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ABSTRACT

Metaphysical Detectives and Postmodern Spaces, or the
Case of the Missing Boundaries

Richard Swope

Taking asits point of departure Henri Lefebvre s contention that “(Social) spaceisa (social)
product,” my dissertation explores the contemporary American novels of Pynchon, Acker, Reed,
Auder, Delillo, and McElroy as well asthe two recent films Dark City and The Thirteenth Floor and
their dramatization of the production of twentieth-century socid space. | gpproach these works as
metaphysica detective stories which evoke the classic detective figure only to frustrate hisimpulse to
solve and contain. Following Foucault’ s contention that “ space is fundamentd to any exercise of
power,” | suggest that the detective figure is Significant to an understanding of the history of spatia
production in that the detective both relies upon the gtriating logic of Western science aswell
as—particularly in his surveillance of the city— perpetuates that logic by rationaly ordering the spaces
he observes. The metaphysica detective, however, confronts the reconstituted space of postmodern
culture, resulting largely from the globdization of capitalism and expanding technologies, which ressts
former logic-driven methods of delimiting socid spaces and subjectsin space. Through their
goppropriation of the classic detective, these metaphysical detective stories embody, then, a competing
history of spatid logic that once exposed causes usto rethink the ideology of socid space(s) inthe
West, while aso shedding light on the ways in which gender, race, and class are both constructed
within and act as formantsin the production of space.
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Introduction

Prior to his death in 1984, Michel Foucault's“Des Espaces Autres,” gppearing in English as
“Of Other Spaces,” made the announcement that the “present epoch will perhaps be above dl ese the
epoch of gpace’ (22). Around the same time, Fredric Jameson similarly suggested that following a
“gpatid turn” postmodern culture was now “dominated by categories of space rather than by categories
of time, asin the preceding period of modernism” (16). Jameson and Foucault are not donein their
attention to space. Almost without exception, those who have attempted to theorize late-twentieth-
century culture—including Foucault and Jameson aswdl as David Harvey, Michd de Certeau, Edward
Soja, and jointly Gilles Deleuze and Fdlix Guattari— have recognized the need to put Space squardly on
the agenda.

Despite such widely recognized dia ogues on postmodern space, however, scant criticism
addresses the contribution of postmodern fiction to this larger discourse on space and spatia practices,
a least not & length. The smattering of critical work that does address this subject generdly does not
go beyond identifying a spatid dominant within postmodern works. That isto say, whilethere exissa
fair amount of criticism that employs spatid andyss to illuminate individua works of fiction, not much of
thiswork has emphasized the ways in which the fiction itsdlf adds to our understanding of the spaces
we imagine, congruct, and experience. Tofill inthiscritical gap S0 to spesk, the following study places
severd examples of postmodernigt fiction in didogue with a variety of theoreticad works addressng
gpace and spatia practices, my objective being to explore the history of the production—intdlectud as
well as materid—of Western space(s) through postmodern fiction. To begin this discussion, | have
narrowed the playing field by selecting samples from a specific sub-genre within the larger body of what

has been |abeled postmodern fiction, namely the metaphysical detective story. The metgphysicd



detective story readily lendsitsdf to a discussion of space in postmodern culture for two primary
reasons. Firg, critics have recognized the metaphysical detective as a significant figure within
postmodern fiction. Michael Holquist has gone so far asto suggest that what the * presuppositions of
myth and depth psychology were to Modernism . . . the detective story isto Post-modernism” (135).
Equaly important, detective fiction has for some time now been recognized as a genre that is inherently
preoccupied with the space(s) insde and around which its characters live and move. One of the
fundamentd rules of the classic detective sory isits gtrict spatid limitation; the murder generaly takes
place within an isolated or sedled environment: ahotel, atrain, or even alocked room. Tightly
retricting the pace of the crime serves adua purpose. Firgt, by limiting the space in which the crime
is committed, the classic detective story from its outset narrows the number of possible suspectsto
those dready in or near the scene of the crime, giving both the detective and the reader a legitimate
opportunity to solve the mystery. And secondly, the “impossible’ space of the locked room, or seded
environment itself provides a mysery that the detective and reader must solve before learning the
identity of the murderer or crimind.?

The importance of gpace in the classic detective nove is not confined to seded environments
adone. Asboth Robin Woods and D.A. Miller have shown, the ideologica function of the classic
detective was to maintain the separation of ghetto or crimina space(s) and bourgeois space(s). Asin
the case of such master deuths as Holmes and Poirot, the detective possesses the rare ability to
traverse both worlds, with the sole purpose of protecting the latter, the decriminaized space of the
middle class, from the contagion of the former. It isaso clear that hard-boiled detective fiction, such as

the work of Raymond Chandler and Dashiell Hammet, places equa emphasis on the modernist urban



gpaces its characters inhabit. Ralph Willet argues that the hard-boiled private eye has played a crucia
role in our notions of twentieth-century urban space because of his unique congruction as the (male)
subject who “ sees and deciphers the signifiers of that |abyrinth of populated spaces and buildings which
forms the modern metropolis’ (3). In short, the hard-boiled detective shows us the modernist city as
we have never seen it before, its crimind dement and dienating effects laid bare.

The point that | wish to emphasize hereisthat in both its nineteenth and twentieth-century
versons the detective figure, roaming and observing, dramatizes the quintessentia (thinking) subject
who both participatesin the production of space(s) a the cultura moment in which helivesand isin
turn produced by those spaces. As Henri Lefebvre argues, subjects are not constructed through or in
language done; additiondly, “dl ‘subjects are Stuated in a gpace in which they must either recognize
themsdves or lose themsalves’ (35). Since becoming a subject involves accepting “arole and a
function” which “implies alocation, a place in society, apostion” (Lefebvre 182-3), subjectivity must
be recognized as a least in part spatia in nature. The Sgnificance of the detective figure isthat his
function isto ddineate both his own position (space) within the state as well as the position (gpace) of
al subjects since his primary task, accomplished through surveillance, isto restore order, to put
everything and everyone back in his, her, or itsideologicaly designated space. In other words, the
detective isthe spatid subject par excellence, both in the condtitution of his own position aswell as that
of others, which explains why literary criticism has long connected discussions of space with those of
detection. Nonetheless, despite the critical attention to space in both the classic and hard-boiled
versions of detective fiction and despite the abundance of recent criticism that attempts to theorize

postmodern space, little has been written regarding the function of space in the postmodern version of



the detective story,® a genre that places the detective figure in spaces that behave radicdly differently
from those Enlightenment or modernist Spaces that earlier detectives imagined, investigated, and
subsequently solved. My intention is, then, twofold: to extend the spatial andyss of detectivefiction to
its postmodern verson and in the process to illudtrate the ways in which the metaphysical detective
story writes, or re-writes the history of spatial production in the West and in the process adds to or
revises our understanding of how we both imagine, produce, and experience the space of postmodern
culture,
The Metaphysical Detective

Like much of postmodern fiction, metaphysica detective stories gppropriate, use and abuse,
narratives of the literary pagt, in this case the conventiond detective story. Generaly speaking, critics of
detective fiction, Holquist among them, traceits origins to Edgar Allan Poe's Chevdier Dupin. Dupinis
the originad armchair detective, abagtion of logic who during the late nineteenth and early twentieth
century becomes popularized in the form of such well-known detectives as Sherlock Holmes or
Hercule Poirot. The conventiond detective, of course, aways solves the crime, restoring order by
piecing together atrall of clues. The reason for the detective's successis smple. "The detective, the
indrument of pure logic" isdways "able to triumph" because he holds to "the bdlief that the mind, given
enough time, can understand everything” (Holquist 141), an assumption the classic detective nove itsdf
reenforces. Roger Caillois explains, "The vaue of a detective novel can be quite negtly defined by the
affront to reason and experience contained in its point of departure, and the more or less complete and
believable way that both reason and experience are satisfied by its concluson” (3). Ultimatdy, the

crimeis not so important as “the reduction of the impossible to the possible, of the inexplicable to the
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explained, of the supernatura to the natura” (Caillois 3). The classic detective story, by the close of its
pages, leaves no room for mystery.

William Spanos points out thet the congtitutive logic of the classic detective novel coincides with
the ideological presuppositions within which these novels originate: the " problem-solution perspective’
s0 much a part of science and other systems of logic long vaued in both Europe and America. This
"problem-solution perspective’ basesitsaf on the assumption that the world is knowable, "on a
monoalithic certainty that immediate psychic or historica experience is part of a comforting, even exciting
and suspenseful well-made cosmic drama or novel—more particularly, a detective story” (Spanos
167). Although science conceives of the world as amystery, it dso provides the "comforting certainty
that the scientist/psychoandys/ socid scientist can solve the immediate problem by the inductive
method," leading "to an explanation of the 'mystery™ (Spanos 167). Thus, the detective story solves not
only the "affront to reason™ that emerges within its pages but dso functions as a Ste of ideol ogical
containment, reinscribing the pogtivigtic notion that the world—including the spaces that we produce
and inhabit—and the saif are known or &t least knowable.

Spanos recognizes, however, that in the second half of the twentieth century* several
postmodernist authors, whaose fictions question the very tenets of “knowledge,” construct works of
detectivefiction that no longer ingst on solutions but, rather, emphasize a variety of unsolvable
mysteries. Appropriating classic detection, such works "evoke the impulse to 'detect’ and/or to
psychoanayze in order to violently frudtrate it by refusing to solve the crime”’ (Spanos 171). As
Holquist further explains, "the new metaphysica detective story . . . is non-teleologicd, is not concerned

to have aneat ending in which al the questions are answered, and which can therefore be forgotten™



(153). The questions remain at the end; clues lead not to solutions but rather to other disseminating
clues, and findly the "end" failsto creste closure. Thus, "ingtead of familiarity,” metgphysica detective
dtories give "strangeness.” "Instead of reassurance, they disturb” (Holquist 153).

While the metgphysical detective story has been contrasted with and differentiated from
primarily the classc detective sory, it dso differsin sgnificant ways from hard-boiled detective fiction,
despite the fact that the hard-boiled detective in many ways dready disrupts the tidiness of the classic
detective story. The hard-boiled detective, such as Chandler’s Philip Marlowe, clearly does not
embody pure logic in the same way as Dupin. AsWillet suggests, the primary difference between the
classic detective (Dupin, Poirot, Holmes) and the hard-boiled detective is that while the former isan
“aesthete” who observes from a safe distance, the latter “isimmersed in events and plays a part in the
contingent world of the narrative which writes him as much as, in many ingances, he writesit” (10).
That isto say, as opposed to the classic detective, the hard-boiled gumshoe isfar more likely to
physicaly engage the city space he wandersin search of clues. Asaresult, the hard-boiled detective
often finds it impossible to remove himsdf from the “ corruptive’ space of the city and, asareault, is
often infected by the contagion himsdf, meaning the hard-boiled novel does not so fully contain the
crimina element as do earlier works of detection. Still, conventiona hard-boiled fiction has its generic
rules; theinitia crimeis both solved and solvable by the end of the story—we get the satisfaction of
knowing who the murderer is— and the hard-boiled detective maintains the belief in his own ahility to
solve mysterious crimes at least enough to move on to the next case (hence the seridization of hard-
boiled fiction). Thus, while works of hard-boiled detection often, at least crypticadly, offer a critique of

the obsessively tidy logic of classic detection, they till stop short of the truly metaphysical detective



story which seeks to explode that logic.

Umberto Eco's The Name of the Rose offers one of the best examples of metephysical
detectivefiction. Inthe nove amonk detective, William of Baskerville, dong with his sidekick
Adso—parodies of Holmes and Watson—attempt to solve arash of murders taking place within a
medieva monagtery. Although William does eventudly find the murderer, or a murderer, Jorge, this
discovery not only fails to provide the epistemologica certainty it ought to restore, but actudly creates,
or more accurately exposes, only more uncertainty. As William himsdlf laments,

| arrived at Jorge through an apocalyptic pattern that seemed to underlie dl the crimes

and yet it was accidentd. | arrived a Jorge seeking one criminad for al the crimesand we
discovered that each crime was committed by a different person, or by noone. . . Whereismy
wisdom, then? | behaved stubbornly, pursuing a semblance of order, when | should have known
well that there is no order in the universe. (599)

Epitomizing the postmodern loss of ontologica and epistemologica security, William's find showdown
of witswith the murderer does not restore order asit would in the classic detective novel, but actualy
leads to the fiery destruction of the abbey's library, and eventuadly the entire abbey. McHae points out
that in so far asthe library's structure is mapped according to the world's geography, William's "solving*
the case actudly equas the destruction of the world itself (161). Knowing the murderer's identity
solves nothing because meanwhile the "world" has essentidly falen out from under the detective, his
ontologica certainties evaporating. Like dl metgphysica detectives, William “finds himsdf confronting
the insoluble mysteries of his own interpretation and his own identity” (Merivale and Sweeney 2).

William cannot content himsdf with knowing who committed the murder, or even why, when meanwhile
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the world, life, grows only more perplexing, when the red crimeis now "contingent existence” (Spanos
167).

Aswill mogt likely not have gone unnoticed in this example, metgphysica detective Sories
explore many issues that currently occupy literary theorigts, including Eco himself. PatriciaMerivae
and Susan Sweeney sugges, in fact, that metaphysica detective stories are “inherently linked to literary
theory” in that they “explicitly speculate about the workings of language, the structure of narraive, the
limitations of genre, the meanings of prior texts, and the nature of reading” (7). | would add to this that
they aso explicitly speculate on the nature and production of socid space.

To understand the significance of the detective story for an attempt to theorize space, we need
fird to recognize that the detective-like reliance upon ratiocination and the impulse toward totaities
manifest themsaves concretely in the rationaly congtructed metropolises of indudtrid capitaism, the
ultimate products of modernity. Facing population growth and unprecedented mobility, resulting largely
from the onsat of the automobile and other technologica advances, modernist planners, il suffering
from theimpulse to “solve’ the world, designed their cities based on the assumption that they might
organize space S0 as to impose order on the growing chaos of socia relations and, to use Joyce's
words, the “nightmare of history.” Thus, the classic detective, armed with his ability to map and contain
the scene or gpace of the crime, (pre)figures the aspirations of the modernist city planner whose belief in
the detective-like ability to solve the world produces—or at least imagines—a securely delinested
gpace indde which the socia can be placed and controlled. In the metephysical detective story,
however, both the ideology of positivism and the neatly packaged spaces it produces are invoked only

to be cdled into question. That isto say, in the process of launching a full-scale assault on



Enlightenment consciousness, the metgphysical detective novel re-conceives our notions of pre-
modernist, modernist, and postmodernist spatid logic. The question my project attempts to answer is
how exactly does metaphysica detective fiction reconstruct spatid history and logic. In other words,
how do works of metaphysical detection theorize, or re-theorize, space as produced in the West?
Before answering such questions, we must first clarify what we mean when we speek of “ space.”
Theorizing Space

In his semind work The Production of Space Lefebvre argues, “(Social) spaceisa (social)
product” (26), in the sense that space, or more precisaly spaces plural, are produced by a complex set
of modes of production, socid relations, intellectua or critical practices, and geographical aterations
that intersect, overlap, and conflict to form what we know as socid space. Socid space is produced
both by “ spatid practices’—the material changes that produce and reproduce specific “ places’—as
well as by “representations of space’—the knowledge, signs, and codes through which we conceive
and perceive space (33). Consequently, one can understand the production of space only within the
larger context of the mode or modes of production at a particular cultura moment. As Jameson notes,
“for Lefebvre all modes of production are not merely organized spatialy but also condtitute digtinctive
modes of the ‘production of space’” (365). Space itsdlf, then, must be recognized as having ahistory,
which raises the following question: what exactly is the history of patid production—its manifestations
aswdl astheir culturd underpinnings—in the West?

Along with Lefebvre himsdlf, severa recent theorists have attempted to answer this question by
providing a history of spatid logic and practices. David Harvey, for instance, traces the history of

contemporary socia space—which, much indebted to Foucault, he conceives as asocid container that
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reenforces power structures through survelllance and incarceration—to the same Enlightenment
consciousness that gave birth to the detective. Harvey explains that because the Enlightenment project,
which he cdlsthe “firg great surge of modernigt thinking” (249), “took the domination of nature asa
necessary condition of human emancipation” and because “spaceisa‘fact’ of nature, this meant that
the conquest and rationa ordering of space became an integral part of the modernizing project” (249).
Thus, the Enlightenment created a*“new organization of space dedicated to the techniques of socid
control, survelllance, and repression of the salf and the world of desire” (Harvey 213). Delinegting a
amilar spatid higtory, Lefebvre himsdf contends that the spatia logic that we are dill responding to in
the late twentieth century arises out of western science, Specificdly the fieds of mathematics and
geography. These disciplines, he clams, have traditionally concelved space as a datic, geometric
object, separate from time or history, a universal and homogeneous container that precedes and
passively receives the socid.

In amilar fashion, Derek Gregory documents the contribution of geography as a specidized
field of scienceto genera conceptions of space. He suggests that the discipline of geography, dso a
product of the Enlightenment, has traditiondly privileged sight as the means through which a distanced
observer might gain empirical certainty and control of a given object of enquiry. The geographer
operates as the ultimate autonomous subject, a specificaly mae subject, assuming the ability to
intellectually master space and bodies in space, those “objects’ around which the geographer
congructs clearly marked boundaries. Through what Lefebvre callsthe “logic of visudization,”
geography—along with the other sciences—in this repect percelves space as a rationalizable object.

That isto say, Spaceis represented as the stable container inside which the forces of history can be
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played out and even controlled by carefully mapping and, to use the terminology of Deleuze and
Guattari, sriating space. This, then, is the spatid tradition that modernist planners inherited and used to
congtruct the twentieth-century city, which de Certeau suggests has served “ as atotalizing and dmost
mythical landmark for socioeconomic and politica srategies’ (95). The modernists were able to
believe in ther ahility to rationdly plan and unify space because they both privileged sght and
conceived of space as an object over which they had control; from these assumptions it would appear
only logical to deduce that built spaces could impose order on the chaos of socid relations® Again,
operating under the “logic of visudization,” the tradition of spatid practice as it descends from the
Enlightenment to the modernists imagines the geographer/planner as a distantiated mae subject, capable
of gaining atotaizing view of agiven space, which means that the conventiona geographer aswdl as
the city planner operate under virtualy the same assumptions as those of the classic detective, who adso
seeks a distanced pogition from which he can survey the case a hand and from which he will enforce
the mapping of boundaries and positionsin atemporarily disrupted socid order.

These traditiona conceptions and representations of space have presented a number of
incongstencies or contradictions to which postmodern artists and theorists have reacted, and to which
metaphysical detective fiction directly responds. A variety of contemporary critics provide correctives
to prior constructions of space by taking as their starting point Lefebvre s contention that space is
indeed produced by anetwork of socio-economic reations, intellectud practices, and critical
discourses. One of the ways that space has been made to appear as arationdizable, controllable
object is by portraying it astime or history’s polar opposite. Doreen Massey explains, however, that

gpace should not be thought of as separate from time in that space does not actudly equal stasis, or the
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absence of time, but, rather, isitsdf dynamic. Again, we are not spesking here of asingular, universa
gpace, but of spaces plurd, including “places’ or specific locales. Though places are commonly
conceived as stable, bounded areas from or toward which subjects orient themselves, Massey contends
that while they are condtituted by unique articulaions within alarger network of socid relations and
understandings, places are not bound nor Static, nor do they possess asingle identity. They are, rather,
“porous networks of socid relaions. . . congtructed through the specificity of their interaction with
other places’ (121). Thus, both space as globaly conceived as well as places as specifically imagined
are produced and reproduced according to the material conditions and modes of
production—economic, intellectua, aesthetic, etc..—as they unfold and change form throughout
higtory.

