and Blurriagnres: Towards a
Typology and Poetics of Postmodernist Historicatibn in England since the 1960s” (1997).

% The works | resorted to were: BakhtiriThe Dialogic Imagination: Four Essay4998), Kristeva's
“Intertextuality and Literary Interpretation” (1996Barthes’s “Introduction to the Structural
Analysis of Narratives” (1977a), “The Death of tAethor” (1977b), “From Work to Text”
(1977c) andThe Pleasure of the Tex1994), Foucault's “What Is an Author?” (1980) and
Todorov’s “The Origin of Genres” (2000).
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Chapter | - What is Postmodernism?

1. - Chapter | — What is Postmodernism?

When trying to define postmodernism, most schokgsee that the term is
dubious, somewhat vague and slippery, inasmuchhasptefix post suggests that
postmodernism comes after modernism. However, teéxpdoes not shed light on
whether postmodernism has overturned modernistheatgstconventions or simply,
albeit with some degree of reshaping, carried dh thie modernist ethos.

Reflecting upon the problematic nature of the tedBnian McHale asserts that

the term does not even make sense. For if “mod@eens “pertaining to the
present”, then “post-modern” can only mean “peitajrto the future”, and in

that case what could postmodernist fiction be edéiefon that has not yet

been written? Either the term is a solecism, & thost” does not mean what
the dictionary tells us it ought to mean, but offiymctions as a kind of

intensifier (1987: 4).

In fact, McHale points out how misleading the teram be. A similar stance is put forth
in Linda Hutcheon’s utterance that “postmodernisenmot simply be used as a
synonym for the contemporary” (1999: 4). Postmoidamthen, is not “post modern ...
but post moderism’ (McHale, 1987: 5) which is the same as saying theomes after
the modernist movement, thus being “a periodiziagegory” (Jameson, 1994: 141) of
the cultural and aesthetic productions that haverget after that literary peritd

As a result of the term’s “snake-like” nature (Wepd999: 6), some scholars
proposed a different terminology to account for #réstic alterations that appeared
after modernism. Frank Kermode, advances Edmunalts(i@9la: 10), preferred the
expression Neo-Modernism hence subscribing to the theory that conceives
postmodernism as a continuation and reworking ofdemwism. However, this
expression has been supplanted by the term postmseateto the extent that it is

nowadays commonplace to say that there is postmisti@rchitecture, art, film, music,
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Chapter | - What is Postmodernism?

photography, literature, etc. In spite of all thentwoversy, one is led to agree with
Fredric Jameson when he asserts that postmodemi%mne significant framework in
which to describe what happened to culture in 0& 61994: 140) and, one should add,
in the following decades.

Owing to its problematic nature, an all-inclusivefidition of postmodernism is
utopian. Therefore, both McHale and Hutcheon nthed each scholar has his/her own

postmodernism. McHale’s scrutiny allowed him togéiout:

John Barth’s postmodernism, the literature of rmeiglement; Charles

Newman’s postmodernism, the literature of an irdl@ry economy; Jean-
Francois Lyotard’s postmodernism, a general camditf knowledge in the

contemporary informational regime; lhab Hassan'stpodernism, a stage on
the road to the spiritual unification of humankirahd so on. There is even
Kermode’s construction of postmodernism, which fiea constructs it right

out of existence (1987: 4).

Hutcheon also adds to these postmodernisms McHélsigh its ontological
dominant”; Jameson’s, “the cultural logic of latapdalism”; Jean Baudrillard’s “in
which the simulacrum gloats over the body of theedsed referent”; Arthur Kroker
and David Cook’s “hyperreal dark side of postmodsmi; Peter Slotedijk’s
“postmodernism of cynicism or ‘enlightened falsenstiousness™; Alan Wilde's
“literary ‘middle grounds’ of the postmodern”, astie also self-consciously includes
her own postmodernism defined as one of “compliaityl critique, of reflexivity and
historicity” (1991: 11). Despite such a compreheadist, one should not forget Terry

Eagleton’s postmodernism, which seeks to unmaskusory nature

1.1. - Postmodernity and Postmodernism



Chapter | - What is Postmodernism?

Postmodernism, in my view, cannot be understoochowit first defining
postmodernity. Whereas postmodernity is used tocrides “our socio-economic,
political and cultural condition”, postmodernisme&tribes the broad aesthetic and
intellectual projects in our society, on the plarigheory” (Woods, 1999: 10), i.e., the
first concerns the whole cultural situation we grewhile the second concerns mainly
the aesthetics that emerged out of that situtiNievertheless, as Smyth reports, the
term postmodernism is often used instead of posémmity when, for example, it is said
to designate “the contemporary cultural conditisraavhole in all its complexity” and
to refer to the “set of textual characteristicsattttan be seen in “literary, dramatic or
cinematographic works” (1991a: 9).

Broadly speaking, postmodernity is characterisedrgver-growing scepticism
towards the notion of progress as well as a disb&li grand narratives, a phrase first
coined by Jean-Francois Lyotard in his much debatesl Postmodern Condition: A
Report on Knowledgg1979). The French philosopher set himself thek ta$

demonstrating that

we no longer have recourse to the grand narrativee can resort neither to
the dialectic of Spirit nor even to the emancipaid humanity as a validation
for postmodern scientific discourse. But as we hfua seen, the little
narrative petit récif remains the quintessential form of imaginativeeintion,
most particularly in science (1986: 60).

Grand narratives or metanarratives are theorefreaheworks that attempt to
explain the world. According to Lyotard, knowledge conveyed via narrative but
narrative knowledge is “customary, embedded in uceft (Easthope, 2001: 19).
Therefore, the two main metanarratives that haweeguwestern politics, ethics and art,
namely eighteenth-century rationalism and the HMBbdgment, have lost both their
credibility and their authority and are being quesd by micronarratives —
explanations that are “local, partial, fragmented @ancomplete” (Woods, 1999: 21).

Indeed, “the rhetoric of liberation”, to borrow Jason’'s phrase (1986: xix), has

9



Chapter | - What is Postmodernism?

become obsolete, especially in the light of sualrtratic events as World War I, the
Holocaust and the Atomic Bomb. On this basis, ththa@itarian regimes that appeared
in the twentieth century and the ensuing eventg thhevoked are looked upon as the
result of having tried to realise the utopian drexroontinuous progress.

If Lyotard places the emphasis on the collapse dtamarratives, Jean
Baudrillard centres his discussion on the notiohsimulation and hyperreality. In his
line of thinking, postmodernity is described asage where the distinction between
reality and simulation is no longer unquestionaldejng to the fact that the real
constitutes that of which it is possible to give an equivalemproductiori®
(Baudrillard, 1994: 186). Drawing on twentieth-asmyt developments in electronic
media, Baudrillard concludes that postmodernityg®verned by images, that is,
simulacra, that contribute to the blurring of boanes between simulation and reality.
The result is the dissolution of the differencewsstn objects and their representations,
which, in Baudrillard’s terminology, is hyperreglit “more real than redf (Woods,
1999: 27).

Although operating within dissimilar approachesthbbyotard and Baudrillard
challenged the grounds upon which the Enlightennpeoject was built, namely the
belief that reason could set mankind free from ghackles of superstition and even
religion; the use of reason to the welfare of dyci¢he feeling that science and
technology were working for the benefit of humarnnbe and that nature could be
mastered; and, finally, the faith in progress.Ha postmodern age, these assumptions
appear to be exhausted and neither knowledge mdmaéogy seem capable of
sustaining the Enlightenment project of truth,ipestand freedom. The shattering of any
system of belief is named antifoundationalism aimd,the light of postmodernist
antifoundationalism, it becomes important to questparaphrasing Stuart Sim (2001:

3), whether the truth of one’s foundation is guéead.
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Chapter | - What is Postmodernism?

It is worth mentioning that the disbelief in unigal progress is one of the most
contested postmodernist theories. One of its oppsrie Eagleton whosEghe lllusions
of Postmodernisn{(1996) attempts to present both postmodernismigerigths and
failings” (1997: viii). Eagleton contends that atlgh “the doctrine of universal
progress” was discredited by Lyotard, some “paldickinds of historical progress”,
such as the end of Apartheid in South Africa, ditepossible and no one would regard
them as not being “a worthy goal” (43-4). This comersy proceeds from the inference
that Lyotard’s mistrust in master narratives iswter denial of progress. However,
Lyotard does not deny the notion of progress hihierastates that in the postmodern age
we can only resort to “petit récits” for the valiaken of scientific knowledge from where
the idea of progress derives.

From this stems the assumption that postmodernigmrates within an
intellectual landscape in which plurality, decemgri indeterminacy and heterogeneity
stand not at the centre, for postmodernism calks riotion into question, but in its
essence. Knowledge that used to be regarded asgeoous is now heterogeneous, to
the extent that it is nowadays more seemly to tout knowledgesrather than
persisting in using its singular form.

Eagleton’sThe lllusions of Postmodernistonstitutes often a severe criticism to
postmodernism as a periodising concept for, afitns to comprise everything from
punk rock to the demise of grand narratives wh#seding its indebtedness to the
Foucauldian theoretical system, postmodernism tinesrisk of not fitting in any
“explanation scheme” (1997: 27) that includes itehogeneity. Postmodern cultural
relativism brought about a “paralysing scepticisamd displaced the “sovereignty of
Western Man” (1997: 27). There were, neverthelegr negative opinions as to what

the postmodern era represents. The American schaslie Fiedler, for instance,
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deemed these new times as *“apocalyptic, antirdiiob&atantly romantic and

sentimental ... dedicated to joyous misology and petip irresponsibility” (1994: 33).

Jurgen Habermas, another influential theorist of pustern theory, believed

that it is premature to dismiss the project of modg as an unsuccessful one insofar as
it is yet to be fulfilled both socially and poligily®. Fredric Jameson, on the other hand,
understands the postmodern era as the culturaluise of late capitalist society, which
was characterised by a “hegemonic aesthetic ofurnessociety” (1994: 141) coupled
with a kind of depthlessness in cultural producddion

Nevertheless, the debate over the definition oftrpodernism is far from
reaching an end. Hutcheon A Poetics of Postmodernism: History, Theory, Fictio
(1988), has also contributed for the clarificatiof the term. In her opinion,
postmodernism is basically a cultural activity thiavolves around a set of pivotal
points, namely that it is a critical reworking, r@ohostalgic return to the past and that it
installs itself within the conventions it triesgabvert. It is inimical to order, hierarchies
and systems and, ultimately, strives to prove thetause these categories were created
by human beings, they cannot be fixed or universabprovisional. Her analysis of the

poetics of the postmodern age allows her to corcthdt postmodernism:

challenge[s] our beliefs in origins and ends, unéyd totalization, logic and
reason, consciousness and human nature, progr$atanrepresentation and
truth, not to mention the notion of causality aminporal homogeneity,
linearity, and continuity (1999: 87).

The point at issue is that by installing within tb@nventions it endeavours to
undermine, postmodernism “questions the basis af certainties” (1999: 57).
Postmodernism undermines our faith in empiricisationalism and humanism and is,
therefore, an “ongoing cultural process or actiWwtfnose delimitation depends more on

a poetics, i. e., “an open, ever-changing theakstructure by which to order both our
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cultural knowledge and our critical procedures’thea than on “a fixed and fixing

definition” (14).

1.2. - Modernism and Postmodernism

What, in my opinion, seems to be unquestionablepdstmodernism’s
indebtedness to modernism. In Jameson’s view, mumism emerged as a reaction
against “modernist categories of irony, complexitgnse temporality, and particularly,
aesthetic and utopian monumentality” (1994: 14Bystachieving a combination of
high and mass culture. In other words, while modennwidened the gap between
popular and high art, postmodernism sought to lritlgat same gap. In Malcolm

Bradbury’s words, modernism represented

a breaking of reticences, a freeing of forms, atipoepening out of the
inwardness of narrative, a new voyage into constiess ..., it was also a
dismayed reaction to the fragmentation of culttoe¢atastrophic history, to
the pervasive sense of psychic crisis, to modeolente and dislocation
(1994: 143-44).

It was indeed a period of change both becausestwidely felt that Edwardian
and Georgian England had come to an end and thatuakural forms were emerging.
Broadly speaking, modernism was characterised. By faith in the unconscious and
the libido”; ii. a shift in “sexual mores” together with “a nevd@pendence for women”;
i . “a disenchantment with history” and an urge ve lifor the instant” (145).

Furthermore, modernism owes much to Einstein’s guion of time as a
category likely to be perceived, felt and measwuté@rently by individuals. This new

view of time, namely that it amounted to more tlaaseries of chronological moments
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the novelist could present in sequence, resulteanirendeavour to create a mode of
writing that would mirror this complexity. The aimvas to show the confrontation
between “mechanized, standardized public time wite unpredictable, non-linear
meanderings of private temporality” (Heise, 1997). 3

Challenging realist omniscient narration and lingaesentation of time,
modernist literature strove to present human béingsr world by means of the stream
of consciousness technique, i.e., the effort tpldisin narrative fiction “the myriad
associations, reflections, and movements of [tharaitier's] mind in response to
external stimuli” (Stevenson, 1987: 18). For thade, it is as if he/she were “wearing
earphones plugged into someone’s brain, and mamgt@n endless tape-recording of
the subject’s impressions, reflections, questianemories and fantasies, as they are
triggered either by physical sensations or the @ason of ideas” (Lodge, 1992: 47).
Drawing on Sigmund Freud’s and Carl Jung’s studidse field of the human psyche,
novelists tried to render in narrative form the tplé levels of consciousness, thus
plunging into their characters’ minds.

Rather striking is the fact that as the novel prieto the characters’
consciousness several significant aspects arbsé¢he psychology of the human
individual acquired more relevance than the psymiylof the social beingi. the
conventional chronology of the novel could be measily manipulated and subverted;
lii. the novel's subject matter could be one day ef hero’s life; andiv. a more
subjective point of view replaced the God-like kiedge of the omniscient narrator
The above-mentioned transformations were accomg@dnyestylistic ones, for example,
a disdain of punctuation, as in the “Penelope”isaadf James Joyceldlysseg(1922),
along with the employment of free indirect disc@urs

Aesthetic self-reflexivity constitutes also a featwften deployed in modernist

texts, in which narrators comment on the procefisaslie behind the making of the
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novel itself. Consequently, “the relationship betwevriter, novel, and reader” changed
and the latter was asked to adopt a more activiécipation in the “fictional world

envisaged” (Stevenson, 1987: 25).

1.3. - Characteristic Postmodernist Elements in Naative Fiction

As will be later discussed, postmodernist literatdoes not embody a major
rupture with the modernist conception of literaturespite of its preference for, as John
Mepham puts it, “low art forms” (1991: 142), amondich the scholar points out the
thriller, the detective story and fantasy. To h& point another way, “postmodernism
does what modernism does, only in a celebratoherahan repentant way” and as an
alternative to “lamenting the loss of the past, ftegmentation of existence and the
collapse of selfhood” it adopts these charactesstas a new form of social existence
and behaviour” (Woods, 1999: 8-9). An identicalns& is offered by Hutcheon who
claims that postmodernism “marks neither a simptel aadical break from it
[modernism] nor a straightforward continuity with (1999: 18).

To account for the multiplicity of traits deployeid postmodernist texts
academics have turned to catalogues. Such is tbe @b Smyth’s list of recurrent
postmodernist features, which includes “fragmeatatidiscontinuity, indeterminacy,
plurality, metafictionality, heterogeneity, intextaality, decentring, dislocation,
ludism” (1991a: 9). Although the usefulness of gaes of this kind is undeniable,
they offer, however, a partial view of postmodern®etics. Having realised this

lacuna, McHale suggests that in order to expldne ‘inechanism of historical change”
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(1987: 7), in this case from modernism to postmoiden, one had to pin down the
dominant that underlies the disparate characteristics sfpodernist fiction.

Starting, therefore, from the premises that a shiifdominant explained the
transition from modernism to postmodernism, McHsiiates that whereas modernist
fiction was foregrounded by the epistemological d@ant, postmodernist fiction is
foregrounded by the ontological one. To identifyiebhdominant a literary text belongs
to, one has to interrogate the text. Consequethiyquestions a modernist text calls for
— “What is there to be known?; Who knows it?; Howvtdey know it, and with what
degree of certainty?” (9) among others — imply liedief that there is some kind of
reality to be known. A postmodernist text, on tbatcary, evokes questions that ponder
the very existence of reality — “What is a world¥hat kinds of world are there, how
are they constituted, and how do they differ?” (1@) other words, postmodernist
fiction raises post-cognitive questions, those thedl with (-logy) being (onto), and
make one challenge the existence of both the mdltlae self. In Hutcheon’s terms,
postmodernist fiction seeks not to deny “the exisgeof [the] experiential world” but to
challenge “its availability to us” (1999: 154).

The postmodern conception of time constitutes adomental point in the study
of postmodernist fiction. According to Ursula Heighe postmodern sense of time
evinces a paradox for, in spite of knowing moreuwttithe overall functioning of time
in our universe than ever before”, the contemporagn has realised that “temporal
coherence increasingly eludes [him]” (1997: 46)stRmdernist fiction, then, mirrors
this frustration by subverting linear coherencenafrative and thus presenting time in
its labyrinthine dimension. Even though postmodsrmiriters were not the first to
imbue their narratives with temporal disorder, &t is that postmodernist treatment of
time — flashbacks and differing versions — doesdegtend on a unifying voice (either

the narrator’s or the characters’) that would alline reader to infer a coherent story.
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Indeed, reconstituting the chain of events intdeiological order is often a difficult
or even impossible undertaking. Together with terapdisorder, the postmodernist
novel usually turns to multiple endings or simpdy an utter denial of closure. This
alternative way of dealing with the structuring mdrrative echoes the postmodern
distrust in wholeness and completion in favourha inconclusive and the open. In this
respect, one can argue that postmodernist narréititien celebrates openness and
plurality so as to emphasise the elusiveness ofnmgaand to assert the anti-
representational nature of narrative.

By virtue of the climate of fear that prevailed ithgrthe Cold War period, some
writers explored the “paranoid anxieties” (Lewi®02: 124) ordinary people felt, thus
creating protagonists who were convinced that $pcMas conspiring against them.
Novels that dealt with individual or social paramoof which Joseph Heller8atch-22
(1955) is a paradigmatic example, used irony toastie discrepancy between actions
and their results. In spite of the playful unmagkai people’s fears, one should not be
misled into believing that postmodernist irony meansequential for it is one of the
many tools postmodernist texts use to distance andhchallenge that which they try to

subvert.

1.3.1. - Intertextuality

In “The Literature of Exhaustion” (1967) John Badtiessed how writers had
apparently used up the conventions of realism, githeat, in his view, Jorge Luis
Borges, Samuel Beckett, Vladimir Nabokov and ARwbbe-Grillet (to name but some

of the authors Barth claims to embody the newditgexpression) “attempt to represent
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not life directly but a representation of life” @® 169). From then on, the idea that it
would be impossible to write a truly original wogined widespread prominence. In
this respect, Mikhail Bakhtin’s body of theoreticsiudies on the novel might be
considered a turning point in the study of writiag reformulation and rethinking of
already existent material. For Bakhtin, the novelswa “dynamic”, “multi-layered

genre” (1998: 8-9). This Russian formalist claintieait

authorial speech, the speeches of narrators, @isgenres, the speeches of
characters are merely those fundamental compaoaitionities with whose
help heteroglossia [razn@ie] can enter the novel; each of them permits a
multiplicity of social voices and a wide variety dheir links and
interrelationships (321)

The scholar’'s definition of heteroglossia as theltiplicity of voices or languages
within a novel stems from the assumption that thgimo of language is multiple and
diverse. As a result, the text is a polyphonic tmas, in that it emerges from the
dialogic intersection of various voices.

Drawing on Bakhtin’s theories, Julia Kristeva atsunsidered the text as “not
simply the intersection of two voices” but as “ttesult of the intersection of a number
of voices, of a number of textual interventions996: 189). The interdependence of
texts or intertextuality, to use the term coinedKxjsteva, “assumes ... that the one
who reads, the reader, participates” in the proaess$ that he/she is “capable of
identifying with the different types of texts, vei and semantic, syntactic and phonic
systems at play in a given text” (190). Thus, teader acquires a new and far more
challenging status in the creative, but not enticglginal, act of writing.

The French structuralist Roland Barthes has alseengia fundamental
contribution to the study of intertextuality. Todae with, the word ‘text’ derives from
the Latin verbtexere meaning ‘to weave’ and from the notextus meaning ‘tissue’,

‘web’. Bearing the etymology of the word in mindaithes contends that a text is
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woven entirely with citations, references, echoesltural languages ...,
antecedent or contemporary, which cut acrossdutjin and through in a vast
stereophony. The intertextual in which every texheld, it itself being the
text-between of another text, is not to be confuséti some origin of the
text: to try to find the ‘sources’, the ‘influenc¢esf a work, is to fall in with
the myth of filiation; the citations which go to Reaup a text are anonymous,
untraceable, and yedlready read they are quotations without inverted
commas” (1977c: 160).

Drawing on the Bakhtinian premise that utterangest@ be understood in their
relationship with other utterances — dialogismintertextuality, for both Kristeva and
Barthes, regards the text as an assembly of prewaus rather than as an individual,
self-sufficient and complete object. Consequeritlye theory of the text ... involves a
theory of intertextuality, since the text not osbts going a plurality of meanings but is
also woven out of numerous discourses and spun fbeady existent meaning”
(Allen, 2002: 67).

A convergence of both competing and complementxistfrom the past, the
literary work can only be understood in a compaeativay, i. e., in its intertextual
relationship with the plurality of, in Barthesiagriinology, inter-texts out of which it
is born. A consequence that springs from this autienectedness is the suspicion over
the filiation of a work of art: if a literary tex$ already written, then it is not the product
of an author’s original thoughts. The figurativeatteof the author and the birth of the
scriptor, announced Barthes in a famous €8saark the awareness that “the origin of
the text is not a unified authorial consciousnasgsalplurality of voices, of other words,
other utterances and other texts” (Allen, 2002:. M2)e scriptor gathers and arranges
pre-existent material and in doing so challengesnibtions of “originality, uniqueness,
singularity and autonomy” (6) in literature.

Furthermore, Barthes refused to envisage the &% éine of words releasing a
single ‘theological’ meaning (the ‘message’ of tAethor-God) but [as] a multi-
dimensional space in which a variety of writingena of them original, blend and

clash” (1977b: 146). The Barthesian ‘death of th#har’ proceeds from the conviction
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that to ascribe an author to a text “is to impodien& on that text, to furnish it with a
final signified, to close the writing” (147), whiclkiould contradict Barthes’s notion of
literature as an on-going process of rewriting eerdading previous texts. Finally, with

Edward Said, one can say that

the best way to consider originality is to look rfot first instances of a
phenomenon, but rather to see duplication, paisitel symmetry, parody,
repetition, echoes of it — the way for exampleriture has made itself into a
topos of writing (1983: 135).

One of the most productive characteristics of poskennist fiction is
undoubtedly parody, notwithstanding Elizabeth Ethiarcontention that “parody has a
venerable history: in classical literature and ohiet and in “the great precursor of the
Western novel, CervanteBon Quixoté (1999: 226). In general terms, parody is an
intertextual allusion and, contrary to what is nfeecepted, it is inherent in the process
of linguistic interaction insofar as “language @ one’s own, but always comes to each
speaker from another, to be imitated and transfdrase that speaker in turn sends it
onwards” (Dentith, 2000: 3). From this utterancegeed the assumptions that parody
involves imitation and transformation and thatrhtere is also intrinsically parodic.
However, given the number of authors who, from1B60s until the present day, have
openly parodied previous authors, styles and g&hiiess legitimate to consider parody
as a characteristic feature of postmodernist fictleor Hutcheon, it is “a postmodernist
form” because it “paradoxically both incorporatesdachallenges that which it
parodies” (1999: 11).

Detractors of postmodernism regard parody as théuat of a frivolous culture.
Against this negative notion of parody, Hutcheasirk that “it is also a necessary and
creative process by which new forms appear to akxé the tradition and open up new
possibilities to the artist” (1984: 50). Parodyertéfore, is neither a shallow, ridiculing

imitation nor an uncritical, depthless rewritingtbé source text. In “The Creative Role
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of Parody in Transforming Literature and Culturen Dutline of a Functionalist
Approach to Postmodern Parody” (1999) Ansgar Nimrseems to share Hutcheon’s
views on contemporary use of parody. Writing onwlags parody transforms literature
and culture, the scholar points out the functioasogy fulfils in contemporary fiction.
First and foremost, parody serves to ridicule rémise, to criticise and/or to comment
on the text, genre or events it relate¥.tBesides these functions, Niinning identifies
the capacity of parody to “transform literary gesirg1999: 130), thus acquiring
creative functions. In his opinion, parody’s repigta as a hollow imitative form has
been overcome by the new and creative use postmet®riters have given to it. Its

contribution for the vitality of contemporary fioti is undeniable because, he insists,

by engaging in an extratextual dialogue with therdiry tradition and by
commenting upon earlier works and outworn liter@pventions, postmodern
parody serves to shape aesthetic norms, to cotdrtbuthe renewal of forms
and to generate new and, more often than not, thgenres (131).

In a different fashion, Simon Dentith deems parasiy device that

throws some of the very fundamentals of writingpitoubt. Following the
French theorist Roland Barthes’ notion of the ‘tieaf the author’, parody
emerges as a formal practice in which the dendalgige intertextual nature
of all writing is made especially transparent, lsat tits ‘authorship’ becomes
problematic (2000: 15).

What Dentith clearly emphasises in this excerphiésclose relationship between parody
and metafiction (where “the fundamentals of writirege exposed) and the need to
redefine the notions of both origin and originaliliterature.

Pastiche, in spite of being also a playful intetdek allusion to the text it seeks
to imitate, differs from parody in that it is anitation rather than a transformation of its
source. Further, it also denotes lack of critidgatahce from the latter, which is viewed
as absence of originality and, sometimes, as splegjiarism. Barry Lewis regards
pastiche as “a kind of permutation” that originafiesn “the frustration that everything

has been done before” (2001: 125). According to, mstmodernist authors take
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existing styles from previous literary periods aswlf-consciously force readers and
literary critics to rethink the notion of origingli Moreover, Lewis explains the

proliferation of genres like science fiction, theestern and the detective tale in
contemporary fiction by the fact that “these gerpes/ide ready-made forms, ideal for
postmodernist miscegenation” (126). For Jamesastighe is parody “amputated of the
satiric impulse, devoid of laughter and of any dotion” constituting, therefore, “blank

parody, a statue with blind eyes” (1991: 1#38)n my view, he not only considers
pastiche as a symptom of the depthless cultureatef ¢apitalism but also fails to
understand that it can be used as a respectfuitéritp a previous author or literary

period/style and thus acquire aesthetic value.

1.3.2. - Metafiction

David Lodge’s essay “The Novel Now” (1990) beginghwthe statement that
when the author started his career as both nowaidtcritic, “criticism was conceived
of as a second-order discourse dependent on tkeofoler discourse of fiction.
Novelists wrote novels and critics criticized the(®995: 145). If this situation had not
changed, Lodge would not have felt the need to drnamattention to what apparently is
common practice. Since the 1960s, however, thafg@mation of novels that display
metafictional digressions has come to underming un&il then, unproblematic
relationship between the writer and the critic.