In a second corrective to conventiona spatia logic, de Certeau critiques the logic of
visudization, particularly its conception of space as a readable (knowable) text. De Certeau theorizes
gpace and spatid logic by firgt accepting the premise that spaceisin fact afully accessbletext. He,
therefore, starts atop the World Trade Center—* the most monumentd figure of Western urban
development” (93)—Iooking down upon New Y ork City, figuratively placing himsdlf in the postion of
the planner or “reader” of urban space. De Certeau’ s narrative of city space, however, suggests that
such apogtionisnot fully tenable in thet it overlooks the “migrationd city” thet “dipsinto the clear text
of the planned city” (93). Thisisthe space of the walker, the pedestrian who both experiences and
“enunciates’ urban paces. While the planner organizes an “ensemble of possibilities’ which the walker
actudizes, the pedestrian will invent other possibilities dong the way, paths for which neither the

planner’ s nor the geographer’ s gaze can account. That isto say, spaceis neither merely imagined nor
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read, but is aso experienced. The textuaization of space, therefore, both ignores aswell as masks that
experienced or lived space, the space of the everyday practices that actualy produce a given space.
Lefebvre, in fact, arguesthat “socid space can in no way be compared to a blank page upon which a
specific message has been inscribed . . . Both naturd and urban spaces are, if anything, ‘ over-
inscribed’: everything therein resembles arough draft, jumbled and sdf-contradictory” (142). Here
again we confront a striking intersection between the classc detective and the planner of urban space,
for the detective a0, as the metaphysica detective story makes explicit, operates under the assumption
that he can read or know the city in full. The classic detective congtructs space as a container of clues,
areadable text that inevitably leads this master reader to the solution to the crime. The metaphysica
detective, however, morein line with Lefebvre s or de Certeau’ s accounts, finds it impossible to read
the city as his predecessors once did; the urban text no longer gives him access to resolutions because if
the posmodern city isatext at dl, it is a paimpsest, amultilayered Ste of patid logic and socid
relations as they have evolved over time. Insde this urban matrix, the metaphysical detective can no
longer locate a spatia or historica position from which to read or rationally organize the scene or space
of the crime.
Theorizing Postmoder n Space

Asthe specific textua exampleswill show, the detective' s confusion is only aggravated by
advances in technology since, roughly, World War I1, when space began to be “recast: in response to
the growth of air trangport . . .; in response to various new indudtries.. . . ; and in response to the
expanding role of multinationals’ (Lefebvre 351). As Harvey contends, such recent technological-

economica shifts have brought usinto “an intense phase of time-gpace compression that has had a
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disorienting and disruptive impact upon politica-economic practices, the balance of class power, as
well as upon culturd and socid life’ (284). Disruptive firg because technologica * advancement,”
particularly in the area of computers, has according to Lefebvre created the “fetishism of an abstract
economics’ which “is being transformed into the fetishism of an abstract economic space’ (351). And
disruptive secondly because while, on the one hand, globally networked technologies promise to insure
the homogeneity, or totdization of socid gpace, placing usdl indde avadt “world city,” on the other
hand, they annihilate former spatid boundaries, fragmenting what was once thought of as“place” and in
the process expose the congtructed nature of those spatia boundaries. These developments have |eft
us with a contradictory space that is both “whole and broken, globa and fractured, at one and the same
time’ (Lefebvre 356).

Furthermore, as Paul Virilio explains, possibly foremost anong postmodern technologies, the
al-pervasive “ screen”—teevison, movie, computer—has radically adjusted our concept of space. In
our media culture, the smulacrum reigns, making “red-world” space virtudly indistinguishable from the
pixilated space of the media. Virilio further suggests that there now exists a direct feedback loop
between spaces as imagined on the screen and the production of “red-world” built spaces, Hollywood
has become a disneyfied, spectrd city, reflecting its movies as much asits moviesreflect it (390). What
this technologica influence means for readers of posmodern fiction is that we must remain aware & al
times that the texts we engage can have as their referent, smultaneoudy, both “rea-world”
gpaces—though these are neither stable nor determinate—as well as those same spaces as viewed
through one or more screens (kegp in mind detective fiction has along higtory in film which itsdf

provides a“referent” for postmodern writers and readers). Thomas Pynchon’s Gravity' s Rainbow
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makes this point explicitly when we as readers discover at the end of the novel that we have been
watching amovie dl dong; we are not in post-war Europe but in a Cdifornia theater watching the
movie of post-war Europe, or we occupy both spaces at once. 1n short, we must recognize that the
gpaces we engage in posmodern culture as wel as in postmodern fiction are multi-layered and muilti-
mediated.

These recent dterations/disruptions to the production of both globa and local space have left us
scrambling to make sense of space(s) that no longer obey the rules once established by mathematicians
and geographers, resulting in the extensive re-conceptualization of space and spatia theory that has
now taken a centrd rolein attempts to theorize the postmodern condition in generd. Lefebvre's
attempt has been ingtructive because it calls for “anew kind of spatia imagination cagpable of
confronting the past in anew way and reading its less tangible secrets off the template of its spatid
structures—body, cosmos, city, as dl those marked the more intangible organization of cultura and
libidina economies and linguigtic forms’ (Jameson 365). Similarly, Foucault has argued that “ spaceis
fundamentd in any exercise of power” (my emphasis 252), which suggests that theorizing space and its
production promises to provide crucid indghts into a variety of socio-symbolic registers. Thus, an
anadysis of spatid practices and representations of space usefully crosses over into current discourses
on economics, identity, gender, and race. Most obvioudy, theories of space provide us with a greater
understanding of the cultura logic of capitdism. In fact, Lefebvre suggests that we cannat fully grasp
the logic through which capitalism reproduces the conditions of its own production until we come to
recognize that capitalism produces very specific spaces, or representations of space in order to insure

itsown survival. For ingance, capitalism mobilizes and segments space to make it exchangegble, asin
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the creation of private property (336-37). Again, in the process, capitalism produces an increasingly
abstract space, a gpace readily mallesble and available to capitalism’s own needs. Thus, space itsdlf
becomes like acommodity in Marx’ s terms, both concrete and abstract Smultaneoudy. Fittingly, the
production of an increasingly abstract space under late capitaism works to mask the material space or
the “redl geography” that might tetify to the consequences of abstraction, such asthe uneven
development that smultaneoudly produces both economic centers and poverty stricken ghettos—the
fragmented city space through which the detective wanders. Significantly, part of the project to mask
“real geography” under late capitdism involves diding the very connection between the exercise of
power and the spaces it produces (abstract spaces have no history), a connection that both postmodern
theories of space and postmodern fictions attempt to expose.

Recent feminit critics have aso shown the importance of theorizing space to understanding and
countering the exercise of patriarcha power. In an attempt to demydtify representations of space under
patriarcha hegemony, Elizabeth Grosz argues that space as historicaly conceived has “functioned elther
to contain women or to obliterate them” (55). Similarly, Massey suggests that limits placed on the
mobility of space, the confinement of particular places as bounded and atic, has played arolein the
limitations placed on the mobility of identity. She contends that while time and history as dynamic, as
becoming, has been coded masculine, space has been viewed as dtatic, as being, as absence or lack, al
of which are coded feminine (6). Thus, the conception of space as static works to contain both space
itself aswell as women—most obvioudy in domestic space. For Massay, then, the deconstruction of
notions of place as limited has very real consequences, reveaing the mobile quality of spaces/places,

her work undermines the boundaries that a patriarcha socia structure has attempted to impose upon
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both space and identity.

What this brief discusson of the cross-currents between culturd materiaist/feminist theory and
gpatid analyss ultimately revedsis that snce space is crucid to any hegemonic project, attemptsto
andyze agiven system of power must at some point address the production of space under that system.
| intend to show that theorizing space in postmodern culture aso creates a highly productive discusson
involving a variety of topics of theoretica import: economics, gender, race, class, etc . . . | offer the
metaphysical detective story as a useful springboard for these discussions because it dramatizes, and
subverts, the classic detective figure who, as we have seen, so clearly embodies the cultura
assumptions that produce the geographer as well asthe city planner, that is, a positivigtic belief in the
ability of the mind to read, interpret, and order the world—spatialy and otherwise—through the
exercise of purelogic. But while his classc predecessor rationally mastered the space he encountered,
the metaphysica detective, try as he might, cannot maintain the distantiated point of observation within
an increasingly abstract and complex set of socid relaions; rather, more like his hard-boiled cousin, he
is a dreet-level waker, reminiscent of de Certeau’ s pedestrians, who becomes so immersed in urban
and other spaces that he can no longer clam knowledge of even his own relative postion in the world.
Within the figure of the metgphysica detective, then, we discover a competing history of spatid logic
within western metgphysics: from the certain logic of Dupin, to the wandering gaze of the modernist
private eye, to the decentered subject adrift in the postmodern city.

Stories of Spatial Production
In the way of specific case sudies of metaphysica detection fiction, | devote chapters

respectively to Thomas Pynchon's Gravity' s Rainbow, Kathy Acker’s The Adult Life of Toulouse
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Lautrec by Henri Toulouse Lautrec, Ishmad Reed’s Mumbo Jumbo, ajoint chapter to Don
Delillo's The Names and Joseph McElroy’s Lookout Cartridge, aswell as a concluding chapter to
two recent films that can be seen roughly astales of metgphysical detection: Dark City and The
Thirteenth Floor. | have chosen these texts not only because they are representative of metaphysical
detection fiction but also because each tells its own, unique story>—none of which should be taken as
the definitive sory—of the higtory of spatid production in the West and cumulaively help usto rethink
both the production of space aswell as the socio-symbolic registers that both produce that space and
are produced within it. | conscioudy couple these works of fiction with the works of avariety of
theorists who address space, or tell their own story, so asto provide a broad understanding of the
multiple ways in which we might enter and understand current discourses on the nature of postmodern
space.

| begin with Pynchon’s Gravity’ s Rainbow, in which an amateur detective, Tyrone Sothrop
obsessively searches the European countryside at the close of World War 11 looking for aV-2
missile—the embodiment of among other things the compulsion toward technologica “progress’ under
late capitdism. | argue that by setting the bulk of his novel within the ambiguoudy defined space, “The
Zone,” that is produced by the aftermath of World War 11, Pynchon dramétizes acrucia historica shift
in the our conception and production of space in the West, a shift that propels the charactersinto the
gpace of postmodern culture. To explicate Pynchon's account of postmodern space, | place his novel
in dialogue with both Jameson’ s now-famous analysis of “ postmodern hyperspace’ and Deleuze s own
tale of postmodern spatia production, which suggests that we have moved from earlier (modernist)

“gpaces of enclosure” into a*“space of control.” Gravity' s Rainbow adds sgnificantly to these
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theorizations of postmodern space both because it dramatizes the shift from the modernist notion of
clearly defined and differentiated spaces to the hyperspace that characterizes postmodernism and more
importantly because the novel illuminates both the factors that produce this postmodern space and the
socia consequences that postmodern space in turn produces.

My second chapter focuses on Paul Auster’s The New York Trilogy, which dlows usto
establish more concretely the relationship between the operating assumptions of the detective and those
of the classic mapper of spaces or modernist city planner. In each of Auster’ sthree novelsthe
detective sets out to solve a case that ultimately may not even exist and is eventudly replaced by a
quest for identity and stability in the postmodern city. Finding themsdves navigating ontologicaly
unstable spaces, Auster’ s detectives not only fail to resolve their respective cases, but lose themsdlves,
ther “place’ in the world, dong theway. While dl three detectives begin with the assumption that they
inhabit a modernist space that promises to protect, or “home’ them, their attempts, reminiscent of de
Certeau, to read the cityscape and congtruct a unified narrative of their respective casesfail, leading
these detectives to the stark redlization that the spaces inside which they live and move are not the
unified wholes nor the trangparently readable templates they had presumed. Asthetitle of the first
novel, City of Glass, suggests, the postmodern city is characterized by the illusion of transparency but
turns out to be acity of reflectivity, of mirrors. Furthermore, Auster’ s version of New Y ork City also
provides a glimpse into the world of those who suffer from the effects of uneven development under late
capitdism. Specificaly, Augter calls our atention to the homeless, those who perpetudly wander the
city without a“place” Ironicdly, a some point in each of the three novels Augter’ s detectives find

themsdlves literdly homeess. Lacking a stable anchoring point in their urban environment, they are
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compelled to continue their attempts to navigate and enunciate a bewildering postmodern city.

Delillo's The Names and McElroy’s Lookout Cartridge jointly further dramatize the loss of
“place’ in the postmodern world, only a a globa scae. The two works cal our attention to both city
spaces and spaces outside the city, desert or sacred spaces that appear to elude the rationa control
and logic of the detective, or the geographer. Deprived of homes, the amateur detectives in these two
novels, while attempting to solve mysteries involving espionage and globa congpiracy, find themselves
caught “in-between,” ingde the trandent or perpetually limina spaces produced by, among other things,
high-tech travel.

In chapter four | turn to Kathy Acker’s The Adult Life of Henri Toulouse Lautrec by Henri
Toulouse Lautrec, which isingructive in that, more so than my other examples, it returns usto the
“soene of the crime,” so to speak, by setting portions of its repeatedly shifting narrative in the very city
in which the classic detective was born, nineteenth-century Paris, and in so doing re-visits the
ideologica presuppositions out of which the history of Western space has been formed. For her
metaphysical detective story, Acker pirates Agatha Chrigtie’ s Poirot, a figure through whom Acker
provides a compelling critique of the classic detective sideologica, mae-centered assumptions, and his
need to control space to ensure a solution to the crime. Acker’ sfiction is particularly thought
provoking because it interweaves discourses on capitaism, patriarchy, and sexudity within the space of
nineteenth-century Paris, a city upon which Acker superimposes various posmodern cities. Inthe
process, her fiction tests the limits of our socid spaces, exploring the ruptures, the contested and
contradictory sites within socia space that patriarcha capitalism prefersto ignore or at best contain.

Ishmadl Reed’s Mumbo Jumbo inserts issues of race and culturd specificity into our discusson
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of gpace in ways that the previous texts do not. Placing Reed' s work in dialogue with that of Deleuze
and Guattari, | explore the ways in which his “HooDoo-detective’ novel

chdlengesthe “driaing” logic of Western science, or the “striated space” that has been conducive to
the development of multinationa capitdism. Reed accomplishesthisin large part by introducing non-
Western intdllectud and aesthetic forms and spatia notions into the world of 1930's Harlem, which in
his novel symboalizes a contested site marking the “war” between Western empiricism and what Reed
has called Neo-Hoo-Doo thought. Or more to the point, Reed’ s Harlem is a Site of contestation
between dtriated space and the “smooth” or “nomadic” space that Western science attempts either to
erase or bring under its control.

My fina chapter addresses two recent films, Dark City and The Thirteenth Floor, which by
borrowing from science-fiction, provide compelling visons of futurigic or virtualy mediated spaces
within the context of the metaphysica detective sory. In both films, the detective protagonist in the
process of investigating amurder is forced to confront the limits, both physical and metaphysicd, of the
gpace(s) heinhabits as wel asthe results of attempting to extend spatid limits through technology.
These two films contribute to our story of spatid production by exploring, more fully than the novels,
both recent technologica “advances’ through which late cagpitalism has sought to extend its reign over
gpace as well asthe role that futuristic or virtua spaces have played within the “ideological fantasy” that
condtitutes our present socia (spatid) redlity.

Aswe will see, in each of these stories the detective fails because, among other things, he clings
to apogitivigic world view which would rationdize dl space. While scholarship has shown that

metaphysca detectives make smilar mistakesin their assumptions regarding language and
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identity—erroneoudy seeing each as fundamentaly stable—it has not been nearly as effectivein
explicating the role that space plays both in the metaphysica detective story aswell asin Western socid
formation. | offer these stories, then, both fictive and theoretical in nature, as something like entry
pointsinto alarger discourse on the history of spatia production that begins roughly with the birth of the

detective and carries us into postmodernism, or, as Jameson hasit, the culturd logic of late capitadism.
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NOTES

1. Thereis one exception, that being Brian Jarvis recently published Postmodern Cartographies.
Jarvis damsthat the “intention” of his*study isto examine arange of contemporary responses to the
[American] land to establish whether there is an essentid continuity in the geographica imagination, or,
whether postmodern mappings of space congtitute a decisive break with previous traditions’ (6).
However, hisreadings of specific texts—among them the works of Pynchon and Auster on whom |
aso focus—arrive a the rather smplistic conclusion that indeed the seeds of geographica imaginings
from earlier culturd moments continue to emerge in American posmodern fiction, specificaly the
tendency to gravitate “towards utopian and dystopian antipodes’ (6), an intellectud trend he tracesto
the puritans. While postmodernism no doubt continues to respond to its literary and cultura
predecessors, Jarvis s book fails to recognize the full complexity of the postmodern response to the
American tradition of spatia imagination. Hisreading of Pynchon, for instance, makes it gppear that
just because Pynchon regularly appropriates Puritan history and logic, this makes Pynchon a prisoner,
or even an advocate of that logic. In short, Jarvis failsto recognize the full range of postmodern
responses to the western history of spatiad logic. Asfor Jameson and Harvey, though they more
thoroughly theorize space, their case studies concentrate primarily on architecture and visud art.

2. Elizabeth Siweeney contends that the locked room or sealed environment is “the device that
embodies the very essence of detectivefiction” in that its “imagery of enclosure and entrgpment, and its
reference only to eements within its own finite space . . . provides a perfect metaphor for the inherent
s f-reflexivity of the genre’ (1-2). See Sweeney, Elizabeth. “Locked Rooms: Detective Fiction,
Narrative Theory, and Sdf-Reflexivity.” The Cunning Craft: Original Essays on Detective Fiction
and Contemporary Theory. Eds. Rondd G. Waker and June M. Frazer. Macomb: Western lllinois
UP, 1990. 1-14.

3. Given the polysemous nature of the term postmoderniam, it isworth noting how exactly | define
postmodernism. Firg, it isimportant to recognize, as Brian McHae points out, that there “isno
postmodernism ‘out ther€’ in the world any more than there ever was a Renaissance or aromanticism
‘out there” These are literary-higtoricd fictions, discursive artifacts constructed either by contemporary
readers and writers or retrogpectively by literary historians’ (4). Nonetheless, McHale suggests that
these congtructions do collectively produce a set of “dominants’ for each literary/cultura moment. By
“posgtmodernism,” then, | mean roughly the literary/culturd phenomenathat risesto theleve of a
“dominant” in America/Europe during the latter half of the twentieth century. Given that Holquist
ascribes such literary significance to the metgphysical detective story and that Jameson has aready
declared space a dominant of postmodern culture, the following study gets a one dominant through the
other s0 to speak; by focusing on a set of literary artefacts, specificaly works of metaphysica
detection, | am asking both how these works comment on space, and in turn how they construct
postmodern culture. My god isnot smply to establish space or detective fiction as a dominant of
postmodernism. Rather, agreeing with Linda Hutcheon that “postmodernismis. . . inescapably
palitica” (4). | turn to metgphysica detective fiction as a dramatization of the ideologica and politica



24
assumptions and consequences that underlie and result from postmodern spatia logic.

4. By limiting the discussion to the latter haf of the twentieth century, | do not mean to suggest that we
cannot locate earlier literary works that qualify as metaphysica detective stories preoccupied with
gpatia phenomena. In fact, Patricia Merivale argues that Poe' s detective Stories, the first of their kind,
dready showed the seeds of metaphysical detective fiction, and certainly his works challenge spatia
boundariesin a*postmodern” fashion. Nonetheless, it isonly after World War 11 thet literary historians
begin to notice the metgphysica detective story risng to the leve of aliterary dominant, and it is around
the same time that cultural theorist recognize (construct) space as crucid to understanding postmodern
culture.

5. According to Lefebvre, modernist architects dreamed of “mastering globa space by bringing forms,
functions, and structures together in accordance with a unitary conception” (125).

6. | take this notion of gory telling specificadly from Brian McHae who in Constructing
Postmoder nism suggests that we might “think in terms of ‘telling stories' rather than *doing theory’”
(4). Inthisrespect, | place these novels, and the Soriesthey tdl, in didogue with what we more
commonly think of as theoretica works, and the stories they tell.



CHAPTER 1
Into the Space of Postmoder nism: Navigating the Zone in Pynchon’sGravity' s Rainbow

My discussion of metgphysicd detective narratives begins with Thomas Pynchon's Gravity's
Rainbow, anove that dramatizes the trandtion (which isin effect never complete) in Western spatia
logic away from earlier rationaized spaces, the spaces of the detective, to the thoroughly “irrational”
hyperspace of postmodernism. Aswith the other texts | will address, Gravity' s Rainbow dramatizes
the hitory of Western space within the context of a metaphysical detective story, agenre which as
Douglas Keesey notes becomes in Pynchon’s hands a“ critique of dominant ideologies. . . world
politics and the military-industrid complex” (50). The primary narrative revolves around an American
soldier, Tyrone Slothrop, who at the close of World War 11 istransformed into “a hardboiled private
eye’ who imagines heis “gonnago out al aone and beat the odds’ (561).r  While the conventiond
detective s motivation isfarly sraightforward, to solve the crime, and generdly originates from asingle
event such as amurder, Sothrop’s converson from Gl to amateur P.1. ssems from a highly complicated
st of circumstances and transactions. Sothrop spends the bulk of the nove searching the war-torn
European countryside for an elusive V-2 rocket, Rocket 00000, which is armed with the Schwarzgerat
assembly, but it is difficult to say why.

If we wish to fit Sothrop into the paradigm of the classic detective, we might assume that he,
like a good detective, is attempting to reestablish order by solving “the murder” so to speek, that is by
tracking down and unraveling the mysteries of this piece of military hardware that symbolizes death on a
globa scale, Sothrop might somehow mend the socid fabric that is so clearly torn. The nove,
however, does not support our desire for this kind of smple cause-and-effect relationship between the

detective and hisinvestigation but, rather, offers other possible motivations, none of which can be fully
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verified as the sole reason that Slothrop remains on the case. For instance, during his search for the
Rocket, Sothrop uncovers evidence, itsdlf not fully verifigble, that as a child he underwent conditioning
at the hands of chemigt Laszlo Jamf which causes him to experience sexud arousd in the presence of a
“Mystery Stimulus’ named Imipolex G, a polymer that islater used as an “insulation device’ inthe V-2
rocket. Thisinformation might explain why Sothrop, till in London, dlegedly experiences erections
that directly coordinate with the arriva of incoming rockets (though this does not quite work since only
one Rocket, 00000, has actudly been outfitted with Imipolex G). It dso explainsthe interest Sothrop
attracts from “The White Vigtation,” agroup comprised of scientists and psychoanaysts aswell as
psychics and psychic researchers who wish to track Slothrop’s response to the rockets. More
importantly, thisinformation casts new light on Slothrop’ s role as a detective, indicating that his seerch
for the Rocket, or Imipolex G, islittle more than a conditioned response. If true, this means that unlike
the classc detective, who appears to operate independently, Sothrop has virtualy no control over his
search for a resolution —resolution to what we are never quite certain. 1t aso means that we cannot
say whether Slothrop operates as a free agent or merely an agent of the system, or even if these are the
only two possihilities.

Ultimately, Sothrop’s motivations are of little importance because as with other metaphysical
detectives, his search comesto nothing. While at times Slothrop does gppear to make progress,
piecing together “clues’ that point to agloba conspiracy he seems on the verge of cracking, by the end
of the novel he till has *“not recorded, tagged, discovered, or liberated a single scrap of A4 hardware”
(391). That isto say, he never locates Rocket 00000, that semind clue which promisesto lead him to

some “truth.” Even if he were to track down the elusive Rocket, such a discovery would not
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necessarily grant him what he desires, whatever that may be, nor would it necessarily create the closure
we as readers may desire, for the text itsdf surmises that the “the Schwarzgerét isno Grail” (364). Yet
Sothrop continues his search, finding himsdf engaged in amystery in which “the search will rul€’ not
the solution (525), that is until the case eventudly bresks down entirdly and Slothrop becomes a
“Scuffling” nomad unable to concentrate on even the initid purpose for his movement.

In the same passage in which Sothrop dubs himsdf a“hardboiled private eye” we find that
while one minute Sothrop is piecing together clues, “if | can find the S-Gerat ‘n’ how Jamf was hooked
in, if 1 can find that out, yeah yeah Imipolex now” (561), the next minute, unable to maintain his focus,
Sothrop is bresking into song, trading in serious detective work for “mindless pleasures’ (the novd’s
origind title). Lacking aclear objective, Sothrop’s entropic quest loses steam before it even gets
garted, making him awanderer more than aquester. In part, Sothrop’ s failure to concentrate stems
from the fact that “the casg” keegps multiplying, ramifying in new directions, so much so that attempts on
Slothrop’s part to use detective logic revea only that the case itsdf has grown beyond the reaches of
ratiocination. And it isnot only the case that dispersesin al directions, the detective himsdlf aso
begins “to thin, to scatter” (509). For this postmodern detective it is not only impossible to join those
“bits and pieces’ together to form a harmonious picture; it is not even possible to remainintact asa
subject.

In this respect Pynchon’s gppropriation of the detective genre turnsinto a critique of classc
detective logic. AsDouglas Keesey suggests, by cresting a detective whose “ deuthing after Imipolex G
is not saf-determined,” Pynchon “exposes the traditiona detective as an agent of the System” as one

who is “ideologicaly mativated” (50-51). Pynchon’s novel makes this critique explicit by suggesting
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that “capitalist expresson” takes the form of “pornographies.” Notably, these pornographies include
“pornographies of deduction—ahh, that Sgh when we guess the murderer—all these novels, these films
and songs that lull us with, they’ re approaches, more comfortable and less so, to that Absolute Comfort
... The sdf-induced orgasm” (155). Gravity's Rainbow, thus, likens the detective's mastery of logic,
that which maintainsideological comfort, to mere masturbation. While as Raph Willett suggests, the
classic detective figure works “to contral . . . unrestrained desire—through objective techniques of
surveillance, tracking (mapping the city) and deduction” (134), Sothrop cannot even control his own
desires. “Looks like there are sub-Sothrop needs They know about . . . but now there's aso the even
more annoying question, What do | need that badly?” (490). Asametaphysicd detective, Sothrop
comes to the disturbing redization that he cannot even cognitively apprehend —control, maintain,
etc..—the driving forces behind his quest for truth, making him little more than the agent of a system
that aso eludes his attempts to rationally map or order it.
Trangtionsin Space

Sothrop’ s inability to solve the case, to locate the Rocket or map a conspiratorid pattern,
results in part from afailure to contain, cognitively as well as physicaly, the rationdized space upon
which the classic detective depends. Thisloss of spatid control sgnas more than Sothrop’s, or the
detective s undoing; rather, through Sothrop, Pynchon aerts usto atrangtiona phasein spatiad
production—in how space is imagined, represented, and practiced —in the West following World War
I, atrandtion that Gilles Deleuze atributes to “a generdized crissin relation to dl the environments of
enclosure’ (1309). Deleuze explains,

Foucault located the disciplinary societiesin the e ghteenth and nineteenth centuries; they reach
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their height at the outset of the twentieth. They initiate the organization of vast spaces of

enclosure. Theindividua never ceases passing from one closed environment to another, each

having its own laws fird, the family; then the schoal . . . then the factory; from time to time the

hospitd; possibly the prison, the pre-eminent instance of the enclosed environment. (309)

What Deleuze does not point out explicitly hereisthat these disciplinary societies, and the enclosed
spaces they produce, result directly from the science-based disciplines, including geography, that enjoy
an ideologicaly privileged pogtion at thetime. As| point out in my introduction, these are the same
disciplines out of which the detective figure is born.  Since the classic detective figure emerges a the
height of the reign of the disciplinary society, we can conclude that the detective is both a producer of
and is produced by the closed systems Deleuze aigns with earlier historic periods. In fact, without
enclosures, as Sothrop’ s failure indicates, it becomesincreasingly difficult for the detective to control
the crime(s) he laborsto solve. From Deleuze we can assart, then, that the crisis in detective logic as
seen in postmodern fiction arisesin part from alarger “crissin relaion to dl the environments of
enclosure”

According to Deleuze, this generd criss regarding enclosure has helped bring about a“ mutation
of cgpitaism” which hasin turn produced “societies of control” (311, 309). He explains, “Enclosures
are moulds, distinct cagtings, but controls are amodul ation, like a self-deforming cast that will
continuoudy change from one moment to the other, or like a Seve whose mesh will transmute from
point to point” (310). Because of their lack of permanent boundaries or chains of command, societies
of control are dtriking in part becauseit is no longer clear who or what isin control. Deleuze suggests

that the difference between the two forms can be summed up within the shift from factories to
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corporaions. He explains that * nineteenth-century capitalism is a capitalisam of concentration, for
production and for property. It therefore erects the factory as a space of enclosure, the capitaist being
the owner of the means of production but also, progressively, the owner of other spaces conceived
through andogy (the worker’ s familia house, the school)” (311). But while the factory imagined itsdlf
as “abody that contained itsinterna forces. . . the corporation is a spirit, agas’ (310), a seemingly
boundless indtitution characterized by ongoing “erosons of frontiers’ (312). Inside thisnewly arising
gpace, theindividud is placed “in orbit, in a continuous network” (311), to which there is neither center
nor outsde. Again, the controlling forces remain shrouded in mystery or at least too multifarious to
locate.

It isimportant to note that while Deleuze suggests that we have moved from the domination of
one culturd form to ancther, this should not be taken as an assartion of a definitive separating moment
between two digtinct spatia regimes. Rather, like Lefebvre who argues that we ought to think of spatia
production in terms of “trangtion[s]” rather than “well-defined period[s]” (408), Deleuze stresses that
just as earlier shiftsin cultura production “took place over time,” we have not so much experienced
once and for al ashift out of gpaces of enclosure but “are [Hill] in agenerdized crigs’ (309). Thisis
an important distinction because to suggest otherwise, to enforce well-defined periodization, isto work
againg Gravity' s Rainbow's own rgjection of such compartmentdized versions of history. In
Pynchon’s novel, the characters who opt for dtrict temporal categories are generally associated with
The White Vigtation. One of its scientist members explicitly argues that history can be broken down
into “nodes, critical points’ that can be precisely located and separated out from the everyday moments

that precede and follow (451). Herethe novel implicitly invites to the reader to accept the primary
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historica moment upon which the book itself focuses, the days following the war, as one of those
“critica points” The narrator, however, counters this “critica points’ theory by suggesting that history
is“at best aconspiracy . . . to defraud” (164), not an extraction and compilation of crucia moments
that once existed in “red” time and space, but rather an after-the-fact, ideologicdly inflected
congruction. History’s“critical points” are not o much recuperated as they are invented.
Consequently, attemptsto locate a single, profound moment in the shift from a spatia regime of
enclosure to one of vague control are gpt to culminate in the re-assertion of one of those well-mapped
congtructions designed both to smplify history and to useit to ideological ends. The question is how do
we discuss a trangtion between dominant patia forms without faling into the trgp of Srict
periodization.

| would suggest that we ought to follow Pynchon'slead. To avoid compartmentdizing history,
Gravity' s Rainbow continudly interweaves its presumed present moment, the close of WWII, with
multiple other moments, both past and future, so much so asto serioudy impair the notion of defining
the beginning or end of any “period’—the nove provides not too few originating or dividing points but
too many. Inthisspirit, in referencing Deleuze' s delinestion of two separate patid regimes, | do so
with the understanding that these forms and their culturd logic are not exclusive to asingular moment in
time. We can certainly locate traces of “control” prior to World War 11, just as we can still locate the
resdue of enclosure within the time of the corporation’ s dominance (some have even suggested that the
highly-complex corporate network distracts us from the existence of stes of production, those factories
that continue to run on clockwork). To read Gravity’ s Rainbow as an account of atranstiona phase

in spatia production, from enclosure to control, is not then to ignore the complex set of (multi-causal)
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relations that both construct cultural dominants and produce transitions or crisesin cultura production,
nor isit to attempt to congtruct gtrictly defined beginnings and endings to these modes of production of
gpace. Rather than asfixed forms, we ought to conceive of the ideologically dominant spaces we
confront in Pynchon’s nove as spacesin trangt, in the process of becoming both physicaly aswell asin
the way they are imagined and represented.

Enclosed Encounters

It strikes me that Deleuze' s patia andys's provides a vocabulary thet fittingly describesthe
kind of gpatid mutations we confront in Gravity’ s Rainbow, anovel that begins clearly insgde spaces of
enclosure which lie on the verge of mutation. In the early portions of the text, Sothrop and the other
characters move within labyrinth-like spaces of confinement. The primary physica space connected to
Sothrop is hiswork cubicle, where he spends most of histime. Not only do cubicles atach together to
form maze-like structures, but London itself has become a cubicle city of sorts “ There must be cubicles
likethis[Sothrop's] dl over the ETO [European Theeter of Operations]” (18), creeting an interlinking
maze that extends across the city and beyond. For Slothrop, this boxed-in space “beginsto fee more
and morelike atrap” (114), and, unfortunately, greater London offers him little relief, with its “narrow
dreet[s]” and “ancient brick walls’ (114) that dso form alabyrinth of sorts.

While the labyrinth is often invoked as a symbol of postmodernism, suggesting something other
than drict enclosure, Umberto Eco has defined three distinct types of [abyrinths, the first two of which
are representative of spatia practices that pre-date the postmodern era: “ Thefird, the classical one,
waslinear.” Thisisthe [abyrinth with a center, where the Minotaur lurks, and away out. Eco argues

that in “thiskind of labyrinth . . . one cannot get lost” (80). The second typeisamaze. “A maze
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displays choices between dternative paths, and some of the paths are dead ends. 1n a maze one can
make mistakes’ (81). Inthe maze, an Ariadne s thread may be necessary to find one' sway “out,” but
thereis dtill at least the potentid for an exit. Thisis not the case with the third type of Iabyrinth, which
Eco suggestsisa“net.” Heexplains, “The main feature of anet isthat every point can be connected
with every other point, and, where the connections are not yet designed, they are, however,
conceivable and designable. A net is an unlimited territory” (81). To help usimagine this net Eco
borrows Ddleuze and Gueattari’ s metaphor of the rhizome, “atangle of bulbs and tubers’ (81).

Radicdly different from its predecessors, the rhizomatic net has neither borders, centers, nor exits.
These digtinctions are important because while Sothrop will eventualy work hisway into the space of
the postmodern net, thisis not necessarily the space inside of which he begins. At the very least he
imaginestha heis ill ingde a maze, which despite its tricks does provide an exit. Asthe opening page
of the novel tdlsus, thisisa“ progressve knotting into” (3), meaning that while Sothrop, an dlegoricd
figure for the postmodern subject, does eventualy become fully entangled in a postmodern network and
its forces of control, his search for the rocket startsinside a modernist space, a space of enclosure,
which however dienating Hill operates under the assumption that a unified subject might follow its paths
to freedom or to some central truth.

Consgtent with aregime of enclosure, Slothrop does actualy move “outsde’ theinitid confined
gpace of his cubicle or his barracks, but only to be ushered into another enclosed environment. From
his workplace Sothrop istaken to St. Veronica s hospital, where he falsinto the hands of Ned
Pointsman of The White Vigtation. To Pointaman, Sothrop is useful only asalab rat running the maze

to find the cheese, or the Rocket in this case. Pointsman even suggests that one might see the “war
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itself asalaboratory” (49), as an observable maze in which Sothrop can be loosed and examined. In
an ironic twigt, the work space of The White Vigtation aso turns out to be labyrinthine in nature. As
Webley Slvernal redizes, from a“ German camera-angle” “thislab hereisdso amaze, i'n'titnow . . .
behaviorigts run these aides of tables and consolesjust likerats ‘n” mice” (49). The question remains,
though, “who watches from above, and notestheir response” (49). Theimage of The White
Vigtation's offices as amaze is further evoked by Brigadier Pudding's nightly masochigtic journeysto
Katje. To reach her, “Old Pudding must negotiate half a dozen offices or anterooms before reaching
his destination” (231). The hospitd, then, is characterized by “interiors,” spacesin which these
scientists, men of discipline, contain and study their subjects. 1n the minds of these cause-and-effect
men, al spaces are ether aready enclosed or readily enclosable, an assumption that fails to account for
the fact that the “War has been reconfiguring time and space” (257), placing spaces of enclosurein
crigs dong with the disciplines that produce such spaces.

While the early portions of the narrative highlight spaces of enclosure, as Brigadier Pudding's
disorientation reflects, those spaces and their underlying logic are indeed under atack. Anaging
soldier, Pudding “was brought up to believe in aliteral Chain of Command, as clergymen of earlier
centuries believed in the Chain of Being” (77). Pudding believesin alinear sructure in which orders
move down through clearly defined spaces, just as individuas (potentialy) move up through those same
grictly ranked spaces. At the close of the WWII, however, Pudding finds that he has been “set down
inanew space. . . of the War-date itsdlf, its very structure” (76 my emphass). Pudding is especidly
troubled by the growing number of departments or “areas of the War”: “Who can find his way about

this lush maze of initids, arrows solid and dotted, boxes big and smdl, names printed and memorized?’
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(76). These"newer geometries confuse’ Pudding to the point of despair (77). Of course, Pudding’s
crigsisnot hisaone, but rather symbolizes the crisis of the modernist subject crossing the threshold that
leads from the pace of enclosures to that more thoroughly postmodernist space of netted control in
which clearly marked boundaries begin to collapse.

The crisis regarding paces of enclosure is further indicated by the map of London that hangs
beside Sothrop’s desk, amap he uses to chart his sexual escapades. 1n a striking mixture of the desire
for conquest and cartography, for each woman, Slothrop places astar on his map at the location where
the encounter supposedly took place. And it just SO happens that each star coordinates exactly with the
London sites on which the rockets have falen, each of Slothrop’s dates directly preceding each rocket
grike. At firg glance, the congruence between Sothrop’s map and the incoming rockets seems to
suggest the ahility, however uncanny, on Sothrop’s part, as well as on the part of the scientists studying
Sothrop, to establish a pattern which in turn could help them unravel the mysteries of the Rocket. In
this case, Sothrop’s map would reenforce the conception of space under which the classic and hard-
boiled detective operates, where the detective can “map” crimina activities or cluesin order to “close
in” on the guilty party. Sothrop’s map, however, ultimately provides a critique of such assumptions,
not only because it digns * pornographies of deduction” with the act of cartography, but moreover
because, as we later discover Sothrop’s map is based more in the fantastic than inthe “red.” Thanks
to the deuthing of apair of professond “gumshoes,” Speed and Perdoo—who while the nove’s only
“official” detectives, are dmogt as eadily distracted asis their amateur counterpart Sothrop—RPointsman
and the other scientists learn that the “names on Sothrop’s map do not gppear to have counterpartsin

the body” (272). Of coursg, if the women do not physicaly exist then Sothrop’s map, and the space it
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assumes, that is the linear, rationdly structured space of enclosure, undergo serious ontologica
destabilization. Once the map is thrown into question, the spaces it purportedly marks, or, at least in
terms of perception, encloses, become themselves destabilized, or ripe for reconfiguration. What better
metaphor for this reconfiguration than the result of the rockets themselves, those holes left in the once
ordered and “enclosed” cityscape which is being physicaly deconstructed.

Gravity's Rainbow records acriss not only for the modernist space of enclosure, but aso for
the disciplines that produce an enclosed space. Pynchon suggests thisin part by highlighting severa
disagreements among the scientists of The White Vistation, whose attempts to empiricaly verify cause-
and-effect fall time and again. The severity of the crisis regarding the disciplines is made even more
gpparent by the decision of the scientists to set Sothrop loose from the restrictive space of their
laboratory. If they were not fedling the pressure of new forces, there is no reason that they could not
continue to rely on old means—andyzing Sothrop inside the tightly regulated space of the hospitd—yet
they do not keep him inside this space, but rather release him into the very space that is being most
radicaly recondructed by the war, that being “The Zone” Rozsavolgyi suggests that giving Sothrop
theilluson of freedom will alow them to perform anew kind of test, a“‘projective’ tes.” “The ba-9c
theory is, that when given an unstruc-tured stimulus, some shape-less blob of exper-ience, the subject,
will seek to impose, struc-ture on it” (81). More specificaly, they will alow Sothrop to experience
the ungtructured European countryside in order to observe just what kind of structure he will impose on
that experience. In their minds, however, they will till be “in control” (82), war-torn Europe acting
amply asalarger laboratory/maze ingde which they can ingpect the behavior of their rat. But while

Pointsman and the others assume that even after his*releasg’” Sothrop will remain under their watchful
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eye, thismove on their part placestheir study of Sothrop at great risk, arisk that reflects an attempt to
reestablish the hegemony of the disciplines which are facing a significant crisis that comes hand-in-hand
with the war’ s reconfiguration of space and time.