Despite the upsurge of novels that expose andctedle their own construction,
one should not think that metafiction is a postrmoch invention. As Patricia Waugh
remarks, “thegerm ‘metafiction’ might be new, thpracticeis as old (if not older) than
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the novel itself’” (1993: 5). The term metafictioashindeed gained wide acceptance in
academic circles but other terms have existed samebusly with this one. In one of
her initial studies on this phenomenon, Hutcheosdube term ‘narcissistic narrative’
and acknowledged other terminologies: ‘self-reflexi ‘self-reflective’; ‘self-
informing’; ‘auto-referential’; and ‘auto-represatibnal’ (1984: 1-2). Waugh's
inventory includes the terms: ‘self-begetting’; thoverted’; ‘anti-novel’; ‘irrealism’;
‘surfiction’; and ‘fabulation’ (1993: 13-4). Moreecently, Mark Currie has provided a
valuable contribution to this problematic. BRostmodern Narrative Theor§1998), he
chooses the terminology “theoretical fiction” tdeeto the fictional works that enact
“what [they] wish to say about narrative while lpifthemselves] a narrative” (1998:
52). In his opinion, these texts acquire “the weighh academic philosophy” and
simultaneously avoid “the boredom of those discesit$66).

Drawing on both Hutcheon and Waugh, metafictionhsrefore, the laying bare
of both the fictional and linguistic systems upohiet the novel is constructed; it
results from the growing awareness that reality laistbry are provisional and that the
world is no longer a place “of eternal verities lauseries of constructions, artifices,

impermanent structures” (Waugh, 1993: 7). In Hutche terms

the making of fictive worlds and the constructiweative functioning of

language itself are now self-consciously sharedabthor and reader. The
latter is no longer asked merely to recognize flwdional objects are “like

life”; he is asked to participate in the creatiohveorlds and of meaning,
through language. He cannot avoid this call tooacfor he is caught in that
paradoxical position of being forced by the text aknowledge the

fictionality of the world he too is creating, yeastvery participation involves
him intellectually, creatively, and perhaps evefiectfvely in a human act that
is, in fact, a kind of metaphor of his daily efforto “make sense” of
experience” (1984: 30).

In other words, although metafiction is mainly cemed with its own status as a
construct, it is also reader-oriented in that thader is drawn into the text as both a

consumer and a producer and is given the chanceetier understand the basic
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structures of narrative functioning. While doing, soetafiction offers the reader
“extremely accurate models for understanding theteraporary experience of the
world as a construction, an artifice, a web ofidépendent semiotic systems” (Waugh,
1993: 9). It helps the reader to realise that 8mstpolitics, gender, race, nationality,
the individual, reality ... can be read as systemsigtis, cultural constructs, or texts”
(Ommundsen, 1993: 12). Another relevant issue #@niges from Hutcheon’s above-
mentioned excerpt is that of mimesis — the worléiation is “like life”, but not life.

At this point it seems pertinent to quote Barthes,whom writing could not
“designate an operation of recording, notation,resentation, ‘depiction’ (as the
Classics would say)” but rather “a performativerage verbal form ... in which the
enunciation has no other content ... than the acwlgh it is uttered” (1977b: 146).
What is at stake here are the conventions of raaliction was thought to be able to
imitate or reflect the world. However, drawing omrBhes’s contention, rather than
disclosing information about the world, writing digses information about itself.
Metafiction strives to demonstrate that “the moélesalism does not imitate reality any
more or less than other fictional modes” (Ommund4€93: 48). Instead of being a
radical departure from realist writing, metafictiena reworking of it and, consequently,
“metafiction is still fiction” since “auto-represtation is still representation” (Hutcheon,
1984: 39).

Both the traditional figure of the author and itmniscendental status are
questioned in metafiction as it shows thatuthor is a concept produced through
previous and existent literary and social texts’a(yh, 1993: 16). This hypothesis
accords well with the Barthesian death of the auththe rejection of “the traditional
view that the author is the origin of the text, swurce of its meaning, and the only
authority for interpretation” (Selden, 1997: 156n these grounds, the reader acquires

a new status and is free to take his/her pleastitbeotext. Therefore, referring to
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metafiction using such detracting expressions aarcissistic”, “self-begetting”,
“introverted”, “auto-representational” and “antived” seems to me to deny the
openness and outward dialectics that metafictistalls with the reader and the critic as

well as with the “reality” it seeks to unsettle.

1.3.3. - Historiographic Metafiction

The fact that “history is, once again, an issuelttieon, 1999: 87) has been
noticed by all the scholars who have written abpostmodernist fiction. This
postmodernist historical fiction, or historiographmetafiction, to use Hutcheon’s
terminology, although indebted to classic histdrigztion, strives to problematise the
very notion of history. To a certain extent, higigraphic metafiction subverts the
constraints classic historical fiction complied hyitnamely,i. the official version of
historical events should not be contradicted uniflesse was a “dark area” of history in
which case improvisation was possiblé@, the whole “material culture and
«Weltanschauung»” of the period in question shdudtl “an acceptable degree of
faithfulness”; andiii. the fictional material should be realistic, i, &he logic and
physics of the physical world” should be consisteith reality. Furthermore, whenever
a transgression took place, efforts were madendereit “as unnoticeable as possible”
(McHale, 1987: 87-8).

Nevertheless, “the paradigm shift” (Eagleton, 192%4) that emerged with the
works of Foucault, Derrida and especially Lyotardnacted a transformation in our
perception of how knowledge is constructed. Theelat discredit in grand narratives,

meta-narratives, precipitated the contemporaryohats’ distrust in “the validity of
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what they describe as macrohistories” in favourroicrohistories” (Appleby, 1995:
228). A similar stance emerged from the foucauldiaterest in marginalized groups
whose difference [kept] them excluded from politipawer” (Sim, 2001: 6). Further,
Foucault’'s studies pointed to the fact that histognhnot claim to be totalising or
systematic for it is impossible for the historimnpiace himself/herself “outside power
and make it the object of [his/her] critique” (Hdimn, 2001: 143). Finally, Derrida,
whose theoretical principles pointed to the unpotadiility of signs and, thus, to the
instability of language, pronounced meaning adeeting phenomenon, that evaporates
almost as soon as it occurs in spoken or writtegdage ... rather than something fixed
that holds over time for a series of different andies” (Sim, 2001: 6).

The immediate consequence of these precepts wasicks® over historical
objectivity and validity. Objectivity is utopian asmuch as “historians cannot capture
the fullness of past experience, any more thanviddal memories can”; they gain
access to “the traces or residues of the past” #metefore, “their accounts are
necessarily partial” (Appleby, 1995: 234), becawseHayden White observed, “there
are always more facts in the record than the ha@tocan possibly include in his
narrative representation” (1985: 51).

In addition, and owing to this limitation, the pasih only be known through “its
textualized remains” (Hutcheon, 1999: 119), whieedh to be ordered, i. e., given plot
configuration. Concurrently, history is a narratwéh a beginning, a middle and an
endind®. More important than this is the fact that ordgrievents implies both the
mediation of a subject — with all his/her cultugadlitical and religious beliefs — and the
selection of the events/people to be included &r dat of the account. It is then
legitimate to ask, as McHale does, whose histomyffisial history?® Given that texts
generate various and sometimes conflicting intéapiens, postmodernist historicism

proclaims the theory that the past is not fixed amdso doing makes way for
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reinterpretations of historical events. Postcolbaiad feminist writings have tried to
demonstrate that “all sorts of historical narragive have employed the full range of
associated discriminations — race, colour, gen@dgion, social practice, primitivism —
to justify almost any behaviour of one group of pleotowards another” (Hamilton,
2001: 176). Once the bias inherent in history wgtihas been identified, both
postcolonialist and feminist scholars could begimetwrite history so as to give voice to
those who had formerly been neglected.

Another assumption historians used to take for tgchrwas the notion of
progress. Confronted with wars, depressions, gdescind atomic power, postmodern
historians began to question “not history but Higte the idea that there is an entity
called History possessed of an immanent meaning pamdose which is stealthily
unfolding around us even as we speak” (Eagletof7190). Alongside the shattering
of the idea of progress was the theory that histiidynot necessarily develop following

the principle of cause-effect. In fact, history

did not unfold in linear fashion, revealing truththe process of development
over time, but rather moved through an arbitrary afecrises, disjunctures,
and disruptions. Nothing necessarily followed wtatne before, so causation
should be pitched out along with human agency amciak structuring
(Appleby, 1995: 211).

For a scholar like Eagleton, classical historicidiffers from postmodernist
historicism in that the former believesin the power of historical explanations;that
history can explain how and why an event came abawd iii. that an historical
explanation of our beliefs and interests is possiblowever, the scholar counters that
such explanations are neither reliable nor newgiate our beliefs and interests are
themselves intrinsic to the process of history imgitwhich results in a “vicious
epistemological circle” (1997: 35). In other worg®stmodernist historicism does not

deny the possibility of historical explanation lbmiderlines its ontological constraints.
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Faced with the postmodern relativism of historytiwvg, novelists who aimed at
reviving the genre made use of a series of stregegp as to illustrate through literature
the significant changes historiography experienocethe second half of the twentieth
century. According to Martha Rozett, postmoderristtorical fiction differs from

traditional or classic fiction, given that the fandisplays

a resistance to old certainties about what happanddwhy; a recognition of
the subjectivity, the uncertainty, the multiplicitf truths inherent in any
account of past events; and a disjunctive, selscmus narrative, frequently
produced by eccentric and/or multiple narratingcesi(1995: 146).

In McHale’s view, apocryphal history, anachronismd ahistorical fantasy
constitute the novelists’ creative way of dealinghwthe possibilities opened up by
postmodernist questioning of historical truth. Tist strategy comprises the inclusion
of fictional events or characters to fill in theabks of history or even to replace the
official version with an alternative one. Withinaguyphal history, McHale, points out
“paranoiac conspiracy-theory” (1987: 91), as in sah Pynchon’s novels. The second
one, anachronism, is more common in the form of rfdvoview and ideology”
anachronism (93), that is, when a character, fampte, is given the attitudes, thoughts
or beliefs of someone from a totally different ef@ally, historical fantasy integrates
history and fantasy to enhance the tension betvi@enand fiction. From McHale’s
exposition it is also worth mentioning the “ontaleca) scandal” (85), when a real-world
figure becomes a character and interacts with ditisnal characters.

For Hutcheon, the genre par excellence of postnmigterfiction is
historiographic metafiction: best-selling novelstthare self-reflexive and resort to
historical events and figures. Her wok Poetics of Postmodernismconstitutes a
thorough reflection on the controversial relatidpstbetween fact and fiction in
contemporary fiction, starting from the premiseatih we know the past through its

texts;ii. consequently, history and fiction are human aowess; iii . both history and
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fiction have always been permeable genres;iantistoriography is not exempt from
cultural bias. Apparently, the distinction betwdestory and fiction is not as clear-cut
as one had been led to believe. This derives franiact that fiction neither mirrors nor
reproduces reality; it “is [only] offered as anath&f the discourses by which we
construct our versions of reality” (1999: 40).

Historiographic metafiction, then, are hybrid n@véiat turn to the “discourses
of history, sociology, theology, political sciencegonomics, philosophy, semiotics,
literature, literary criticism” (21) in order to ofyont the past with the present and, thus,
give it new meaning. Its concerns are to fight tbatemporary trend to value what is
new to the detriment of past experiences and to Haye historians’ claims to
objectivity, neutrality and impersonality. Yet, KHbeon is eager to show and, in my
opinion, does it successfully, that historiographietafiction does not deny that the past
really existed but that, given that we are “botlectptors and actors in the historical
process”, our ability to apprehend the past issmnologically limited” (122).

Another highly significant aspect is that these elsvaccord with the
postmodern privileging of plurality and differencéence, “the ex-centrics, the
marginalized, the peripheral figures of fictionaistbry” (113-4) appear as the
protagonists of historiographic metafiction. Takiag examples D. M. Thomasihe
White Hotel(1981) and Graham SwiftWaterland(1983), Hutcheon demonstrates that,
whether by making use of multiple points of viete former, or a controlling narrator,
the latter, both these novels put into questionnbigons of truth, totality, centre and
authority and are, therefore, paradigmatic examplésis genre.

Other scholars, faced with the upsurge of the hdesb novel, proposed
categorisations of the genre. History and the Contemporary NovEl989) David
Cowart advances a model of postmodernist historraalels that comprises four

categories: ‘The Way It Was’; ‘The Way It Will Be'The Turning Point’; and ‘The
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Distant Mirror’. The first category includes novelgat “recreate the past as vividly as
possible, dramatizing a world whose values may rdeeaadically from those of the
present age” (1989: 8). The second category ratensovels that rely on historical
knowledge to reflect on the future. The third isCJowart’s opinion, the most important
one due to the quantity of novels in which a patic moment in the past is regarded as
a crucial development for the present. ‘The DisMmtor’ category incorporates novels
where the present is projected into the past.

In my view, the problem with Cowart’s classificatias that it seems too
simplistic and, in fact, the playful use of intettigality, parody and pastiche evinced in
most contemporary historical fiction, coupled wiits refusal to conform to a
predetermined genre would make it difficult to eifis these novels, given that they
would surely fall into more than one category.sltimy belief that the German scholar
Ansgar Ndnning in his essay “Crossing Borders andrriBg Genres: Towards a
Typology and Poetics of Postmodernist Historicatibn in England since the 1960s”
(1997) provides a far more structured and usefabdification of historiographic
metafiction.

Distancing himself from both Hutcheon and McHaléinNing states that, since
contemporary historical fiction is so diverse irture, “it does not make much sense to
subsume all the novels in question under the ormellabe it ‘historiographic
metafiction’ or ‘the postmodernist revisionist lmstal novel™ (1997: 219). In his line
of thinking, proclaiming historiographic metafiatio as the unique genre of
postmodernist fiction results in an homogeneityt th@es not account for the diversity
of contemporary fiction, be it historical or noh What regards McHale, the scholar
argues that the change of dominant theory is mwtlélss if one thinks of authors like
Peter Ackroyd, Julian Barnes or A. S. Byatt, to eabut a few, whose novels “are

primarily concerned with the question of how much ean ever know about the past”

30



Chapter | - What is Postmodernism?

(237). Consequently, Nunning set himself to provaenore systematic typology and a
more finely nuanced poetics of the various modespfesenting history in fiction”
(220).

According to him, postmodernist historical fictidalls into three categories:
‘Revisionist Historical Novels’, ‘Metahistorical Nels’ and ‘Historiographic
Metafiction’. The first category refers to thosevats whose main goal is to give voice
to those who were traditionally left out of hist@i accounts. By having ordinary
people as protagonists these novels evidence antiede view of history.
‘Metahistorical Novels’ aim at pushing the limit§ @onventional historical novels by
showing the continuity between past and presentelahat fall in this category deal
with the appropriation, revision and transmissioh history and emphasise the
distortions the past is subject to. ‘HistoriographVietafiction’, NUnning writes,
“thematizes and undermines the conventional bordetsveen historiography and
fiction” and also enquires “into the epistemologicsiatus of history, historical
explanations and historiography” (226).

In this respect, he partakes of Hutcheon’s thé&et, Niinning subcategorises
historiographic metafiction in explicit — when tbpistemological, methodological, and
linguistic problems of historiography are overthardled - and implicit — when
“metahistoriographic metafiction” (226) is incorp¢ed in the structure of the notfel
As Niunning himself acknowledges, any categorisabibpostmodernist genres runs the
risk of finding resistance on the part of those eiswthat foreground the blurring of

genres’.
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1.3.4. — Genre Hybridisation

As has already been suggested, postmodernistrficidoverts, ruptures and
challenges the establishment, be it in the poljtisacial or literary spheres. Genre
hybridisation, the flaunted disregard for institlitgenres, has become a creative
strategy for postmodernist writers. Writing backli®78, Tzvetan Todorov noted that
“it is even considered a sign of authentic modgrimita writer if he ceases to respect the
separation of genres” (2000: 194). In the samedinininking, David Duff asserts that
“if the death of the author has been a familiaraief of modern literary theory, so too
has the dissolution of genres” (2000: 1).

The fact that modern genre theory is no longerqoigtsve but descriptive, as
René Wellek and Austin Warren remarked in tfdieory of Literaturg1942), might
lie behind the reason why some postmodernist asittesort to the mixing of genres.
They contend that modern genre theory “doesn’tgpites rules to authors”; on the
contrary, “it supposes that traditional kinds may‘imixed’ and produce a new kind”
(1984: 235). On the other hand, insistence ondpe tof the death of the novel might
have triggered fictional writers to pursue new wéysthe novel to regain its status as
the prevailing literary genre in western literatu@ome postmodernist novels can,
indeed, be understood as a reaction to this coraemell as an enactment of Bakhtin’s
contentions, namely that the novel is “plasticigelf” as well as an “ever questing, ever
examining” literary form. (1998: 39).

Similarly, Foucault’s definition of writing seems have been taken up by some
contemporary novelists who, | believe, regard wgtas “a game that inevitably moves

beyond its own rules and finally leaves them behi(tP80: 116). Nevertheless,
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postmodernist genre hybridisation represents mbas ta mere sign of the natural
evolution of genres. It is a fact that these amestantly changing and that each literary
period favours a certain genre as the dominamahyeform. Yet, the literary innovation
carried out by contemporary authors, in what caomegenre theory, is part of a broader
postmodern trend that self-consciously attempts/athrow fixed literary categories; it
is one of the many resources authors employ teifdseir disdain for authority, in this
case the literary canon, and fixed categories. \Migir mixing of genres, novels like D.
M. Thomas’sThe White Hote{1981) and A. S. Byatt'Bossession: A Roman¢E990),
aim at displaying this trend in fictional terms. Ang other things, novelists who turn to
the device of genre hybridisation seek to frustthte readers’, critics’ and scholars’
“horizons of expectation” (Todorov, 2000: 199). Téfere, it is my belief that the
blending of genres is yet another strategy to faneigd the subversive nature of

postmodernist fiction.

Although postmodernist writers did not create soofighe above-mentioned
strategies, such strategies are deemed postmaddésaisires given the number of
novels that display them. For instance, novels sashMiguel de Cervantes®on
Quixote (1604-15) and Laurence Sterndke Life and Opinions of Tristram Shandy
(1759-67) exhibit what one would nowadays call pusternist traits. These canonical
novels can surely be considered forerunners ohpadrnist fiction due to their use of
metafictional digressions and parodic rewritingf-€lailvalric romance, the case bbn
Quixote and of the conventions of narrative constructias with Tristram Shandf.
Moreover, Sterne’s novel constantly frustrates atare coherence by means of a
digressive presentation of events and of a sefi@movative resources — black pages,

blank pages, missing chapters, breaking-off of esergs, footnotes, asterisks and
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dashes, etc. — that not only draw attention taelés fictiveness but also to the failure
of language to faithfully represent the complexitjhuman experience.

Given that “postmodern literature obsessively riéviand rereads its own past”
(Currie, 1998: 54), the experimental resources bsetthe precursors of postmodernism
have been clearly taken up by contemporary writerplayfully and self-consciously
foreground the discursive nature of both the warld art. A similar stance is put forth

in Mepham'’s claim that

Textual strategies of foregrounding and reframind ao on are calculated to
engage the reader in a play of plural interpretatico that the reader’s sense
of a stable, reliable (fictional) world is distub€1991: 150).

Analysed from this perspective, neither postmodenmor postmodernist fiction can be
accused, as Eagleton maintains, of installing adlgaing scepticism” (1997: 27). On
the contrary, postmodernist fiction has been makiegear that the novel is not a dying
genre; it is as alive as it was in previous litgnaeriods, finding new ways, both in form
and content, to make sense of the world.

The disintegration of selfhood, the positioninglué self in relation to historical
progress and the elusive nature of knowledge, whanh be found, for example, in
novels such as D. M. ThomasBhe White Hotel Salman Rushdie’svlidnight’s
Children (1981) or John Fowles’d Maggot(1985), are transhistorical concerns and
topoi that have acquired considerable weight in conteargdfiction. Therefore, the
view that postmodernism and postmodernist fictiomoant to the product of a frivolous
culture, shared by scholars like Fredric Jamesean Baudrillard and Terry Eagleton,
seems to me inaccurate. The latter, for examplespite of acknowledging that
“postmodernist culture has produced ... a rich, beldjilarating body of work”, adds
that “it has also generated more than its shaexetrable kitsch” (1997: 27), as if all

postmodernist works had forcibly to result in cladgerary pieces and, consequently,
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enter the canon. Another detrimental assessmentpastmodernist culture is
Baudrillard’s, whose stress on “the cultural imporde of consumption” seems to be an
overstatement, insofar as “the pole of productias [mot] disappeared” and “work [has
not] given way to pleasure on a global scale” (&,11998: 106).

Confronted with such derogatory judgments on botstipodernism as a
periodising concept and on postmodernist fictionanh compelled to agree with
Hutcheon’s conclusion iA Poetics of Postmodernistimat points to the need for a new,
non-normative poetics to embrace the variety oftemporary fictioR', inasmuch as
postmodernist fictionabeuvresseem to meet Barthes’s prerequisites for whatimas
“text of bliss”: the text that “imposes a state logs, the text that discomforts ...,
unsettles the reader’s historical, cultural, psyotical assumptions, the consistency of
his tastes, values, memories, brings to a crisisdfation with language” (1994: 14). In
addition, the devices that were discussed in tlapter - intertextuality, parody,
pastiche, metafiction, historiographic metafictiomjeterminacy, openness, decentring,
plurality and irony - mirror the ontological uncairity widely felt in the contemporary

world as well as the sense of belonging to a litfeesad cultural continuum that cannot

be denied or forgotten but, rather, that is bemgstantly rethought and rewritten.

1.4. — Chapter Endnotes

! See Randolph Quirk and Sidney GreenbauAr'§niversity Grammar of Englishl993, Longman,
Harlow, which includes this prefix in the categofyTime and Order” prefixes, p. 434.

2 Fredric Jameson draws this conclusion as he nibieilhigh modernist traits became in the 60s a
cultural dominant.
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% Another significant contribution for the clarifidan of these two concepts is Terry Eagleton’s apgn
statement inThe lllusions of Postmoderniswhich reads: “The worgostmodernisngenerally
refers to a form of contemporary culture, wherdestermpostmodernityalludes to a specific
historical period”, p. vii.

* Italics from the original.
® Italics from the original.
® See Tim Woods'8eginning Postmodernisfor further information on this matter, p. 34.

" See Linda Hutcheon'&\ Poetics of Postmodernism: History, Theory, Fictior a more detailed
characterisation of postmodernism, pp. 4 and 43.

8 See Randall StevensorThe British Novel since the Thirties: An Introdoctivhere the author provides
examples of writers and novels that employed thes&es, pp. 11-29.

° Brian McHale derives his definition of ‘dominaritom Roman Jakobson’s and, although he does not
agree with some of Jakobson’s tenets, McHale sdenmsubscribe to the overall notion of
‘dominant’ as an organising system that structare®rk of art. Se@ostmodernist Fictionp. 6.

19 See Roland Barthes’s “The Death of the Authoritfpublished in 1968 iMantéla which set going a
debate over the relevance of both the author amdetider for criticism and for the interpretation
of the work of art.

" In Parody, Simon Dentith lists John Barth, Malcolm Bradbuty,S. Byatt, Peter Carey, Umberto Eco,
John Fowles, Alasdair Gray and David Lodge, amdmgcontemporary authors who have used
parody in their novels, p. 164. In my opinion, tise could be more extensive.

2 See Ansgar Niinning’s “The Creative Role of Parauylransforming Literature and Culture: An
Outline of a Functionalist Approach to Postmodeanddy” for a more detailed characterisation
of the functions the author ascribes to parody,123-30.

13 Quoted in Graham Allen’itertextuality p. 184.

4 Among the most influential works figure Foucaulfse Order of Thing§1966) andThe Archaeology
of Knowledge(1969), Derrida’sOf Grammatology(1967) and Lyotard’'sThe Postmodern
Condition: A Report on Knowledd#&979).

'3 n this respect, David Cowart’s assertiorHistory and the Contemporary Nowéht “history is always
fictive, and literature is often historical” sum$ uhe similarities between both modes of
representation, p. 26.

8 McHale answers this question Rostmodernist Fictionresorting to Stanley Elkin and Giinther Grass
for whom official history was the history of themmers and of the male sex, respectively, p. 90.

" In History and the Contemporary Noy&owart includes in the first category Marguelteurcenar’s
Memoirs of Hadriarand Norman Mailer'&\ncient Nightsin the second, George Orwelll984
and Walter Miller'sA Canticle for Leibowitzin the third, Thomas Pynchonts and Gravity’'s
Rainbow D. M. Thomas’sThe White Hoteand Timothy Findley’'$amous Last Wordsand in
the fourth, Umberto EcoShe Name of the Ros&d John GardnerGrende] pp. 9-10.

% In “Crossing Borders and Blurring Genres: TowaalsTypology and Poetics of Postmodernist
Historical Fiction in England since the 1960s”, Milng names James Farrelll$ie Siege of
Krishnapur and Pat Barker'sThe Century’s Daughteras revisionist historical novels; Peter
Ackroyd’s novels, John Fowles’'sh& French Lieutenant's Womand D. M. Thomas'She
White Hotel are labelled metahistorical novels; John Fowle&’'sMaggot and Malcolm
Bradbury’sThe History Manare categorised as implicit historiographic metafn and Salman
Rushdie’sMidnight’s Childrenas explicit historiographic metafiction, pp. 222-3
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% This is the case of Julian Barne&sHistory of the World in 10 and % Chapteiad A. S. Byatt’s
Possession: A Romance

20 In her early study on metafictioMarcissistic Narrative: The Metafictional Paradokutcheon
remarks that Tristram Shandysits] alongsideDon Quixoteas the major forerunner of modern
metafiction”, p. 8. Similarly, irMetafiction: The Theory and Practice of Self-Conssi Fiction
Patricia Waugh asserts that postmodernist “foreehniques seem often to have originated from
novels likeTristram Shandy.., Don Quixote... or Tom Jon€s pp. 23-4.

1 See Hutcheon’s “Conclusion” # Poeticswhere the scholar claims that her poetics mightelgarded
as a problematics since it does not seek to tetplistmodernist discourse, pp. 222-31.
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2. - Chapter Il — Postmodernist British Fiction

2.1. — The Rise of Postmodernist British Fiction

Despite acknowledging the importance of Laurencan®ts Tristram Shandy
(1759-67) as both a cornerstone in British fictiamd a major influence for
postmodernist writers, in Randall Stevenson’s apinithe birth of postmodernist
British fiction is to be found in the late 1930stlhwiJames Joyce’Binnegans Wake
(1939) as well as with Flann O'Brien’At Swim-Two-Birdg1939}. Brian McHale,
however, deems Samuel Beckett's trilogiplloy, Malone Diesand The Unnamable
(1950-2f as the fictional works that mark the “transitionori modernist to
postmodernist poetics” (1987: 12), even though &egoxically refers td-innegans

Wakein the following terms:

Every expression belongs simultaneously to seVaaaies of reference, none
of them identifiable as the basic world of the text instead there is a
perpetual jostling and jockeying for position amorgy plurality of
simultaneously present (and therefore simultangalstent) worlds (142).

From this description it seems unquestionable Jlogte’s experimental novel resists
interpretation, refuses to submit to a single fravheeference and, in contrast, fosters a
decentred, dehierarchised view of both languagetlaadvorld. It appears therefore to
meet McHale’'s own criteria for a work to be labdllpostmodern: the focus on
ontological concerris actually, bearing the scholar’s tenets in mind aright conclude
that Joyce’s groundbreaking fictional work seemsadst doubts about the existence of

the real and to go well beyond the mere recordint o
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According to Stevenson, iRinnegans Wakéthe breach between word and
world is no longer a matter of doubt or negotiatittut of some certainty, even
celebration” (1991: 21). In the same way, Swim-Two-Bird$oregrounds ontological
uncertainty in that, as Stevenson observed, itdbexs a story about a man telling a
story about storytelling” (22). In his line of tikimg, one that | share, both Joyce’s and
O’Brien’s novels are paradigmatic postmodernistdeecause they can be read as “a
prophecy of the self-reflexive foregrounding ofdamage and fiction-making which has
become a central, distinguishing characteristipagtmodernism” (22). In the wake of
the afore-mentioned novels, Beckett's trilogy Molloy, Malone Dies and The
Unnamable- further substantiates the theory that concevasls and language as an
“evasive artifice” (Stevenson, 1991: 22). As a lgstlanguage and the nature of
narrative imagination become the central subjetcteetrilogy” (22) and, | should add,
of much of the subsequent literary production.

Joyce, O’'Brien and Beckett exerted an undenialdlaence on the generations
that developed their literary efforts in the 1960« 1970s, among whom figure Doris
Lessing, John Fowles, B. S. Johnson, John BergeAagela Carter. Nevertheless, the
literary influences absorbed by these authors tsmlkee found in foreign literatures and
literary trend$, particularly in South American magic realism, Aioan
postmodernisthand the Frenchouveau roman

An expression first coined by Franz Roh in 192Bagic realism is broadly used
nowadays to refer to the Latin-American fiction tthemerged with the literary
production of authors such as Jorge Luis Borgedyri@aGarcia Marquez, Mario
Vargas Llosa and Alejo Carpentier, to name butwa f&s the expression itself denotes,
this literary trend promotes the mingling and jydsition of reality and fantasy
(sometimes approaching subjective reality, the rbizand the inexplicable on equal

terms as the so-called objective reality) alongdide preference for complex and
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winding narratives. Borges'Bicciones(1944) and Marquez’'€ien afios de soledad
(1967) are undoubtedly typical examples of magalise novels. Aslo, magic realism
influenced such disparate authors as Italo Calvin@e una notte d’inverno un
viaggiatore (1979) — or, more recently, the 1998 Literatureb®loPrize winner José
Saramago — particularly iMemorial do Convent{1982) andeEnsaio Sobre a Cegueira
(1995) — and, as | shall contend further on, ib alast its influence on British fiction.

American postmodernism, another major inspiratiam British novelists,
developed, for instance, with the works of Williddorroughs -Naked Lunch(1959),
Thomas Pynchon\= (1963) andsravity’s Rainbow(1973), John Barth ¥he Sot-Weed
Factor (1960), Vladimir Nabokov Pale Fire (1962), Ronald Sukenick Fhe Death of
the Novel and Other Storigd969) and Raymond FedermanDeuble or Nothing
(1971). David Seed's essay “In Pursuit of the RewpdPlot: Some American
Postmodernists” (1991) — a title thadr sesuggests the chief characteristic of American
postmodernist fiction, i. e., the gradual dissantof the plot — delineates the concerns
and narrative strategies that have replaced thegelf a good story among American
fiction writers. According to Seed, they turned ttwverbal and structural
experimentation” so as to cope with “the enigmatture of the world” (36-7). These
writers, he contends, “turned their back on mimeg&alism” (52) by means of the
creation of conspiracy paranoid atmospheres arglibyerting narrative linearity.

From the Frencimouveaux romanciersame a significant set of ideological and
compositional influences that together with theluefces from South and North
America changed the nature of British fiction. Thest notablenouveaux romanciers
were Alain Robbe-Grillet +a jalousie(1957) andDans le labyrinthg1959), Nathalie
Sarraute -Portrait d’un inconnu(1948) andPlanétarium(1959), Claude Simon ke
vent(1957) andHistoire (1967) and Michel Butor £a bataille de Pharsalé¢1969) and
La modification(1957). These novelists were conscious that “thgesannuated forms
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of nineteenth-century fiction did not adequatelfflea the epistemological and
ontological uncertainty” (Smyth, 1991b: 56) of thestwar world. In order to unmask
“the dominant ideology” (72) and simultaneously r@kledge the new status the
reader had acquired in the fictional process, tmeselists carried out an “assault upon
the assumptions and procedures of classic reali&h) by: i. encouraging “self-
reflexivity” (55) in their novelsji. structuring their narratives in a way that favemir
“fluidity and instability” (56) in detriment of “hearity and chronology” (60)iii.
proclaiming the “condemnation of omniscience” (58);"privileging ... interiority and
the portrayal of the awakening artistic sensibil{y8); v. dismissing the “author as the
source and guarantee of his/her discourse” (59% \dn denoting an “increasing
preoccupation with intertextuality” (59). Along Wwithe undeniable influence the work
of the nouveaux romancierBad on British fiction, one cannot fail to notitsat its
range was widely felt because, as Smyth remarkée,nfouveau romarnas played a
central role in the debates surrounding postmoderh(54).

Acquainted with the new directions western fictiwas taking, British writers,
as Malcolm Bradbury put it, “looked back into treyrinths of narrative to explore
new or different paths” (1994: 344). The 1960s wsiged the publication of three
novels that may be seen as signalling the riseostnpodernist British fiction: Doris
Lessing’s The Golden NotebookK1962), John Fowles’sSThe French Lieutenant’s
Woman(1969) and B. S. Johnsoréie Unfortunate$1969).

A story about the making of a storfhe Golden Notebookarrates, or rather
enacts, Anna Wulf’s search for an identity by meainariting the various facets of her
existence: her life in Africa, her political lifeer attempt to write her own story and her
psychological collapse Fowles'sThe French Lieutenant's Womaperates within the
conventions of the Victorian novel to subvert thand to reveal their inconsistencies.

This narrative, however, is also famous for itsat@re experimentalism. In Chapter 13,
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Fowles intrudes into the diegetic level to informe reader that the “story [he] is telling
is all imagination” and that the “characters [hel ltaeated] never existed outside [his]
own mind” FLW 95F. Furthermore, unlike most conventional novels, réeder finds
in Fowles’s three distinct endings, in a clear deof the teleological closure narrative
development forces upon the text. Johnsdiie Unfortunateconstitutes a far more
radical endeavour to destabilise both represemntatia the reading experience, as this
novel comprises twenty-seven loose sheaves insix @0 be read in random order. It
is not surprising, then, that Dominique Head sidgtut Johnson “as the central
example of the ‘experimental’ novelist in the Bsftipostwar scene” (2002: 227).

Parallel to Johnson’s experimentalism, in the 19J68n Berger'sG. (1972)
continued to perform the attempt to disrupt litgraonventions by self-consciously
exposing its own fictionality, as is clearly showm the following example: “The
principal protagonist was conceived four yearsra@aribaldi’'s death” G.: 20)’. In
addition to pointing to the textual origin of théazacter we are reading about, this
passage ironically unsettles the readers’ commitnewards the text: readers are
constantly being reminded that they are actualdirey a textual construct. Fowles’s
resistance to closure ifhe French Lieutenant's Womachoes irG., especially when
the narrator remarks that “the writer's desire itash is fatal to the truth. The End
unifies. Unity must be established in another w@y”: 77). Truth and unity irG. are
not guaranteed by a single voice, that of the tarrédut by a convergence of voices
such as Cézanne’s, Pascal’s, Levi-Strauss’s, RCdingwood’s ... whose texts and
thoughts are borrowed and incorporated within teative.

The 1960s and 1970s were also decades for theatevivfantasy and of the
gothic through the fictional writings of Angela @ar, whose work3 he Magic Toyshop
(1967), The Infernal Desire Machines of Doctor HoffmétO72) andThe Bloody

Chamber (1971) helped to restructure these genres. Styoimgluenced by magic
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realism, Carter’s novels and short stories offé¢egedtrategy for escaping altogether the
obligation to express a male-dominated world” (8teson, 1991: 34) and would hold
their effect in the fiction of the following decade

Indeed, narrative fiction in the 1980s kept on erph the narrative devices and
themes put forth by the postwar generation of &hritiriters. A decade characterised by
the undisciplined growth of cities, the establisningf a multi-cultural society in Great
Britain, Thatcherism and its attempt to restore Wigtorian values of thriftiness and
self-help, the escalating social exclusion and eéhdless conflicts in Ulster, the 80s
provided the cultural ambience for writers to p&rsin improving and reworking the
legacy of radical procedures inherited from presidecades.

Confronted with a grim social environment, novslikioked back to history to
such an extent that Bradbury humorously noted ‘et return to the past began to
assume near-epidemic proportions during the dedd®94: 404). In fact, there was an
upsurge of historical fiction in the 1980s with et/such as D. M. ThomasTf©ie White
Hotel (1981), Salman Rushdie’idnight's Children (1981), Graham Swift's
Waterland(1983), Peter Ackroyd'slawksmoor(1985) andChatterton(1987), Jeanette
Winterson’sSexing the Cherrg1988), Julian Barnes’A History of the World in 10 %
Chapters(1989) and Rose TremainRestoration(1989), to offer just a few examples.
Yet, this return to history is not nostalgic; itre at “making the relations of past and
present narratives a matter for self-consciousalite examination” (406). This is so
because as Susana Onega rightly observed in hay éBsitish Historiographic
Metafiction in the 1980s” (1993), the above-mengidnwriters “combine artistic
creativity with the critical awareness provided Wgiversity trainings ... and by their
experience as literary critics” (50). Their intemtiis to show that “brought down to the
level of human constructs, history, like literatuegpears in principle incapable of

offering ultimate answers about basic human questi(c2).
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What these novels do is to try to answer the saoestmpns the narrator of
Flaubert’s Parrot(1984) asks: “How do we seize the past? Can we édveso?” EP:
5)!°. As can be inferred from the following passagesmfrdifferent postmodernist

historical novels, these questions can only be arewvith certain reservations:

He — or she — knew that historians were full offipland that complicated
matters were best understood using zestful intwitiatainted by any actual
knowledge or researchi{V 10 ¥» Chapters39)™*.

We make up a story to cover the facts we don't koowan't accept; we keep
a few facts and spin a new story around them. @aicpand our pain are only
eased by soothing fabulation; we call it histdfy\( 10 ¥2 Chapters39).

| present to you History, the fabrication, the dsien, the reality-obscuring
drama. History, and its near relative. Histriorfé¢aterland 46)".

| reproduc’d the Past and filled it with such D&tahat it was as if | were
observing it in front of me: so the Language ofiant Dayes awoke the
Reality itself for, tho’ | knew that it was | whaomposed these histories, |
knew also that they were true on&hétterton 85)">.

The answer to the first question is that we sdieepast by filling in the unknown gaps
we come across, as implied in the above secondfamdh excerpts. Historical
knowledge, the first passage suggests, owes as tauntuition and imagination as to
scientific research. Therefore, the answer to theorsd question remains highly
disputable although | would tend to answer it affitively stressing, nonetheless, that
history must possess some degree of fabricationnaagination.

Metafiction, however, served not only to light ttiebate over the validation of
historical knowledge but also to playfully uneasttme of the current issues regarding
literary theory. Fowles’s 1982 noveMantissa provides humorous but thought-
provoking insights about the novel as well as almoodern fiction. Another novel about
writing novels,Mantissarevolves around a writer's endeavours to persumaslenuse

that “story, character, suspense, description” ‘ametiquated nonsense from pre-
modernist times” Nlantissa 118)*. Demanding for more conventional writing

techniques and themes, the muse complains that
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serious modern fiction has only one subject: thicdity of writing serious
modern fiction. First, it has fully accepted thiatsi only fiction, can only be
fiction, will never be anything but fiction, andetlefore has no business at all
tampering with real life or realityMantissa 117).

In the course of their opposing considerations aldwat form and themes a
novel should contain, the characters address #radlof the death of the novel, which

the strong-willed muse describes in the followiagts:

Of course the whole genre is in a mess. Deathefhtivel, that's a laugh. |
wish to all my famous relations it was. And gooddance ... It's what |
loathe about this country. And America, that's ewenrse. At least the French
are doing their best to kill the whole stupid thiffyfor good Mantissa 67).

Apart from the implied references to American pasdernist writers and to the
nouveaux romanciergwhich corroborate Onega’s claim that postmoderfiction
writers are aware of contemporary literary movermed literary theory), Fowles’s
purposes in this discussion seem to be to crititiese who think that the postmodern
propensity for self-reflexive fiction is synonymouwdgth self-indulgent introspection
devoid of any social, cultural and/or artistic fisethe reader and for the genre it5elf
Fowles’'s well-known violation of ontological bamge in The French
Lieutenant's Womawas not an isolated destabilising stratagem itidBrfiction. In the
1980s several other works of fiction used the sdmace. Alasdair Gray'sanark: A
Life in Four Bookg1981) also exploits the fictional effects the gieg of ontologically
dissimilar worlds entails. In the novel’'s fourthddg the meeting between Lanark and
his author, Nastler, takes place; a strategy thatve Gray to employ self-reflexive
digressions in his narrative. During Lanark and tias conversation, the latter

discloses the creative process underlyingark

During my first art school summer holidays | wrateapter 12 and the mad-
vision-and-murder part of chapter 29. My first hevas based on myself. I'd
have preferred someone less specialized but mine te only entrails |
could lay hands upon. | worked poor Thaw to degtlite cold-bloodedly,
because though based on me he was tougher andhomest, so | hated him.
Also, his death gave me a chance to shift him éntader social context. You
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are Thaw with the neurotic imagination trimmed afiid built into the
furniture of the world you occupy.énark 493)°.

Martin Amis’s Money: A Suicide Notgl984) is yet another novel in which the
author enters the fictional world and meets thenncdiaracter, John Self, who, in the
course of their first encounter, addresses theemwsiying: “Your dad, he’s a writer too,
isn’t he? Bet that made it easier”. The answer cmenediately: “Oh, sure. It's just
like taking over the family pub”Money 86)"". Fulfilling comic purposes rather than
theorising on key concerns of contemporary liteigtidies, the intrusion of the author
into his novel's diegetic world constitutes, nelietess, a way of unsettling the
conventions of realism.

Such conventions, as has already been referredzoargantly undermined in
postmodernist fiction. The re-emergence of fant@sy of the gothic set in motion by
Angela Carter went on in the 80s with Carter hérs@lights at the Circus(1984), lan
Banks —The Wasp Factor{1984) andWalking on Glasq1985), Peter Ackroyd —
Hawksmoor(1985) and Patrick McGrath Fhe Grotesqug1989). The plethora of
novels that were attempting to revive the gothadition induced Bradbury to admit
that “gothic violence, the uncanny, the fantastd ¢he grotesque were back” (1994
412), which reflects postmodern fondness for stedaminor literary genres. Carter’s
Nights at the Circusfor example, employs fantastic elements (Fevubesprotagonist,
claims to have genuine wings and to be able towith contemporary concerns on how
women are perceived by the male gaze. Ackroydbsvksmooy on the other hand,
combines the gothic with the detective novel andemmines both by juxtaposing two
parallel narratives (one set in the eighteenthwgnthe other in the twentieth) that
merge inexplicably at the end of the novel.

Apart from these trends in postmodernist Britislatidin, the 1980s also

witnessed the development of what Bradbury calkedéw spirit of ethnic and stylistic
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multiculturalism” (1994: 422). A new generationradvelists from different origins, for
example Timothy Mo, Kazuo Ishiguro, V. S. Naipadhita Desai, Ben Okri, Vikram
Seth and Salman Rushdie, “married British with ptkieds of fiction” (245), thus
giving voice to post-colonial culturfs The latter'sMidnight's Children (1981) has
long been acknowledged as an illustrative caseostcplonial literature, that is, the
literature written in English from authors who eithcome from a Commonwealth
country or descend from parents who were formeslgrised by Great Britain. In fact,
Rushdie’s novel deploys the themes frequently bedrto this literary trend, namely the
binaries identity/difference, integration/rootlesss, purity/hybridism, history/fable ...
In these respects, one of the characters proviggghitful thoughts in what regards the
feeling of simultaneously belonging and not beloggio a certain cultural heritage. As
he withnesses one of Gandhi’'s examples of peacefistance, in this case a massive

standstill, one of the charactershidnight’s Children Dr Aziz

notices a soldierly young man in the street, andkth— the Indians have
fought for the British; so many of them have sdenworld by now, and been
tainted by Abroad. They will not easily go backhe old world MC: 33)".

The soldiers who were contaminated by western, esypecially British, cultural
patterns stand for the millions of colonised peapl®, on the verge of independence,
are sceptical about the forthcoming transformations

What novels like Rushdie’s strive to achieve iswneelf-conscious kinds of
identity from a fragmentary vision” (Head, 2002:9).7 Accordingly, the narrator of
Midnight’s Children Saleem Sinai, who was meaningfully born “at thecise instant
of India’s arrival at independence” and so “had rbemysteriously hand-cuffed to
history” (MC: 9), narrates his country’s gradual transitionnfr@a colonised to an
independent nation, placing the emphasis not onctirestruction of another grand
narrative but on the recording of an overabundarfictories, “an excess of intertwined
lives events miracles places rumours, so densenanaagling of the improbable and the
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mundane!” MC: 9). Remaining as a paradigmatic case of postatallditerature, this
novel, in the vein of many others that are commantyuded within the reach of this
literary trend, seeks to offer an alternative remdgof historical events.

The British literary scene in the 1980s translaBsllip’s conclusion in
Ackroyd’s Chatterton that “there were only a limited number of plots the world
(reality was finite, after all) and no doubt it wasevitable that they would be
reproduced in a variety of context€Hatterton 70). Therefore, the mixing of genres as
well as the intertextual references (parody, phstidirect quotation) displayed by
novels such as ThomasThie White Hote(1981), Ackroyd’'sThe Great Fire of London
(1982), or Fowles’#®\ Maggot(1985) are part of a more comprehensive trendestevn
literature that aims at achieving a “spirit of tdey replenishment” (Bradbury, 1994:
412).

The changing environment for fiction pioneered byceé, O’'Brien and Beckett
and carried out by the following generations oftens still resonates in the literary
production of the 1990s, as can be deduced fronragading of novels such as A. S.
Byatt's Possession: A Romandd990), Jeanette WintersonWritten on the Body
(1992), David Lodge’sTherapy(1995), Rose Tremain’Blusic and Silencé1999) or
even Jake Arnott'sSThe Long Firm(1999). Furthermore, recent critically acclaimed
novels, like lan McEwan’&tonemen{2002), Hari Kunzru'sThe Impressionis2002)
and Yann Martel'd.ife of Pi(2002) assert the vitality of postmodernist Bhtigction.
Whether by trying to “enlarge perceptions of ‘Bsithess™ (Head, 2002: 182), as in the
case of both Kunzru and Martel's narratives, oolgrtly claiming the fictive status of
contemporary narratives — “Plots too were like edsmachinery whose wheels would
no longer turn” Atonement281Y° — these novels keep going the postmodernist pyimar

themes and narrative devices.
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2.2. - D. M. Thomas as a Postmodernist Novelist

Having started his career as a poet and transtdt®ussian literature, D. M.
Thomas turned to writing fiction in the late 70$ieTpeak of his literary career was the
publication ofThe White Hotein 1981, a novel which, as we shall see furthergawe
its author both notoriety and distress. Nevertiselese would be wrong to assume that
Thomas’s career as a novelist amounts to the abmrdgioned best-selling novel.
Before The White HotelThomas had already published two novelhe Flute Player
(1979) andBirthstone(1980) — albeit with scarce public acclaim. Altgbuboth these
novels display fantastic and libidinal elementst twdl become recurrent features of
Thomas'’s later work, they lack the boldness andatise experimentalism that the
author's subsequent narratives evidence. In Rich@rdss’'s opinion, Birthstone
“anticipatesThe White Hotethiefly in its stress on psychological disturba@nd992:
20); the novel’s protagonist suffers from split gmrality and is alternately referred to
as Jo, Joanne and Joe.

From the publication offThe White Hotebnwards, Thomas’s fiction displays
thematic and formal elements that place him withm general label of “postmodernist
author”. His subsequent novels kept on exploring pgostmodernist traits he had
previously tackled inThe White Hotel namely the return to history, narrative

heterogeneity and narrative self-consciousness.
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2.2.1. - The Return to History

In an interview forThe European English Messengdromas stated that he was
“intensely preoccupied with the history of our [tvisleth] century” and that most of his
novels were “just explorations of history, of maddistory” (Casedemont, 1994: 8). In
fact, The White Hotelvas only the first of a series of novels wheremhe handled one
of the most traumatic events of the twentieth cgntuthe Holocaust.

Theodor Adorno’s statement that “after Auschwitzntote poetry is barbaric”
coupled with Elie Wiesel’s assertion that “by défon Auschwitz denies art and places
itself beyond languag@® installed moral constraints in what concerns regméing the
Holocaust in literature. Writers who attempted teoitev what today is known as
“Holocaust Fiction” have come across a set of maraéstions that, instead of
demotivating them, compelled them to seek for irative forms to approach the theme
without being disrespectful towards the victims.u$hthe act of fictionalising the
Shoah—- the Holocaust — has always been haunted by diksnthat can briefly be
summarised in the following question: Is it possibd render in narrative form, i. e.,
aestheticise, the physical and mental agony of ¢#nlst victims and survivors without
betraying the memory of those who actually endstezh pain?

Several issues arise from this question. Firstfanemost, that which concerns

the function of narrative and, ultimately, of lié¢ure. In Daniel Schwarz’s words,

One way we use our narrative is to step back fromneeds, joys, and fears
and try to give stability to self by finding struceés out of which to create
order and meaning. What Holocaust narratives desisue Jews from viewing
anonymous photographs of victims — victims deprieédheir humanity and

reduced to the way the Nazis wanted to rememben theand to restore to
them human dignity. It allows them the dignity afice (2000: 13).
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Owing to the fact that narrative engenders a cttheifect both on the one who writes
and on the one who reads, Holocaust narrativesfgdlie need to come to terms with
an experience which resulted in the splitting o gelf. That is to say that when
confronted with the possibility of annihilation $ucas the one Jews found in
concentration camps, human beings are forced tk t@p into the recesses of the
human nature to find utter despair and horror. €qusntly, if being human means to
kill and torture other people, then the whole cqiclses its relevance and the
individual is left with the disintegration of hisma selfhood alongside the void that
results from the disbelief in the creative forcéthe self.

Another issue that springs from the above quessidhat of the effect narrative
has over what it seeks to represent. In other wairdse draws “upon literary skills” to
represent a barbaric event, one is indirectly “egimd) it familiar and in some sense
tolerable, and thereby shearing away part of theohio(Howe, 1988: 180). What is
implicit in this utterance is the impossibility danguage to fully convey human
experiences, which, apparently, substantiates Aderand Wiesel's claims. Finally, if
the Holocaust cannot be aestheticised, as theraém@oned theoreticians propose, then
only historical accounts, memoirs and journals sashViesel'INight (1954) and Anne
Frank’sDiary of a Young Girl(1952) would count as legitimate representatidnthe
Holocaust. However, whether a text is history, menoo journal it still depends on
language — words — to represent reality. As hasadlr been shown in Chapter | (p. 26),
language is an unstable system of signs and engeadaultiplicity of interpretations
in different interlocutors. In addition, the higtor, the memoirist and the diarist do
nothing but rely on memory and narrative concatenah order to make sense of what
they try to record. It is my belief, therefore, ttin@ither historical accounts nor memaoirs
and journals should be considered as more apptegoaepresent the Holocaust since

these modes of recording the past cannot but peosichbartial view of the event.
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Furthermore, the fact that memoirs and journalsrtds subjective and often unreliable
first-person narrators makes any rendering oflits®orical period a problematic one.

From what has been put forth, both Adorno’s and s&lis statements seem
radical, given that to remain silent is to partakéne Nazi designs to “erase all traces of
a people and to deprive the Jews of their privakees” (Schwarz, 2000: 23). Holocaust
fiction keeps on reminding us that it is possild€recall and narrate the unspeakable”
(12) and that even if the dead cannot be brougtk tmlife, it is both “the word and the
image [that] have rescued the Holocaust from ofhivi(23).

Ararat (1983), Thomas’s narrative aftéhe White Hotelinitiates a quintet of
novels —Russian Nights-, which Thomas in the “Author’'s Note” &wallow (1984)
labelled as ‘improvisational novels’, and “exploré® chaotic lives of Soviet poets
against a background of an earlier genocide, théditeoArmenians®. Victor Surkov, an
awarded Russian poet, meets a former soldier, kimma, cruise voyage. After being
inquired about which book he is reading, Surkovdsahis book to Finn who mutters
“Ah! ... Babi Yar ... | was there"Ararat: 36>,

Nevertheless, more than a soldier, Finn, who ikierway to deliver a speech at
the United Nations, seems to be an angel of dé@dkmuch as he not only withessed
but also took part in some of the most horrifyinggrs of the twentieth century: the
deportation of the Armenians from Turkey in 1918l éimeir ensuing genocide, and the
Babi Yar massacre during the Holocaust in 194hnla of the campaigns to deport the

Armenians from Turkey Finn recounts that

We rounded up all the male villagers from aroundustoon 10 July: herded
them into concentration camps and bayoneted théwm.\viiomen and children
we drove into large wooden sheds and set fire #amthOf the 60,000
Armenians who had been living in Moush, very fewsted (Ararat: 37).

53



Chapter Il - Postmodernist British Fiction

Similar accounts are presented sometimes in evae explicitly violent terms. Yet,
what is disturbing in the six pages where Finntesldhe horrors in which he has taken

part is the answer to Surkov’s question “When did yetire?”

The old man sighed. “I've never truly retired. Greromes indispensable. Or
at least one thinks one does. Actually nobodydsspensable; there is always
someone ready to step into your shodga(at: 42).

This utterance seems to imply that events suchesetmay occur once again and that
they do not constitute unprecedented events inenedtistory nor “an occurrence
outside of history, a sort of diabolic visitatiofHowe, 1988: 175). Resonating the
postmodern conception of history as cyclical rattiean progressively evolving in
response to human belief in progress, the novekagpto refuse to exempt the
perpetrators of genocides from the responsibilittheir deeds.

In his 1993 novelPictures at an ExhibitionThomas resumes the theme of the
Holocaust, this time giving it as much prominenseha had done imhe White Hotel
Set partly in 1940s Auschwitz and early 1990s Emgjldhe novel aims at questioning
the clear-cut relationship between executioners thed victims. Chaim Galewski, a
Czech Jew doctor, who is the narrator of the Ausizhmarrative, is a collaborator with
the Nazis and helps one of them, Dr Lorenz, to @w®e, by means of psychoanalysis,
“the headaches as well as the dreams [that] werentiag so intolerable”Rictures
4)** Besides healing Dr Lorenz, Galewski helped hinthe selection of those who

were to be sent to the gas chambers:

The skin stretched tight over their bones. Theiadselooked unnaturally
large, their eyes sunk deep, luminous. Sores all them. | got them all into a
line.

Dr Lorenz, a white coat over his uniform, stood @nwooden box; then
gestured with his stick. The naked men had to @st pim. It was always an
absurd, grotesque sight. Running skeletons, pumgieg arms, trying to
stick out their chests as if they were Olympic sfgtis. Many of them had
swollen swinging testicles which bounced as thiggtto run Pictures 35).
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What is striking in this description is the absenteompassion on the part of a narrator
who, one should not forget, is also a Jew. Furtbeemthe narrator looks at the
prisoners not as if they were living beings butsksletons; lifeless bodies in all their
pathetic and grotesque dimensions.

Apart from categorically asserting that he “couliderstand, only too easily,
how a decent, civilised couple like Dr and Fraudmr could find most of [his] race
unspeakable” (27), the narrator's empathy with Dordnz’s macabre mission is

manifest, for example, in this extract:

Still he was unfailingly courteous at the ramp ...si&ng old ladies with a
hand under their elbow; patting a child on the heaying ‘You'll be okay;
it's nice where you're going.” And still climbingud of the Red Cross truck,
entering the building where the Hungarian Jews wadressing before their
shower, he would say to this or that person, ‘lomrg it's so crowded; please
remember your peg-number so you can find your ebtgain’ ...

And | understood him; understood his sense of misshis conviction that
this was for the greater good of humanity. We wareopposing sides, but |
guess | might do the samRi¢tures 247-8).

Coming to this point, the reader realises tiatures at an Exhibitiomloes not attempt

to be a conventional Holocaust narrative with itcampromising and unambiguous
cleavage between good and evil. Indeed, to quothigeil Kunow, “the text suggests
that the identities of victimizer and victim maytrme so categorically apart, after all”
(1997: 266).