While the decision to loose Slothrop is undoubtedly, at least in part, the product of alarger
crigsregarding spaces of enclosure, The White Vistation's men of science, aong with the mgority of
the charactersin the nove including Sothrop, should not be seen as fully cognizant of this spatiad
trangtion. Again, in the minds of the scientidts, al oaces are either dready enclosed or readily
enclossble. Furthermore, Slothrop himself, thinking like agood detective, begins his survelllance of the
European countryside with asmilarly rationdized notion of patid sructures, namely that they are
reedily containable both cognitively and physically. Such assumptions, however, fail to account for the
war's effect on spatia production. That isto say, they fail to recognize the nature of the “The Zone,”
the demilitarized and uniquely deterritoridized space of post-war Germany. It isinsde the Zone that
we witness a full-fledged reconfiguration of spaces of enclosure as they give way to afar more nebulous
gpatidity, the modulating space of control.

Enter TheZone

After abrief say at the Casno Hermann Goering, where Slothrop begins to undergo significant
dterations to hisidentity, he escapes (or is purposefully let loose) to Nice, where he suddenly redizes
“thet thisis hisfirg day Outsde’ (256), freed from the clinical enclosure that previoudy dictated his
movements. For thisingant, it gppears that Sothrop will finally enjoy a space of true freedom, but as
he muses further—"His first free morning. . . Free? What's Free?” —it becomes apparent that he has

not so much found freedom as he has wandered into a different kind of spatid structure than that with
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which he has previoudy been familiar, a predicament heightened by Slothrop’s arrivd in the
confounding space of the Zone. Slothrop first learns of  the anomalous nature of the Zone from an
Argentine anarchist by the name of Francisco Squdidozzi who narrates the history of Argentinain terms
of closed and opened spaces. He explains to Sothrop, in “the days of the gauchos, my country was a
blank piece of paper” (264). Argentinians had since become “obsessed with building labyrinths, where
before there was open plain and sky. To draw ever more complex patterns on the blank sheet. We
cannot abide that openness: it isterror to us’ (264). In an attempt to counter this reflex, Squdidozzi
has been seeking atruly open space, which explains his fascination with the Zone. Asheexplains, “In
ordinary times . . . the center dwayswins. . . Decentrdizing, back toward anarchism, needs
extraordinary times. . . thiswar—thisincredible War—just for the moment has wiped out the
proliferation of little states that’ s prevailed in Germany for athousand years. Wiped it clean. Opened
it” (264-65). Thissmal window in history offers Squdidozzi, and Pynchon, an open space that
potentidly counters the enclosures that we see earlier in the novel. Despite the attractiveness of
Squalidozzi’ s politica vision, asfar as Sothrop (a product of spaces of enclosure) is concerned, the
idea of openness creates agood ded of discomfort. He suggests to Squalidozzi that “bobwire’ is
somehow “progress,” and he assumes that the only thing the anarchists could do with the land is“try to
hold it” (264-65). Squdidozzi corrects Sothrop, “No. Taking land is building more fences. We want
to leave it open. We want it to grow, to change. In the openness of the German Zone, our hope is
limitless’ (265); to this he adds, “So is our danger” (265).

Through Squdidozzi’ s vision of the Zone, then, Pynchon alows us to imagine a space that

transcends societies of enclosure, a space that findly breaks the “mold” so to spesk. But while
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Squdidozzi suggests that this new space will collgpse boundaries, he certainly does not imaginethisasa
gpace of control, even of vague control as Deleuze indicates, nor does the Zone gppear as such when
we firg confront it along with Sothrop. Oncein the Zone, Sothrop discovers that indeed “the borders
fdl away” asthe “Zone envelopshim” (281). AsRdzsavolgyi seemsto have predicted, Sothrop
cannot fully conceive that such a space actudly exists and, therefore, does continue to “impose
dructureonit.” Envisoning the Zone as dready compartmentalized, Sothrop asks Geli Tripping if
Swinemiinde is not in the Soviet zone. She ingructs him, “Forget frontiers now. Forget subdivisons.
Therearen't any” (294), implying that this spaceistruly free of enclosures. Later, while flying over the
Zonein ahot-air baloon, he mentions to Schnorp thet they are flying into the Russan zone. Schnorp
aso corrects Sothrop, echoing Geli, “There are no zones . . . No zones but the Zone” (333).
Sothrop’s experiencein the Zone, a least initidly, corroborates these notions of openness, asif no new
regime were replacing that of enclosure. At one point during Slothrop’s travels through a sexies of
fenceless heaths and meadows, the text likens the Zond countryside to the sear “This morning it looks
like what the Vikings must have seen, sailing this great water-meadow south, clear to Byzantium. All
Eagtern Europe their open sea: the farmland rolls gray and green aswaves. . . ponds and lakes seem to
have no clear boundaries’ (549). By using the sea as ametagphor for the Zone, the nove not only
suggedts that thisis a gpace devoid of organizing structure, an anti-enclosure, but also implies that thisis
a gpace that resists the congtruction of future structures or maps, for how is one to mold or chart a
gpace in congtant flux? And the Zone opens up more than just the physica land. Immediately following
the sea metaphor, we are told, “ The Nationalities are on the move. It isagreet frontierless streaming

out here’ (549). All barriers and markers, nationa and otherwise, have come crashing down with the
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end of thewar.

While the Zone is obvioudy characterized by a spatid shift away from spaces of enclosure, it is
not, however, free from the residue of the preceding regime. Soon after Sothrop’s entrance into the
“openness’ of the Zone, Sothrop’s investigation leads him to one of the archetypa spaces of enclosure
mentioned by Deleuze. Specificaly, Sothrop vidts the Mittlewerke, aformer rocket factory thet liesin
the heart of the Raketen-Stadt, or Rocket-City. This well-defined factory space s, of course, strikingly
out of place when positioned within the decompartmentalized space of the Zone. Onceingdethis
dructureitis“hard . . . to live in the present for very long,” for thisis a Ste haunted by the assemblage
of the rocket, by “knuckles. . . bloodied againgt grinding wheels, pores, creases and quicks. . .
stabbed by the fine splinters of sted” (303). To put it another way, this former factory is haunted by the
means of production that accompanied spaces of enclosure. No wonder Slothrop feel's encouraged
that he might find the “clug’ heislooking for in thisvery place, for inits former state as a closed system
of efficient production, this factory space would certainly have supported such detective logic.
Reflective of new modes of production, the Mittlewerke, has, however, been converted into atourist
gte, aservice-oriented space indicative of atrangtion from industrid capitalism, or what Jameson terms
monopoly capitalism, to late capitalism. While the existence of aresdua space, a space in the process
of converson, within the Zone reflectsthe radica spatid crigs that Western culture a large is
experiencing, a this point in the narrative we remain at best on the threshold between two different
forms of spatid production. Given his detective-like desire to remain in the more clearly defined spaces
of enclosure and the fact that this one-time space of enclosure is now being transformed, it is not

surprising that Slothrop gets logt in the tunnels—while being chased by Mgor Marvy. Nonetheless,
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Sothrop is able to exit the Mittlewerk relatively unscathed due to the help of aformer employee of the
factory, his Ariadne sthread. Insde the Mittlewerke, then, we recognize that atrangtion isindeed
underway that will spawn anew space within the Zone, but we aso come to redize that this new space
isonly just emerging.

The example of the Mittlewerke reminds us that while the end of the war has meant the
deterritoridization of the Zone, this does not necessarily mean that this spaceis astruly open asthe
anarchists might hope, but neither does this mean that the old spaces of enclosure will smply be
reindantiated. Rather, the open/closed binary is quickly replaced by another spatia form atogether.
Using the railroad as metaphor, the narrator suggests that the track, which in a society of enclosure runs
from point to point, has not smply been removed, but rather, the “track runs in different networks now.
What appears to be destruction isredly the shaping of railroad spacesto other purposes, intentions he
[Sothrop] can only, riding through it for the first time, begin to fed the leading edges of . . . “ (257).
Thus, what gppears at first glance to be deterritoridization isin fact reterritoridization by new forcesto
new purposes, creating new spatidities. In hisreading of Gravity' s Rainbow, which focuses on
mapping the postmodern, Jose Liste Noya suggests that while “the Zone, that eminently ‘ unmappablée
gte’ (515), promises a certain freedom from conventiond cartography it dso “includes its negated
other, the map, by plurdizing and disseminating it” (528). Similarly, while the Zone promises openness,
the disappearance of the territoridizing structures, Sothrop discoversthat it dso includesits “ negated
other” aswel. That isto say, the Zone is not complicated solely by the existence of maps, as Noya
suggedts, but aso by itsindusion of physica and imagined spatia networks that have not been fully

eradicated by its openness. As Kathryn Hume points out, in the novel such networks are commonly
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represented by among other things grids, circuits, railroad tracks, underground networks, aswel as
various “labyrinthine cityscapes’ (629). Yet just asthe maps included in the Zone are not the maps of
conventiona cartography, the crux of Noya s argument, the new “railroad spaces’ that we find in the
Zone do not portend the reestablishment of a dis-empowered spatia regime, that of enclosure. Rather,
the Zone produces anew set of tracks, “shining stedl roads . . . crisscrossing and pedling off to dl parts
of the Zone® (572), that now ramify into the modulating networks more indicative of a gpace of vague
control.

One of Pynchon's primary examples of these new networks isthe grid, both fantastica and
literdl, which crops up throughout the Zone. The implications of the grid are most clear in “The Story of
Byron the Bulb.” Byron isjust one bulb, one point, in the al-controlling “Grid” through which
“messages’ are tranamitted. The Grid, or the circuit for eectricity flow, ultimately links Byron to * other
kinds of dectric gppliances, in homes, in factories and out in the street” (654). Reminiscent of Eco's
rhizométic net, the Grid we are told is “wide open” (655), accommodating multidirectiona flows. Like
Eco’s net, the Grid is not limited to any one building, nor does it have a clearly identifiable center. And
whereasin the net “every node can be connected with every other node” (Eco 82), smilarly, one could
eventudly link into Byron from any of the other points on the Grid. Furthermore, the text links this Grid
to the omnipresent “they-systems’ that emerge throughout the novel, making the Grid part of alarger
“pattern” that Byron comesto fear. Aswith the rhizome, we cannot locate an “outside’ to the Grid.
Under the regime of enclosure, an outside, at least to each individua structure, would be fully
conceivable, for it isadiscernibly closed system. The Grid, however, no longer operates under such a

regime, but rather produces new networks through which neo-imperiadism aswell as neo-capitalism
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The Grid and the railroad tracks are not the only structures in the Zone that signa to us that we
have entered atrangtional phase concerning the production of space. The Zon€'s cityscapes,
destabilized by the war’ s reconfiguring of physical space, dso reflect this shift. For indance, when
Sothrop enters Berlin, he quickly recognizes that the war machinery has transformed much of the
formerly enclosed streets into “ open spaces’ (367). Berlin, acity that once represented order and
structure, has been violently exploded: “The straight-ruled boulevards built to be marched dong are
now winding pathways through the waste-piles . . . Smooth facets of buildings have given way to
cobbly insdes of concrete blasted gpart” (373). In place of the rationally organized space of the city
ingde which the detective could comfortably operate, we now find a Berlin that “provesto befull of . . .
tricks’ (368). Gravity' s Rainbow further describes Berlin as “an inverse mapping of the white and
geometric capital before the destruction,” where “everything' s been turned indgde out” (373). The war
has not merely opened Berlin's “ straight-ruled” streets, it hasin fact caled the very notion of ingde and
outside into question, and with it the entire ideologica fantasy that supports the socid redity of
enclosure.

Gravity' s Rainbow further questions the idea of ingde/outside, of structurd permanence and
order, by introducing usto cities of the Zone that lie in the redlm of the fantastic. Insde one of these
fantasized cities, gpparently from Sothrop’s subconscious, Slothrop and the Floundering Four search
for the Radiant Hour, a quest that leads them deeper into the Rocket-Capital: “ Travel here gets
complicated—a system of buildings that move, by right angles, dong the grooves of the Raketen-

Stadt’s street grid” (674). Like Eco’ s rhizomatic net, where “the structure changes through time” (83),
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in this fantasized space, or hyper-space, the city not only changes shape, but does so at a hyper-speed
symptomeatic of Deleuze' s spaces of control, which, again, “are amodulation, like a self-deforming
cast that will continuoudy change from one moment to the other.” The contrast between pre-war Berlin
and the Rocket City reflects, then, a shift from stabile enclosures, “ straight-ruled” streets designed for a
highly visible fascigt regime founded on discipline (Space insde which the detective could effectively
map out his case), to vague, fluctuating spatidities of control (which the detective can no longer
rationaly organize). Itisdsoinsgde Sothrop's fantasized city that the open/closed binary
problematized in Pynchon's description of post-war Berlin is fully decongtructed. Earlier in the novel
Pointsman himsdlf asks, “Could Outside and Inside be part of the same fiedld?’ (144). Wereceive a
least a tentative answer when Sothrop, ingde his fantasized Rocket-Capita, discovers “Outside and
Insgde interpiercing one another too fagt, too findy labyrinthine, for ether category to have much
hegemony anymore’ (681). Theloss of such didtinctions introduces our detective into acultura logic
that no longer produces distinct boundaries or orderly boulevards dong which he might rationaly
pursue and end his search. In fact, the detective can no longer tdll if heisingde or outside the case;

such categories have collapsed.
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The Subject in Hyper space or, No Body is Safe

One of the distinctive traits of societies of control, as Deleuze describes them, is that the
controlling eements are not as visble as within societies of discipline. In societies of discipline the
family, the school, the factory are dl distinctly bounded power structures that make overt attemptsto
define the subject. Thisis not the case under the regime of control, in which the subject confronts afar
more nebulous socid order. In short, the control must dways remain elusive, or in effect unmappable.
This explains the uncertainty surrounding Slothrop’s freedom as asubject. As| mentioned, once The
White Vigtation turns Sothrop loose it is never fully cleer if he remainsingde atightly monitored
gructure or if he amply wanders the countryside aimlessy. While at times Sothrop gppearsfree, heis
repeatedly confronted with the possibility that heis not, and may never be “outsde’ at dl, for asa
member of the Zurich underground suggests, “ There must be a pattern you're in right now” (257). He
isleft, as are we, to wonder whether Sothrop is not till being watched, if he does not till travel a
closed system. On the one hand, “dl in hislife of what has looked free or random, is discovered to've
been under some contral, dl thetime” (209). On the other hand, Enzian indgsts that Sothrop has
become a“free agent,” and the anarchists posit that once ingde the Zone, Sothrop can find atruly
open space. Slothrop’ s experience does not, however, validate this conclusion, for just when Sothrop
appears most free, to be most dlearly acting on hisown, it turns out that heis actudly being lured into
anintricate trap. Ultimately, it isnot clear if Sothrop is“ingde’ or “outsde’ of a pattern, or even if
those are the only two options. Again, categories have collgpsed, leaving only something like alimind
gpace, athreshold that is not definitively “ingde’ or “outsde” In fact there might not even be a

forward or backward. For Sothrop, there is certainly no return: “But nowadays, some kind of space
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he cannot go againgt has opened behind him, bridges that might have led back are down now for good”
(490). Smilarly, Enzian, a least momentarily, loses his ability to maneuver: “What is turn? Don’'t know
which way to begin to move. . . don't know how to move’ (524). In the space of vague control, then,
Slothrop and the others lose the ahility to grasp their own present position: insgde? outside? trapped?
free?

Despite Squdidozzi’ s vison regarding the openness of the space of the Zone, as we have seen
that space is being re-colonized at arapid pace, making Slothrop’s hopes of freedom, for an outside to
these new borderless spatidities laughable. Springer literdly laughs at Sothrop’s request for a
“discharge,” an exit or return home. Slothrop, however, does not appear to get the joke. Like the
classic detective, he assumes the ability of the subject to chart his own position as well as the larger
socia space in which he moves. In one of the closing vignettes, Sothrop remembers as achild
returning home through something like aclassica or linear |abyrinth: “1f Sothrop wants to get home
from here, he has to dide into a pathway next to the two-story brick wall of Hick’s Garage, a green
path whaose entrance is concedled behind the trash-fire of the store, and the frame shed . . . You cut
through two lots. . . You have to cross a street then, go down Mrs. Snodd’ s driveway. . . through a
wiregae. . . over therall fence” and so on (744). But while the dley symbolizes the enclosed space of
Slothrop’ s childnood—a space for which he has grown nostalgic—the newly conceived networks that
populate the Zone have irretrievably complicated the idea of such pathways. Asthelast line of the
vignette indicates, “It may betoo late to get home” (744). While Slothrop longs for secure dleyways
with exits, he confronts instead the modulating space of Rocket City, aramified space that leaves him

bewildered to say the least. Unable to locate an exit from the rhizomatic space of the Zone, Sothrop
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can only hope that “ by riding each branch the proper distance, knowing when to transfer . . . this
network of dl plots may yet carry him to freedom” (603), yet given the growing complexity of these
new spatia structures, “knowing when to transfer” is no longer asmple task.

Given the spatid colonization of the Zone and its reterritoridization to new purposes, it isno
wonder that those who search for freedom look to the sky and the power of the Rocket to transcend
the literal and symboalic networks insde of which they live. As Franz Pokler, arocket engineer, triesto
explan to hiswife, “Well dl useit, someday, to leave the earth. To transcend” (400). He further
imagines, “Borders won't mean anything. We'll have dl outer space’ (400). For Pokler, and heis not
adonein his hope, the Rocket offers the possibility of reaching atruly un-colonized or un-netted space.
Despite Pokler’ s fantasy, however, the Rocket possesses the capacity to defy gravity only temporarily;
it eventudly falls back onto the street-grid. Even more damaging to Pokler’s dream, Zond networks
are not confined to land only. The open Airgpace aboveis adso being rapidly interlaced with various
networks of communication: “one more overlay on the Zone, antennas strung in the wildernesslike
redoubts, radiating half-spheres of influence, defining invisble corridors-in-the-sky” (620). In fact, the
rocket itsdlf, the very object that symbolizes the possibility of transcendence, appears unable to extract
itsdlf from the newly developing networks of the Zone. At one point, the rocket is described as being
“dectric-shocked as any rat into following this very narrow mazeway of clear space” (517). Thus, the
net extends vertically as well, making the idea of a closed system obsolete as the system as aregime of
vague control continues to expand.

Asif the colonization of airspace were not aradica enough example of spatia recongtruction,

these new networks aso extend onto and into the body, as Sothrop’ s experience in the Zone revedls.
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What is arresting about Sothrop’s efforts a detection is not only that he fails to recover any evidence
or to solve any crimes, but that he loses his identity, as well as any hope for a Sabile identity, ong the
way (one of those dangers Squalidozzi dluded to?). Sothrop’s subjectivity beginsto bresk down
shortly after hefirst leaves London, supposedly for alittle rest and relaxation on the Riviera. It isthere
that the scientigts intentionally begin to strip Sothrop of his identity: “His friends old and new, every last
bit of paper and clothing connecting him to what he's been have jugt, fucking vanished” (205). While
he eventually concedestheloss of “hisID, his service dossier, hispast,” he remains “interested, and
sometimes alittle anxious, about what they seem to be adding on” (210). The minor dterationsto his
identity that he suffers at the hands of Pointsman are nothing, though, compared to what happens after
he enters the Zone, where, again, he begins “to thin, to scatter” (509).

This scattering is prefigured by Slothrop’s various costume changes aswell as by his name
changes. He goes from lan Scuffling, to Rocketman, to Max Schlepzig, while dressing in a variety of
costumes including a zoot suit, a cape and helmet, workman's clothes, a tuxedo, a Russian uniform, and
even apig suit. Inthelatter pages of the novel the following is said of Slothrop: “ Scattered dl over the
Zone. It'sdoubtful if he can ever be ‘found again, in the conventiona sense of * positively identified
and detained’” (712). Slothrop’s scattering ultimately causes him to “become a cross himsdlf, a
crossroads, aliving intersection” (625). The networked landscape has invaded or linked onto his
bodyscape. As Lefebvre suggests, “Bodies — deployments of energy — produce space and produce
themselves . . . according to the laws of space’ (171). Thus, once the laws of space as dictated by
societies of enclosure experience radica transformation, the bodies within that space, as well as how

those bodies are imagined, necessarily aso undergo considerable adjussiment.  1n one of the text’sfina



49

mentions of a now-scattered Slothrop, we are told that some even “believe that fragments of Slothrop
have grown into consstent personae of their own. If so, there' s no telling which of the Zon€e' s present-
day population are offshoots of hisorigina scattering” (742). What better metaphor for the space of
control and its erosion of boundaries than the reconfiguration of Sothrop’s corpored space? Not only
can Slothrop not exit the reterritoridizing networks he confronts, he has become those networks,
knotted into the web himsalf, netted across the Zone.