In the 1990s English narrative, the reader findsaDsnd Myra Jakobson and
several other characters, their relatives and dsetrying to come to terms with their
past as Holocaust survivors. As Chaim Galewskhm Auschwitz section, Oscar is a
psychoanalyst, who fails to help his wife, whosemmages make her plunge into severe
depression and lead her to commit multiple murglee: kills her guests at a Christmas-
eve party. Echoing Oscar’s words, “We are all dispt, everyone who was touched in
any way by Nazism” Rictures 204), the couple commits suicide a few days Jater
unable to stabilise their selves. In his suicideer@scar confesses that
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We all have lived long enough in this world. | amlyoanticipating death by a
few weeks or months. Of course there will be son® will think our
decision proves that Wiesenthal is right. (I'm syau will have seen the
newspaper reports or rather rumour-peddling.) feeidea why people think
KGB documents from the Baltic States are more bédiadhan released CIA
documents! Do they think my mother, a shrewd doawedrth Birmingham
lady, didn’'t recognise her own son! | can't beliemgy cousin, Chaim
Galewski, was a collaborator. And in any case, Inmthim! Pictures 243).

In spite of these assertions, the mystery ovetrtieidentity of Oscar, the motivations
for his wife to commit murder and the couple’s giliécremain unresolved. It is clear
that Thomas'’s intentions can be found in Oscardamation “Ach! So much lost, so
much lost! Beloved, vivid faces — vanished” (207}, lbesides lamenting the loss of
human livesPictures at an Exhibitioralso seeks to challenge the relationship between
language and the unspeakable events it tries tmmiVhen forced to recall disturbing
episodes of their past, characters often speakdiffibulty or even opt for silence, as in

the following excerpts:

‘And your wife. | bet she was pretty.’
In astrangled voicd whisperedyes. Pictures 7)

It [Edvard Munch’'s “The Scream”] made them ajlaze in silence
uncomfortable (Pictures 158§

Words disturb because they mitigate painful mensori&ince “the Holocaust
experience cries out for communication” (Sauerbet§91: 102), no matter how
embarrassing it may Be the Holocaust cannot die away “into nothing”, lout the
contrary, must be “repeated over and over ag&ict(res 250). The attainment of this
end, however, is ethically constrained. No othestdnical period in the history of
mankind has posed such a great number of problenmofelists who, fearing that their
rendering of this material might make it acceptabéeurrently prefer to “stick quite
closely ... to authentic material” (Sauerberg, 19805). The “authentic” material (if
there is any “authentic” account of the past) fladmas made use of in his novel was

Those Were the Days: The Holocaust through the Efethe Perpetrators and
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Bystanders(1988) by Ernst Klee, Willi Dressen and Volker &@. This material
comprises the third section Bfctures at an Exhibition*Six Studies for Compassion”,
which contains \erbatin) six letters/reports by German officers who wiexs the
massacre of orphaned Jewish children in the sunwhet941. “Six Studies for
Compassion”, the most explicitly violent section time novel, denies the indirect
account of a fictional narrator and favours theclimarration of those who carried out
the killing.

The purpose, it seems to me, is not only to reffil@m providing an aesthetic
reproduction of the episode, thus not betraying tlotims’ memories, but also to
substantiate the theory that regards historicaldh@mnts as constructs thagr sedo not
constitute the sole authority when one wants t@ptaoe an historical period. Thus,
Thomas does not fictionalise the massacre of thasbechildren; he incorporates
eyewitness accounts into his novel, separating them his fictional material but
keeping a dialogic connection between the fleshtdodd beings who perished and the
imaginary characters he devised to convey his patsoew of this epoch.

Eating Pavlova(1994), Sigmund Freud’s fictionalised memoirs,tidiees the
Austrian psychoanalyst, who is not only dying innkfstead, England, but also
suffering intense pains and consequently spendg fogriods of time under the
influence of drugs. In these drowsy moments, Fieasl several dreams that cover and
anticipaté® some of the key episodes of twentieth-centuryohysi. the rise of Nazism
in Germany — “Storm-troopers and motor-cyclistsjrablack uniforms with the symbol
of the Swastika, surround one tank in which ridggaud general’Eating 211-2);ii.
the decimation of the Jews and, particularly, @&uer's sisters in gas chambers — “They
wait for the warm water to drench them, but instidesy are gasping for breath, clawing
at their throats” (216)iii. the dropping of the Atomic Bomb in Japan — “The&e
bright light ... all round is a city flattened to tlggound. Into the sky rises a cloud,
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which forms a mushroom shape” (218), the atmosphere of sexual promiscuity that
led to the spreading of AIDS among the American deexual community — “A bath-
house, however, with no sinister overtones, buteratonsiderable comfort and luxury.
Slim and muscular men rub each other’s flesh” (248¥v. the emergence of feminism
— “The placard | catch sight of bears the seemimgigsensical word€:ET'S HAVE
SOME HERSTORY FOR A CHANGE (259). A mixture of past, present and future, in
Eating Pavlova history does not unfold in a linear, chronologisaljuence: it moves
forwards and backwards following Freud’s state afdnthus putting into question any
empiricist or positivist epistemology.

In his 1992 novelFlying in to Love Thomas’s handling of history is more
explicitly brought to light. Combining dream andstairy, in this case John Fitzgerald
Kennedy’'s assassination or, as a psychologistemtvel puts it, the dreams that “are
dreamt about Kennedy's assassinatioRlyifg: 3)*°, the novel seems to enact the
assumption that there is always more in the wdnehtwe can ever know. In this
particular point, Robert Frost’s verses that seaasene of the epigraphs — “We dance
round in a ring and suppose, / But the secretisitte middle and knows” — suggest
that reconstituting or reproducing reality owes ento supposition than to effective
understanding. Narrative focus, however, lies ashmn Kennedy’s final days as on
the way his murder affected the life of Sister Agjreeteacher who throughout the years
tries to keep the President’'s memory alive andneustand how “she had ... entered
history herself” (165).

In fact, Flying in to Loveconveys several stances regarding historiograipaty t
can be said to meet the postmodernist concernssegda my first chapter (pp. 25-31).
At the beginning of the novel, the narrator stdtes “history is a kind of dream” and
that like a dream it “can begin anywhere”*f3Apart from directing our reading, these

assertions also impart the belief that history am®uto a series of subjective
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discontinuities instead of a coherent impartialafe¢vents. Furthermore, as one of the
characters declares, “all we have ... are some remmranhistory that have casually
escaped the shipwreck of time” (99). In these resaf the past historians “discover ...
a coherence” (165) that, consequently, makes Fistorassemblage of interpretations
liable to cultural and ideological bias. Finalljpetfact that in the postmodern era local
histories have gained considerable significanatetnment of an all-inclusive history is
also openly displayed, for example, in the contanthat “history was what happened

to you” (165) as well as in the following specubeis:

What if there was no universal ‘plot’? If pure charhad called forth the Big
Bang ... It would explain the Holocaust; and wouldlain on a humble
personal level why her sister had been desertdiebyusband in her fifties,
and why her sons had a drug problem and HAlig: 165).

Sister Agnes’s thoughts point to the fact that éheray be no transcendental design
lying behind the movements of history but thatdmgimay well be driven haphazardly.
Sister Agnes is one of the many characters in Thmaovels that at some
point in their lives find themselves helplessly glatiin a chain of events they cannot
understand but, eventually, have to come to terntls. Wainful as it may be, these
characters are forced to readjust their selvesnevaworld order and throughout that
process they speculate on their positioning and imlhistorical change as well as on

the very nature of that change.

2.2.2. — Narrative Heterogeneity

Apart from the historical figures that Thomas fregtly draws into his novels’

fictional worlds”, most of his characters are individuals who havedone anything
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extraordinary but who find themselves tangled ughenweb of history. Echoing Linda
Hutcheon's contentich, Thomas's fiction evinces the contemporary concefth
giving voice to the “ex-centrics”, i. e., those wtlo not make it into history books but
who make it into novels. This is the case of Drdrar and Chaim Galewski, and of
Oscar and Myra Jakobson Rictures at an Exhibitionunknown figures whose lives
serve to approach a crucial moment of twentiethtognhistory, as well as of Sister
Agnes, inFlying in to Love whose life converged with an enigmatic eventenent
history the author tries to revisit: Kennedy’s assaation.

This privileging of those who are left at the masgiof history is indeed a
recurrent feature of Thomas’s fiction. @harlotte (2000), the author embraces the
theme of female social and sexual liberation bymeeat revisiting Charlotte Bronté’s
Jane Eyre(1847). Thomas’s novel, however, offers a differaocount of Jane Eyre’s

marriage to Mr Rochester. Bronté’s Jane blissfaidmed that

I hold myself supremely blest — blest beyond wraatgliage can express;
because | am my husband’s life as fully as he isemNo woman was ever
nearer to her mate than | am: ever more absolbi@he of his bone and flesh
of his flesh §ane Eyre445-6)°.

Unlike this idyllic portrayal of marital life, Thoas narrates iCharlotte an unhappy,
because unconsummated, marriage that Jane did westian, owing to her
inexperience. Upon consulting a friend on accoudrdtid not having given birth, Jane
learns the fundamentals of husband/wife relatiggstand decides to confront her
husband on the subject. At this point, humiliatedhwhis wife’s discovery Mr
Rochester runs away and breaks his neck in arfati his horse. Decided to learn more
about her dead husband’s past, Jane finds ouathay had been born to the first Mrs
Rochester (Bronté’s mad woman in the attic) in Magtie. Convinced that “finding
[her husband’s] son would bring [him] alive to [hemain” Charlotte 78)** Jane

decides to sail to Martinique where she finds outRwchester’'s son, marries him and
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finally, before dying of a tropical disease, “waddeato experience in full the passion
that [her first husband] could not provide her’ @L9What apparently is at stake in this
novel is women’s gradual acquisition of a voicet #m@abled them to express their most
intimate desires free from gender constraints.

Parallel to Jane’s nineteenth-century story, thadee is presented with a
twentieth-century narrative in which an English et teacher and academic, Miranda
Stevenson, under the name of Charlotte Bronté, aaio a hotel in Martinique to
deliver a conference on the authorJaine Eyre The subsequent four chapters (from
Chapter 6 to Chapter 10) unfold Miranda’s sexuattings with several waiters, drivers
and also with a fellow local teacher. By virtue thie juxtaposition of these two
narratives, Thomas is able to confront the pasenmvomen were sexually repressed,
with the present-day scene, which, to a certaireréxtreleased women from “that
decorum and conventionality which cut off [theinlehthing like a Victorian corset”
(139).

The author’s handling of postmodern pluralism i$ mestricted to conferring a
voice to those who felt coerced to remain sileritorhias’s celebration of plurality is
also felt on the narrative level since his novedsilgit a plurality of voices alongside a
proliferation of discourses that make his fictimmplicit with the resistance to notions
of absolute truth and authority. If the storyGifarlotteis relatively easy to recount, one
should not take it for granted that his narratieehhiques favour story over plot.
Conversely, Thomas’s body of fictional works freqgthg manifests a puzzling and
winding unfolding of events. More often that nois hovels develop in discontinuous,
albeit not unrelated, sections.

A paradigmatic case, besidése White Hotehs will be examined in Chapter
lll, is Pictures at an Exhibitiorwhich is composed of nine sections with dissimilar

narrative voices: “Death and the Maiden” (pp. 1-&®)told by a witness narrator;
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“Jealousy” (pp. 73-127) also resorts to this sbrarrator but, in this case, the reader is
confronted with a polyphony of discourses as thieegof patients alternate with that
of the analyst; “Six Studies for Compassion” (pp1l#3) shares the heterogeneity of
the previous section, given that it refers to tidetters/reports that tell of the massacre
of the Jewish children; “The Lonely One” (pp.147-8&lopts the perspective of an
impersonal narrator; “Scream” (pp. 191-244) cont# a series of letters exchanged
between the main characters; “Madonna” (pp. 247« mes the narrative of the first
section; “Patterns of an Observed Disturbance” @§8-4) parodies the voice of a
literary reviewer; “The Kiss” (pp. 267-74) consisté a soliloquy from a patient
undergoing therapy; and finally “Consolation” (7.7, the shortest section in the novel
(it contains only a four-line paragraph), resumies impersonal narration. Together
with the fact that these sections have distincetsettings — the 1940s in the cases of
“Death and the Maiden”, “Six Studies for Compassiand “Madonna” and the 1990s
in the remaining sections — the narrative hetereigghe novel puts on display renders
the search for meaning a difficult undertaking.

Another illustrative example of Thomas’s fictionahiverse is the quintet of
novelsRussian NightsArarat (1983), Swallow (1984), Sphinx(1986), Summit(1987)
and Lying Together(1990). The author’s writing techniques (fragmentearrative,
random presentation of time, unmarked voice shafternation of past and present), the
transition of characters from one novel to anothiBe intentional mixing up of
characters’ names (namely, Rezanov/Rozanov andsi8g@harski) and the utter
disrespect for fictional boundaries (prose secti@velve into narrative verse or
dramatic texts) make the understanding Riissian Nightsa process of reading
backwards as we move forwards (as will be s@&e, White Hoteinstalls an identical
process), of reassessing already known materiab&neconstituting, as far as the text

allows us, narrative coherence. Still, regardldsseaders’ commitment to unravel the
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labyrinthine structure of the quintet of noveRussian Nightswill remain as an
endeavour to show that textual meaning lies nathen text itself but in the various
voices (of previous texts or authors) that conveng as well as in the reader, whose
search for meaning is what enables the text tafgign

Since the publication offhe White Hotel Thomas’s novels turned to a
combination of different genres (with the excepsiari SummitandFlying in to Loveé.
Hence, inRussian Nightsthe reader is offered narrative verse, autobgyadrama
and epistolary narrative. I@harlotte one can also note the presence of features of the
diary and epistolary narratives. FinalRictures at an Exhibitiordisplays sections in
the epistolary mode (“Six Studies for Compassiond 4Scream”) and in the usually
non-literary genre of book review (“Patterns of@inserved Disturbance”).

Intertextuality is yet another central narrativevide in Thomas’s creative
process. His quintet of novels has Alexander Pushgia major literary influence, and
more particularly Pushkin’s unfinished narrati#gyptian NightsArarat, for instance,
includes Thomas’s own translation of an excerpimfidushkin’s work, which is then
developed in the narrative. As the writer keepsreminding us in each novel's
“Author’'s Note” the quintet was conceived as autédto the Russian writer, whose
Egyptian Nightslaborates on the theme of improvisation. It is theme that Thomas
also approaches iRussian Nightsrelating it to matters of authorship and origityal
His admiration for Pushkin, however, is part of idev passion for Russian culture and
literature. The Russian poet Anna Akhmatova ancedlaa classic Armenian poet, are
also quoted irswallowandArarat, respectively.

Besides Russian literature, Thomas'’s fiction alsoces a dialogic relationship
with British literary tradition. Henry Rider Hagghs King Solomon’s Minegl885), for
instance, is included and revised3wallow In Charlotte Chapter 38 of Bronté'dane

Eyreis incorporated into the narrative, without itfgeigraphologically signalled to the
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reader. Apparently, the author relies on his residaroficient knowledge of English
literature and, more specifically, of this textdmmprehend his parodic rewriting of this
canonical novel.

Thomas’s intertextual practices are not restridiedverbal texts; non-verbal
forms of aesthetic representation, like paintingl anusic, are also drawn into his
fictional works.Pictures at an Exhibitiorhas its nine sections entitled after paintings
from the Norwegian artist Edvard Munch, whose w@ktrays human decay and
suffering. In fact, the deformed grotesque figuvech represented, especially in his
most notorious painting, “The Scream”, are somesisad to prefigure the Holocaust.
The two main characters of the Auschwitz secti@igim Galewski and Dr Lorenz, are
music lovers and when the two meet for the finsteti the latter is listening toristan
und Isolde(1854) by Richard Wagner, a composer whose amtiiisen is well-known.
As the narrative proceeds and it becomes cleathleatriter’s purpose is to rethink the
relationship between the Jews and the Nazis, othesical references appear, hamely
Der Tod und das Madchef1817) by Franz Schuberdudas Maccabaeugl747) and
Messiah(1742) by Georg Frideric Handel. The beauty oféhmusical pieces forces the
narrator to admit that he “could see how difficiilivas to eradicate all Jewry from
German life” Pictures: 56). By juxtaposing a composer who representsatirthe
service of racial prejudice with other composerowlere themselves the victims of
such prejudices, Thomas forces his readers to thiodut the moral responsibilities of
representation, be it literature, painting or music

Therefore, one can infer that Thomas’s narrativecedures corroborate
Hutcheon’s assertion that “the postmodern imputsaat to seek total vision” (1999:
48) but if any absolute perception or truth is éoumveiled it will certainly be placed in
the “local, the limited, the temporary [and/or] g@visional” (43) and, | should add, in

the dialogic relationship with other voices, teatsl artistic forms.
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2.2.3. — Narrative Self-Consciousness

Writing in an age that fosters all kinds of selfisoiousness (in cinema,
painting, architecture...), Thomas also deploys mflation the processes upon which
narrative construction is based. Metafiction, tngrig bare of the artifices that stand at
the foundations of aesthetic representation, isl usdris novels to reflect on the limits
of aesthetic representation, to question the baiesldetween fact and fiction and to
debate the notion of ‘truth’ both in fiction andtime world.

The first of these topics is brought to light@marlotte in which the narrator of
the nineteenth-century section remarks that in Isoy@rticularly in Victorian novels,
“the pen falters just at the point where, perhdps, most interesting narrative begins:
after the wedding ceremonyCharlotte 21). In addition to foregrounding the author’'s
purpose in this novel (to take as a starting pdamte’s marriage and reflect on Victorian
sexual repression), this excerpt makes it cleartierreader that the act of narrating
entails an arbitrary selection of events. Expandinghis theme, the narrator ironically

adds that

No novel, whether a virile, rumbustious concoctiynMr Fielding, an urbane
social comedy by Miss Austen or — dare | say ita -gloomy, muffled
romance by one of the Miss Brontés, can be mone ahéeeble echo of what
actually occurs to usCharlotte 43).

In the above excerpt, the narrator invites the ee&al question the belief that Victorian
realist novels depicted reality. Irrespective of thle artifices and “transparency of
realistic language” (Currie, 1998: 62), these nevepresent, mediate reality rather than
depict it.
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Ararat, the first novel that forms the quint®ussian Nights offers some
considerations on how fact and fiction appear to ibethe light of postmodernist
thought, permeable and interchangeable categofieen asked about his occupation,
Surkov replies that he is a writer who has writpeetry, a biography and two novels.

As if to justify this erratic production, he expiai

There’s no longer a great difference between reabhd fiction ... But that's
a feature of our age generally, don’'t you think&iBh seems tame compared
with reality; and people’s reality is so fantasticseems like fiction Ararat;
35-6).

Taking into consideration catastrophic events sashthe Holocaust or the nuclear
destruction of Hiroshima and Nagasaki, reality sedmyond language; it seems to
resist any kind of representation, thus blurring loundaries between fact and fiction.
As Surkov tries to convey, in the postmodern engtlang authors can imagine is liable
to be put in practice because there seems to bmitdo what our technocratic age can
achieve. Yet, the indistinctness that arises whemiter does not clearly dissociate fact
from fiction originates an ethical problem, esplgiawhen delicate, traumatic
occurrences are at stake. Having chosen the Habeausubject matter in some of his
novels, Thomas is well aware of such a controvargytherefore the narrator 8phinx
asks Barash, a Russian poet, “if he didn’t thinkats slightly immoral, mixing reality
and fiction”. The poet replies that “the troubletlwmost novels ... was precisely that
theywerefiction” and that “one knew they weren't true” (80 From these statements
one may infer that for Thomas the problem of mixingaginary events with factual
ones which, as will be examined, constitutes orentbst controversial questions raised
in The White Hotelrests in the innate knowledge one possesses Himessence of a
work of fiction: it is not reality but a make-bele world. One of the roles of the
postmodernist writer, it is implied, is to exposelaraw the reader’s attention to the

fictionality of fiction.

66



Chapter Il - Postmodernist British Fiction

It has already been suggested that the debatetloearotion of truth is one of
primary importance for postmodernist philosophy.affter a text is a novel, a poem, a
biography or someone’s memoirs it still relies anduage to communicate and on the
arbitrary selection of the one who writdsating Pavlova Thomas’s eleventh novel,
uses the memoir genre to contest the existencendadbsolute unifying truth. The
narrative instance responsible for the unravelbhgvents, a dying Freud, confesses to
have “sometimes fictionalised”Eéting 193). This unmistakable declaration of
unreliability is further foregrounded when he adntitat “that chapter was a pack of
lies” (194). Even though they are fictionalised @auts, Freud’s memoirs disclose
relevant information about the essence of this ggemamely that “memaoirists lie while
pretending to be honest” (193) and that “not eveng needs to be spelt out in a

memoir” (250).

All in all, Thomas should be considered, in my a@m a postmodernist writer
given that his novels include those characterigidsiund Smyth pins down as distinct
postmodernist traifS In addition, the author's literary production fmrt of the
literature that embodies the transformations angint@ncerns (political, social, moral
and artistic) of the postmodern era. Indeed, inmM&ssoeuvreone can pinpoint the
convergence ofopoi that are said to be intrinsically related to pasdernity, namely
the splitting of the self; the instability of lanage; the distrust in authority, centre, truth,
totality and teleology; the preference for localscdntinuous and heterogeneous
narratives; the celebration of pluralism; the retand re-evaluation of history; and the
self-conscious attitude towards art, language &edfictional process. Also, one can
approach Thomas’s fictional universe from its om#ng political, social and moral

concerns, especially in what regards the writeosmitment towards giving voice to
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those who are politically or socially repressed émdhe countless victims of racial,

religious or political persecution.

2.3 — Chapter Endnotes

! See the author's essay “Postmodernism and ContamypBiction in Britain” for further information on
this issue, pp. 21-2.

% These dates refer to the original French publicadf these novels. They were first published igl&h
in 1955, 1956 and 1959, respectively.

% See Chapter I, 1.3. — Characteristic PostmodeHi&nents in Narrative Fiction - where | present a
discussion of Brian McHale’s tenets, p. 16.

“ | have chosen to approach these three major mflee of British postmodernism chronologically. Yet,
for geographic and cultural reasons, tlreiveau romarand American postmodernism were the
first to cast their influence on British novelists.

® Even though the phrase “American metafiction” mnerally preferred to refer to the American
experimental writing from late 1950s to the 1970kave opted for the expression “American
postmodernism” given that, in my opinion, it resuh a less restrictive expression to account for
the literary innovation carried out in the literanytput of the precursors of postmodernism in the
United States of America.

® See J. A. Cuddon’'Pictionary of Literary Terms and Literary Theo(991, Penguin, London) for
further details on the circumstances in which tkgression appeared, pp. 521-2.

" See Malcolm Bradbury'$he Modern British Novdbr more detailed information about the structofe
this novel, p. 352.

8 All quotations are taken from the 1998 Back Baijien (New York) and page references are presented
in parentheses in the main text.

° All quotations are taken from the 1996 Bloomsbedtion (London) and page references are presented
in parentheses in the main text.

19 All quotations are taken from the 1985 Picadotiedi(London) and page references are presented in
parentheses in the main text.

L All quotations are taken from the 1990 Picadotiedi(London) and page references are presented in
parentheses in the main text.

12 All quotations are taken from the 1992 Picadotiedi(London) and page references are presented in
parentheses in the main text.

13 Al quotations are taken from the 1987 Grove Prediion (New York) and page references are
presented in parentheses in the main text.

1 All quotations are taken from the 1984 Panther K8oedition (London) and page references are
presented in parentheses in the main text.
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!5 As | have already shown in Chapter |, 1.3.2. —afletion - these assumptions cannot be farther from
what metafiction represents, p. 23.

6 All quotations are taken from the 1987 Paladin Boedition (London) and page references are
presented in parentheses in the main text.

7 All quotations are taken from the 1986 Penguiriedi(London) and page references are presented in
parentheses in the main text.

'8 See Bradbury'sS’he Modern British Novelor a more comprehensive inquiry about the releeaof
these new voices to British contemporary fictiop, $22-7.

9 All quotations are taken from the 1995 Vintagetiedi (London) and page references are presented in
parentheses in the main text.

2 |n lan McEwan’sAtonemen(2002), Vintage, London.

2L Quoted by Ridiger Kunow in “Emotion RecollectedTiranquillity? Representing the Holocaust in
Fiction”, pp. 249-50.

%2 See Thomas's official website, http//www.dmthonmasee.com, which provides some information
about the author’s life and literary output.

2 All quotations are taken from the 1984 Abacusiedi{London) and page references are presented in
parentheses in the main text.

24 All quotations are taken from the 1993 Bloomsbewijtion (London) and page references are presented
in parentheses in the main text.

% Italics mine.
% One of the minor characters Bfctures at an Exhibitiomemarks, referring to her father, that “the
holocaust embarrassed him”, an utterance that sclkoegeneral feeling among western

civilisation, p. 197.

%" In the acknowledgement pageRittures at an Exhibitiomhomas informs that he has used the English
translation by Deborah Burnstone published in 18@Hamish and Hamilton, Brighton.

%8 Sigmund Freud died in 1939, before the eventsréards of have taken place.

29 All quotations are taken from the 1993 Sceptréi@uliLondon) and page references are presented in
parentheses in the main text.

% |n Eating PavlovaFreud makes a similar remark when he states floatevery individual history
begins with his birth; all that has gone beformigh”, p. 56.

31 The most notable examples are Sigmund Freud (1836) inThe White Hotehnd Eating Pavlova
and John Fitzgerald Kennedy (1917-63FIying in to Love

%2 See Chapter I, 1.3.3. — Historiographic Metafigtiovhere these issues are discussed, p. 29.
% In Charlotte Bronté’dane Eyrg(1994) Penguin, London.

3 All quotations are taken from the 2001 Duckwortlitien (London) and page references are presented
in parentheses in the main text.

% All quotations are taken from the 1987 Abacusiedi{London) and page references are presented in
parentheses in the main text.
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% See Chapter I, 1.3. — Characteristic PostmodeBméshents in Narrative Fiction - for Smyth’s contple
list, p. 15.
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3. - Chapter Ill — A Narratological Analysis of  The White Hotel

Having started his literary career as a poet aastator of Russian literature, D.
M. Thomas turned to writing fiction in the late T&7and gained public and critical
acclaim with the publication in 1981 ®he White Hotela postmodernist novel that was
shortlisted for the Booker Prize and that is fredlye placed under the label of
“Holocaust Fiction”. Whilst his remaining novels veabeen relatively ignoredihe
White Hotelgained the right to figure in most works abouttiBh, and not only,

postmodernist fictioh In Mary Robertson’s words, this novel

may well become a classic because of the powerfiting, its formal
craftsmanship, and its confrontation with weightgtrars in such a way that
readers will return to it again to find some newmections and debate about
its problems (1984: 474).

Soon after its publication, this fictional work gaworigin to “a storm of
controversy” due to the combination of “an accoahthe slaughter of thousands of
Russian Jews by the Germans at Babi Yar with poaptgc material” (Alexander,
1990: 97). The main character is Lisa Erdman, assRosopera singer, who becomes a
patient of Freud, another important character whoThomas’s own words, is the
“discoverer of the great and beautiful modern mwth psychoanalysis(W. H,
“Author's Note”) 2 Her therapy being “completed”, Lisa carries orthwher life,
marries and goes back to Russia where she is killetle Babi Yar massacre to be
finally reborn in what Marguerite Alexander called “ahistorical” Palestine (1990:
103).

Given that the novel includes Freud as a “dranisonae” V. H, “Author’s

Note”) and holds psychoanalysis under scrutinyrtaleaders and reviewers should
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expect it to contain libidinous material. In fadthe White Hotelseems to aim at
illustrating and simultaneously undermining Freudtheories regarding the
incompatibility between civilization and individuaexual fulfilment, put forth in
Freud’sCivilization and Its Discontent&l930), and the “conflict between the forces of
life, or Eros, and those of Death, or Thanatos”ud@y 1991: 97), as proposed in
Beyond the Pleasure Princip(@920). Viewed in this light, the following excérjpom
the novel acquires a new significance: “I jerked @rked until his prick released / Its
cool soft flood. Charred bodies hung from treddge/grew erect again, again | lunged”
(W. H: 23). Playing on the ambivalence of the verbs<’jand ‘lunge’ (simultaneously
conveying pain and pleasure) as well as on theeletion between orgasm and death,
Thomas moves well beyond the sheer pornographiglagisof elements to theorise
about the “warring instincts of Eros and Thanatddpve and death” that, according to
Freud, govern “the human psyche and, by extenki@man society and human history”
(Wollheim, 1991: xv). The association between loaed death will reach its

culmination in the following passage, which narsdtesa’s death:

He adjusted his clothing and picked up his rifleithiASemashko’s assistance
he found the opening [Lisa’s vagina], and they fbkegether as he inserted
the bayonet, carefully, almost delicately. The wiiman was not making any
sound though they could see she was still breath8tdl very gently,
Demidenko imitated the thrusts of intercourse; &athashko let out a guffaw,
which echoed from the ravine walls, as the womdwdy jerked back and
relaxed, jerked and relaxed. But after those spabtm®e was no sign of a
reaction and she seemed to have stopped breathémashko grumbled at
their wasting time. Demidenko twisted the blade #ndst it in deepW. H,
219-20).

Awestruck and horrified by the extreme cruelty he/cxomes across, the reader is
forced to read between the lines and search fonimgan the symbolism underlying

this passage. In Laura Tanner’s view,

because the symbolic framework of the novel is s&egé only through an
immediate perception of the work’s violence, thegass of reading involves
an act of redirecting the gaze, not away from vioke entirely buthrough
violence to its symbolism (1991: 140).
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The novel’s abundant display of sexual materiahas an exclusive device of
this particular work of fiction for, as Rebecca &chnoted, novels that take the
Holocaust as the topic of their fictional univerdten “replace the absence of sexuality
characteristic of memoirs of camp experience with @verabundance of erotic
imagery”, which for this scholar is an evident sigin“a general discomfort with the
historical facts or methods one can employ to e the Holocaust” (2000)
Besides, the charge of being pornographic seenssunate since Lisa is not treated as a
sexual object but, rather, “is depicted overallhwitignity and subjective empathy”
(Robertson, 1984: 456). In my opinion, early rewaesvplaced too much emphasis on
the sexually explicit passages of the novel atetkgense of its structure and themes.
Anne Duchéne, for instance, wrote that “readersndised to contemplate fists
repeatedly rammed into vaginas, or multiple suckbh hotel dinner guests” (1981: 50)
should not even attempt reading Chapters | an8lightly more discerning was Allan
Hollinghurst’s review, which nevertheless also ditention to what he deemed as the
“problem” of the novel — its “pornography” (19814)1 As to the passage that narrates
Lisa’s death, he did not hesitate in considerirfgutgar carelessness” (14). Others, like
David Frost, understood the libidinous sectionstascturally and thematically relevant
because, in his view, “the idea of a fictional Flem case-study serves usefully to link
the initial pornographic writings to the more naiistic portions of the book” (1982:
412).

In the same line of thinking seems to be Hermioee’s article on the 1981
Booker Prize contenders. Having ironically statieat tRushdie’s Midnight's Children
would win ... because novels set in India regularlyg Britain’s top literary awards”
(1981: 1268), Lee turns to D. M. Thomas’s novel atassifies it as “highly original

and disturbing” given that “it is intricately orgaed, structured in sections” whose
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relationships “become only gradually apparent” @Q26This article is, to my
knowledge, the only one that did not draw attentiorthe novel's sexually explicit
passages but to its structure and originality.

However, the controversy aroufthe White Hotelvas not merely confined to
the accusation of “sensationalizing Jewish expegéiiAlexander, 1990: 97). Besides
this, D. M. Thomas was also accused of plagiarigingtoli Kuznetsov’'sBabi Yar: A
Document in the Form of a Novgl970¥, which presents an account of the massacre
by one of the survivors, Dina Pronicheva. TriggebgdD. Kenrick in a letter to the
editor of theTimes Literary Supplemerthe allegation of plagiarism was due to the fact
that there was a “discrepancy between [Thomas’shagrknowledgement ... in large
type of his debt to Freud ... and the much less pmentireference printed in minute
type on the copyright page” (1982: 355) of Kuznetsavork. In a letter refuting these
accusations, Thomas claimed that the indebtedreedsuznetsov’'s novel was less
visible as a result of editorial choices. In thédeing months, several reviewers and
fellow writers gave their contribution to this comtersy writing to theTimes Literary
Supplementind changing the initial focus on the charge afg@rism to that of the
moral implications of using in a novel an eyewitascount of a delicate event such as
the Holocaust. In this respect, too, Thomas’s nava$ “castigated for fictionalising
real, that is historically documented, horrors” (iWiNesher, 1985: 15).

As the above-mentioned issues pertain mainly to plbsetmodern use of
intertextual references, they will be given sepatatatment elsewhere in this chapter.
Similarly, save for the sensationalist receptiormbé White Hotelthis work “deserves
recognition as an elegantly structured novel oagigHughes, 1985: 37); an opinion

which | subscribe completely and that will be faxagnded throughout this chapter.
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3.1. — The Elusiveness of Truth: Narrative InstanceNarrative Level and

Focalisation

The structure oThe White Hotein seven sectioidoregrounds the existence of
conflicting, though complementary, narrative voieasswell as different focalisers who
mediate what the narrator verbalises. These vdlwas in this fictional postmodernist
work, complement but also oppose one another, hegewith their positioning in
relation to the narrative, manifest the postmodbstrust in a unique truth able to grant
a centre and/or authority to any of the narrateetisns.

The novel begins with a “Prologu@VN.H, 9-15) in epistolary mode: a series of
fictional letters, five of them, exchanged betweeembers of Freud's psychoanalytic
circle that brings up the themes to be developédeyuently. In the first letter written
by Freud W.H, 12-3) the reader is presented with the first rezfee to the main
character: “a young woman suffering from a sevesgdria” who has justdiven birth
to some writings which seem to lend support to (Eig] theory: an extreme of
libidinous phantasy combined with an extreme of bity” (W. H, 12-3). The next
two sections of the novel Pon Giovanni — pp. 19-30 — and “The Gastein Journal” —
pp. 19-30) are also introduced in another letteFtaud W.H, 13-4), who attached to it
what he qualified as a “somewhat extraordiqawynal’ as well as some verses written
“between the staves of a score@dn Giovanni (W.H, 13-4). In his third and final
letter (W.H, 15) Freud reveals that he has finally finishgzhper on this patient of his.
Yet, he warns his correspondent Herr Kuhn, whaipublish this case study, that he
should not “be alarmed by the obscene expressicatsesed through her poor verses,
nor by the somewhat less offensive, but still pgraphic, material in the expansion of

her phantasy’W.H, 15).
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The following section, Chapter I, entitle®6n Giovanni (W.H, 19-30), is a
narrative poem divided in four parts, which inteawes lyricism, love, sex and death,
and that constitutes the “poor verses” Freud h&etnedd to in one of his letters in the
previous section: “I dreamt of falling trees in ddastorm / | was between them as a
desolate shore / came to meet me and | ran, seaféd W.H, 19). The autodiegetic
narrative voice, in Genettian terms a variety wittie homodiegetic type characterised
by the fact that this “narrator-hero...yields thevpeige of the narrative function to
anyone” (Genette, 1983: 247), that recounts Lisaéting with a stranger who takes
her to a white hotel is from the outset highly diatde, insofar as the reader is aware
that the narration is the product of a woman whsuiering from hysteria. Therefore,
this narrator seems to meet one of the preregsisitainreliability, namely, to quote
Shlomith  Rimmon-Kenan, that of a “problematic vagsheme” (2002: 101).
Furthermore, Lisa not only is the sole focalisetho$ section, a case of fixed internal
focalisation, that is, “where everything passesugh” her eyes (Genette, 1983: 189),
but also is too involved in the events she narrate@ender the story in an authoritative
manner. The reader has reasons to be suspiciahésofoice because as he/she reads
on, he/she realises that Lisa’s poem is full ofadikke imagery that can be related to
the unconscious, for instance: “I dreamt of fallinges in a wild storm”W.H., 19) or “I
gave birth to a wooden embrydM H, 24). The reader is, then, invited to read between
the lines a poem that was probably not unintentipneitten between the staves of an
opera since, as | hope to demonstrabtes White Hotefocuses on the act of reading and
interpreting as a process of unearthing layersedmmg.

The narrator’s authority is also undermined in tla@ seems not to be able to
provide the chain of events with some kind of teraptogical coherence, that is, while
the lovers are immersed in their lovemaking in thieite hotel, several dramatic

happenings take place without any apparent chrgiaabrelation or sequence. Neither
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time nor cause and effect seem to have meaning farrator who does not come to
terms with the outpouring of catastrophes, such &ee, a flood, an avalanche and an
accident with a cable car, that increase the diditlof the guests of the white hotel,
and which, oddly enough, does not seem to affech#wrator or her lover.

The section that follows, “The Gastein Journal.(H, 33-80), is actually the
prose version of the narrative poem, the readerfinstdheard of in Freud’s lettei\(.
H., 12-3). The narration is Lisa’s, who on this odoasdistances herself from the
events in which she has played a central role, tatppthe voice of an extra-
heterodiegetic narrator: “She stumbled over a neicked herself up and ran on blindly”
(W. H, 33). In Genettian terminology, this is a narraiarthe first degree who tells a
story he is absent from” (Genette, 1983: 248),,iLisa tries to place herself outside the
narrated events, at an extradiegetic level, throtigh use of third-person personal
pronouns. The journal, therefore, represents Lis#éfempt at structuring the surreal
atmosphere of her previous poem, following a regbgsFreud. The reader becomes
aware of this when Lisa writes, “When you askeddiointerpretation | thought I'd turn
it into the third person to see if that would helpke more sense of itW. H, 164).

Lisa expands on her poem positioning herself oatsite events she narrates
thus acquiring, using Rimmon-Kenan’s terms, a “bigharratorial authority” (2002:
96) which is one of the qualities of omniscientrators. Indeed, at the beginning of the
journal, the narrator seems to possess that godliéy to be everywhere, to know
everything and to master the past, the presentttaduture, when, for example, she
plunges in the characters’ minds and reveals theer thoughts, as in “He thought she
was remembering her husband” or when she remaakshté main character “would not
be singing for any time to cometM. H, 35), revealing that time is not a constraint.

In fact, this section accords with what we, as eesdwould expect of prose

writing, namely, a more detailed and logical acdafrevents to lessen subjectivity and
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the introduction of minor characters to furnish trerative with a new dimension in
what concerns the disasters that take place iwktie hotel and the bizarre phenomena
that occur constantly. Contrary tB6n Giovanni, in “The Gastein Journal” time is felt
even if not totally understood, as we may obsemnvthése two excerpts: “The evening
sped by, as though the watchmaker, at the nex¢,talald trebled the speed of all the
clocks and watchesW. H, 57) and “They had no idea what time it was. Tithat had
raced during the evening, now dragged for MadantérCdying open-eyed in the dark;
and did not exist, in different ways, for the slegpguests, for the dead down in the
cool store rooms, and for the lover$V(H, 58).

On this basis, one should not assume that thetfatLisa has chosen to tell her
irrational experiences in a detached way wouldelesbe degree of subjectivity, since
surreal visions, such as, “scarlet stigmataV. (H, 44) springing to one of the
character’s hands, whales in a lake by the mousitierand a “breast flying through the
yew trees” W. H, 54), appear regularly in the narrative, alongsidéh vapparently
nonsensical dialogues like this one between thertov‘Shall | open the window?’, he
suggested. ‘If you like’, she murmured. ‘Only | daafford to become pregnant”W.

H., 38). Confronted with the fantastic ambience of “TGastein Journal’, which
reaches its culmination when Lisa breastfeeds akvatel guestsW. H, 61-2), the
reader cannot but recall Freud’s remark that tlestgngs were the consequence of a
disturbed mind and, therefore, dismiss this nargainstance as another unreliable
voice.

Unlike the previous section, in the journal thedesaperceives the narrated
events through the focalisation of different chégex: This is the case, for example, of

the young man with whom Lisa starts an affair:

He saw the attractive bosom of her black-and-wkitged dress rising and
falling in agitation. Her long straight black hdramed a somewhat heavy
face. The pleasantly curved lips did not altogett@mmpensate for the large
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nose. She had a darkish, greasy complexion, whéanjoyed because he had
spent three years on a very inadequate WetH, 36).

Triggered by the perceptual verb to see, “he s&vgg’s description though verbalised
by the narrator is filtered through the eyes of ybeng man whose “inadequate diet”
(the time he served in the army) makes him lodksd with lustful intentions. Variable
internal focalisation is employed further in thiscgon, particularly when the hotel
guests meet to discuss both the tragic eventskdéegi on haunting that place and the
unusual visions noticed by most of them.

Scepticism about the existence of a unique totagisiuth is also substantiated
when, halfway through this section, the narratieeoant is interrupted to include
twenty-two postcards written by some of the hoteéggs \W. H, 46-9). This abrupt
narrative shift gives way to the inclusion of mpiki internal focalisation, that is, when
“the same event may be evoked several times acgptdithe point of view of several
letter-writing characters” (Genette, 1983: 190)islia device that allows the reader to
realise how the various characters perceived, agre \&ffected by, the terrible events
that occurred in, as well as near, the white hotel. elderly nurse, for instance,
perceives the whole situation altruistically be@atlse only reference to the disaster is
relatively covert and related not to herself buttmther person: “Elise is picking up”
(W. H, 46). An army major, however, displeased withdkercrowded yacht on which
he is sailing, sadistically remarks: “The flood mlidget rid of enough”\\V. H, 47). One
can assume, therefore, that the challenging ohttien of truth is not only achieved by
means of unreliable narration but also by displayseveral focalisers that render
narrative meaning problematic and provisional.

The fourth section, Chapter lll, Freud’'s case strgporting Lisa’s therapy that

had also been mentioned in the prologue, owestligs tFrau Anna G.” W. H, 83-
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130), to the fact that Freud wanted to conceaphtgent’s true identity, a procedure the

real Freud made use of frequently. In this sectidnich begins with

“In the Autumn of 1919 | was asked by a doctor of acquaintance to
examine a young lady who had been suffering forphst four years from
severe pains in her left breast and pelvic regas,well as a chronic
respiratory condition”\\V. H, 83)

Freud appears as an extra-homodiegetic narragr,“a narrator in the first degree who
tell his own story” (Genette, 1983: 248) yet whonst the protagonist but rather an
observer. In this particular narrative the narratorthe Austrian analyst, who sets
himself to interpreting Frau Anna G’s/Lisa’s wrigs, thus becoming, as Paul Weibel
well observed, “an epitome of the reader, an avdtér of symbols who tries to make
sense of seemingly meaningless fortuitous eleme(i§89: 73). Save for the
transcription of a dream related by Frau Anna/lirsane of her therapy sessions with
the Viennese analyst. H, 94-5), here the focaliser is almost exclusivehgusd,
whose perceptions and interpretations of his pesieprevious writings (Don
Giovanni and “The Gastein Journal”) help the reader tddyainderstand her delirious
and surrealistic narrations. Having gone througlo sections replete with obscure
imagery and loosely-related events, the readessfsalace in this narrative voice that
seems to be able to turn Lisa’s writings into aereht narrative and, therefore, to
provide an authoritative interpretation of her @m. In this respect, the assertive tone
the narrator employs - a device Thomas uses tatiflte “Freud’s commitment to
scientific realism” (Easthope, 1999: 138) - conitds to a growing belief that one is

reading a reliable interpretation, especially wtrenanalyst concludes that

the symptoms were, as always with the unconscepsopriate: the pains in
breast and ovary because of her unconscious haifedher distorted

femininity; anorexia nervosa: total self-hatredyiah to vanish from the earth.
Also, the breathless, choking condition which hditickeed her during her

puberty reappeared, as a consequence of havingpggun the true
circumstances of her mother’s death. H., 127).
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Nevertheless, the rational interpretations Fredersfare fewer in number when
compared to the uncertainty that pervades his diseo As the following excerpts

clearly show, his case study displays more doutdsgaiestions than certainties:

By the time | had put down the notebook | was coogd that itmight teach
us everythingjf we were only in a position to make everything . H,
105).

Here,it seemedo me, was evidence of Anna’s profound identifmatwith
her mother\. H, 106).

The flood, and the hotel firesould berelated to her mother's deat/( H,
112).

Might it not therefore be that all living things are mourning for the
inorganic state, the original condition from whithey have by accident
emerged?W. H, 117).

[ltalics mine]

The narrator appears to be well aware that meaglumes him and, more importantly,
that no one can categorically assert that oneHemeans to reach the truth. Faced with
the impossibility to rationalise Frau Anna’s/Lisa&gmptoms, Freud feels compelled to
admit that “No analysis is ever complete; the hyasehave more roots than a tre@V.(
H., 127) in a clear acknowledgement of his limitedwledg&. This assertion accords
with the postmodern perception of knowledge. Drgwon Jean-Francois Lyotard’s
claim that in the postmodern age grand narratioesrarching theoretical explanations
of the world, have lost their credibility in favoaf “petits récits*, explanations that are
partial, local, and provisional, postmodernist rievieave endeavoured to foreground
these assumptions. After reading the three irsgations ofThe White Hotelthe reader
realises that knowledge, to quote Kathleen Wheeateralways “perspectival and
contextual” and not “transcendent or objective aadtral’ (1999: 16). Thus, in order to
come to terms with Lisa’s story, Lisa herself, Fteund the reader will have to resort to

a multiplicity of narratives, each presenting afinished fragment of her life.
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“The Health Resort”\(V. H, 133-92), Chapter IV, is the first of three sect
told by an extra-heterodiegetic narrator with oroi@ist scope of vision but, for the first
time in the novel, with an unknown identity. Thernaéing instance begins the “Health
Resort” telling that “In the spring of 1929, Fralisebeth Erdman was travelling by
train between Vienna and MilanW(. H, 134) and for about thirty pages the narrative
voice persists in the manner of a realist narratdorming the reader that Lisa Erdman
is the real Anna G.. In fact, one can state, totgiaul Cobley, that this narrator is
“above and beyond the events in the narrative” 120001) and, what is more
important, that he seeks to incorporate the maerazter within a plausible social
setting, a feature that contrasts with Lisa’s dmlis writings of herself. The reader
follows Lisa from 1929 through to 1935, the yeae §iecame an opera singer, married
Victor, her best friend’s husband, who had becomedawer, and adopted his young
son, Kolya. Once again, the reader relies on thisating instance and deems this
section as the authoritative centre he/she hashsoogly to be deceived once more as,
half way through this narration, an exchange ofetst between Lisa and Freud
undermines all that has previously been written.

The longest letter transcribed in this sectidh H, 162-72) constitutes the sole
embedded narrative one findsThe White HotelThe novel cannot be said to possess
one main framing narrative but several, intertwifgdsymbols, events, allusions and
reinterpretations, that give the reader a feelifigdéja vu “The Health Resort”,
however, contains within the omniscient primarygdigis a metadiegetic narrative or
“second-degree narrative” (Genette, 1983: 231)hasRrench theorist put it, which
consists of the letter in which Lisa gives Freudnssion to publish her case study as
Frau Anna G. and reveals that the doctor had sdet she had allowed him to see,
owing to the fact that she had been “incapablesttihg the truth” Y. H, 163). Only

now in 1931, ten years after her sessions with &Grdoes Lisa feel she is capable of
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disclosing the information she had withheld fronm Bealyst. Strategically inserted in
the section the reader believes to be the authiwataaccount of Lisa’s life, this

metadiegetic narrative is meant to destabilise @eacexpectations. In narratological
terms, Lisa is at this point an intra-homodiegatcrator, i. e., “a narrator in the second
degree who tells his own story” (Genette, 1983:)248t not necessarily the whole
story because when the first-degree narrative nostaresumes the narration, the

following comments are presented:

She felt a great relief at having declared evenghi everything that was
relevant. She had intended to tell him also abauinty slept with the
“unimportant” man in the train from Odessa to Psterg, her first experience
of sexual intercourse and also her first experiesiclallucination; but her
letter had grown so long, and so full of the catimt of lies, that she took
fright. One more might ‘break the camel's back’;dareally it wasnot
important, she could not say it had ever preyetexmind (V. H, 172).

This is an unequivocal recognition that narrateirtg entails a selection of material, a
positioning of the narrating subject in relationtb@ object of narration as well as an
interpretation of the facts that make up the text.

When the reader proceeds to the next section, €hapt “The Sleeping
Carriage” W. H, 195-222), he/she becomes aware that the naraidelaying the
rendering of a totalising chronicle of Lisa’s lifehis sixth section recounts Lisa and her
stepson’s forced trip to Palestine. Half way thitouhge voyage, she understands that
they are being taken not to the Promised Landdatravine at Babi Yar where they are
to be shot, together with a quarter of a milliowgeAt the moment the shootings begin,
Lisa and Kolya jump down the ravine at the bottdnwbich she lies wounded, waiting
to suffer a most horrible death: a soldier thrasbayonet inside her vagina and impales

her.

He awoke, for about the tenth time that night, gr@hned to himself when he
realized it still wasn’'t dawn. He listened to theusds of rustling in the wall.
He would never hear those sounds again. His moathdsy with excitement;
he wanted to command the sun to rise, so they cialti out on their journey
(W. H, 196).
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The first three pages of this section are filtet@dugh the eyes of young Kolya, as can
be seen in the above excerpt, from the time he svaketo the moment when his
stepmother gets up to prepare for the train jourivgy H, 198), focalisation shifting
then to Lisa. This favouring of internal rather rihexternal focalisation, “when an
anonymous agent, situated outside the fabula,nstiftning as focalizor” (Bal, 1985:
105), is of great importance for the way reademnmathise with the fate of these
characters. Internal focalisation through Kolya pwakihe reader partake of his
excitement about the coming trip but, more impdiyarone has also the disturbing
feeling that one knows more than the character. iRstance, when the narrator
verbalises Kolya’s excitement, as in “Tomorrow riigk would be sleeping in a train!”
(W. H, 195), Freud’s warning to Lisa in “Frau Anna Ghat trains symbolise deati/(

H., 95) provokes uneasiness in the reader. Thisnig&di heightened when we read that
Kolya “couldn’t understand why his father shouldsé@@deen put in prison for having
travelled abroad, years and years ago, or formgutin an opera about a cruel Tsai. (
H., 197) consequently concluding that his father curely come back. Again, the
uncomfortable privilege of knowing more than thamcter himself settles in as readers
infer that Kolya’'s father had most probably beeaated.

The shift in focalisation, from Kolya to Lisa, a momature character and
therefore with aWeltanschauungnore akin to the reader’s, serves to clarify winet
reader has speculated so far. If Kolya was feadixajted about the journey, Lisa for her
part shivered not because of the cold but becaiuserduncertainty and apprehension”
(W. H, 198). As we go on, we realise that our spearatiabout Kolya’s father were
correct when, for instance, we read that “neverihademed the right time to tell him

[Kolya] that his father would not be coming backV.(H, 200). With respect to the
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purpose and destination of their journey, the felig passage clears any possible

doubt:

The order said that all Yids living in the city Kfev and its vicinity were to
report by eight o’clock on the morning of Monda®, eptember 1941, at the
Melnikovsky and Dokhturov Streets (near the cenyterhey were to take
with them documents, money, valuables, as well asniclothes, underwear,
etc. Any Yid not carrying out the instruction andhavwas found elsewhere
would be shot\(V. H, 204-5).

Resorting to our historical background, severainelets in this passage corroborate our
fears: the term *Yid’ (offensive word for Jew) imdiies the prejudice and intolerance
the Jewish people had to face; the date (1941)tpdm the time when the Nazi
programme to exterminate the Jews was thriving;pllaee where they are to gather,
near the cemetery, functions as an ominous détailprder to carry all their belongings
betrays the Nazis’ intentions to dispossess thes Idvtheir resources; and, finally, the
threat of execution if orders were not observedcetgs the utter helplessness of their
situation.

The variable internal focalisation offered in th@reductory pages of “The
Sleeping Carriage” allows the reader to share tbbhaeacters’ inner feelings and fears
and, so, to sympathise with them. This also preparee to come to terms with the
pathos that ensues as Kolya and Lisa are execuiabaYar. Coming to this point, the
narrative seems to have reached some kind of @okiga Erdman, the protagonist, has
died and the reader feels enlightened as to whavie®ns of sex and death meant.
Hence, her symptoms, which Freud through his psychlytic approach had tried to
understand, were not rooted in the past but rathéne future. In the words of Lars
Sauerberg, Lisa’s visions and symptoms were abbveraleptic stigmata” (1989: 7)
of her fate as one of the victims of the Holocaust.

“The Sleeping Carriage” does, at last, shed lightttee enigmatic dreams Lisa

had endeavoured to understand throughout herHife,still it is far from being the
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stable outcome one expects a narrative to offee. difapter that follows, Chapter VI,
“The Camp” W. H, 225-40), Lisa’s afterlife, turns once againtie ireamy ambience
of Chapters | and Il, albeit the strange elemergsfiwd in it are displayed in a less
surrealistic manner: “After the chaos and overcrioggabf the nightmarish journey, they
spilled out on the small, dusty platform in the dieof nowhere” V. H, 225). This
final chapter ofThe White Hotebeems to suggest that death may after all nohée t
ultimate closure and that, whether in life or navieg there might be a possibility of
renewal.

Indeed, when Lisa arrives at ‘the Promised Landé sieets Lieutenant Richard
Lyons, nephew of a guest she had met at the wbiiel.nThe intriguing dialogue that
follows — Lisa remarked that his uncle thought heswlead, to which the young man
replies: “Not quite!” W. H, 226) — seems to suggest that their journey iower yet;
that instead of Heaven they have reached Purgaf@ythe narrative proceeds, Lisa
catches sight of Freud with a heavily bandaged (& H, 227) - Freud died from
cancer in the mouth - and the reader learns fughehat she could not dance “because
of her painful hip” W. H, 228). These two passages lend support to thahHac“The
Camp” is after all another stage in their journend anot the ultimate place where
physical ailment would be no longer felt. Nowhanmethis section does D. M. Thomas
imply that this is the final destination; this astarical place seems more like a “transit
camp” (Cross, 1992: 43) because, while Lisa is ilmgpkor a place to settle in, the
narrator mentions that “later they would be sentuwther” (W. H, 226).

In this “multi-vision novel” (Zhang, 1993: 57) theader is invited to be a
producer of meaning, while trying to make sensthefclues unveiled by the divergent
narrative voices: a recurrent feature of Thomaggohal procedures. Moving from
chapter to chapter, one realises that each seictipairs the previous, thus suggesting

that “the desire for coherent stories also keepsams truth” (Wirth-Nesher, 1985: 27).
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As Robert Newman remarked, “the novel functionpasnpsest” (1993: 118), in that it

installs the process of reading backwards as weenfmwards: each section adds new
elements that are meant simultaneously to enlightem what regards the plethora of
enigmatic events and to challenge our interpresikils and force us to reread earlier
sections in the light of the new information thatdisclosed. In what concerns the

reading experience of this novel,

we encounter a text that challenges the faith weeha our interpretive
powers. And as we seek out certain generic convesitisuch as identifiable
narrative voices or recognizable points of view, saon discover that the
novel either denies us such familiar landmarks estabilizes their presence
(Lougy, 1991: 91).