In hisandysis of postmodern culture, Fredric Jameson discusses at length the kinds of spatia
reconfiguration that Sothrop experiences. Jameson suggests that recent aterations to space resulting
from late capitalism and its technologica by-products have combined to form what he terms
“postmodern hyperspace’—fitting terminology for Pynchon'sZone.  He contends that this
hyperspace has “findly succeeded in transcending the capacities of the individua human body to locate
itsdf, to organize its immediate surroundings perceptualy, and cognitively to mep its poditionin a
mappable externa world” (44). Jameson argues further that “ distance in generd (including
‘critica distance’ in particular) has very precisely been abolished in the new space of postmodernism.
We are submerged in its henceforth filled and suffused volumes to the point where our now postmodern
bodies are bereft of spatial coordinates and practicaly . . . incapable of digantiation” (48-9). Thisloss
of distance obvioudy presents a daunting problem for the detective (as well asfor the readers of
detective novels) who rdies on his ahility to distance himsdf from the case so that he might criticaly
andyze and solve the mystery from a seemingly objective viewpoint. Pynchon’'s metaphysical detective
becomes, in fact, the very mystery-laden web he attempts to unrave.

| introduce Jameson'’ s reading of postmodern space at this point for two primary reasons.
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Firg, Jameson adds to Deleuze' s theory of space a more thorough account of the effect that recent
trangtionsin spatia production have on the subject’s, in this case Sothrop’s, experience of the world.
Secondly, in *“hyperspace’ Jameson provides us with a usefully descriptive term that when added to
Deleuze' s terminology helps us more accurately discuss the space that Pynchon offers usin the Zone,
Reading Jameson and Deleuze againgt each other, it becomes clear that the space of which they writeis
ultimately the same space. In both cases, while the net is dl-encompassing, the center aswell asthe
outside have disappeared, and, again, it isthe very unnavigable quaity of postmodern space, a pace
that erodes enclosing structures, that creates a climate of ambiguous control. In short, the spacein
Pynchon’s nove that | have referred to up to this point as a space of control might even more
accurately be termed a “hyper space of control,” a space that controls precisely because it resststhe
subject’ s attempts to map—spatialy or historically—its structure.

While Pynchon’ sfiction has been interpreted as providing avison of postmodern space smilar
to that of Jameson, we should recognize that Pynchon ups the ante, for not only can Sothrop not
distance himsdlf from the reterritoriaized networks — grids, tracks, shape-shifting cities—so asto view
them in their entirety, which would enable him to chart the space of the Zone aswell ashisown
position, he has findly become the network. His knotting into the network is so extensive that we can
no longer differentiate Sothrop the individua from the larger net. No wonder Springer laughs at
Slothrop’ s request for a*“discharge.”

What should be clear by now isthat ingde Gravity’ s Rainbow, at adiegetic level, webs
branch out well beyond the physical space of the Zone: into the sky, into the mind, and onto the body.

But the branching does not stop there, does not stop within the fictiona world of the novel; even the
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text itsdf, a ameta-diegetic leve, is symptomatic of a hyperspace of vague control. To begin with, the
sheer Sze and volume of the multiple narrative strands in Gravity' s Rainbow aong with the author’s
habit of shifting between ontologica levels without anything like atrangtiond clue have adisorienting
effect on the reader to say theleast. The nove includes so many characters, plots—in both senses of
the word—and sub-plats, that it is frankly impossible to account for dl of them. We cannot gain a
globa vantage point; we cannot see dl the narrative Strands at once. The text spiders out in too many
directions, connecting too many characters and storylines for usto grasp them smultaneoudy. Possibly
even more so than Slothrop’s story, these metafictiona gestures on Pynchon’s part make the notion
of an ontologicaly marked “outsde’ or a distantiated position, for the characters or readers, utterly
untenable. At times, our own chances of adischarge, or exit, gppear asimprobable as Sothrop’s.

This engulfing effect is further heightened by Pynchon's repeated use of the second person pronoun,
“you,” which (on a least one “naraive plang’)? implicates us, or an extra-diegetic reader, as the guilty
party® aswell as suggests that we too produce and travel Pynchon's hyperspatia networks. Such
passages are particularly striking because the narrative voice is not, as readers might expect, inviting or
comforting; rather, the narrator is often overtly antagonistic to the imagined reader or extra-diegetic
narratee (the detectives of the text) asif he were toying with “us” or controlling “us’ from some dusve
position. Pynchon's use of “you” creates a relaionship between the narrator and the readersthat is
itself symptomatic of a hyperspace of control, inside which the reader experiences discomfort when
confronting a narrator and text that appears to taunt the reader and exploit the detective-like desire for

aconcluson or an out which never materiaizes, at least not in any conventiona sense.
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The Production of (Hyper)Space

While we have seen, both in fiction and theory, what a hyperspace of vague control might look
like aswell asits potentia for expanson, we have yet to sufficiently address the question as to just what
has brought about this recent trangition in spatia production. What socid, materid, or intellectua
factors have created such a gpace? Significantly, it isin answer to this question that we see somewhat
of aparting of ways between Pynchon and theorists such as Jameson and Deleuze. According to both
Jameson and Deleuze the primary cause of the trangtion from amodernist to a postmodernist
hyperspace of control can be located in the trangtion from earlier forms of capitalism to what Jameson
terms late capitdism, aform marked by among other things new technology. Deeuze contends that the
“technologica evolution must be, even more profoundly, a mutation of capitaism” (311), which in turn
produces a mutetion in spatia production. Jameson goes so far asto argue that the “adarming
digunction point between the body and its built environment . . . can itsdf stand as the symbol and
andogon of that even sharper dilemmawhich isthe incapacity of our minds, at least a present, to map
the great globa multinationa and decentered communicationa network in which we find oursdves
caught asindividua subjects’ (44). Of course, like Jameson and Deleuze, Pynchon implicates evolving
technologies in the production of the postmodern hyperspace and its regime of control. More than
once Gravity’ s Rainbow raises the frightening possibility that “ secretly” the war is“dictated . . . by the
needs of technology . . . by a congpiracy between human beings and techniques’ (520-21). If thisis
30, then we certainly ought “to look into the technology of these metters’ (167). Further in agreement
with Deleuze and Jameson, Pynchon traces the production of post-war space to the “mutation” of

cgpitaism. One underlying theme of Gravity’s Rainbow isthat the temporary aliances created by the
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war have produced multinational corporations that have succeeded in recongtructing geo-political
boundaries. “like Shell, with no red country, no side in any war, no specific face or heritage: tapping
ingtead out of that global stratum” (243). Dedeuze suggests that recent dterationsin the money form
reflect the shift toward societies of control: “discipline aways referred back to minted money that locks
gold in as numerica standard, while control relates to floating rates of exchange, modulated according
to arate established by a set of standard currencies’ (311). Similarly, in the space of the Zone “truer
currencies come into being” (105). As Enzian notes, in the Zone “There s no money any more” (522);
what is being exchanged is something far more abdtract, such asinformation, asign of our arrivd in late
capitdism and its hyperspace of vague control.

One might argue, then, that Pynchon like Deleuze, Jameson, and other prominent spatid
andydts such as Sojaand Harvey, links the mutations in spatial production directly to the mutation in
capitalism, to an economic base that produces current technologica networks which have no doubt
reconfigured our experience of space. However, what makes Gravity’ s Rainbow so important to a
discussion of postmodern space isthat it remains a step ahead of much of the contemporaneous theory,
including the work of Jameson and Deleuze, which explains the production of postmodern spacein
soldly economic/technologicd terms. While, on one hand, Gravity' s Rainbow pointsto late capitaism
and its global networks as the producer of postmodern hyperspace, on the other hand, the novel
undermines such a conclusion, tauntingly even: “Go aheed, capitdize the T on technology, defy itif it'll
make you fed lessresponsible’ (521). By undercutting the notion that technology, a product of the
evolution of capitalism, isthe sole source of post-World War 11 culturd forms, Pynchon suggests that

there is not one cause through which we can explain, or map, the new spatia networks that populate
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the Zone, or the space of postmodernism. In Pynchon’s account this space is produced by both shifting
modes of production and multiple sets of socid relaions. Thisisan important distinction because the
magor flaw in Jameson’ s theory of postmodern space, as Doreen Massey and Derek Gregory have
noted, isthat it does indeed appear to capitdize the T on Technology, and in so doing, fails to account
for other factors. The same critique can be applied to Deleuze stheory of a space of control, which he
a0 links solely to an techno-economic base.

As Massey suggests, while * recent changes in space-time have clearly been propelled by
cagpitdism and developments in technology . . . [t]o reduce them to the culturd logic of late capitaism
(Jameson) or of flexible accumulation (Harvey) is severdly to reduce their meaning and their variety”
(164). She adds, “Ethnicity and gender, to mention only the two most obvious other axes, are aso
deeply implicated in the ways in which we inhabit and experience space and place, and the waysin
which we are located in the new relations of time-gpace compression” (165). Thus, if we inhabit a
hyperspace of control, we do so not only because of the evolution of capitalism. Along similar lines,
Lefebvre suggests that the spatia shift we have undergone in the second haf of the twentieth century, in
conjunction with the effects of economic-technologica mutations, dso “ tems from the dominance of
the male principle, with its violence and love of warfare’ (409). Lefebvre identifies three digtinct
“formants,” beyond the economic, that participate in the production of space: the geometric, the optica
(or visud), and the phallic (285-86). The first two formants work collectively to produce space as a
void; they empty out space. The phdlic formant then “fulfils the extra function of ensuring that
‘something’ occupies this pace, namdy, asgnifier which, rather than Sgnifying avoid, Sgnifiesa

plenitude of destructive force” (287). He argues, “Phdlic erectility bestows a specid status on the
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perpendicular, proclaiming phallocracy as the orientation of space, as the god of the process’ (287).

While Jameson and Deleuze ignore such factors, Pynchon’ sfiction recognizes the role of the
“mde principle’ inthe arriva of “new relations’ regarding patia and tempord networks. In Gravity’'s
Rainbow the Rocket, quite obvioudy, both embodies phallic power and dramétizesits participation in
the production of space. As Enzian recdls being taught, “Beyond smple sted erection, the Rocket was
an entire system won, away from the feminine darkness, held against the entropies of Mother Nature:
that was the first thing he was obliged by Weissmannto learn . . . He wasled to believe that by
understanding the Rocket, he would come to understand truly his manhood. . . .” (324). Gravity’'s
Rainbow aso equates the Rocket with The Tower in adeck of tarot cards, The Tower representing
“victory over splendor, and avenging force” (747). This andogy between the Rocket and The Tower
lends the Rocket further symbolic import, making it reminiscent of the monument and its attempt to
gtake phdlic dominance over the generaly urban space (socid and physicd) it inhabits. Ladtly, ina
futurigtic vignette we find that “the City has grown so tdl that eevators are long-haul affairs, with
loungesingde’ (735). Thisfuturigtic City is the product of the long hoped for “Vertica Solution” (735),
which Pynchon again equates with the Rocket and Pokler’ s dreams of transcendence. In each of these
ingtances, the Rocket represents the phalic formant par excellence aswell as the end god, attempting
to occupy and verticaly orient all space as well as our perspective of space. By connecting the
production of space to gender relations in addition to techno-economic factors (and Gravity’s
Rainbow aso implicates race as a contributing e ement),* Pynchon complicates and ultimately enhances
both Deleuze s and Jameson's analyses of postmodern space. Thisis not to say that Pynchon's

fictional account makes it any easer to navigate the hyperspace of postmodern culture. If anything, by
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linking the condruction of gender to spatia production, Gravity' s Rainbow suggests that the set of
relationd networks out of which the space we experienceis produced is even more complex than either
Jameson or Deleuze imagines, for ingde the reterritoriaized space of the Zone, the subject isrequired
to navigate far more than the multinationa web thet islate capitaism, asif that were not intimidating
enough.

While linking gender relations to spatid production is an important step, Pynchon does more
than smply make the connection; rather, he critiques the hegemonic forces that construct the space(s)
that arise from the rubble of World War 1. As Keesey argues, rather than attacking the “ military-
indugtrial complex” as an isolated dement, “ Pynchon’s meta-detective fiction reveds the
‘masturbat[ory]’ desire for ‘male supremacy’ driving the detective' s quest,” which ismade “to
conform to a phalocratic order” (51,50). We might remember here theirony that Sothrop’s map of
his sexua conquests appears to celebrate his phalic power—as does classic cartography and its
colonization of gpace in generd—mbut turns out to be merdly anilluson. This critique of the phdlic drive
isfurther present both in Slothrop’ s failure to even so much as keep his attention focused on the case,
that isin Pynchon's undercutting of the culturd logic of the dassic, mae detective aswell asin the
novel’s questioning of the Rocket’s hegemonic clams. While on the one hand, the Rocket appears to
be dl powerful, taking on alife of its own after reaching the Brennschluss, and is capable of mass
dedtruction from which thereislittle protection, it ultimately cannot maintain the vertical solution, cannot
sudtain its defiance of “Mother Nature” In fact, while Blicero imagines the Rocket as a masculine
presence “won” from the feminine earth, its end result is an absence, a hole in the ground, or on Roger

Mexico' s map, not apin, or a presence, but “a pinhole in paper that someday will be taken down,
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when the rockets have stopped faling” (138). The Rocket embodies both the drive toward mae
supremacy and itsfailure, both a phdlic presence and a disturbing (or in Enzian’s case downright
deadly) lack, disturbing or deadly for those who assume its power.

While Pynchon critiques the phallic driven detective, eschewing histotdizing logic, Jameson and
Deleuze both a times can be seen as actudly reinforcing the ideology of classic detection. Massey
argues, “ Those who today worry about a sense of disorientation and aloss of control must once have
fet they knew exactly where they were, and that they had control” (165), an experience she suggestsis
reserved to white maesin first world countries and not shared by those among the controlled. She
further suggests that “ Jameson’s (and others’) apparently vertiginous terror . . . in the face of the
complexity of today’sworld . . . hasalot in common with the nervousness of the mae modernist . . .
faced with the big city” (259). Given the detective' s connection to and reliance upon the modernist
city, and its underlying epistemology, we can also assert that Jameson’ s position has much in common
with the mae detective who, faced with a crime that threastens to destabilize the socia and spatid order,
works diligently to reestablish that order. In other words, Jameson’'s “terror” in the face of a
hyperspatia culture can be read as tantamount to the terror of the detective who discovers that neither
his persond logic nor his once culturdly dominant belief systlem can any longer explain or organize the
world. And while Deleuze claims not to suffer from the same terror, remarking that there “is no reason
to fear or hope, but only to look for new weapons’ (309), hisword choice suggests otherwise; he
repeatedly uses the very word “terrifying” to describe the new networks of postmodernism, and,
obvioudy, the term “ control” itself suggests fear or retreet as avalid response to the space we confront

in the late twentieth century, in which case we might think of Deleuze as one of those “others’ to whom
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Massey refers.

Jameson, however, extends his complicity in the downfdl of detective logic by offering anew
plan of action—something Deleuze and Pynchon avoid—through which we might once again locate our
position, assuming we once could, within postmodern hyperspace. While Sothrop, unable to navigate
the space of the Zone, abandons his attempts to do so, at least through conventiona means, Jameson,
our detective of postmodern culture, dso admittedly unable to navigate the hyperspace of contral, is not
s0 willing to give up on the possibility of regaining a position from which this would be possble he
readily admits the mystery but holds on to the hope of a future solution. To accomplish thistask,
Jameson suggests “ cognitive mapping,” an operation that would “enable a Situationa representation on
the part of theindividua subject to that vaster and properly unrepresentable totdity whichisthe
ensemble of society’ s structures’ (51). As Noya points out, however, Jameson’s cognitive mapping
comes “periloudy close. . . to the type of paranoid mapping indulged in by Pynchon's questers’ (315);
in other words, it comes dangeroudy close to reinscribing the detective s drive to solve (dominate) the
gpace(s) he confronts. In fairness to Jameson, after publishing hisinitia essay on postmodernism, he
has admitted to the shortcomings of his program for mapping postmodern culture: * cognitive mapping,
which was meant to have akind of oxymoronic vaue and to transcend the limits of mapping dtogether,
is, as aconcept, drawn back by the force of gravity of the black hole of the map itself . . . and therein
cancels out its own impossible origindity” (416). As Noya points out, Jameson's language is hauntingly
reminiscent of Gravity' s Rainbow itsdlf, in which gravitationd forces repesatedly difle atemptsto
transcend or distance onesdf from the newly arriving networks of the Zone. In that he admittedly

attempts to work againgt these forces, Jameson, despite his intentions otherwise, ultimately fdlsinto the
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same trap as those who chase the Rocket as away out, as a distantiating device that would once again
grant them that point of observation—the privileged postion that the scientific disciplines, and the
detective, once occupied—from which they might reestablish (phdlic) control over that space.
Conversdly, for Pynchon, even distance does not equa transcendence. While Enzian explainsto Katje,
that he can indeed show her the Raketen-Stadit: “ Plexiglass maps of the webs we [the
Schwarzkommando] maintain across the Zone” (660), his purported position on the “observation deck”
reveals only that he has become an “estranged figure a a certain distance . . . who has lost everything
else but thisvantage’ (661). Ashe says, “I haven't transcended. | have only been elevated” (661).
His distance, or attempt at distance clearly does not satisfy his quest to redlize the power of the Rocket,
which in turn would mean, according to Blicero, the redization of his phdlic wish for verticdity, awish
Enzian harbors but can never attain. In fact, his quest for transcendence leads to suicide, as he himsdlf
boards the rocket, ending in the absence that is the hole of itsremainder. For Pynchon, then, the drive

to cognitively map the Raketen-Stadtt resultsin frustration or violence.
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“The Counterforce”?

We might ask, then, how Gravity’ s Rainbow suggests that we meet the newly muilti-layered
and networked space(s) of postmodernism. To begin with, Pynchon avoids the mistake of committing
himsdf to aplan of action as Jameson does; the dusiveness of the author as well asthe narrator is
clearly an atempt to avoid having to regain control of or solve the space at hand. One of Pynchon’s
characters, however, namely Enzian, does offer the intriguing suggestion that “ as the maps grow another
dimension, so must we’ (321), or to put it another way, as the spaces of postmodernism continue to
ramify, S0 in asense must those who inhabit them. One of the problems with Jameson’s cognitive
mapping isthat it implies the re-insertion of the monad, the unified subject that Jameson himsdlf linksto
modernism. To assume the possibility of locating one's position isto assume that one' s postion is
sngular. Conversely, Sothrop’s scattering suggests that a sngular position or unified space has died
aong with the unified subject, that there truly is no returning home to one' s stable position within a
system of enclosure. Thisis, of course, terrifying to those who attempt to uphold the position of the
classic detective, the monad par excellence. Yet Sothrop’sintegration into the hyperspace of the
Zone need not bereed as afalurein dl respects. To attempt to remain unified in or set gpart from the
reterritoriaized networks of postmodernism is ultimately to attempt to remain an agent of the very
system that anovel such as Gravity' s Rainbow attacks, a system comprised of well-defined subjects
inhabiting well-defined spaces. Ironicdly, then, Sothrop’s dispersa throughout the networks of the
Zone can be read as a possible form of resistance, though not conscioudy so on Slothrop’s part. That
isto say, the detective defies his own logic in asense by using the dispersd of the newly arriving spaces

of postmodernism to elude the congtraints of the earlier regime of enclosure. Thisis, of course, ironic



61

because it would seem that by integrating Sothrop into the net, the space of postmodernism has gained
an even sronger hold on him than was maintained by the previous system. At the same time, however,
he isno longer of any use either to Pointsman or the other scientists, nor is he of use as a detective who
enforces the system, precisaly because he cannot “be *found’ again, in the conventiona sense of
"positively identified and detained” (712); the system seemsto have logt sight of Sothrop just as
Sothrop haslost Sght of the system. Ultimately, if there isaway out for our detective, at least ingde
thistext, it isnot up but down, through an anti-phalic journey to the earth’s center where in one of the
narrative tangents, Lyle Bland actudly locates the mysteries of gravity and history and gppears to besat
the system (589-90). Of coursg, it is never clear how exactly one isto penetrate those mysteries, we
have no map nor is one forthcoming. And certainly, Sothrop is no hero in the conventiond sense,
especidly given the fact that we cannot even say for certain who, what, or where heis. For inthe
gpace of the Zone, in thisuniquely reterritoridized entanglement, we not only confront the prospect of
losing our way or of being cognitively overwhelmed by the sheer number of paths avalable; we aso
incur the possihility, smultaneoudy frightening and promising, of being oursaves scattered, branched,

netted across the globe and into space.
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NOTES

1. While Merivade and Sweeney argue that Pynchon’ s fiction may nat fit into the genre of metaphysical
detectivefiction a dl—"*The problem with Pynchon is not the ‘metaphysicd’ but the ‘ detective Sory’
part of our rubric: not the mode, but the genre” (19)—Slothrop’ s explicit identification with the popular
detective figure suggests that detection fiction is a least one of the genresin the context of which
Gravity's Rainbow, aswell as other Pynchon novels, ought to be placed.

2. In Constructing Postmoder nism, Brian McHale has devoted an entire chapter to the discussion of
Pynchon's use of “you,” which he notesis not only ambiguous but “multiguous’ in thet “any ingtance of
you may function in any of severd different communicative circuits, located on different narretive levels
or planes of thetext” (90). One difficulty the reader may experience with Gravity' s Rainbow, then, is
“to determine, for any instance of you, on which plane it functions’ (90). McHae determines,

however, that the “ second-person passagesin Gravity’ s Rainbow are rarely reducible’ to one
narrative plane, but rather “hover ambiguoudy among severd dternative communicative situations, or
switch disconcertingly from one to the another” (96). In light of his argument, it isimportant to note that
in highlighting one possible communicative circuit, author/reeder, created by the use of “you,” | am not
ruling out the fact that the pronoun in most ingances s multaneoudy functions in other circuits.

3. Eco concludes his “Postscript to The Name of the Rose” with the compelling remark that “any true
detection should prove that we are the guilty party.”

4. Gravity' s Rainbow aso implicates race as a Sgnificant factor in the production of space, though the
novel’ s treestment of race is complicated and would require afairly lengthy discussion. We can get a
brief glimpse at Pynchon' s treetment of race asit relates to gpatia production in the sory of the
Schwarzkommando, a group of Heroro's who after surviving the coloniaist genocide that the Germans
perpetrated in Southwest Africa (an event more fully narrated in Pynchon’s V) are later brought to
Germany and ingructed in the launching of the Rocket. The nove’sdlusion to Germany’s colonidist
activitiesin Africareminds us thet the belief on the part of German leadersin their ability to colonize all
gpace, to literdly conquer the world, arose in large part from their investment in whiteness. Men like
Weissmann/Blicero can judtify their dreams of dominating al space, including air-space, precisely
because they buy into areified congtruction of whiteness as an indicator of racia superiority. In short,
whiteness was perceived as entitlement to spatia expangon.



CHAPTER 2
Supposing an Urban Space: Paul Auster’sThe New York Trilogy

While Gravity' s Rainbow dramatizes the onset of the spatia logic of postmodern culture, Paul
Auster’s The New York Trilogy, itsfirst book set some forty years later, provides aglimpse into the
results of that trangtion for the American city and its subjects, who now live the postmodern city. A
compilation of thwarted efforts to bring the case to something approaching closure, Auster’ s trilogy
stands as a three-part prototype for metaphysical detective fiction, each case extending from potentia
crimesto the mysteries of identity and language. In each of the three books, the detective "becomes a
pilgrim searching for correspondence between sgnifiers and sgnifieds' and finds himsdf undertaking "a
quest for hisown identity” (Russdl 72-3). These are impossible tasks, however, for in the world of
these novels Sgnifiers have been divorced from sgnifieds, while the dividing line between sdf and other
has dissolved. Uncannily, in each of the narratives the detective in his attempt to locate missing persons
becomes himsdlf the missng person.

In City of Glass, Danie Quinn, who writes mystery novels under the pseudonym William
Wilson, istransformed into a red-life detective when he mistakenly receives a phone cdl intended for
one Paul Auder, private detective, requesting hisassstance. Thecal is placed by Virginia Stillman,
who wishes to hire Quinn/Augter to protect her husband, Peter Stillman Jr., from his father whom she
fearsintends to kill hisown son. She later tells Quinn/Augter that some years prior Stillman Sr. locked
his son away in adark room for nine years as an experiment in the possbility of recovering a
prelapsarian language, an act that landed Stillman Sr. in prison. Now Stillman Sr. is being released,
causang Virginia Stillman to fear for Stillman .’ slife. For reasons even Quinn cannot explain, rather

than ignoring the mistaken cdl, he pretends to be Augter, taking on the identity of a detective, and
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accepts the case, which he initidly sees as little more than a“glorified tail job” (34). The Stillman case
becomes much more, however, to the point that it consumes Quinn’s entire life, quite literdly.
Unfortunatdly, once Quinn has fully committed himsdlf to his new role as a detective, the case dissolves
and with it his reason for being. Toward the end of the novel, Quinn, having logt both his home and his
name, lies naked in adark room. Exhausted by a case he can neither penetrate nor close, Quinn
vanishes with the final words of his red notebook, inside which he documents his entire orded, into an
“aextua, nongpatid void” (Alford 623).

The second Book of the trilogy, Ghosts, tells the story of a professona detective, Blue, whose
job isto watch aman he knows only as Black and to write down what he observes, which is not much
consdering Black spends most of histime donein his gpartment either writing or reading. Despite the
gpparent insgnificance of such ajob, Blue, like Quinn, obsesses over the case, often imagining it must
involve more than what he himsalf has witnessed, and like Quinn, Blue dlows his own life to dip away
asaresult. Heloses hisfiancée, aswdl as his home, and in another metafictional moment, he dso
eventualy disappears into a space beyond the confines of the sory, a pace to which even the narrator
clams not to have access. In thefinal book, The Locked Room, our nameless narrator, who at one
point proclaims himsdf the author of al three booksin the trilogy, receives notice that his childhood
friend, Fanshawe, has gone missing. Fanshawe's wife Sophie hires a detective, named Quinn no less,
but Hill cannot locate Fanshawe and so concludes he must be dead. In steps our narrator, who falsin
love with and marries Sophie; he even adopts Fanshawe's son, firmly establishing himself in the pogtion
Fanshawe has vacated. The narrator, then, appears to find domestic certainty: "By belonging to

Sophie, | began to fed asthough | belonged to everyone dse aswdl” (274)—that is until Fanshawe
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writes to our narrator reveding that he is still very much dive. If Fanshawe remains dive, our narrator's
position obvioudy becomes far less secure. So arises the narrator's obsessve search, detective style,
to find the red, living Fanshawe, whom he concludes he mugt kill; he mugt rid himsdlf of this ghost, the
other, who, ironically, has both made our narrator’ s existence possible and now threatens to destroy
that existence.

What becomes gpparent in each of these casesisthat the detective' s downfdl arisesin large
part from his devotion to the ideology of detection, despite the fact that the world he attempts to solve
repeatedly overwhems the very empirica logic he employs. In City of Glass, Quinn’s devotion to the
ideology of detection seems particularly misplaced in that from the very beginning of the Sory hislife
dready makeslittle sense. Helives done; his wife and son have died; he no longer has any friends, and
his only contact with his publisher or agent is conducted through the mall. It is*asif he were somehow
living aposthumous life’ (6). To complicate matters, heis not only Quinn but aso Wilson, aswdl as
his“private-eye narrator, Max Work.” Add to this*“triad of selvesthat Quinn had become’ (6) hisrole
as Auger and it is no wonder Quinn's sense of identity is thrown into crisis.

The sensdlessness of Quinn’s“red” life would explain his atraction to the world of detective
fiction:

What he liked about these books was their sense of plenitude and economy. In agood mystery

there is nothing wasted, no sentence, no word thet is not significant. . . . Everything becomes

essence; the center of the book shifts with each event that propelsit forward. The center, then,

is everywhere, and no circumference can be drawn until the book has cometo its end. (9)

In this neatly diagramed world, the*detective is the one who looks, who listens, who moves through
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this morass of objects and events in search of the thought, the idea that will pull al these things together
and make sense of them” (9). The detective “looks out from himsdlf into the world and demands that
the world reved itsdf to him" (9-10). Theworld isatext laid bare before the eyes of the master

reader, the detective. Such a schema provides Quinn with the security and comfort he lacks; it
promises him the possibility both of making sense of hisworld and consequently of securing his position
in that world.

As Quinn’ s thoughts on detective fiction reved, the detective s reliance on his ability to decode
the world reflects a closdly linked belief in both atightly formed linguistic economy as well asthe
possibility of maintaining a singular, stable identity, a correspondence that Auster repeatedly evokes and
dismantles. For instance, a the beginning of Ghosts, Blue reasons like the conventional detective, or
possibly more like the naive reader of detective fiction, assuming thet al cases cometo aclose, that dl
mysteries end in order. These assumptions surface in the writing of his reports. "His method isto stick
to outward facts, describing events as though each word talied exactly with the thing described, and to
guestion the matter no further. Words are transparent for him, great windows that stand between him
and the world" (174). Blue does not question his place in the world; in his mind the signifier grants
unhindered access to the signified, and subjects and objects remain distinct and distinguishable.
Likewise, regardless of the obvious splintering of Quinn’s identity, he continues to believe that * he could
return to being Quinn whenever he wished” (62), assuming that a“true’ sdf remains unchanged and
ble beneath his various facades.

Unfortunately, for Auster’ s three protagonists, unlike the cases they write and read, the cases

they “live’ not only fail to produce tidy conclusions, but in faling indicate the ingtability of the world as
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well as the indeterminacy of language and the slf. Quinn eventudly losestrack of Stillman Sr. aswell
as Virginiaand Stillman ., the target of his survelllance aswell as hisreason for being on the casein
thefirg place. Hefinds himsdf ingde a casein which there "were no clues, no leads, no movesto be
made”’ (109). Still, Quinn does not pack it in and return to his former life, nor gpparently can he.
Unwilling to give up on the mystery prior to the moment of revelation, the kind of revelaion one might
find in Quinn’s own mystery novels, Quinn decides instead to place Stillman J's gpartment under
survellance. To watch the Stillman gpartment day and night, Quinn takes up resdence in the aley
across the dreet, settling in for months on end. When Quinn findly exits the aley, he discoversthat he
has been investigating a case that does not actudly exist. Even before he entered the dley, Stillman Sr.
committed suicide, and the Stillman apartment was vacated prior to Quinn’s surveillance, meaning he
has kept watch on nothing. As aresult, Quinn *had nothing, he knew nothing, he knew he knew
nothing” (124). The detective slogic fals Quinn in part because language does not behave according
to the detective paradigm through which each of Augter’ sthree deuths views hisworld. While Blue
begins his case bdieving in the trangparency of language, he later “discovers that words do not
necessarily work, that it is possible for them to obscure the things they aretrying to say” (176). Andin
al three volumes, the characters experience mgor crises regarding their sense of slf; they find they
have no accessto that core they assume exists, and since they have no access, they can no longer say
with certainty if it doesindeed exist or not. Asthe narrator of The Locked Room explains, “Every lifeis
inexplicable. . . the essentid thing resiststelling” (291), and, therefore, eudes the detective' s drive to
locate that central truth benesth the surface clues.

Space and the City
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Just as Augter’ sfiction cdls into question the notions of language and identity that subtend the
logic of the traditiond detective, histrilogy aso undermines conventiona or modernist notions of urban
gpace. Significantly, Auster’ s novels suggest that our concept of space isinextricably intertwined with
our understanding of language as wdll asidentity. Facing the loss of both a coherent identity and a
determinate language, each of Auster’s detectives seeks spatid solutions, which, aswe will seg, fail to
provide the security each desires. While the trilogy subverts the spatid logic of the conventiona
detective in generd, it focuses this attack at a number of specific fronts, each of which requires
discusson. Thetrilogy reconceives the spatia concept of “home,” a space that Auster comparesto
and contrasts with the pedestrian spaces of the roaming city walker. 1t aso counters the notion that
gpace can be read as atext, an idea that involves both the mapping and subsequent reading of spaces.
Finaly, Auster’ s fiction dramatizes the connection between the production of space and the
condruction of identity.

While each of the booksin Auster’ strilogy is relevant to a discussion of postmodern space, my
reading concentrates on City of Glass for the smple reason that of the threeit most directly addresses
the space of the city and the detective s rdationship to that space. This does not mean that | will ignore
Ghostsor The Locked Room. Asthe narrator of The Locked Room tellsus al "three Soriesare
findly the same story” (346), the difference being that each “represents a different sage” in the
narrator/author’ s “ awareness’ of what the story is ultimately about (346). In this spirit, while what
followsis primarily areading of City of Glass, the latter volumes of the trilogy heavily inform thet
reading, or add to our awareness of what Quinn’s metgphysical foray into the city isrealy about.

Homeiswherethe Detectiveis Not
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Contrary to the desire of each of Auster’ s detectives, space in these novels, the space of New
Y ork City, does not behave as it does within the paradigm of detective fiction. At the beginning of their
quests, however, none of Audter’s detectives is conscious of this; it isonly after the failure of detective
logic that these metaphysica private eyes recognize the need to reconceptualize the spaces insde which
they operate. 1n the opening pages of City of Glass Quinn, in kegping with his high regard for the
detective' s ability to center the world, operates under the notion that he can locate a stable place for
himsdf in awdl-ordered universe. Quinn maintains this outlook despite the fact that from the opening of
his story he aready seems out of place; he has no secure familia or commund ties and prior to entering
adetective fiction, spends much of histime waking the city amlesdy in an effort to lose himsdlf, in
every sense
New Y ork was an inexhaustible space, alabyrinth of endless steps, and no matter how far he
walked, no matter how well he came to know its neighborhoods and Streets, it dways left him
with the feding of being logt. Logt, not only in the city, but within himsdf aswdl. Eachtime he
took awalk, he fet as though he were leaving himsdf behind . . . reducing himsdf to a seeing
gye. .. On hisbest walks he was able to fed that he was nowhere. And this, findly, wasadl
he ever asked of things, to be nowhere. New Y ork was the nowhere he had built around
himsdif. (4)
There are avariety of issues a stake in this passage, some of which | will return to later, but whet |
wish to note here is how Quinn’s attempts to lose the self directly contrasts with his high esteem for the
detective and the centered world the detective produces. Whileto “walk isto lack aplace,” being “the

indefinite process of being absent and in search of aplace” (de Certeau 103), detective fiction is about
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keeping or restoring everyone and everything to his, her, or its“proper” place. Despite the seeming
disparity here between Quinn’'s belief in thefictiona world of the detective and the disolacement he
experiencesin his“red” life, ironicdly, hiswaksto “nowhere” to a no-place are actudly made
possible by his belief in the sability of place, and the detective s role in maintaining that sability.
Regardless of Quinn's effortsto lose his place, underneeth his excursions through the city lies a deep-
seeted belief in his ability to be placed once again. That isto say, Quinn’s ability to wander the city
without destination, to lose himsdlf, is made possible only by his certainty that he can dways return
home, acertainty that is eventualy sripped awvay.

Stability, one's sense of having aplace, haslong been symbolized by the home. As Massey
argues, a“place-cdled-home’ is an anchoring point that provides both spatia stability, an unchanging
geographicd or architectura structure to which one can repeatedly return, as well as *“a source of
unproblematica identity” (151). Even the detective, as Auster’ swork drameatizes, no matter how
willing to roam the urban landscape, has dways required such aplace. While the armchair detective
finds sanctuary in his house or gpartment, the hardboiled detective seeks comfort in the security of his
office gpace, each respectively providing aretreat from the chaos of the city. The relaionship of
Quinn’swaks in the city to his anchoring a home recal not only the detective figure but dso the
detective s oppodte, the missing person. Plundering the annd's of American literature, Auster suggests
that we read Quinn’s ordedl, aswell as that of Auster’s other two detectives, against the backdrop of a
long higtory of mde protagonists who have left home. In particular, Auster calls our atention to thetitle
character of Nathaniel Hawthorne s short story “Wakefidd,” a story that Black actudly tellsto Blue.

As| arguein “Approaching the Threshold(s) in Postmodern Detective Fiction: Hawthorne's
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‘Wakefidd' and Other Missing Persons,” the story of “Wakefidd” functions as a mise-en-abyme within
Augter’strilogy, or as afoundational missng person narrative upon which Auster draws in order to
dramatize the relationship of identity to the space of the city. Briefly, the origind "Wakefidd" tellsthe
gtory of an gpparently typical man who decidesto play a"joke" on his wife by leaving for work one day
and inexplicably not returning home for another twenty years. And after the twenty years? The
narrator tells us that Wakefield smply "entered the door one evening, quietly, as from a day's absence,
and became aloving spousetill death” (290). Despite the seeming lack of consequences for his prank,
during his exile Wakefield is forced to confront the centrd question that the story poses, whether or not,
after having taken an extended walk, he can return to hisformer “place’ intheworld. At timesit, in
fact, appears that Wakefield cannot go home even if he so desired. The narrator even suggests that the
"dead have as much chance of re-vigting their earthly homes, as the sdf-banished Wakefield" (295).
Uncannily, Wakefield "had contrived, or rather he had happened, to dissever himsdlf from the
world—to vanish—to give up his place and privileges with living men, without being admitted among
the dead" (296). Thus, Wakefield's narrative evokes the fear of losing one's place, the fear that one
might smply wander outside the system that is society, might unintentionaly cross athreshold of no
return— breaking the very boundaries of containment that the detective strivesto secure. This anxiety,
however, is resolved, re-contained, once Wakefield returns to his "forsaken domicile Asinthe
murder mystery, the rationa replaces the irrationd, the mysterious missing person no longer remains
missing. According to the culturd logic out of which Hawthorne writes, the same culturd logic in which
detective fiction thrives, the world has a certain order in which every person and thing has a proper

place; consequently, Wakefield not only can but must go home. Hisreturn is possible, then, because
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no matter how much Wakefied changes, no matter how much his identity appears to fluctuate, his
home remains virtualy unchanged, his wife waiting for him asif he had been absent only aday. In
Hawthorne' s missing person story as long as the home remains stable so does one’ s position in society
and consequently on€' sidentity.

Unlike the origind Wakefidd, Auster’s missing persons, ironicaly the detectives themsdves,
“mugt confront the possibility of never returning, of having no home to return to, or even of not knowing
which sdf isto return” (Swope 211). In the postmodern city the very notion of “home’ is thrown into
question, and with it the socid and individud stability with which it isidedlogicaly infused. When we
firs meet Quinn, his apartment isdl he has I eft that provides him with any security or sense of having a
place. Unlike hisliterary ancestor Wakefield, Quinn has no wife—traditionaly the embodiment of
domestic security—to maintain his place of residence while he ventures out to solve the Stillman case.
Furthermore, Quinn does not own his home; it is arented space, an dready temporary dwelling rather
than the symbol of permanence that ownership implies. From the beginning, then, Quinn teeters
between place and no-place. Still, he gppears strikingly unaware of his predicament; hisbdlief in his
ability to return home, no matter how far into the city he ventures, never wavers, that is until he literaly
loses or is evicted from his agpartment.