The particular way the fictional material is stwetd in this novel allows us to conclude
that not only is it meant “as a novelistic devide”celebrate “complexity itself” but
also, thematically speaking, to “mime the therapeuprocess underlying
psychoanalysis” (Maclnnes, 1994: 261).

It seems to me thafhe White Hotetonstitutes a paradigmatic postmodernist
novel, owing to its foregrounding of the contempyrdistrust in totality, centre and
truth. As Linda Hutcheon rightly observed, postnrodem questions “commonly
accepted values of our culture” (1999: 42), nanobbgure, teleology and subjectivity.
Consequently, the postmodernist writer distruses mieat conclusions of traditional
narratives and prefers, on the contrary, subje@nakinconclusive narrative structuring
in order to defy “the human urge to make order”)(4thich in this fictional work is
constantly frustrated. Also, postmodernist novalshsasThe White Hotelaim at
questioning “whose truth gets told” (123) rathearthclaiming that there is only one
truth to be disclosed. By resorting to multiple cgs and differing points of view to
narrate Lisa’s story, D. M. Thomas seems to suggest meaning and, therefore,
veracity is anything but guaranteed. Henthg White Hotels less concerned with

presenting one totalising vision or an authoriwtikuth than with the enactment of the
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postmodern view that there may be no totalisingroe discourses but only partial,

incomplete and provisional versions of reality.

3.2. — Postmodernist Originality: Intertextuality and Genre Hybridisation

The postmodernist writer, it has already been ssigde is aware that it is
impossible to be truly original inasmuch as conterapy writing is regarded as the
reworking of previous themes, texts and genrestedus of deploring this fact and
consequently to view it as a constraint, postmadderauthors, like D. M. Thomas,
openly and self-consciously embrace this new trémdseek originality in the
intertextual and in the hybrid.

In fact, The White Hotecan be said to be a confluence of distinct texid a
concurrently a reworking of established genres.rDver covertly, the novel sets up
intertextual relationships with such works/textsAéesxander Pushkin’&ugene Onegin:
A Novel in Vers€1830), together with Peter Tschaikowsky's opetaptation of the
same work (1879); Wolfgang Amadeus Mozaf@en Giovanni(1787), Biblical texts
like the book from The Old Testamemte Song of SolompA. S. Eliot's poem
“Marina” (1930); Dante Alighieri’sDivine Comedy(1306-1321); Freud’s writings,
especially his case studies; and Anatoli KuznetsBabi Yar: A Document in the Form
of a Novel(1970), arguably the most radical case of intéu&ity in Thomas'’s novel,
as we shall see further on.

The above-mentioned works constitute what Geneiils hypotexts: the source
texts and consequently “a major source of sigrificé (Allen, 2002: 108) that are
drawn into the hypertext, which, in this caseTl®e White Hotelln writing this novel,

89



Chapter Il - A Narratological Analysis of The White Hotel

Thomas confesses, “his ideal ... [was] what PushldnrdEugene Oneginto write a
“free novel, one that can take you by surprise@asgo along” (Casedemont, 1994: 8).
Eugene Onegitells, in its framingécit, the love affair between Onegin and Tatyana, a
devoted reader, who “From early youth ... read rorean¢ And novels set her heart
aglow; / She loved the fictions and the fanciesf/Richardson and of Rousseau”
(Eugene Onegird9Yy. The heroine’s preference for epistolary novelsisored in the
narrative as she expresses her love for Onegin &gnmof a letter. However, if in
Pushkin’s novel “the letters provide a framework [tus] portrayal of passion” (Stovel,
1998: 2), inThe White Hoteletters fulfil more eclectic purposes. Thus, tegdrs that
compose the “Prologue” provide “a framework for thevel” (5) while the letters
included in “The Health Resort” are meant to mdlesreader distrust of a voice he/she
believed to be trustful.

Among the embedded letters in this section, thderealso finds one in verse by
Lisa (W. H, 182-4) that parodies Tatyana'skngene OneginTatyana was a role she
had played when the leading singer and best frigerd Serebryakova had broken her
arm and was unable to perform the part. The lettdich consists of the reply to
Victor's proposal of marriage upon Vera’'s deathdsmvith Lisa’'s acceptance of the
proposal. In addition, Tatyana’s letter expreshestypical fears of the romantic young
lady who decides to reveal her love in spite ofihgvfirst tried silence and evasion”
(Eugene Onegin 73). Unable to soothe her desiring love for Oneglatyana
accusingly asks him “Why did you ever come to ¢gf3), to admit later on that “The
heavens chose my destination” (74), an utterangedbnveys a deterministic attitude
towards life. Finally, Tatyana explains why she haavrite the letter by hyperbolically
stating that “You filled my dreams and sweetestdes” (74).

Lisa’s afore-mentioned letter constitutes a paradigriting of Tatyana’s given
that “her reply to Victor comes framed in the woradlfs Tatiana” (Bartkowski and
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Stearns, 1990: 289). From the outset, she establighparallel between herself and
Pushkin’s heroine when she observes that “In ong ardy | resemble / Reckless
Tatiana — that my breast / Is all on fire and camest” W. H, 182). Nevertheless,
being a mature woman, her breast is not burningamount of girlish infatuation but
because of something that transcends human undiéirsga Lisa also asks Victor “Why
have you disturbed my peace®™.(H, 193) but, unlike Tatyana, she has a past she is

not completely cured of. In her words,

The heart was cool, the embers ashen,

For long ago | found release

From the indignities of passion.

| was contended, in a fashion,

And would have stayed so till | die( H, 183).

The “indignities of passion” Lisa mentions in thHetter refer to an early childhood

memory that she had reported to Freud in the foligwerms:

On one occasion in my childhood | wandered on tthéiss yacht when |

wasn't supposed to, and | found my mother, and ont and uncle, there all
together, naked. It was such a shock, | thoughas seeing my mother’s (or
perhaps my aunt’s) face reflected in a mirror; ot they were both there. |
thought my mother (or perhaps my aunt) was knedlingrayer; my uncle

kneeling behind her. Quite clearly it was intercma tergo(W. H, 165).

Lisa’s inability to distinguish her mother from haunt was due to the fact that
these were twin sisters but one should also ngefathat she was only three years old
when this event took place. Her disturbed sexuadyld then be explained by this
early occurrence that might have given rise tofaeure unsatisfactory relationships:
with a young Russian, with her anti-Semitic husband with other occasional lovers
she had had. Therefore, Victor's letter awakensan the memories she had “found
release” from but not a complete cure.

Furthermore, whilst Tatyana affirmed her convictibyat fate was responsible
for her passion, Lisa remarks: “I do not know whyrh frightened / To pick the
blossom that | crave, / As if my body were a gra@. H, 183). Her splitting self
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makes her incapable of understanding why her eantorn through” W. H, 183) and
her inner fears, triggered by her delusions andr pealth, contrast with Tatyana’'s
dreams and sweet trances. The hypertextual coonebgtween these two texts and
these two female characters aims at shedding dightisa’s future. The learned reader
knows that Tatyana and Onegin’s love, though ragjity, is far from being a happy one:
Tatyana marries an aristocrat when she finds outldwe is unrequited and lives a
happy life until the moment Onegin sees her, nomaaure woman, and falls in love
with her; yet she declines his love for her, sayitfgyt | am now another’s wife, / And
I'll be faithful all my life” (Eugene Onegin210). The inclusion of Pushkin’s story in
The White Hotetan be understood as an anticipation of Lisa'siage to Victor: she
moves to Kiev where she is to find her death arfdwamonths after their marriage
Victor is arrested and executed. The analogy thghiie drawn is that neither Tatyana
nor Lisa Erdman can be said to have had an utatigfying marriage.

Mozart’'s Don Giovanniis another text that is cited in Thomas’s novelmy
opinion, to give additional support to the assacrabetween sex and death. The story
of an incorrigible womaniser, Mozart’s opera alsetates toThe White Hotein the
irrational elements it contains: while boasting @tblois sexual triumphs, Don Giovanni
hears a voice that warns him he will stop laughiatpre dawn and, in fact, that night in
a ball at his house a white statue walks in anecdakis life. In addition to the
supernatural elements that link these two textse-dppearance of a ghostly figure in
Don Giovanniand Lisa’s clairvoyance iihe White Hotel the use of Mozart's opera as
a hypotext, as Wirth-Nesher proposed, might suggest’s identification “with a
mythic rake and libertine, punished in hell for lssxual appetites” (1985: 18). No
doubt, one should not overlook Lisa’'s repentancpressed when, referring to her
delirious writings, she shamefully observes, “Swtiscene ramblings — how couild

have written them?”W. H, 163). Apart from these connections, the operakex as
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hypotexts, both TschaikowskyBsugene Onegiand Mozart’sDon Giovannj “confirm
that the structure of the novel is based on mugidatiples and that its individual parts
may be regarded as variations on a theme” (Well9&9: 78).

The structure offhe White Hotehas indeed sparked numerous interpretations.
Mary Hughes in her essay “RevelationsTine White Hotélpoints out the structural

similarities between this novel and the Bible. Rer,

just as the Bible begins with Eden, a creationyetimleatened by a flood, and
ends in the book of Revelation with the destructainthe world and the

beginning of the new, so ifhe White Hotelthe story of Lisa Erdman really
begins with her Edenic fantasy, a dream world ntelmedrowning and flood,

and ends with what may surely be read as an analioguhe end of the world

and the beginning of a new life (1985: 44).

In addition to showing similarities with the new sbafter the apocalypse, the world
Lisa encounters following her death owes some rbkeme with Dante’s conception of
Hell, Purgatory and Heaven, inasmuch as these iararthically arranged in circles
from the lowest to the highest. The alert readdicas this indebtedness to Dante’s
Divine Comedywhen in “The Camp” the heroine meets her motherasks her “what
the conditions were like in her settlement”, to @hishe replies: “Well, it's not the
lowest circle, by any meansW. H, 233). Remaining a valid interpretation of
Thomas’s narrative, Hughes’s deductions howeventptd an undeniable factor,
namely that a comprehensive analysigbé White Hoteimust come to terms with the
Biblical imagery that springs throughout the text.

The Bible is summoned to the diegetic world of thevel when in the
“Prologue” Freud sends Lisa’s writings about heteeexperiences in the white hotel to
a fellow psychoanalyst, Sachs, for him to commamttieem. His reply reads: “her
phantasy strikes me as like Eden before the F8{l’ i, 14). Despite the abundant

Biblical imagery underlying Lisa’s writings, | shadirect my analysis towards the
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sections in which the Bible is more overtly alludedand/or quoted, such as in “The
Sleeping Carriage” and “The Camp”.

Following the narrator’'s account of Lisa’s deathl dms own reflections on the
Babi Yar massacre, the reader encounters a dillestom to The Song of Solombh
the Biblical celebration of love, in the final lim®f “The Sleeping Carriage”: “But all
this had nothing to do with the guest, the soug kbvesick bride, the daughter of
Jerusalem”\V. H, 222). Intentionally placed after the protagosisitath, the reference
to The Song of Solomena celebration of love and renewal — preparesdhder for the
final section in which this sacred text is moreqfrently called forth to engage in
intertextual associations witthe White Hotel

In “The Carriage”, somewhat puzzled with the newldshe encounters, Lisa
remembers a quotation in Hebrew whose source sireot#race: “Many waters cannot
qguench love, neither can the floods drown W.(H, 228). This passage is, in fact,
taken fromThe Song of Solomd@: 7) and asserts the everlasting power of lokiekhv
cannot be extinguished even by death itself. Thenditional power of love is further
reiterated when she receives a letter with yetraratdirect quotation from this Biblical
text signalled by italics, which constitutes both mvitation for the lover and a

hyperbolic statement about the omnipresence dbthexl one:

Rise up, my love, my fair one, and come away. IBothe winter is past, the
rain is over and gone; the flowers appear on theteahe time of the singing
of birds is come, and the voice of the turtle iardein our land. O my dove,
that art in the clefts of the rock, in the secrigices of the stairs, let me see thy
countenance, let me hear thy voice; for sweet i Woice, and thy
countenance is come{W. H, 230).

[Italics from the original text]

Upon close inspection of the handwriting, Lisa nout that the letter has come from
Alexei, her first lover, who wishes to have herrghhis life. However, the offer is
declined for the love she has to give is not méaue directed to one single individual
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but to humanity itself. In this respect, Lisa arthe words of Lieutenant Lyons, “the r-
rose of Sharon”W. H, 239), seems to be destined to nurture those éa,nas the

following passage suggests:

“We're desperately short of nurses,” he said. “Gan help?” ... “Yes, of
course!” she said. She hurried towards the un@aking into a run; and only
then did she realize that all day her pelvis hadhoet, nor her breastW. H,
240).

By altruistically devoting herself - and her selftc easing the pain of others, the
protagonist finally seems to achieve a satisfyiiig. IThe moment of epiphany that
ensues in the closing lines Bihe White Hotel “She smelt the scent of a pine tree. She
couldn’t place it ... It troubled her in some mysbeis way, yet also made her happy”
(W. H, 240) -, which evokes T. S. Eliot's poem “Marin&ints at the subject’s reunion
with the whole, the moment the self identifies wiitle universe.

“The scent of a pine tree” that “troubled her ilm&mysterious way” and that
“also made her happy"W. H, 240) are images borrowed from T. S. Eliot and a
statement about paternal love in which nature,esgrted by the “scent of pine” and
“the breath of pine™, suggests the expression of fatherly love towéndsdaughtéf-
The “voluptuous bride of The Song of Solomon” (Hagh1985: 45) who claims to be
“sick of love” (Song of Sol.5: 8) is identified with Lisa to affirm, as Davidigdon
proposes, “the never-ending vitality of the indivad’ (1995: 331). Furthermore, the

allusions torhe Song of Solomon

perform four separate tasks: to mark that epiphsnmoment when Lisa
experiences crucial insight about human love and aa this insight; to
underline the power of love as a primary thematicd; to remind the reader
of the allegorical dimension of the work; and tingrto fruition a significant
web of motifs in the pages dhe White Hote{1995: 331).

Sigmund Freud’s writings are also a major hypetakteference imThe White
Hotel, especially in the “Prologue” when we come acresseral letters allegedly

exchanged between the Austrian analyst and sorhis dfiends and in “Frau Anna G.”
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which, as Thomas revealed in his memoir, was méaneécho Freud’s style”Nlem.
Hal.: 46)". By drawing historical figures into the diegetiond, the opening section of
The White Hotelvorks “as a framing device that links the fictibnavel to documented
reality” (Wirth-Nesher, 1985: 18) and introducescters, themes as well as a web of
motifs the reader will only fully understand furthan in the narrative.

With regards to “Frau Anna G.”, Freud’s case stadylLisa Erdman, we are in
the presence of a carefully-planned pastitbégenuine Freudian case histories which,
as | shall try to demonstrate, is neither frivolows indicative of lack of originality,
inasmuch as this section is fundamental for theeb®\thematic and structural unity.
For the scholar Hanna Wirth-Nesher, this sectiendimasterful imitation of Freud’s
case histories in its organization, rhetoric angetdbecause “Thomas misses none of
Freud’s characteristics, such as his sense ofealilts being somewhat incomplete”
(1985: 20). On the compositional level, Thomas'toref were to imitate without
transforming the source text given that he wantenlidFs “voice [to ring] true” em.
Hal.: 47). Yet, on the thematic level, the implicatidmeught about by the inclusion of
Freud and his innovative methods go well beyondntieee reverence for this historical
figure and his contribution to the progress of scee

Although he is never ridiculed, Thomas’s Freud @stayed as a vulnerable
figure who is aware of the flaws of his approachs Hrocedures turned out to be
incapable of healing his patient as Lisa lived irfpastpresentfuture” (Klonowska,
1996: 93) incompatible with the psychoanalytic noeththat unearths one’s past to
explain the present, thus excluding the future fittve equation. After reading Lisa’s
letter W. H, 162-72) where she confesses to have hidden fiats him, the analyst
replies (W. H., 174) and at the end of his missites Heraclitus: “The soul of man is a
far country, which cannot be approached or explo(®d. H, 174). It is particularly

significant that an assertion denoting such a lighree of scepticism was summoned
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by Freud himself given that it “shows the extent wdich the novel presents
psychoanalysis itself only as a tentative exploratf human truth” (Maclnnes, 1994:
257).

The sympathetic feelings Thomas and the reader hwi¢ards Freud are

heightened when in the course of his analysis sd hie writes,

| have said that at certain moments Frau Anna’sesgion reminded me of
the faces of the victims of war neuroses. It i sbt clear to us why those
poor victims of the battlefield force themselvesiagand again to relive in
dreams the original traumatic evenfg.(H, 116).

Even though one feels that he is close to a mdfdlifig explanation of his patient’s
symptoms, one also realises that such an explan&icomething he is unable to
conceive insofar as Lisa is a victim-to-be. Freuthigoretical approach lacks the
mystical inclinations that Carl Jung’s model sedmpossess. In the letter that opens
the “Prologue” W. H, 9-11), Ferenczi reports several incidents thajgest that,
overall, The White Hotetonforms more to a Jungian rather than a Freudiading.

Firstly, on their arrival to New York, Freud, Juagd Ferenczi were suddenly caught in

the middle of a mist that Jung named a “prehistanonster” forcing them to slip back
“into the primeval past’W. H, 9). Freud dismissed this incident as unimportard
made fun of Jung’s mysticism. Secondly, when theyewstill in Bremen on the eve of
their sea-trip, Freud “slipped off his chair in @nt” on account of his colleague’s
insistence in talking about “peat-bog corpses” whstoric men “mummified by the
effect of the humic acid in the bog waterW( H, 10). When Freud regained
consciousness, he accused Jung of “wanting hinofabe way” W. H, 10). Finally, as

a way of entertaining themselves during their seaiqey, the three psychoanalysts took

to interpreting each other’'s dreams. Jung’'s intdgtion of Freud’s dream deeply

disturbed the latter since it pointed to his sexntdrest in his sister-in-law. Upon the
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incessant demand for more details, Freud refusedveal “anything more personal”
because he felt it could “risk his authority¥(. H, 11).

“The little tension between Jung and Freud’. (H, 9) Ferenczi had reported at
the beginning of his letter may be said to antii@ghae pressure Freud’s psychoanalysis
sustains when confronted with Lisa’s clairvoyancel afterlife. These two mystical
elements accord better with Jung’s theoretical @ggres than with Freud’s because, to
paraphrase Rowland Wyni&rFreud was a materialist and a rationalist whaeket
that mental life was not independent from the bddypther words, that all psychic
phenomena were grounded in an organic base. Fuhberiso assumed that the key to
understanding the present was in the past. Jungeves, was a mystic given that he
thought some parts of the mind were not subjedhé&laws of space and time and,
consequently, the idea of an afterlife could notdiemisseda priori. The Swiss
psychoanalyst accepted precognitive experiencesdalielved that the present and the
prospect for a better adaptation were the chiefsgofapsychology. In the light of this
exposition, Lisa’s utterance in the closing pagéshe novel - “it's the future that
counts, not the pastW. H, 237) - might indicate that her vision and dreavese after
all a yearning for wholeness, that is, a foretglliof “the future evolution of [her]
psyche” (Hughes, 1985: 41). Equally revealing oé thulnerability of Freudian
psychoanalysis, is the passage in which Lisa seasdRn her afterlife - a dying man

whose authority has completely deserted him:

She passed him one day, when he was being whextbd medical unit. His
head was drooping, and he did not see her. He tbakeadfully ill and
unhappy. If she made herself known to him, she dbalve to cast even more
serious doubts on the accuracy of his diagnosid, that might add to his
gloom. It was best to keep away, and just praytti@toctors could help him.
(W. H, 228).

The psychoanalyst is at this point not only an cibjf compassion but also totally

different from the figure who, in the “Prologue’adhimpressed American scholars with
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his insightful lectures and of whom Ferenczi haid:s&reud astonished even me with
his masterly skill, by delivering five lectures tatut any notes — composing them
during a half-hour’s walk beforehand in my compat¥. H, 9).

If the hypertextual use of Freudian case studidd psychoanalysis under
scrutiny and challenged its foundations, the iroclusof passages from Anatoli
Kuznetsov’'sBabi Yarshattered the distinction between fact and fichod set going a
debate over the notion of originality in contempgréterature. Despite having been
warned in the copyright page about the indebtedteséuznetsov’'s work, when the
reader reaches “The Sleeping Carriage” he/she cdmewalise that there are no
typeface changes to signal the excerpts borrowsd the Russian fictionalised account
of the 1941 Babi Yar massacre. The only sign whicla certain extent, might help the
alert reader to locate Kuznetsov’'s material is wbéra Pronicheva, the survivor of the
massacre, whose testimony Thomas admitted to heed enters the diegetic world of
The White Hotels “an actress at the Kiev puppet theatW®” H, 215) Lisa had once
met. Nevertheless, only a close reading of Dinessitnony inBabi Yarcan help clarify
this point. Once that reading is carried out onglises that Thomas has borrowed
extensively from Kuznetsov’'s work, more precisaiyni pages one-hundred and eight
to one-hundred and eleven. IFhe White Hotel from the moment the narrator
announces that “it started to get darkV.(H, 216) up to the passage when one learns
that “The German soldiers had lit a bonfire anbaked as though they were making
coffee on it” W. H, 217), Thomas quotagerbatimfrom Babi Yar with the exception
of a paragraph and two linking sentences whictr tefeisa’s and Kolya’s reactions to
the events. In the next pages, Thomas occasiogatlyes Kuznetsov as, for instance,
when after jumping into the ravine Lisa realiseatttshe had fallen into a bath of
blood” (W. H, 218), which inBabi Yarreads: “she had fallen into a bath full of blood”
(Babi Yar 110).
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The incorporation of someone else’s material is g@ction ofThe White Hotel
provoked a wave of controversy, notwithstanding“8ielful use of Dina Pronicheva’s
experiences” (Foster, 1995: 278). Triggered by itiis letter’, mentioned at the
beginning of this chapter, the accusation of plagma was soon forgotten. lan
McEwan’s contribution to the symposium on plagiariorganised by thelimes
Literary Supplemengxpressed his support in what regards Thomasisitngr choices
in “The Sleeping Carriage”, especially so when MeBvadmitted that “writers borrow
from one another, and the more self-aware theynagleing so, and the more celebrated
their source, the less likely they are to be aatwseplagiarism” (1982: 413). Even so,
the borrowing of Kuznetsov'Babi Yarremained a subject of discussion. Martin Amis,
for example, referred to the borrowed passalye i, 216-9) in the following terms:
“The testimony is unbearably powerful; it is thexax of the novel; it is in plain terms,
the best bit — and Thomas didn’t write it” (200242). Due to the controversy this
particular passage caused, Thomas wrote tdiimes Literary Supplememnt defence

of his novel. In his first letter, the author expkd that

at the outset of Part V the narrative voice id $itgely authorial (though
affected by Dina Pronicheva’s tone) because therstill room for fiction;
Lisa is still a person. But gradually her indivifitiais taken from her on that
road to the ravine; and gradually the only appmtprivoice becomes that
voice which is like a recording camera: the voi€¢he one who was there. ...
The witness’s testimony was the truthful voice ld harrative at that point.
... The time for imagination was before (1982a: 383).

Certainly influenced by Kuznetsov’s claim Babi Yarthat his book contained
only the truth, Thomas most likely felt that quagtiDina’s testimony or, as he seems to
see it, the truth as opposed to fiction, was thetmespectful way to deal with the Babi
Yar mass execution. The urge to approach Holoaaastrial respectfulfyf led him, in
the opinion of some detractors, to draw into hitidh a witness who should have been
kept outside the realm of imagination. This aseargeems to meet Emma Tennant’s

opinion who also contributed to the discussion amgiied that
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the withess was Dina Pronicheva, a real human baimgsufferer of these
monstrosities. The words given to Thomas's fictidmeroine are hers, and no
writer has the moral right to take the experienta oeal human being and
attach it, for his or her own ends, to a made-wpatter, using the very words
of that human being'’s testimony. Fact and fictigality and unreality do not
blend this way (1982: 412).

But the fact is that in postmodernist writing, factd fiction, reality and unreality blend
in this and in various other ways. Dina Pronichevaitrusion into the “récit”
constitutes what McHale designates an “ontologieandal®® and the mixing of
fictional and historical figures at the diegetiedé as Sylvia Kantaris rightly observed,
shows that inThe White Hotelfantasy and reality do not operate in isolaticoni each
other” (1982: 463). Still, the narrative twist engered in this section, “The Sleeping
Carriage”, is regarded by some, among whom figielsecca Scherr, as “a dangerous
move in our era of Holocaust deniers, who claim Hwdocaust itself is a conspiracy
perpetuated through narrative and photographi@fitt(2000). Some years after the
initial controversy, Thomas asked himself “to wleatent may a writer of fiction use
documentary sources?” His answer was “as much deete he needs to, unless art is
unrelated to life and historjlem. Hal: 84). On these grounds, blurring the distinctions
between reality and dream, history and fiction kssin rendering uncertain “the
ontological status” (Zhang, 1993: 56) of the evéhé&snarrative seeks to represent.

In addition, the narrative devices used in “Theefieg Carriage” denote the
postmodernist claim that “all texts, even the adldlg transparent prose of historical
writing, are contaminated by narrative conventideonging more to fiction and
fantasy” (Gabbard, 1990: 239). No matter how handrietsov tries to persuade us that
his account is the truth, one should bear in minat the, like Thomas, chose an
omniscient narrative voice and the point of viewaofoman to tell a testimony that had
been given in the first person. Therefore, thaahihterview, Dina Pronicheva’s, has

most certainly given rise to arrhplotting which is already #ictionalising’ (Genette,
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1993: 27) that inevitably distorted historical darad that significantly reflected in the
work’s subtitle:A Document in the Form of a Nov&V/hat both Thomas and Kuznetsov
did amounted to relying on the testimony of a wes& recreate an experience none of
them endured. In James Young’s words, they “seeshdoe similar motivations in their
narrative technique, both believing that in someaarof their own fiction they have
neither the right nor the requisite experienceeimagine such suffering” (1988: 204).
The summoning of Kuznetsov’'s work infdhne White Hoteimplies that irrespective of
its “methods of verification, when it comes to itgjl about the past, the account will
take the form of a story” (Ommundsen, 1993: 50). Hiomas, Pronicheva’s testimony,
whose initial function was not aesthetic but fattwquired aesthetic qualities and
overcame “its scientific value or its documentarerest” (Genette, 1993: 18).

The author’s purpose in “The Sleeping Carriage”hasexplains inrMemories
and Hallucinationswas to make his “unique character, Lisa” becomedrt of history,
part of the amorphous mass of victims” (47). Utlitis moment Lisa’s existence seemed
untouched by the ever-changing historical progrpes;isely because the fundamental
issue in the first sections of the novel was thetggonist’s inner struggle with her
self°. Historical events such as the Russian Revolwtahe beginning of the century,
brought about when Lisa is sexually abused by @etnitic sailors\(V. H, 168), are
only “obliquely indicated” (Cross, 1992: 38). Haitdl meeting with history (as cruel as
her psychological and physical distress had preddjumakes her individual history
gain “a sufficient degree of universality to becothe voice of history” (Klonowska,
1996: 90). Thomas'’s heroine’s personal history,ether-written details of her existence
and her hysteria acquire in this section a newydghmot definite, meaning, as she *“is
unable to do anything about the course of hist¢v¥yeibel, 1989: 71).

It seems that the use of Kuznetsov's work as acsoaf inspiration does not

merely translate the postmodernist belief that bietiding and especially writing are
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predominantly intertextual, that is, that textsereb other texts in an endless process of
quotation. Pronicheva’s accountBabi Yarhad struck Thomas as incredibly analogous
with the poem section entitled®dn Giovanni, which had been published in 1979 in a
magazine under the title of “The Woman to Sigmune@uB”. The succession of
catastrophes in Lisa’s poem dominated by the fments - water, fire, earth and air -
found resonance iBabi Yarwhere the victims “had fallen into the ravine, .arte was
flung down on the sea of corpses, ... the nazis louthe dug-up corpses” and, a few
years later, “a dam burst, flooding the ravin®ef. Hal. 40). Upon realising the
similarities between the poem and the atrocioustsvat Babi Yar, the author “knew
that ‘The Woman to Sigmund Freud’ was the stai obvel which would end at Babi
Yar” (40). In the particular case ®he White Hotelthe use of someone else’s material
reflects both Thomas’s indebtedness to a textwlat the genesis of his novel and his
reluctance in fictionalising the Holocaust.

The abundant dialogue between this narrative aedptbthora of hypotexts
referred to in this analysis appears to conveyhbileef that if any structural whole is
available to us, then it surely lies in the dialectlationship between different texts,
voices and discourses. Whidtie White Hoteénacts is the theory according to which “a
text can only be explained by another text” (Weib&d89: 76). Lisa writes her
experiences and, later on, rewrites them in orodretter understand her condition; she
also narrates some stages of her existence tonagsaand afterwards provides another
version of the facts. Similarly, Freud writes hiderpretation of Lisa’s texts - written
and oral - and by exposing his scepticism towahdsvalidity of his analysis leaves
space for a reinterpretation; in this respect,fithal two sections of the novel can be
said to be a rewriting of the psychoanalyst’s tleoregarding his patient’'s symptoms
since his interpretations are disavowed and nedimga emerge. Consequently, in this
novel the emphasis is on constant rewriting as @cqss of unearthing hidden
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information because, as Weibel states, “in theoAceading ... we create a new text, a
new metaphor that is not identical with the real, lmn the contrary, takes us further
from it” (77).

Moreover, the variety of texts drawn into the diggelomain of The White
Hotel foregrounds the notion that texts are not “indix isolated object[s] but, rather,
a compilation of cultural textuality” (Allen, 20036). In the same way that our life “is
embedded in a confusing mass of impressions, amdimhctions are influenced by our
interpretation of the signs surrounding us” (Weild&€l89: 76), so too the novel resorts
to a multiplicity of sources (previous texts) tgpapach a theme — the Holocaust — that
appears to resist human understanding. Stilé White Hotetlenies the presentation of
a totalising interpretation; instead, it self-caonssly exposes the intertextuality
intrinsic in both reading and writing. In other wisr it shows that every text is a
response to a previous text, which in its turnsctdl yet another texdd eternumand, in
so doing, suggests that “Lisa Erdman is not qussesally herself, but also
everywoman” (Stovel, 1998: 11).

Deeply related to the issue of intertextual relalups is paratextuality, which
comprises “those liminal devices and conventionsthat mediate the book to the
reader” (Macksey, 1997: xviii). For Genette, thegpaxt “is what enables the text to
become a book” and what enables it to have a “begteption” and “a more pertinent
reading” (Genette, 1997: 2). In Thomas’s novel, apatts such as epigraphs,
acknowledgements, author’s notes, titles and fdembear not only pragmatic but also
intertextual and thematic functions. These paratdxtlements or, to be more precise,
peritexts — paratexts that are within the text aposed to epitexts, for example,
interviews, publicity announcements, that “are tedaoutside the book” (1997:%)
cannot be overlooked for they provide crucial higigarding an integrative approach to

this, and any, fictional work.
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The epigraph Thomas chose to open his novel beltny¥. B. Yeats's poem
“Meditations in Time of Civil War” and can be infgeted as an anticipation of “the
harsh events of modern European history to beewleat The White Hotél (Foster,
1995: 269). By quoting four specific verses froma¥s poem, the author signals the
reader on how to read his narrative and simultasigandicates a text and a poet with

whom he somehow has identified. The verses eldatedthe Irish poet are:

We had fed the heart on fantasies,
The heart’s grown brutal from the fare;
More substance in our enmities

Than in our love...

On going through these lines, the reader or, aetBeputs it, the epigrapHée
is led to believe thaThe White Hotelwill deal with a particularly brutal historical
period. Furthermore, the reader’s “hermeneutic ciéypés put to the test” given that the
possible significance of these verses “will notdbear or confirmed until the whole
book is read” (Genette, 1997: 158). Only when thgk is performed will the reader be
able to relate the fantasies that nourished the iredeats’s poem with Lisa’s dream of
a place, the white hotel, whose “spirit ... was aghselfishness"W. H, 80). Similarly,
the poem’s suggestion that a heart that followsdiésls becomes subject to hate and
violence echoes Lisa’s destiny as one of the vigtinthe Holocaust.

Thomas’s acknowledgements is yet another peritéxdrucial importance for
the reading of the novel. The first of the two ¢higferences made in it indicates the
novel’'s main, and most controversial, intertextualation: the indebtedness to
Kuznetsov’'s Babi Yar The second informs the reader that section onéDain
Giovanni was originally published as an independent podragether with the
epigraph, these paratextual elements, whose “ral&re” resides in their being at “the

service of something other than [themselves]” (@&enel997: 12), enhance the
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intertextual nature of Thomas’s writing and poiatthe confluence of disparate texts,
voices and discourses that makeTing White Hotel

The “Author’'s Note” that precedes the “Prologue”llwnainly provide the
reader with content-oriented information. It isstlgeritext that allows Thomas to tell

the reader that the “terrain™ of this novel” ibd “landscape of hysteria” and that the
“discoverer of the great and beautiful modern noftpbsychoanalysis”, Sigmund Freud,
“becomes one of the dramatis personae” (“Authoratel) in the novel's diegetic
universe. Aware that his portrayal of Freud “absjldjy the generally known facts of
the real Freud's life”, i. e., that the reader nfeng it difficult to separate fact from
fiction, Thomas declares that “the role played bgud in this narrative is entirely
fictional” (“Author’s Note”). This paratextual unitlaims that in spite of its use of
historically known figures and fact§he White Hoteis to be read as a work of fiction;
in other words, that it is a text “that impose®litessentially through the imaginary
character of its objects” (Genette, 1993: 21).

Titles also figure among the other paratextual elei:m Genette includes in his
work Paratexts: Thresholds of Interpretatiomhe French narratologist divides titles
into thematic, a category used “to describe tittest bear on the subject matter of the
text” (Genette, 1997: 81), and rhematic, those degignate “the work by more purely
formal ... features” (86-7). The puzzling title Thosnereated for this novel falls into
the first category since the white hotel is thecplaisa dreams of and where a sense of
community is felt. Yet, the symbolism of the coldwhite’ adds further ambivalent
signification to the novel, inasmuch as this colbas been contradictorily associated
with death but also with birth, the maternal mitle newborn seeks and that constitutes
a promising start for him. In my view, it is thiatier meaning that underlies Lisa’s
recurrent allusions to her breasts IDoh Giovanni — “both [nipples] were swollen”

(W. H, 20) — and in her prose version of this poem, “Qaestein Journal”, where she
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breastfeeds several hotel guests. The connectigrebe this colour and maternal milk,
and therefore renewal, culminates in her meetirtg tver mother in “The Camp” when
she “sucked contentedly, first at one nipple arehtthe other” (V. H, 235). The title
‘The White Hotel’ metonymically refers to the prgtaist’s search for a wholeness she
is to find in her meeting with her mother and witte realisation that she becomes
complete by helping the other ‘guests’ of the pldmey all find themselves in.

The relationships one may establish between thes tdf the seven sections of
the novel and the content and even form of theatiger that follows demonstrate that
titles were carefully selected to stimulate readeterpretive skills. The prologue, for
example, has been employed frequently in westeterature to designate the
introductory piece of a work of fiction. Although ¢an be considered the “incipit” of
the novel, “by calling this “The Prologue”, Thomemmoves it from narrative itself”’
(Wirth-Nesher, 1985: 18) and points to a long tiiadi of the novel, from Cervantes to
contemporary fiction, that makes use of the probotpuprovide “an explanation of the
origin of the story that denies its purely fictibmaature” (18). In other words, even
though Thomas resorted to a number of paratextaeaients to assert the fictiveness of
The White Hotelhe also included a series of credible imitatidrietters exchanged
between historical figures who recount historicadt$ to self-consciously foreground
the interconnectedness between fact and fictiom;glwin this novel and, as has already
been discusséd in some postmodernist novels, is constantly bpimhed to its limits.
In Richard Cross’'s perspective, “the Prologue distads a high degree of
verisimilitude at the outset” and implicitly infosrthe reader that he/she is to read the
letters “as psychological documents rather thawraarhous aesthetic objects” (1992:
25).

The next section of the novelDbn Giovanni, was given a title that bears a

thematic relationship with the remaining of theration: like in Mozart's opera, in
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Lisa’s poem a relationship between sex and deatis &nd Thanatos is put forth. The
title ascribed to the third section, “The Gasteardal”, frustrates readers’ expectations
because if this is deemed a rhematic title, ithat what one is about to read will be an
intimate first-person account, readers soon discom# an autodiegetic “récit” but
rather an extra-heterodiegetic one whose link Wi title lies solely in the place
setting: Gastein. The genre indication impliedha title is subverted altogether in yet
another challenge to readers’ horizons of expextaind interpretive skills.

The pastiche of Freudian case studies, “Frau Anfar@ates to a certain extent
thematically with the subject matter, given that tkader encounters the analysis of a
patient Freud named Anna G. but who is rapidly iified with the heroine. Yet, the
fact that the title of this section follows the pedlures the real Freud adopted in his case
studies, giving them a title after an imaginary e&inshould indicate, at least to the
alert reader, the form of the narrative. In thigeliof thinking, the title “Frau Anna G.”
could be seen as rhematic as well. The final tisestions of the novel, “The Health
Resort”, “The Sleeping Carriage” and “The Camp’sply thematic titles “ranging
from the most straightforward factual designatiathie first one, “to the most doubtful
symbolic relationship” (Genette, 1997: 76-7), teenaining two. The symbolic relation
that largely “depends on the receiver's hermeneltigingness” (77) is to be found in
“The Sleeping Carriage”, which prefigures the pgotaist's death, because coming to
this point of the narrative the reader already ksdhat in the diegetic world dfhe
White Hoteltrains symbolise death. Thus, the metaphoricab@ason between this
title and the narrative that reports the allegeglage to the Promised Land is fully
understood when the Babi Yar genocide takes phdoe. that the reader has established
the link between Lisa’s hysteria and the Holocalstshe might be tempted to associate
“The Camp” with the factual knowledge he/she possesabout Nazi concentration

camps. On purely symbolic grounds such an assoui#ilegitimate, granted that one
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renders concentration camps and Thomas’s “The Cas@ set-up stage in the Jews’
journey to annihilation and renewal, respectivélgwever, the portrayal of the afterlife
in the novel’s final section differs significantisom German concentration camps in the
sense of regeneration and the possibility of a i future that pervades this section
and that was altogether absent from the grim pladesre the Nazis imprisoned the
Jews. Thus, the reader has to move from factualiteon about twentieth-century
history to grasp the symbolism this narrative eiiges.

Thomas’s commitment to blurring the frontiers bedwefact and fiction is
further enacted in “Frau Anna G.” where a succesb footnotes is displayed
throughout the analysis in order to create a sefisdoseness to Freud’s style and
narrative devices. These paratextual units contibie the enhancement of “the
nonfictional aspect of the narrative” (Genette, 2:9832), which is clearly a facet the
author seeks to explore ifhe White Hotelln this section of the novel, one comes
across two types of notes: authorial and actoviddereas the first are the responsibility
of the author, D. M. Thomas, the second, Genefergeattempt to substantiate “the
authority not of the author but of his subject, whdimself an author” (339). In “Frau
Anna G.”, the distinction between these two kintlaates is made clear due to the fact
that, unlike actorial notes, authorial annotati@me contained in square brackets. In
addition, authorial notes are employed to provideiteonal biographical information on
Freud, to comment on his narrative devices or ¢éntifly a quotation the analyst used to

support his reasoning, as the following examplesatestrate:

2 [Freud’s unusual emphasis on the mother’s rolg hzve owed something
to the recent death of his own mother, on 12 Selpéerh930] . H, 128).

2 ['Frau Anna G.” was, in fact, an opera singet, o instrumentalist. Freud's
desire to protect her identity gave rise to thengea though he always
regretted having to depart from the facts, eveapiparently trivial details]W.
H., 103).
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1 [One of Freud's favourite quotations. Charcotisteim in full was La
theorie c’est bon, mais ¢ca n'empéche pas d'exidiieory is good, but it
doesn’t prevent things from existing\\( H, 111).

The narrator’'s — Freud’s - notes, however, set uplaionship of “continuity
and homogeneity” (Genette, 1997: 320) with the thrly depend on. To put the point
another way, these notes are meant to producdub®n that they are real or could be
real if Thomas had not warned us that this sechias no factual basis. Indeed, the
actorial notes displayed here serve the purposallysassigned to ordinary notes in

essay writing — to supply additional informatiornth@ main text, as in this case:

1 Anna’s father had completely rejected his Jewrsdritage, and in
consequence she herself felt not in the slightegiret Jewish. She once
described herself to me as “mid-European Christ{gv"H, 113).

Despite being “addressed only to certain readensise who are “interested in
one or another supplementary or digressive coretide’ (Genette, 1997. 324), the
notes encountered in “Frau Anna G.” bring aboutve-fold function in the “récit”.
Whilst the actorial notes — Freud’s notes - aremhéa lend factual credibility to this
case study, authorial notes in square bracketdomas’s - mark his presence as the
author and therefore point to the fictional asp@détthe text. It is indeed this constant
playing on readers’ expectations that defines tietau Anna G.” andrhe White Hotel
Thomas’s novel, in the manner of a vast number etafictional novels that appeared
in the second half of the twentieth cenfdryloes not seek to suppress the evidence that
it is making use of narrative conventions, as staovels usually do; on the contrary, it
bares “the devices that make it seem real” (Marli#86: 175) and, consequently,
demonstrates that fiction is a pretence.

The disdain for totality, unity and closure doest mest uniquely in the
multiplicity of texts and narrative devices Thonmmade use of in his novel. One of the

aesthetic achievements ©he White Hotels the manner it juxtaposes different genres
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so as to claim that, when it comes to telling aystthere are no privileged literary
categories. According to SauerbergHact into Fiction: Documentary Realism in the
Contemporary Novelone can find in Thomas’s novel such disparateregeras
“epistolary narrative”, “surrealistic stream-of-gmiousness prose”, “pastiche”,
“traditional realism”, “documentary” and “allegoakvision” (1991: 115-6).

Although Sauerberg’s classification accounts fa Hariety of narrative forms
that constitutes this novel, it is my belief that Imixes genres with modes of
enunciation. Bearing in mind Genette’'s definitioh genres inThe Architext: An
Introductionas “properly literary categories” and modes asé€gaties that belong to
linguistics, or ... pragmatics” (1992: 64), the abowentioned classification mixes
genres (lyrical), subgenres (epistolary), mode®minciation (narrative) and literary
devices (stream-of-consciousness prose and traditrealism). It seems to me that, the
seven sections ofhe White Hoteldo not correspond to seven different genres or
subgenres as the final three sections are es$gmstialcturally similar prose narratives,
though different in tone - what Sauerberg calledalistic’, “documentary” and
“allegorical”. The genre hybridisation evinced letnovel pertains mainly to the first
four sections: the “Prologue”, epistolary narrativ®on Giovanni, narrative poem;
“The Gastein Journal”, surrealistic narrative; drcau Anna G.”, psychoanalytic case
study. What, in my opinion, is at stake in thigiboal work is that the mixing of genres
disturbs “our generic expectations” and forces aseconsider “how texts are sorted
into categories, and how the category itself deite@sn our mode of reception”
(Ommundsen, 1993: 9). The fact that Freud’s caseysis read as the first coherent
and, to some extent, authoritative account of kisaistence owes much to its being
written in the manner of a real Freudian case stwith footnotes that lend it a degree
of veracity. Hence, it is the reader’'s acquired Wieolge that clinical studies aim at

enlightening us about a specific case that condtibhe way we approach “Frau Anna
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G.”. The confluence of genres The White Hotetesults in a hybrid novel that mirrors
the postmodernist distrust in a unifying centre afuivhich emerge stable meaning and
consequently authority. The unity of Thomas’s naseiot in any of the sections but in
the integral (as opposed to the exclusive) readirepach part.

For Thomas as well as for most postmodernist nsigelthe quest for originality
is not in the utopian belief that an artist carateean aesthetic object from nothing but
his/her own creative powers. Thus, as the authosélf observed when he was asked

once again to comment on the accusation of plagmri

we are all part of the great stream, and in moss ay literature this has been
absolutely accepted: in the eighteenth centuryais accepted that you would
be strongly influenced and could quote from thessilzs, and Pushkin was

very aware that he was influenced by Byron. ... Ih@avel had as much
allusion and quotation in proportion akhe Waste Landit would be
absolutely savaged. ... | was astonished by the amolimdignation, as

though in a novel every word has to be out of thigews own mind, which
becomes absurd — it would mean that a novel byidackllins or Barbara
Cartland was considered original even though ittssthy cliché, whereas a
work like The Waste Langsn't original because there are quotations frem s
many authors (Casedemont, 1994: 10).

Postmodernist originality, according to Thomadgpive found in the acknowledgement
that one’s creative efforts are not truly one’s dwut part of a continuum the artist can
self-consciously play upon. The summoning of digsintexts into the fictional world
of The White Hotetogether with the deployment of several genrehénrecounting of
the narrative show that originality lies in the hgh the dialogic and the discontinuous

and not in the neat, coherent and/or monologicodise.
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3.3. — Reading Forwards and Backwards: Narrative Tne

Studying the temporal order of a narrative implesnparing “the order in
which events ... are arranged in the narrative dismowith the order of succession
these same events ... have in the story” (Genet&3:13b). In other words, one has to
make sense of the events such as they are arrangieel level of the “récit” in order to
set up a chronological sequence. Thomas’s noveh 8 convoluted progression of
events, renders this task a difficult undertakingng to the favouring of temporal
complexity - retrospection, anticipation, simultapend repetition - over chronological
linearity.

Time is treated differently in the various sectiofishe novel. In the “Prologue”,
for example, the reader is confronted with threedamental moments in the history of
psychoanalysis, that is, in Thomas’s history ofgb®analysis. The letter that opens the
“Prologue” W. H, 9-11) is dated 8 September 1909 and tells maflg journey to
America Sigmund Freud, Carl Jung and Sandor Feremciertook. This moment is a
key one for the diegesis because, as we have glszsh in the previous chapter, the
tension that develops between Freud and Jung fadests the more Jungian reading
The White Hotelis prone to. Moreover, a set of mysterious evestseported in
Ferenczi’'s letter that gains new significance ibsaguent sections. Firstly, the mist
Jung named a “prehistoric monster” might be relgal as mankind’s inner propensity
to do evil in the manner that it is portrayed inh€TSleeping Carriage”. Secondly, the
incident with the peat-bog corpses that so distilbeeud finds resonance in Lisa’s
visions of death in Don Giovanni and “The Gastein Journal” and in the Babi Yar
massacre. Finally, Ferenczi’s description of a radfie three psychoanalysts had seen

in New York which did not have “much of a plott™{ H, 10) can be read as a
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metafictional digression in that this comment agplies to the reading experience of
both “Don Giovanni and “The Gastein Journal”.

The three following lettersW. H, 12-15), dated February and March 1920,
precipitate a narrative leap of eleven years. 1801Breud put forward his theory that
life revolves around the tension between the oredbrces of Eros and the destructive
forces of Thanatos and incidentally Thomas’s Freedame Lisa’s therapist, a patient
whose symptoms will defy his theory. The fifth &tt(\W. H, 15) that closes this
introductory section, dated May 1931, refers totilme Freud completed the case study
on Frau Anna G./Lisa and deemed it ready for pabbao.

The importance these three periods have in ternteeotliegesis should not be
underestimated. The year 1909 coincides with thenemd during Lisa’s adolescence
when she was first confronted with anti-Semitismd dhealized that there was
somethingbad about being JewishW. H, 168). The anti-Semitic feelings took then
the form of sexual abuse as some Russian sailors€t [Lisa] to commit acts of oral
sex with them, saying that was all [she] was gamd fW. H, 168) but later on they
will take a more tragic form. On the other hand2@9marks the period her illness
forced her to seek the help of the Viennese doattwig fails to cure her; instead,
Freud’s therapy helped Lisa to readjust her spgitgelf to outside reality. The last date
referred to in the “Prologue”, 1931, is recoveredThe Health Resort” in Lisa’s long
letter to her analyst in which his authority wag puquestion by the new facts Lisa
confesses to have kept hidden from him. Thus, ef kby moments of the novel’s
diegetic development only the genocide at Babi ivat941 is not mentioned in the
introductory section because such an unspeakaldat evas both literally out of
Freud’s reach (he died in 1939) and metaphoricdlgyond the domain of

psychoanalysis or, indeed, beyond the domain otlagyretical framework.
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Bearing these dates in mind, it is possible tobdista a chronological line of
events even though at the level of the “récit” clmlogy is subverted due to the long
retrospective movements as well as, to a lessengxio the prospective probing into
the future that pervades the novel. The chronolgeach ofThe White Hotetan be
pursued as far back as the 1890s and up to 1941 FArologue”, as discussed, covers
the period between 1909 and 1931 and the nextéwtioss, Don Giovanril and “The
Gastein Journal”, are included within this periaace both report events that happened
in 1920. Freud’s case study exhibits as time boueslidthe Autumn of 1919"W. H,
83) and “about a year laterW. H, 129). The next section, “The Health Resort”,
however, represents a major temporal progressidheaseader re-enters the narrative
“In the spring of 1929” (V. H, 133) to accompany the protagonist’s existencd unt
November 1936, when she writes a letter to her Q¥niH, 191-2) telling of her happy
life as a married woman in Kiev. There is also agloretrospective movement
embedded in this section, in the form of the letiea wrote to FreudW. H, 162-72).
This metadiegetic narrative takes the reader asb&mk as the 1890s, when Lisa
witnessed her uncle making love to her mother agrdalint, and comes to an end in
March 1931, two months before Freud’s letter torHkarhn included in the “Prologue”
(W. H, 15). Five years elapse between “The Health Resortl “The Sleeping
Carriage”, which narrates events that occurredhll Until this point of the narrative
the task of setting up a chronology of events islendifficult but not impossible.
Nevertheless, “The Camp”, the final section, cdotds a challenge to our notions of
time as it describes a timeless place, that idaeepbeyond the temporal boundaries
around which we organise our existence.

The narrative unravelling offhe White Hotelmakes use of retrospective
movements, what Genette calls analepses, whiclit iesta discordance between the
two orderings of story and narrative” (Genette, 3985). In “Frau Anna G.” analepses
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occasionally interrupt narrative progression - amexclusively marked by Freud’'s
personal interpretation of Lisa’s writings - espdlgi when the patient herself tells a
particular moment of her past in their therapy iesess However, the metadiegetic
narrative (Lisa’s letter) immersed in a sectiort tiegounts events from 1929 to 1936 in
“The Health Resort”\\V. H, 162-72), takes the narrative back to the 1890srder to
disclose essential information about the protag@nishildhood. From the time Lisa
was three years old, the narrative shifts aheatietorelationship with Alexei and
reformulates what she had formerly said about thester to, once again, move
backwards and narrate the incident with the Russégors. Until the narrative reaches
the present (1931), these analeptic moves are ahtlpddeployed, mirroring the
protagonist’s erratic memory.

Nevertheless, analepsis is not the single deviggamd by Thomas to disrupt
linear progression of time. Equally important, tbby are the proleptic narrative
segments associated with the heroine’s abilityotedee the future. Lisa’s prose version
of her narrative poem, “The Gastein Journal”, istipalarly the section in which a
greater number of prolepses are displayed, asxammple in “She would not be singing
for some time” (V. H, 35) and “also she saw this friendly young soldiyerg frozen in
his coffin” (W. H, 36). The use of both analepses and prolepséssimarrative creates
an atmosphere of discontinuity and undermines ptabéished notions regarding the
principle of causality. For this reason, the exaaf trying to reach a conclusion as to
what caused a particular behaviour is invariablystiated due to the protagonist’s
constant reformulations of her past as well asht grofusion of proleptic segments
which insinuate that causes may be in the futuderam in the past.

The feeling of chronological disorder and incoheeeirs pushed to the limit with
the narrative’s emphasis on repetition, which ihsta sense ofiéja vu Given the high
number of occurrences, | shall point out here thvaisieh | believe to be more relevant
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for the understanding of the narrative. Thereftre,dramatic events described [Ddh
Giovanni are repeated in prose form in “The Gastein Jduraad in “The Sleeping
Carriage”. The visions of penetration that predatenn both Lisa’s writings inDon
Giovanni and “The Gastein Journal” are also reinforced‘finau Anna G.”, when
Freud tells his patient that he “was interested amlpenetrating to the truths which |
was sure her remarkable document containdtl” H, 107), and in “The Sleeping
Carriage” in the description of Lisa’s deaiV.(H, 218-20). Finally, in the dream that
opens the prose version of the poem. H, 33-4), Lisa finds herself naked running
away from soldiers’ shots in the course of whiclk sheets a small boy who tells her
“Don’t be frightened, lady ... I'm alive too”W. H, 33). This narrative sequence is
retold in “The Sleeping Carriage” when Dina Promich scrambling up the Babi Yar
ravine hears a boy whispering to her “Don’t be edadady! I'm alive too” W. H,
220).

In The White Hotelevents are duplicated, thus suggesting that megaa
narrative coherence are not singular but plurat they are to be looked for in the
diverse rather than in the uniform. Moreover, fit§onal work shatters preconceived
notions of time in that, as | have already mentibmethe previous section, Lisa lived
simultaneously in the past, the present and thedutSuch a simultaneity is partly the
cause for her tragic destiny since her symptomsewend according to standard
conceptions of time. In my opinion, Lisa dies abBdar not because it was her destiny
but because psychoanalysis failed to grasp the tneaning of her visions.
Consequently, the heroine’s misfortune lies as narcher tragic meeting with history
as on her inability to understand that the key eleisito avoid such an end were within
herself, in what the outside world considered hystévisions.

Echoing the postmodernist notion of time, the nosehfronts the past, the

present and the future, exhibiting “an urge to usknthie continuities that are taken for
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granted in the western narrative tradition” (Hutmhme 1999: 98). The narrative
unfolding inThe White Hoteland in most of Thomas’s fictional works, is irtienally
erratic, discontinuous and unpredictable althouglose reading reveals that the events
are masterfully knit. A characteristic of Thomasaxrative technique, the questioning
of pre-established conceptions of time is intenedraw readers’ attention to the fact
that our existence cannot be explained satisfdgtdrive only resort to the past and
confront it with the presenThe White Hotebeems to imply that we must also leave

space for the irrational, the mystic and the unkmduwture.

3.4. — Narrative Self-Consciousness: Undermining Reesentation

In Aleid Fokkema’s workPostmodern Characters: A Study of Characterization
in British and American Postmodern Fictigh991), the author argues that “perhaps in
no British postmodern novel is the emphasis oningiso great” (129) as ifhe White
Hotel, a novel that overtly deals with “textuality anektual dynamics” (Wren, 1996:
123) and in this process undermines representation.

Dating back to the Greek philosophers, the idetarttan is “the representational
animal, homo symbolicutn(Mitchell, 1999: 11) has become a key concept ago
western literary theorists. Plato, for instancegarded literature as a representation of
life, thus as an illusory substitute for realityheél mimetic nature of literature, in other
words, its potential for depicting reality, led ®lao be suspicious of it insofar as
literature could “stir up antisocial emotions” aedcourage “imitation of evil” (15).

Contrary to Plato, Aristotle “insists on treatingnmesis largely as an artistic issue rather
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than a socio-cultural and philosophical one” (Cgbl2001: 61). According to him,
narrative fecordsandre-enactshuman action” (62).