In effect, City of Glass reads like the story of one man’s dow drift away from his“home,” the
home ironically that does not redly exigt in the first place. Crouching in the dley across from the
Stillman gpartment, Quinn literdly becomes homeess (one of the inexplicable inhabitants of the city who
defy the detective's logic that accords to every subject aplace of physical aswell as ontologica

certainty). Since Quinn operates under an assumed identity, however, he continues to believe that his
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predicament is“dl anillusion,” that *he could return to being Quinn whenever he wished,” and up until
this point he has the “home’ to insure him of this seeming inevitability. When Quinn findly does leave
the aley, a which time he discovers the Stillmans fate, he natices his reflection in the glass of a shop
window. Y et, uncannily, "he did not recognize the person he saw thereashimsdf . . . Hetried to
remember himsdlf as he had been before, but he found it difficult” (142-43). At this moment of crigs,
Quinn waksto his gpartment expecting that, in areplay of the Wakefield story, nothing has changed,
that he can reclam what he assumes must be his proper place in the world, and with it hisold sdf. But
just as his former name and appearance have dipped from his grasp, the apartment that acted as a
gpatid anchor for his sense of identity has dso vanished. When Quinn findly returns “home,” upon
entering the apartment, he discovers that another person inhabits his abode: “Everything had changed.
It seemed like another place atogether, and Quinn thought he must have entered the wrong gpartment”
(147). At this moment he redlizes, “He had come to the end of himsdf. He could fed it now, as though
agreat truth had findly dawned in him. There was nothing left” (149). Quinn has no family, no friends,
no proof of hisidentity, or possibly no identity at dl, and now no home, no “place’ in theworld. Inan
urban nightmare, his experiment as a detective has swalowed up hisformer podtion asif it never
existed.

Despite the fragmenting of his identity that Quinn undergoes early in the gory, it is not until he
loses his gpartment/home that he gives up al hope of returning to the old Quinn. Having absorbed
conventiona notions of space, Quinn holds to the one congtant, the container that he assumes stands
goart from the societd and individua flux he experiences. Assuming both the identity and the logic of a

detective, Quinn makes the mistake of investing in his gpartment, as an anchor for his postion, and,
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therefore, when his gpartment vanishes, so do his hopes of regaining his previouslife. Even the change
in his appearance, does not have as much of an effect on him as does the recognition that what he
assumed was his materid spacein the world no longer exists. Augter’ s version of the “Wakefield”
story suggests, then, that in the postmodern space of the city, the subject risks more than being
temporarily dienated from his or her home, a place which remains, ideologica speaking, permanent
even in the modernist urban environment. 1n the postmodern city, however, place, home, the “proper”
is exposed as an illusorn—no wonder Quinn cannot locate Stillman. Quinn’sresidenceis as undable as
his repeatedly changing name, that is, “home’ islittle more than atag, a-place-caled-home.

It isimportant to note that Auster’ s preoccupation with “home’ reveds more than the
relationship between the lone subject and his position in theworld. The trilogy suggests that the notion
of “home’ has alarger ideologica function, especidly when we consider the middle-classinvestment in
the concept of a domestic space separated out from the deteriorated streets. Auster evokes this spatia
separation when, in ametafictiona moment, he takes Quinn to the domicile of none other than Paul
Augter, awriter no less—we never do see the detective—who not coincidentaly lives with awife and
son, much as Quinn once did, in acomfortable apartment.  Quinn meets Augter shortly after being
given the dip by Stillman, Augter’ s gpartment representing the fina safe haven for Quinn just prior to his
fdl into nothingness. Audter’s gpartment, both its spatid positioning high above the street aswell asits
symbolic import as asgn of sability, of home, reflects a class-conscious spatid logic that clearly
influences the conventiond detective story. The nove describes Auster’ s home as having “an air of
bourgeois sobriety” (111). Auster’s use of the word “bourgeois’ places the e eventh-floor gpartment in

direct contrast with the space of the street where Quinn will eventudly lose both his home and his belief
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in the existence of such aplace. Highlighting this contrast, the Sight of Augter’s domestic security
causes Quinn to fed “as though Augter were taunting him with the things he had lost” (121), not to
mention what he is about to lose. Similar to the broken yo-yo that Auster’ s son finds in the street,
which drops down its string but does not rise again, once Quinn leaves Auster’ s gpartment, descending
into the dley he will never recover hisformer “place’ in the world again; he will never rise againto a
bourgeois space of security.

Further dramatizing the contrast between the stability of the middle-class home above and the
dreets of the homeless below, the day immediately following Quinn’svist to Audter, he takes awak
through the city, awak that will eventudly carry him to the adley, during which he becomes cognizant of
“many things.. . . he had never noticed before” (126). Specifically, Quinn becomes acutely aware of
"the tramps, the down-and-outs, the shopping-bag ladies, the drifters and drunks® (129), those
perpetual missing persons for whom the detective has located neither a solution nor aplace. Anthony
Vidler argues that space itsdlf, or aparticular production of space, has been used to cover over the
homeless dement of the city: “spaceis assumed to hide, in its darkest recesses and forgotten margins,
al the objects of fear and phobiathat have returned with such insstency to haunt the imaginations of
those who have tried to stake out spaces to protect their health and happiness’ (167). First and
foremost among such spaces of “hedlth and happiness’ is, of course, the (modernist) bourgeois home
lifted above, or set gpart from the contagion of the city.* Vidler argues further that “ space as athrest,
as harbinger of the unseen, operates as medical and psychica metaphor for dl the possible erosions of
bourgeois bodily and socid well being” (167), athreet he directly connects to “the person of the

homeess’ (168). Once Quinn enters the street, everything that Auster’s and his own apartment above
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the city is designed to escape becomes visble and, therefore, threatening. Indeed, in Quinn’s case the
contagion of homeessnessin the city literally erodes his*bourgeois bodily and socid wdl being.” Thus,
City of Glass, asitstitle indicates, suggests that the security of the middle-class notion of homeisitsef
little more than an ideologica fantasy, asthis space is continuoudy invaded by that which it seeksto
erase or escgpe: that homel essness to which Quinn hasin effect dways belonged.

By drawing our attention to the effect that class consciousness has had on the production of
urban space, Auster’ s fiction cannily recognizes the class demarcation of spaces asa crucid ement in
even the earliest forms of detective fiction. According to Robin Woods, the role of the conventiond
detective was "not only to capture the crimina, but aso to protect society from the crimind'’s mora
influence.” (16). The detective s job, then, was to secure bourgeois space and dl that it symbolizes.
Ironicdly, in his attempt to maintain middle-class mordlity, “the fictiona detective himsdf became an
outcast, alink between crime and society who, by the nature of histask, had to work aone in order to
protect his community from the taint of crimindity” (Woods 16). In other words, the detective
sacrificed his own position, or home, within the bourgeoise to insure the sysem’s survivd. This
explains why detectives have dways been "outsders’; they do without such middle-class staples as
family or conventional employment. The detective moves in both the middle-class and crimina worlds
but belongs to neither, alimina figure who for al intents and purposes "does not redly exist when heis
not on the case”" (Holquist 142). This explains why the detective requires a space, gpartment or office,
to which he can return after collecting clues, for without such an anchor he would drift into nothingness,
asindeed Quinn does. It isworth noting that the detective s office isitsaf a bourgeois space of sorts.

Since the bourgeois typicdly practices a profession in an office space, to the degree that the detective
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works out of an office, he maintains a foothold in the middle-class world—though, again, this foothold is
tenuous at best; for the detective every trip out of his office into the city means the possibility of not
returning. Furthermore, as the hardboiled tradition shows, the detective s office is far from
impermeable and repestedly fails to maintain the bourgeois illusion of being isolated from the Street.
While the office gppears to be afortress againg the crimina eement, as the gpartment space of a
conventiona detective such as Dupin truly was, in a hardboiled detective story the detective' s officeis
typicdly violated by that very eement. How often have we seen the detective s office ransacked by
thugs? The hardboiled version of detective fiction suggests, then, that the detective's verson of a
hermetically sedled space, free of the taint of the street, is at |east questionable.?

Augter's metgphysica variation on the detective genre extends this critique of the bourgeois
segregation of space even further by blurring the separation between the street and the supposedly
sanitary space above; his verson exposes the boundaries that isolate and protect the gpartment or
office above as afiction, as spatia productions that can be deconstructed just as easily asthey were
once erected. The gtrict separation of the two worlds, as the detective s ability to traverse both spaces
indicates, is untenable, for as Quinn notes, his apartment is not the sanitary space he had supposed;
rather, “the city encroaches with its soot” (125). Thus, by dramatizing Quinn’sloss of his abode, City
of Glass does more than undermine one individua’ s place in the system. By suggesting that the
bourgeois “home’ is afiction, afiction perpetuated by the detective and his belief in the proper,

Augter’ s novd critiques an entire cultura logic whaose production of space hinges on its very notion of
“home.” Oncethe “home’ isgone, dl isout of place, including the detective whose function it isto

maintain such spaces.
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Walking in the (Un)Readable City

Quinn’'s belief in the congtancy of homeisfar from his only misunderstanding of the city space
he inhabits. As| have been arguing, Quinn takes the Stillman case because it holds out the promises of
recapturing aformer cultura logic, that of the detective, which includes the previous spatia regime,
under which everything and everyone has a clearly demarcated, or enclosed place. 1n accordance with
thislogic, once Quinn is on the case, hiswalks cease to be about losing himsdf and are transformed
into efforts to place the other ingde a definitively bounded or mapped space. While following Stillman,
Quinn charts the path they walk, recording their every step in his red notebook. While Quinn's earlier
pedestrianism is described as little more than “amless motion,” mere “wandering,” once he becomes
the watcher, it is no longer possible for him to be a mindless peripatetic; thisis now “aprivilege denied
to Quinn” (74-5). He has become, rather, the one who polices, a keeper of place, and, therefore,
beginsto “sat down with meticulous care an exact itinerary of Stillman’s divagations’ (76). Stillman
spends day after day wandering the city collecting seemingly “vaudess’ “bits of junk.” Since Stillman's
daily walks have nothing to do with Stillman Jr., Quinn begins to wonder if he has not “embarked on a
meaningless project” (73). As adetective Quinn desires to make meaning from Stillman’s steps, to
make sense of the pededtrian in the city; therefore, he later trandates his notes into maps of Stillman's
travels. To Quinn’'s amazement, the map of each day’ s walk appears to form the shape of aletter;
combined, these letters spell out “OWER OF BABEL.” Since Quinn did not record the first four days
of Stillman’swalks, he surmises that Stillman has been leaving atext of footsteps that spells out “THE
TOWER OF BABEL,” atopic, not coincidentaly, on which Stillman published a book prior to his

incarceration.
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As both Steven Alford and Ralph Willett have noted, de Certeau’ s theorization of the walker
in the city is particularly relevant to adiscussion of Auster’s accounts of pedestrianism. De Certeau's
critique of conventiona spatid logicis, in fact, amed at intellectud efforts which, like Quinn, atempt to
congtruct amap/text of the walker’s path. De Certeau argues that walking “isaspatid acting-out of the
place (just as the speech act is an acousdtic acting out of language)” (98). He suggedts, therefore, “a
preliminary definition of walking as a space of enunciaion” (98), adefinition that gppears to reeffirm the
notion that space can be read asatext. De Certeau qualifies this definition, however, noting that while
walkers “write” the city, they do so “without being able to read it” (93). Together the city’s pedestrians
“compose a manifold story that has neither author nor spectator, shaped out of fragments of trgjectories
and dterations of spaces’ (93). Thus, as| mentioned in the introduction, these “spatid stories’ run
contrary to what de Certeau terms the “ erotics of knowledge” which seek the * pleasure of ‘ seeing the
whole,’ of looking down on, totdizing the most immoderate of human texts’ (92). By way of example,
de Certeau likens this will-to-knowledge to the plight of Icarus whose “édevation trandfigureshim into a
voyeur. It putshim at adistance. It transforms the bewitching world by which one was ‘ possessed’
into atext that lies before one seyes’ (92). Smilarly, such architectural phenomena as the World
Trade Center, which provides another position above, “construct the fiction that creates readers, makes
the complexity of the city readable, and immobilizes its opagque mobility in a trangparent text” (92).
From such a vantage point the observer can capture the sense of “seeing the whole” and, consequently,
of being able to know the city. As seductive as such a position might be, according to de Certeau, the
position above in fact symbolizes the “lugt to be a viewpoint and nothing more,” aviewpoint that

appears to produce knowledge, but which congtructs only “the fiction of knowledge’ (92). Regardless
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of the form taken by the “vertica solution,” the city experience remains unreadable and unknowable.
This position of knowledge, this viewpoaint, is, of course, the very place Quinn tries to occupy,
both in his earlier walks and in his attempts to map Stillman’sactions. Again, while waking Quinn
attempts to reduce “himsdf to aseeing eye.” (4). By doing so, “Quinn endeavors to transcend the
limitation of the walker, to become an dl-seeing voyeur” (Willett 56). This desire becomes only
stronger once he assumes the role of the detective, whose very function has been to immobilize the
mysteries of the world by constructing a coherent text. In this respect, the detective both thrives on and
perpetuates the “ erotics of knowledge’—which sounds a good dedl like Pynchon’s “ pornographies of
deduction.” Asawriter of myderies, Quinn knows only too well that his sory must end with the
“fiction of knowledge.” The problem is that the conclusion he desires from the Stillman case fallsto
materidize, leaving him bereft of the moment of pleasure at which the perfect geometry, the
“circumference,” of the mystery comes into focus. Nonetheless, he continues to jot down every move
that Stillman makes in the hope that the moment of gratification is yet to come. And indeed, Quinn's
observational efforts do appear to produce a readable text, a clue that ought to lead to knowledge. Yet
Quinn’s map/text of Stillman’s urban travels does not produce such amoment, in part because the
guestion remains as to who produces the text/map found in Quinn’s notebook: the walker or the
reader? Quinn himself doubts his own discovery: “The letters were not letters a al. He had seen them
only because he wanted to see them . . . Stillman had nothing to do with it. It was al an accident, a
hoax he had perpetrated on himsdf” (86). If this provestrue, then Quinn has failed miserably asa
detective, for the detective operates under the fiction that he islittle more than aviewpoint collecting

cluesthat have an exisence a priori and gpart from the detective simagination. In Quinn’s scenario,
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however, the very clue, the map, that would bring knowledge, or even the fiction of knowledge, arrives
after thefact. Furthermore, Quinn’s doubts suggest the possibility that the spatia act and its reader, the
one who occupies a position distanced from the walker, do not coincide, meaning the detective is not
so0 much reading the acts of the pedestrian as he is congtructing his own story of the city.

While the novd dlows for the possibility that Stillman actudly does walk the path that Quinn
traces in his notebook, even if Stillman intends to leave Quinn amessage or clue, ultimately this message
exigs only in Quinn’s recondtruction of the earlier acts, as a representation removed from the
pedestrian’ s experience of the space, distanced from that of which Quinn is attempting to make sense.
Thus, a gap exists between the experience of space and the attempt to know, read, or represent that
experience. Auger highlights this gap in his description of Quinn'sinitid efforts to document Stillman’s
movements. While following Stillman, Quinn attempts literaly to unite the act of writing and walking
(sgnification and spatia practices) into asingle, seamless act. Quinn discovers, however, contrary to
his desire to know Stillman fully, that “walking and writing were not easily competible activities” (76).
Since Quinn must maintain congtant surveillance, recording every gesture, hefindsit “especidly difficult
to write without looking at the page’ (76). The difficulty of performing the two tasks Smultaneoudy
frequently causes Quinn to transcribe “two or even three lines on top of each other, producing a
jumbled, illegible pdimpsest” (76). Auster’s choice of words hereis reminiscent of Lefebvre' s answer
to the question of whether it makes “sense to speak of a‘reading’ of space” (142). While Lefebvre
grantsthat “it is possible to envisage a‘reader’ who deciphers and decodes and a * speaker’ who
expresses himsdlf by trandating his progresson into a discourse’—the detective and the object of his

pursuit—he argues that reading space is ultimately not possible “in that socia space can in no way be
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compared to a blank page upon which a specific message has been inscribed . . . Both naturd and
urban spaces are, if anything, ‘over-inscribed': everything therein resembles arough draft, jumbled and
sdf-contradictory” (Lefebvre 142), and, therefore, inscrutable. While Quinn’s will-to-knowledge does
eventudly convert Stillman's srolls through the city into a seemingly legible text, that on the surface
appears to mean, thisfact only highlights the gap that exists between the moment of observation, which
in itsdf produces a paimpsest, and the moment at which the spatid act is converted into a readable
text. Thisgap suggests once again that the detective is producing afiction of knowledge rather than
discovering out there in the world a concrete text waiting for him to decipher its meaning.
Quinn’sinability to walk and write Smultaneoudy is not the only moment in the novd thet
“defers the expectation that the city can beread” (Berngtein 138). To begin with, Quinn hasfailed to
record the first four days of Stillman’s travels, meaning his text can never be complete. Secondly, as
Stephen Berngtein remarks the message itsdlf, “THE TOWER OF BABEL” provides “yet another
suggestion of the fragmentation, the unrecoverability, of redity astext” (138). Ladtly, Quinn himsdf
notes, “ Stillman had not left his message anywhere. True, he had created the |etters by the movement
of his gteps, but they had not been written down. It was like drawing a picture in the air with your
finger. Theimage vanishes asyou are making it. Thereis no result, no trace to mark what you have
done” (86). Asde Certeau explains, acts of walking “can be traced on city mapsin such away asto
transcribe thelr paths .. . . But these thick or thin curves only refer, like words, to the absence of what
has passed by” (97). The remaining written text or illustrated map, though “[i]tself visble. . . hasthe
effect of making invisible the operation that made it possible. . . The trace left behind is subgtituted for

the practice” (97). The act of walking, the moment of experience in urban space, leaves only atrace;
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furthermore, this trace is conceived only after the fact, as subdtitute for the act itsdf. The missing
person vanishes, ironicaly, with atrace, but with only atrace that leads nowhere. Quinn hopes that
Stillman’s steps are indeed like words because, smilar to hisfellow detective Blue, he seeswords as
providing direct accessto the objects they sgnify. Yet just aslanguage is severed from the world,
representations of space are severed from the spatia practices aswell as the materid spaces they
supposedly reflect. Quinn assumes that he can know the meaning of the urban space that surrounds
him, but discovers that he himsalf has congtructed both a meaning for that space as well asthat space
itself. Just as he cannot recapture the first four days of Stillman’swalks, he cannot fully recapture even
the days during which he was present. The map/text comes aways after the fact, at one remove.
Auster’ strilogy suggests, then, as Alford argues, that “our contact with space qua space is dways
secondhand; it is dways arepresentation. Like the attempt to find an *essentid sdif,” interiorized and
below or prior to language, we are forever consigned to inventing a nonexistent spatia ‘ground'” (622).

While Quinn’s efforts to congtruct atext of the city produce a multi-layered jumble, Augter’s
fictiond account of New Y ork City, the urban text we read isimpenetrable because it isdl surface, as
if nothing exists beneeth the glassy veneer. As both Willett and Jarvis have pointed out, Audter’s
“cityscape itsdf isflat, uniform, without depth, its repetitions and lack of features creeting what Edward
Relph called the place essness of place” (Willett 57), asinstanced by Quinn’slast trek through the city
prior to entering the aley which is accompanied by amere list of place names, agtring of tags without
descriptions. While both Willett and Jarvis read Auster’ s “ aesthetic code of flatness’ as acommentary
on late capitalism, which in its penchant for reproduction robs every thing and place of aunique

identity,® | would argue that while their account is accurate it is also somewhat limited. Late capitaism
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has created a sense of placelessness not only because of its reproduction, but also because of the speed
with which that reproduction occurs. Once circulation is ped up, it is much more difficult to determine
where in the circuits of exchange the commaodity, or waker, belongs, the idealis, in fact, to keep both
commodities and consumers in congtant motion. And it is dso worth noting that the flatness of Augter’s
New Y ork landscape is created by a complex set of socid relations, that we term the city, of which
economics plays only a part, even if asignificant part. What Jarvis and Willett missisthat the
placd essness of Auster’ s city is primarily a product of the very motion, the walking that the postmodern
city demands. Asde Certeau explans,
The moving about that the city multiplies and concentrates makes the city itsdf an immense
socid experience of lacking a place—an experience that is, to be sure, broken up into countless
tiny deportations (displacements and walks), compensated for by the relationships and
intersections of these exoduses that intertwine and create an urban fabric, and placed under the
sign of what ought to be, ultimately, the place but is only a name, the City. The identity
furnished by this placeis al the more symbolic (named) because, in spite of the inequdity of its
citizens positions and profits, there is only a pullulation of passer-by, a network of residences
temporarily gppropriated by pedestrian traffic, a shuffling among pretenses of the proper, a
universe of rented spaces haunted by a nowhere of dreamed-of places. (103)
De Certeau indicates here that the city is not so much aplace as a set of signifiers, representations of
gpace that again defer the detective' s attempts to penetrate the heart of the urban environment. Again,
we are reminded of Quinn’swalks prior to his becoming a detective, during which “dl places became

equa” (4). Thesewaksdlow Quinn to congtruct acity of his own making: “New York wasthe
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nowhere he [Quinn] had built around himsdf” (4). According to de Certeau, however, thisis dways
the case for the walker, who rather than producing a stable place, “a-place-caled-home,” repeatedly
reproduces a no-place of names. The palimpsestic jumble created by the network of pedestrian actsin
the city, ultimately leaves the detective suspended at the surface, as if the city space were indeed flat.
Aswith Quinn and his map of Stillman’stravels, the detective has access to symbols only, beneath
which hefailsto find the meaning, or the proper place of which he dreams.