Thomas’s novel seems to subscribe to the assumptian the relationship
between narrative and the world is not merely oneeference but ofe-presentation;
that “the signs in a narrative are not the samehase in the world” (225). The
information the reader is given about Lisa Erdnamediated by texts, narratives. The
“Prologue”, with its letters, constitutes the fiestample of how her availability to the
reader is mostly ‘textualised’. Then, the next teaxtions provide additional elements
about her illness by means of narrative constrastiasa herself wrote. Until this stage
of the narrative, “we have onliterary evidence of her existence” (Klonowska, 1996:
94), which seems to accord with J. Hillis Milledssertion that “the human capacity to
tell stories is one way men and women collectiv®lild a significant and orderly world
around themselves” (1999: 69). Lisa writes bobofi Giovanni and “The Gastein
Journal” in order to give meaning to what she wedlifig. In this case, naming her
feelings and providing them with narrative concatem, however loose it may be,
renders her chaotic existence slightly more familia

Freud’s case study on Frau Anna G./Lisa only engmtice impression that the
heroine is made available to us through textuala#gsy as she becomes the “subject of
his medical journal” (Klonowska, 1996: 94). Undacedly, there are numerous
indications in the analyst’s discourse that pointhte ‘narrativity’ of his case study and,
concomitantly, of Lisa. After giving an overall deption of his patient’s clinical
situation, Freud remarks that his exposition haehbthe story which the unfortunate
young woman told [him]”\W.H, 91). Further on in his narrative, he asks him3afhat
was | to make of thismemory” (W.H, 99) and then admits his surprise while
“rereading Anna’s journal” W.H, 109). Finally, when all that Lisa had recounted
seemed clear to him, Freud states that he “haehbst to her agitateaiccountwith a
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growing assurance of itsonclusiori (W.H, 122) and, therefore, it was “time to
summarizevhat we know about this unfortunate young womaase” W.H, 125¥°.
Nouns such as ‘story’, ‘account’, ‘memory’ and ‘ctusion’ together with the verbs
‘reread’ and ‘summarize’ point to the fictivenesise illusory nature of the analyst’s
interpretation as well as to the object of hisriptetation.

All that narratives can do (Lisa’s, Freud’s or aog¥’s) is to tell the story

in a manner which is detailed, precise, “alive’dan that way give more or
lessillusion of mimesis- which is the only narrative mimesis, for thiagle
and sufficient reason: that narration, oral or terit is a fact of language, and
language signifies without imitating (Genette, 19834).

Both in her own writings and in Freud’s readingtloém, Lisa’s thoughts, visions and
actions are rendered in words, which amount tongpthat they aree-presented (made
present) and not faithfully depicted, given thatarmative form clearly involves a
foreshortening of the world” (Cobley, 2001: 185).

The sections that follow, “The Health Resort”, “TBéeeping Carriage” and
“The Camp”, told by an extra-heterodiegetic namratith omniscient scope of vision,
may be seen as some sort of interruption in thelf®ehallenge to representation. Yet,
by undermining Freud’s authority and all we hadetalkfor granted, Lisa’s letter
included in “The Health Resort”, which was “so foll the correction of lies"W. H,
172), reminds us that the text we are readingfabecation woven out of other texts.
Similarly, the borrowing of Kuznetsov's documentampovel, an unequivocal
acknowledgement of the limits of fictional reprefsdion, enhances the awareness of
the narrative’s overt subversion of traditionainfigrof representation.

On these groundsThe White Hotelcan be considered an historiographic
metafiction as it meets Hutcheon’s definition fhistpostmodernist novelistic gehfe
In effect, Thomas’s narrative confronts the pasthwhe present (and also with the

future, as already referred) to question precomckideas that the past can be known in
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its wholeness. Moreover, this novel hints at trsinictions between history and fiction
which are not as well-defined as we sometimes edletd believe. It also brings ‘ex-
centrics’ into the forefront of its fictional unikge. Finally, The White Hotelays bare
its own fictionality and actually turns it into aajor theme.

For these reasons, it seems to me that NUnningtscategorisation of
Hutcheon’s expression ‘historiographic metafictiomito ‘Revisionist Historical
Novels’, ‘Metahistorical Novels’ and ‘Explicit or miplicit Historiographic

Metafiction?®

appears as inadequate in what concerns a profegocsation ofThe
White Hotelsince this novel does not fit into one single sifisation, reflecting, once
again, the postmodernist distrust in fixed overgngltategories. On this basis, the fact
of portraying the ‘meeting’ of an unknown ordindeynale figure with a key moment of
twentieth-century history allows us to conclude ttfide White Hotelfalls into
NUnning’s first category: ‘revisionist historicabvel’. Lisa is an ‘ex-centric’ both in the
sense that in the light of the moral codes of thdyedecades of the twentieth century
her behaviour can be considered unusual (as swglyést the phonetic similarities
between the word “ex-centric” and “eccentric”) andhe sense that she is at the margin
of a male-dominated society.

Also, this text clearly insists on unmasking thstalitions underlying the writing
of past events. Lisa’'s constant lies and refornmuriat of previously recounted events
are meant to affirm that the past cannot be knomresiricted from subjective memory,
the mediation of language and the interpretiveskif the receiver. Thus, taking these
aspects into accounthe White Hotemay likewise be classified as a ‘Metahistorical
Novel'. Finally, one may as well regard Thomas've&laas an ‘Implicit Historiographic
Metafiction’ in that it does not overtly theorisen distoriography — like his other
fictional work Flying in to Lovedoes - but rather incorporates subtle allusionthéo

limits of history within the structure of the naive. This is the case of the Babi Yar
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sequence, in which the suggestion that Kuznetseatsion of the massacre is also a
construct and not the whole truth is indirectlyteta

The metafictional digressions inrhe White Hotel either related to
historiography or to the act of writing and integfing, draw attention to “the material
existence of language and fictional systems, th&ff'sof literature which the reader
otherwise tends to overlook” (Ommundsen, 1993:18)this novel, metafiction is
foregrounded in two different manners: it is broughout by one of the characters, as
for example, when Freud concludes in “Frau Anna @Gt “no analysis is ever
complete” W. H, 127); or it is subtly introduced in the narratiVidnis latter procedure
takes two forms: the employment of various hypaegalling attention to the fact that
texts signify in relation to other texts; and thee wf various sections that undermine
(rewrite) one another, pointing to the impossipilbf texts to provide a stable
explanation of reality. By exposing the “varioudesigoverning the representational
game” (Ommundsen, 1993: 33), Thomas’'s narrativersfthe reader an active role
because, like the Austrian psychoanalyst, he/sheédeead between the lines and make
sense of the plethora of interpretive possibilities text engenders. In an essay entitled
“Postmodernism and Literature (or: Word Salad Day@60-90)”, Barry Lewis
concludes that “the pursuit of clues appeals topihetmodernist writer because it so
closely parallels the hunt for textual meaning bg teader” (2001: 126). Therefore, in
his/her detective-like approach to the diegesig tkader cannot simply be a
“bystander” since he/she *“is provoked into an awess of the role s/he plays in
activating the text” (Ommundsen, 1993: 77). In ti@ispect, Barthes’s contention that it
is in the reader that “the multiplicity [of the tgxs focused” (1977b: 148) seems to find
support in this novel. The author of bothdn Giovanni and “The Gastein Journal”,
Lisa, is clearly shown not to be in control of eftings. For that reason, she cannot be
the only source of interpretation; on the contrérgny interpretation is to be drawn out
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of her compositions, it is the reader (in diegétiens, Freud) who is to perform it, even
if this interpretation is later on disavowed. Wh&e White Hoteteeks to demonstrate
is that all that the author is able to do is tolaxphis/her text by means of another text -
Lisa’s prose version of her poem - and, consequentt have all the reasons to be
sceptical “about the idea of the author as theirogd end of the meaning of a text”
(Bennet, 1999: 22).

In the light of these theoretical approaches, g&ation is seriously
challenged inThe White Hotegjiven that, confronted with the impossibility afmcting
the world, the novel singles out the act of writamythe object of narrative inquiry. The
loss of fixed points of reference, such as, annaldsive grand narrative capable of
accounting for the weighty matters the narrativalslevith, results in a proliferation of
‘petits recits’ offered as a counterpoint to thenilwant discourse. Psychoanalysis could
not explain the various ‘little narratives’ embadlién Lisa’s pre-cognitive gift, as

suggested in this passage:

Most of the dead were poor and illiterate. But gwame of them had dreamed
dreams, seen visions and had amazing experienees,tbe babes in arms
(perhaps especially the babes in arms). Though ofasem had never lived

outside the Podol slum, their lives and historiesenas rich and complex as
Lisa Erdman-Berenstein’s. If a Sigmund Freud haehblestening and taking

notes from the time of Adam, he would still notljuhave explored even a
single group, even a single persow. H, 220).

Individuals’ complex inner and social lives are rgven adequate prominence in
metanarratives, owing to the latter's exploratidnuaiversal variants, which, as the
above-mentioned excerpt appears to indicate, ¢atedithe main reason for us to be
suspicious of any narrative that claims to haventbtihe means to reach the truth.

With its emphasis on writing, that is, on the hurage to tell storiesThe White
Hotel is in consonance with the Barthesian claim thatrrative is present in myth,
legend, fable, tale, novella, epic, history, tragedrama, comedy, mime, painting, ...

stained glass windows, cinema, comics, news it@myearsation” (1977a: 79). In the
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light of this universality of narrative, Heraclitasassertion that “the soul of man is a far
country, which cannot be approached or explor&d’ K, 174 and 220), twice quoted

in the novel - the first time by Freud, the secdrndthe narrator of “The Sleeping

Carriage” - gains a new meaning because only thrauayrative, i. e., a linguistic

construct, can we approach one’s soul. Yet, ifissofail to depict the world or the

recesses of our psyche, they are apt to tell sange#tbout both the subject who writes
and about themselves.

In his discussion on the nature of narratives, MaKcQuillan singles out
several pivotal points, namely that‘stories are everywherefi. “not only do we tell
stories, but stories tell us: if stories are evdrgme, we are also in storiegii, “the
telling of a story is always bound up with powerpgerty and domination’iy. “stories
are multiple: there is always more than one story"stories always have something to
tell us about stories themselves: they always wevdelf-reflexive and metafictional
dimensions” (2000: 3). Consequently, in Thomas'sraive Lisa’'s texts disclose
crucial information about its author, herself, betause her account is fact-based but
precisely because it mirrors the subject’'s demeptrdeption of reality as well as her
search for her identity. Thu¥he White Hoteénacts for us “that story-telling, whether
spoken or thought in our daily lives or written dow literature, is the constitutive
force in all identity creation” (Wheeler, 1999: 1&onversely, Freud’'s case study may
be understood as a means to exert his male poveerhos patient: by explaining Lisa,
he maintains her within the boundaries of his pretive skills, that is, within his
control. However, as Fokkema rightly observed, Lisas only one weapon against
complete subjection: continuous revision” (199161 By constantly revising her past,
she resembles an eluding sign that both Freud lamdeader try to seize. But, soon
enough, they find out that narratives call for otharratives, signs call for other signs,

endlessly. Therefore, the sense of renewal explttmedighout the novel, especially in
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its final section “The Camp”, finds an equivalentthe narrative structure of the text,
whose heterogeneity, thematic and structural, stdod the regeneration inherent in
narrative.

With a story presented “from different angle§he White Hotelcreates, in
Frank Conroy’s opinion, “the effect of the authancking in on his subject in a spiral”
(1982: 143), which symbolises psychoanalytic proces. Contrary to Conroy, |
believe that the structure of this novel bears semélance to a circle because the
various sections do not develop parallel to onetharobut, rather, in circular
movements, where each time the narrative passasgihknown facts, new information
is added. Such a narrative structure makes itcditfinot only to pinpoint the beginning
and the end but likewise to decide whether the hpraceeds to some kind of closure.
If the final section may be said to embody the ehtisa’s search for her whole self, it
also suggests that her happiness is achieved katheturn to maternal protection and
with the acknowledgement that she is destined tothgo other people’s pains.
Therefore, the circle initiated irDbn Giovanni becomes complete: “The Camp” is not
the end of a straight line but some undetermineidtga a circle bound to eternal
continuity. In this respect, the pessimism thaultesfrom history’s unyielding effects
on individual lives is mitigated in the spirituairh brought about in the final section.

For all these reasong,he White Hotelstands within postmodernist British
fiction as a paradigmatic example of the aestraimcerns of the contemporary world.
Wirth-Nesher analyses this fictional work in thrééferent aspectsi. artistically, as
innovative fiction; ii. intellectually, as psychoanalytic fiction; andl morally, as
Holocaust fictioR’. Thomas’s novel is indeed highly innovative notdese the author
invented a groundbreaking narrative technique maabse he combined well-known
fictional devices to create a powerful hybrid warkfiction. FurthermoreThe White
Hotel turns to psychoanalysis - lik&ictures at an ExhibitiomndEating Pavlova and
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uses it both as a major theme and as a structutawice. Finally, as “Holocaust
Fiction”, this novel cannot avoid the controversijatt surrounds the fictional
representation of the Holocaust in twentieth-cgntustory. Nonetheless, it seems to
me that in spite of the extreme violence Thomas leyed to convey the victims’
suffering and of the appropriation of testimoniahtarial, nowhere in the novel does
Thomas appear to be disrespectful or unsympathetiards the victims. He does not
sensationalise the fate of the six million Jews wleoished during World War 1I; his
intention was to approach these matters in a thigpigivoking manner and thus present
an artist’s perspective about the human drive girdetion. However, the openness the
narrative foregrounds together with the inconclasnature of the questions it raises
does not culminate in a nihilistic vision of existe because, if not in the physical
world, at least in the afterlife, Eros can winbtsgtle with Thanatos.

By employing multiple narrators, dissimilar moded$ expression and
intertextual references, discontinuous narrativegpession and metafictional narrative
structuring, Thomas has written a novel that toschpon essential contemporary
matters: the validity of narrative and historicalth; the role of individual lives in
historical progress; the unstable relationship ketwfact and fiction; the problematic
definition of originality; the heterogeneity of @rpretations inherent in the text; and the
nature of both good and evil. Since the answersar@ositively expressed in the text,
The White Hotetdisturbs, disorients, frustrates [but also] moeesl engages us — and

in its tentativeness, it rings true” (Wirth-Nesh&985: 27).
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3.5. — Chapter Endnotes

! Indeed, this novel is extensively offered as ag@matic postmodernist work in the following warks
Patricia Waugh’svietafiction: The Theory and Practice of Self-ConssiFiction(1984); Brian
McHale's Postmodernist Fiction(1987); Randall StevensonShe British Novel since the
Thirties: An Introduction(1987); Linda Hutcheon’A Poetics of Postmodernis{h988)and The
Politics of Postmodernisif1989); Alison Lee’®Realism and Power: Postmodern British Fiction
(1990); Marguerite AlexanderBlights from Realisn{1990); Edmund Smyth’Bostmodernism
and Contemporary Fictiorf1991); and Aleid Fokkema'’Bostmodern Characters: A Study of
Characterization in British and American Ficti¢h991).

2 All quotations are taken from the 1999 Phoenixiedi(London) and page references are presented in
parentheses in the main text.

® pPage references are not provided given that thiiclea was published in an E-Journal at
www.othervoices.org.

4 All quotations are taken from David Floyd’s 198arslation for Penguin (London) and subsequent
page references are presented in parenthesesrimihdext.

® Section One — “Prologue” (pp. 9-15); Section TwtDen Giovanril (pp. 19-30); Section Three — “The
Gastein Journal” (pp. 33-80); Section Four — “Ffauna G.” (pp. 83- 130); Section Five — “The
Health Resort” (pp. 133-92); Section Six — “The éplimg Carriage” (pp. 195-222); Section
Seven — “The Camp” (pp. 225-40).

® In The UnconsciousAnthony Easthope reports that in a paper entitiedalysis Terminable and
Interminable”, published in 1937, Freud admittedttfsometimes therapy ended satisfactorily,
in other cases it couldn’t because ‘absolute psylebalth’ is impossible”, p. 23.

" See Lyotard’s discussion about the demise of gremchtives irThe Postmodern Condition: A Report
on Knowledgepp. 60-7.

8 See Chapter |, 1.3.1 — Intertextuality - for a moomprehensive discussion of this issue, pp. 19-20

° All quotations are taken from the 1998 Oxford iedit(trans. James E. Falen, Oxford) and page
references are presented in parentheses in thetexain

1 For the purpose of this research | have used Kames's version ofhe Holy Biblepublished by
Cambridge University Press.

n T. S. Eliot'sThe Waste Land and Other Poe{h890), Faber and Faber, London, p. 67.

2 The complete poem reads:
Marina

Quis hic locus, quae regio, quae mundi plaga?

What seas what shores what grey rocks and whatisla
What water lapping the bow

And scent of pine and the woodthrush singing thihothhg fog
What images return

O my daughter.

Those who sharpen the tooth of the dog, meaning

Death

Those who glitter with the glory of the hummingbhirdeaning
Death
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Those who sit in the stye of contentment, meaning
Death

Those who suffer the ecstasy of the animals, mganin
Death

Are become unsubstantial, reduced by a wind,

A breath of pine, and the woodsong fog

By this grace dissolved in place

What is this face, less clear and clearer

The pulse in the arm, less strong and stronger —

Given or lent? more distant than stars and neheer the eye

Whispers and small laughter between leaves angihgrfeet
Under sleep, where all the waters meet.

Bowsprit cracked with ice and paint cracked witlathe

| made this, | have forgotten

And remember.

The rigging weak and the canvas rotten

Between one June and another September.

Made this unknowing, half conscious, unknown, mynow
The garboard strake leaks, the seams need caulking.
This form, this face, this life

Living to live in a world of time beyond me; let me
Resign my life for this life, my speech for thatspoken,
The awakened, lips parted, the hope, the new ships.

What seas what shores what granite islands towaydsmbers
And woodthrush calling through the fog
My daughter.

13 All quotations are taken from the 1988 Victor @altz edition of Thomas'$vlemories and
Hallucinations: A Memoiand page references are presented in parentimegesmmain text.

4 See Chapter I, 1.3.1. — Intertextuality - for éirdéon of pastiche, pp. 21-2.

> See Chapter I, 1.3.1. — Intertextuality - in whisastiche is discussed as a creative postmodernist
feature, pp. 21-2.

16 See Rowland Wymer’s “Freud, Jung and the ‘MythPsfychoanalysis ifthe White Hotélfor a more
detailed analysis of the difference between thgjychoanalytical approaches, p. 62.

7 See Chapter Il - A Narratological AnalysisTie White Hotek p. 75.

'8 See Chapter II, 2.2.1. — The Return to History which a more comprehensive discussion of the
relationship between fiction and the Holocausffisred, p. 51-3.

19 See Chapter |, 1.3.3. — Historiographic Metafistiowhere | present McHale’s contentions on how
contemporary authors deal with the questioningistbhical truth, p. 28.

%0 See Barbara Klonowska’s essay “Totality and Irdiiality: History vs. a History in D. M. Thomas's
The White Hotélwhere the scholar states that the first two chegpodf Thomas's fictional work
place the emphasis on psychological problems raitiaerin historical ones, p. 90.

2l See Gérard Genette’s seminal wdrkratexts: Thresholds of Interpretatidior a more thorough
examination of these textual features, pp. 1-15.

2 See Genette’s above-mentioned work in which #tisitis defined, pp. 155-6.

% See Chapter |, 1.3.3. — Historiographic Metafistio for a more thorough discussion of how
contemporary authors blur the boundaries betwestrafad fiction, pp 28-31.
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2 As examples of this characteristic in Freudianecagtidies, one could list “Anna O.”, “Fraulein
Elizabeth von R.” and “The Wolf-Man”.

%% See Chapter |, 1.3.2. — Metafiction - for additibimformation on this subject, pp. 22-5.
% The italics in these five quotations are mine.

2" See Chapter |, 1.3.3. — Historiographic Metafietiovhere Hutcheon’s definition of this postmodstni
genre is offered, pp. 28-9.

%8 See Chapter I, 1.3.3. — Historiographic Metafictian which a more comprehensive discussion af thi
matter is presented, p. 31.

29 5ee Wirth-Nesher’s “The Ethics of Narration inND. Thomas'sThe White Hotélfor the scholar’s full
exposition, p. 16.
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Conclusion

The White Hotelis a novel with unquestionable artistic merits gtructure
manages to surprise the reader as well as theelkasoholar; its disturbing subject
matter is laid down in such a way that it eludesithposition of a definite perspective,
to the point that some critics have seen in thEaggnt uncompromising attitude a sign
of Thomas’s impotence towards providing a satisigctesolution for the serious issues
this narrative raises. Nevertheless, | believe thais precisely this ostensible
undecidability that make$he White Hotelh novel that will keep on being read and
discussed in academic circles. Its defiant staregarding the arbitrary teleology
dictated by overarching narratives, which in thextt are rendered ephemeral,
constitutes its strength. In writing this fictionabrk, Thomas’s compromise was not in
conforming to the prevalent discourse but in theegoounding of the postmodernist
claim that local, provisional and individual diseses should be taken into account in
any narrative.

Indeed, one can hardly say that Lisa Erdman ispadl heroine: she is not
particularly beautiful or talented (she never resitthe status of Prima Dona); she was
unable to conceive; she was half Jew, half Chnstieer love affairs were not in any
way successful or satisfying; and she was emotiypmalt in control of her self. The
only extraordinary thing in this character was jescient gift, which in practical terms
she could not use to her benefit, given that tle®rdtical framework she turned to —
psychoanalysis — was powerless to come to a rehsoeaplanation for her visions.
Apart from the overt assertion that metanarrataesprovisional, what is also at stake
in Thomas’s novel is that a purely rational intetation of both the world and existence
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is necessarily limited. Rationalism, empiricism apadsitivism, the three basic
fundamentals that have guided western philosopisyory and politics in the past three
centuries, are challenged The White Hotelas the narrative hints that there may be
elements in one’s existence that are beyond reaspeyimentation and known facts. In
the same fashion, the notion of progress is putquestion: the technological
breakthroughs that asserted man’s supremacy oeematural world were used to
annihilate a people. As opposed to historical pFsgy this text proposes a spiritual
progress that ultimately is a re-encounter of titgvidual with his/her self.

As the narrative seems to put forth, knowledge ar@hning do not proceed
from a unifying reassuring centre but from manyedént points at the margins. Herein
lies the novel’s foregrounding of postmodernistedgang and plurality. Echoing these
two key factors of postmodernityfhe White Hotelenacts the loss of a point of
reference by claiming that unity is to be foundandiversity of sources: history,
psychoanalysis, Christianity and in individual lifEherefore, Thomas’s fictional work
defies order, hierarchies and pre-established sgstnd strives to demonstrate that
these categories are not universal but, rathetjrgent. InThe White Hotelso-called
universal categories like time, causality and pesgrare constantly under pressure by
an unconventional display of narrative events.

The notion of originality is also overtly debatedthis text. For centuries, the
value ascribed to a work of art, irrespective @& theans of expression, depended on the
recognition that the creative product had effedyiveeen the result of an individual's
inventive faculty. Against this inaccurate notiom ariginality, which denies the
indebtedness to the literary continuum every autiebongs to, this postmodernist novel
delineates narrative fiction as inherently intetti@k and parodic. Whether unmistakably

cited in the narrative or surreptitiously alludedn the text, the multiplicity of previous
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texts, styles and genres displayedTime White Hotedemonstrates that quotation is
intrinsic to the writing of narrative fiction.

On this basis,The White Hotelself-consciously theorises on the nature of
aesthetic representation, reflecting one of theadtaristic features of postmodernist
fiction: self-reflexivity. In fact, metafiction uretlies this novel’s narrative construction.
Overall, it can be read as an undeniable statethahtmemory, the past and therefore
history are conveyed by means of texts, i. e., loyd& that cannot portray the world
faithfully. Yet, the gap between the world and teet, in other terms, between real life
and narrative, is not a reason to cry out thatnibneel is dead but instead to formulate
new creative ways to make the genre ‘Novel devehdp a new stage. In this respect,
the emphasis on writing as self-knowledge, the mtion that meaning depends more
on the reader than on the author and the admisksainmore than generating a single
interpretation what texts do is to call for othexts endlessly result in a novel that turns
representation into its subject matter and indiyeatlaims that knowledge is
communicated through narratives, that is, throwttuial constructs liable to originate
dissimilar interpretations. Given that the signelssive, that narrative telling entails
selecting, positioning and the inevitable interfexe of one’s ideology, no narrative can
be said to enclose a universal totalising visios. tAe succession of sections that
permanently rewrite one another clearly showsT e White Hoteharratives do not
possess in themselves the ultimate truth. It ighen various versions, in the multiple
perspectives in which the story is offered andhe humerous intertextual references
that the reader and the researcher are goingddHeir truth.

These characteristics that have been so far adctioEhe White Hotelre also
encountered in D. M. Thomas’s remaining literarypot. The truth is that the concerns
with the porous relationship between history andday, the privileging of anonymous

figures in the handling of history, the presentatad a decentred view of knowledge,
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the employment of multi-perspective narrative uethivg, the belief that literature is
necessarily dialogic and the use of metafictioratices to foreground the nature of
fiction are all fictional strategies Thomas recuathg turns to in hisoeuvre Such
strategies are part of the author’s anti-establesttrattitude; in fact, most of his novels
can be considered unconventional not only in stmattterms but also in terms of
content. His handling of delicate issues, like lHmdocaust or Kennedy’'s assassination,
does not merely comply with known facts but alwageks to undermine official
history by mingling fact and fantasy or by presegtian historical event from the
perspective of an unheard-of protagonist, thus elying an alternative, but not
necessarily unfounded, view of events.

Consequently, Thomas’s attitude towards the recbrgast is, without
exception, one of critical rethinking, not of ndgta reminiscence. Hence, his handling
of history is not meant to highlight its edifyingpects and deplore the present but to
unmask the inconsistencies and discriminatory essefh any recording of the past.
Therefore, microhistories are put together with rohistory and, in the dialectic
association between the two, an unorthodox acadswoftered.

| believe that in this dissertation narratology was$ employed as an end in itself
but as a means to discern, as far as possiblegxtent to whichThe White Hotel
employs innovative postmodernist techniques. Theat@ogical analysis carried out in
this research, ranging from an analysis of narsatoarrative levels, focalisation and
narrative time to the study of intertextuality, tméing of genres and metafiction, does
not cover the entire reach narratology embracety e above-mentioned fields of
analysis were subject to more extensive inquirgesinn my opinion, they were the
most relevant aspects for the understanding ofetkteial dynamics of he White Hotel
Used in this manner, narratology revealed that Tdsisnnovel does not conform to

rigid classifications and that, like the postmodgrmovels referred to in the course of
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this study, it constitutes an endeavour to redefiree genre ‘Novel’. Viewed in this
perspective, no single classification (holocaustidn, historiographic metafiction,
psychoanalytic fiction or other) seems to be appabte for this text. If anythingThe
White Hotelis a hybrid postmodernist novel that aims at regméng in fictional terms
the main artistic, political, philosophical and ralbconcerns of postmodernity.

To conclude, this fictional work is neither theleetion of a depthless society
nor does its structural diversity result in kits@wing to the ingenious connection
between content and form, none of which is givawilpged status. These are, indeed,
intricately intertwined: the formal audacity thevebexhibits reflects the content, which
aims at asserting that knowledge is communicated avimultiplicity of narratives.
Accordingly, the post-cognitive questiombe White Hotetaises — Are the subject, the
real and/or the truth priori concepts or merely human constructs? — furtheoborate
the cultural relevance this novel acquires in tbatemporary world. It is, therefore,
simultaneously a daring and disturbing endeavoucaime to terms with one’s most

overriding concerns.
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