If as de Certeau argues the city, that “universe of rented spaces’ is dways *haunted by a
nowhere,” then when Quinn findly recognizes the homeless, those perpetualy placeess wakers, he
aso comes to recognize what has been his predicament al dong, that from the very beginning he, dong
with al the inhabitants of the city, haslacked aplace. Rather than the secure, sable position he
imagined, his rented space was little more than a representation of ahome, and sdf. Quinn’slack of a
place reminds us again of an irony inherent to detective fiction, that the detective, the one whose
functionisto place, himsdlf lacks a“proper” home. On one hand, the detective, particularly the
classca or amchair detective, congructs a postion for himsdf that is removed from the urban space
he observes, a postion of knowledge which embodies both his place and his function smultaneoudy.
From this position, the detective reads the urban environment, much as does de Certeau’ s voyeur,
congtructing a coherent narrative of cluesthat provide closure to the urban narrative. On the other
hand, the detective, primarily though not exclusively the hardboiled detective, inevitably must enter the
city, must leave the voyeuristic vantage point of knowledge and become a participant in the urban flux.
In s0 doing, he exposes himsdlf to the threat of becoming one of the homeless, placel ess wanderers he

observes. By having Quinn suffer this very fate, Auster suggests thet the tramp, a figure reminiscent of
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Wakefidd, is both the detective s opposite—one maps the individud in the city while the nomadic other
cuts across the grain of urban planning—and the detective s kindred spirit, for the detective aso
inhabits alimind space that offers only “ pretenses of the proper.”

Thus, as de Certeau indicates regarding the need for knowledge to construct a position for
itsdf, it is not only Quinn’s map that takes on the quaities of afiction, but aso the very pogtion from
which Quinn writes and reads thismap. As Alford notes, “ The map is hot a smple representation of
gpace. It represents a space from which perspective has been removed. The viewpoint of amap isan
impaossible one, one which no human could ever occupy, because to be human in space is to possess a
perspective’ (627). By congructing the map of Stillman’s walks from a distance, from his home no
less, Quinn removes himsdlf, and his perspective— which as we have seen produces ajumbled,
inscrutable text—from the experience. He becomes a mere viewpoint, but as we have aso seen the
very position, the homing point from which Quinn reads his map is aways, dreedy itself destabilized.
Unlike Wakefidd, whose point of origin remains congtant, a home from which he might know his place
in the world, the vantage point from which Quinn atempts to solve his case provesitsdf to bea
congruct. Auster’s novel suggests, then, that the myth of “home” and the myth of a perspectiveless
point of knowledge from which one maps or reads urban space are inextricably linked; both perpetuate
the notion that the autonomous subject, or the detective, can stand gpart, in a position from which he
can demand that the urban environment “reved” itsdlf to him. Such aposition turns out to be, however,
yet another perpetudly dreamed-of place. AsBlue recdlsfrom Thoreau’s Walden, “We are not
wherewe are. . . but in afase postion. Through an infirmity of our natures, we suppose a case and

put oursalves into it, and hence are in two cases at the same time, and it is doubly difficult to get out”
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(200). Orin Quinn's case, he has supposed a space where he is not, and, therefore, is doubly trapped,
another walker seeking a place where he only pretendsto be.
The Sdf/Other in the City of Glass

The un-homing that Quinn experiencesin the postmodern city is notably heightened by the
structures or buildings that he confronts during his excursons through New York. If New York isa
“city of glass’ as Audter’ stitle suggests, it isso in adud sense, that is according to both amodernist
and postmodernigt architectura logic that co-exist in most contemporary cities. On the one hand, as
Anthony Vidler argues, modernity was *“haunted . . . by a myth of trangparency; trangparency of the self
to nature, of the sdif to the other, of dl selvesto society, and al this represented . . . by auniversa
transparency of building materids’ (217), i.e,, glass. These new transparent materials were to produce
a"“new and modern subject” capable of “spatia penetration” (220, 217), much asthis subject was
thought to be cgpable of penetrating the mysteries of the universe as well as the human psyche. Access
to the trangparent buildings reproduced a feding of knowledge, knowledge of the inner workings of
both machines and humans. Furthermore, “ Trangparency, it was thought, would eradicate the domain
of myth, suspicion, tyranny, and above al dsetheirrationd” (168). The detective, obvioudy, would
thrive in such a space, the fiction of trangparency being amenable to the panoptic gaze under which
surveillance is perpetuated and maintained. In postmodernist architecture, on the other hand, while
trangparent materids remain prominent, they signify something quite different than the ability to
penetrate and know the space one inhabits. Once we move into the postmodern, we discover that
what gppeared to be unmediated access is yet another spatid illuson. As Vidler notes, glass dso acts

as a deterrent, a boundary that forbids access rather than granting it; thus, transparency “quickly turns
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into obscurity (its gpparent opposite) and reflectivity (itsreversd)” (Vidler 220). One of the best
examples of thisis the Los Angeles Westin Bonaventure Hotel of which Jameson has written at length.
Sheathed in mirrored glass, the Bonaventure, as Jameson describes it, possesses a“ grest reflective
glasskin” that “repdsthe city outsde’ (42). Jameson suggests that this glass skin “is not even an
exterior, inasmuch as when you seek to look at the hotdl’ s outer walls you cannot see the hotel itself but
only the distorted images of everything that surroundsit” (42). Synecdochic of the larger postmodern
city of glassto which Augter cdls our attention, the Bonaventure by evoking former transparent glass
sructures smultaneoudy both invites the subject to look inside, to uncover the meaning beneeth the
surface, and refuses that very possibility. In the postmodern city, what once appeared as architecture
of transparency “dlows us neither to stop at the surface nor to penetrate it, (arresting usin a state of
axiety)” (Vider 223). Thisisthelimind space insde which Quinn is trapped, perpetudly on the verge
of uncovering some great mydery, while remaining interminably on the surface, not so much looking in
aslooking back at adistorted image of himsdlf and the space he inhabits.

Quinn's predicament becomes most gpparent when, after his extended stay in the dley, he sees
himsdlf in the mirror on the facade of the building and, again, does not recognize the image as himsf.
“Feature for feature, he studied the face in front of him and dowly began to notice that this person bore
a certain resemblance to the man he had aways thought of ashimsdlf . . . He tried to remember himself
as he had been before, but he found it difficult. Helooked at this new Quinn and shrugged. 1t did not
realy matter. He had been one thing before, and now he was another. It was neither better nor worse.
It was different, and that was dl” (143). While Quinn does not fed the anxiety of which Vidler spesks,

apoint to which I will return, his experience is certainly that of someone being suspended somewhere
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between penetration, of both space and self, and reflection, or better yet deflection. Heis compelled to
look deeper asif he will discover some kerndl or essence that will assure him of his existence, yet what
he findsin the mirror is dways other, the other by which, ironicdly, he “knows’ himsef. As Lefebvre
explans,

Themirror isasurface a once pure and impure, dmost materia yet virtudly unred; it presents

the Ego with its own materia presence, calling up its counterpart, its absence from—and a the

sametime its inherence in—this * other’ space. Inasmuch asits symmetry is projected therein,
the Ego isliable to ‘recognize itsdf in the ‘other,” but it does not in fact coincide with it: * other
merdy represents‘Ego’ . . . Herewhat isidenticd is at the same time radicaly other, radicaly

different — and transparency is equivaent to opacity. (185)

While urban space is haunted by the modernist ideology of trangparency, just asit is haunted by the
gpecter of the detective who participates in the production of transparent space, ultimately thisis the
gpace of aformer logic.

Augter's commentary on the uncanny effect of postmodern architecture dramatizes a shift in the
logic of surveillance, which Vidler suggestsis*no longer panoptica” (160). Vidler quotes Alice Jardine
who argues that we are “no longer in the system of the panopticon described so accurately by Foucault
... we arerather in amode of sdf-surveillance: we watch oursaves as someone g’ (160). In other
words, the city of glass has not so much facilitated the observation of the other asit has culminated in
the observation of the sdlf (a sdf to which the subject has no access). Audter’strilogy highlightsthis
very point when it reveds that Quinn, as well as Blue and the narrator of The Locked Room, has been

tracking only himsdf dl dong. Heisthe person who has gone missng, yet when he appearsto
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rediscover himsdf, in the mirror, it isasif he were watching someone dsg, the other, asif he were
condemned to monitoring himsdf while a the same time being denied entrance, unable ether to resst
seeking what isinside or to penetrate the surface. Thisis, in fact, the primary theme of Ghosts, in
which Blue watches avirtudly identicd man in avirtualy identical room for days on end: "in spying out
at Black across the dtreet, it is as though Blue were looking into amirror, and instead of merely
watching another, hefinds that he is dso watching himsdf* (172). The gartling revelation for Blueis
that, as Black tells him, he “needs’ Black, the other “to prove he sdive’ (216), just as Quinn needsthe
mirror to prove he dill exigs after vaceting the dley. Again, though, full access is denied; both men are
suspended on the surface of acity of glass, knowledge remaining other.
L ocked Rooms

A symbol of denied access to knowledge, the locked room provides Auster with yet another
gpatid motif with alongstanding history in the genre of detectivefiction. Although there are many
variations on this matif, in the conventiona detective plot it supplies the space of the crime; typicdly, a
dead body is found ingde aroom that locks only from the insde, the question being how did the
murderer get out, or in for that matter. In short, the locked room is both the Ste of mystery aswel asa
part of the mydery itself. Nonetheless, in the world of the conventiona detective story, these rooms
can eventualy be unlocked as can the mysteriesthey held. In each of the booksin the trilogy, Auster
includes more than one dlusion to or variation upon the locked room moitif, but as one might guessin
the world of the metaphysica detective story, such rooms are not so easily opened. In City of Glass,
the fina gpace insde which we find Quinn isa“windowless cubicle,” formerly aroom of the Stillman

gpartment, where he gtrips naked and finaly disappears atogether—apparently the inexhaustible space
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of the city proves exhaudtible after dl. And in Ghosts, Blue spends histime donein aroom watching
another man donein anidentica room. Buit it isonly in the gptly titled find nove that Auster fully
dramatizes the relationship of the locked room to both postmodern subjectivity and space.

Asit turns out the narrator of The Locked Room, and writer of the first two books, does locate
his missing person, or at least he comes close, for when he findly confronts Fanshawe, he does so
through alocked door rather than face to face. The detective is suspended on the very threshold of
locating the object of his pursuit, the locked door symbolizing the inability of the biographer/detective or
subject in generd to locate or know the other, a condition which ultimately comments on the ability of
the subject to penetrate the salf. Asthe narrator says, “No one can cross the boundary into
another—for the smple reason that no one can gain accessto himsef” (292). Aswith the homeless
wanderersin City of Glass, who “locked insde madness’” are “unable to exit to the world that stands
at the threshold of their bodies’ (131), thereis no way in or out of the locked room that is*“located
ingde’ the “skull” (345). The spatia barrier of the body itsdf represents an impenetrable ontologica
barrier within which lies an unsolvable mysery. The sdf remains afind locked room to which the
detective has no key. Thisisthe condition of the metaphysica detective, as one trapped in a city and
sdf that denies both exit and entrance, alocked room of his own congtruction.

“How to get out?’

When confronting such spaces, spaces that resst attempts to intellectualy contain or penetrate
them, the common reflex has been to continue to try to solve them, to seek solutions detective syle. As
we saw in the previous chapter, Jameson’s program of cognitive mapping exemplifies thiskind of

solution-oriented thinking. Augter’ sfiction, on the other hand, offers no such solutions. In fact, the
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trilogy critiques a number of proposed “ spatia fixes,” especidly attempts to construct utopian spaces, a
tradition to which belongs Stillman’s hope of restoring the world, of making it “whole’ again, by
resurrecting a“new Babd” inthe year 1960. According to Stillman, who proposes his ideas through
the fictitious Henry Dark, “once completed the Tower would be large enough to hold every inhabitant
of the New World [Americal. There would be aroom for each person, and once he entered that
room, he would forget everything he knew. After forty days and forty nights, he would emerge anew
man, speaking God' s language’ (59). Like the proponents of salvation through technological progress
in Gravity’ s Rainbow, Stillman promotes yet another “vertica solution,” asif the Skyscrgpers would
eventudly lift al urban inhabitants to that position of knowledge of which de Certeau writes, a spatia
position from which the subject can literdly be erased, and in this case eventualy remade. Stillman's
theory supports the notion that the secret to a utopian existence liesin dtering one' s spatia position,
evoking alongstanding American tradition of utopian texts, and imagined utopian spaces, from the
puritans, to the transcendentalists and on down to the modernist architects who sought to separate out
their prized structures from the “ degraded and falen city fabric” (Jameson 41).% Interestingly, unlike
premodernist utopian dreams such as those of Thoreau, however, which sought a utopian space
outside the confines of the city, Stillman suggests that the city itself will lead to savation, somewhat
andogous to the notion that the trangparent building materias used to erect the modernist city would
indeed lead to amoment of unimpeded knowledge. Y et, Auster’s detectives find that such a
condruction leads not to lucidity but rather to more Babe, more confusion, for Stillman imagines yet
another space designed to produce a moment of knowledge that never arrives, the dark room remains

locked asit were, dlowing neither exit nor entrance.
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Despite this resistance to spatia solutions, the narrator/author does, nonetheless, arrive a a
discovery of sorts. He redlizes, “My true place in the world, it turned out, was somewhere beyond
mysdf, and if that place wasinsde me, it was dso unlocatable. Thiswasthetiny hole between sdf and
not sdf, and for the firgt time in my life | saw this nowhere as the exact center of theworld” (275). This
does not mean that he has found away out: “1 don't clam to have solved any problems. | an merely
suggesting that a moment came when it no longer frightened me to look at what had happened” (346).
The metaphysical detective' s conclusion is yet another non-conclusion; he locates a place that is ano-
place, that resists the proper. Nonetheless, and thisis likely why Quinn does not experience extreme
anxiety upon not recognizing himsdlf in the mirror, he a least comes to accept his condition (the
postmodern condition?), freeing him from some of the terror of losing the very spatia certainties upon
which he once comfortably relied. In short, the narrator comes to a point a which he resststhe
detective-like compulsion to suppose a place, accepting rather a non-place, a“neither here nor there”’
as Alford hasit, to which he has no access. Unlike the detective, he accepts not knowing as part of the

business of living in the space of the postmodern city.
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NOTES

1. Jameson argues that modernist architects such as Le Corbusier sought to isolate “the new Utopian
gpace of the modern from the degraded and falen city fabric which it thereby explicitly repudiates’
(42).

2. One of the more gtriking scenes in Chandler’s The Big Seep is when Carmen Sternwood invades
Marlowe s apartment—one of the few times we see him there. Her transgression of his home space,

or the infiltration of someone connected to his present case, suggests thet he, in fact, has no “place’ to
retreat from his life as a detective in the city; this might explain why he gppears so uncomfortable with
her presence. In Robert Aldrich’s Kiss Me Deadly, based on Spillane€' s nove, Mike Hammer’ s office
is, in fact, his home, which not only further suggests that he has no life outside the case but aso indicates
that he has no space to which he might retrest when the crimina ement comes caling; hishomeisdso
in effect misang.

3. Jarvisarguesthat Augter’s “aesthetic code of flatness. . . isisomorphic with the economic code and
gpatia structuring of commodity capitalism” (88). He suggests, “ Depthlessness here can be interpreted
as an index of a socioeconomic system which perpetuates the establishment of placeless places and as

aforma mimesis of the opacity and illegibility of its urban spaces’ (89).

4. We could include as the postmodern entry on thislist the clearly constructed Disneyland or Disney
World fantasy versons of utopian space that keep cropping up in contemporary culture.



CHAPTER 3
In-Between Subjects and | n-Between Spaces: the Out of Place Detectivein
Don DeLillo'sThe Names and Joseph McElroy’sLookout Cartridge

As has been wdl documented, postmodernist fiction has exhibited a greet ded of antagonism
toward polarized thought. Discarding the dictates of binary logic, postmodernigt fiction has sought to
explore what Pynchon calls the “excluded middle.” While the excluded middle has been read as
primarily a spatiaized metaphor representing a philosophical gpproach, according to the fictiona
accounts of Joseph McElroy and Don Delillo, it isaso itsdlf alitera gpace, both imagined and lived,
that is the space in between. | take the notion of “in between” directly from McElroy’s Lookout
Cartridge and DeLillo's The Names, two metaphysica detective novels which both use this exact
phrase to describe the position of their respective protagonists. In tandem, these novel's contribute to
our story of detection and the history of Western space by highlighting, even more so than Pynchon and
Auder, the neither-here-nor-there, the space in between which these novels reved isnot smply a
gpace imagined by writers of postmodernist fiction, but is also aliteral space created by and
experienced within the conflicted history and logic that comprises postmodern culture and late
capitalism. While the detectives in these two noves invoke once again a beief in therationd,
compartmentalized space of modernism, they are unable to locate such a space—awaysin trangt, they
never arrive. Placed within the modulating space of the postmodern world, these metaphysical
detectives find both themsalves and the spaces they encounter repeatedly stranded somewherein
between.

Lookout Cartridge and The Names share more than a common phrase. Published nearly ten

years apart—Lookout Cartridge in 1974, The Names in 1982—they bear a strong family
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resemblance in terms of both storyline and subject matter; in both narratives a traveling businessman
turns detective in an attempt to crack a case that itsdlf spans multiple geographic regions. In Lookout
Cartridge, we have the highly complicated story of an “Internationad Businessman” named
Cartwright—an American expatriate living in Londorn—who turns amateur deuth in seerch of severd
missing reds of an experimentd film he has shot with hisfriend Dagger. Having been informed by
Dagger that the entire film was burned by an unknown saboteur, Cartwright decides to investigate just
who would have done such athing and why. Through what becomes a geographicaly expansve
investigation, Cartwright finds that the initial whodunit spidersinto subplots, conspiracies, and sub-
conspiracies, which, reminiscent of Gravity’ s Rainbow, even the conspirators themsdves cannot fully
comprehend or control. While Cartwright appears aways on “the verge of aformulation” (470), his
detective work repeatedly fails to connect al the dots, primarily because his case does not coincide
with the closed circuit of the classic detective novd; rather, he sumblesinto what he describes as a
“multiple system” (439), not one crime, plot, or congpiracy but argpidly growing network involving
anti-government subversives, multinationa corporate giants, aswell as*common” criminds—often it is
difficult to tdl which iswhich.

Despite hisfalure as a detective to resolve the situation, Cartwright does eventualy learn what
happened to the film. Asit turns out, Dagger, fearing for his safety, has only staged the film's
destruction because he redizes that they have filmed, whether inadvertently or not is never fully clear,
members of a hodgepodge gang of revolutionariesin the middle of hatching a grand scheme to overturn
corporate America. Cartwright discoversthat part of this*revolutionary” scheme involves blowing up a

warehouse owned by the Hint family who head a multinationa conglomerate “so complex in itsindirect
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holdings not even Jack [the eldest of the Flint brothers] had it dl in hishead” (406). But despite the
fact that Cartwright gathers what appears to be significant information, he ill fails as a detective. While
he unearths the plan to attack the Fint warehouse prior to the actud event, he can do nothing to stop it
from happening—Cartwright witnesses the explosion from a helplesdy distanced position, hovering
over New York City in ahelicopter. And by the time the supposedly revolutionary act takes placeit is
no longer clear who is il in on the plan. Ironicaly, the idea suppasedly originated with one of the Hint
brothers, Paul, a capitalist turned revolutionary whose loyalties are unclear to say the least; however,
Paul later attemptsto call off the bombing, having given up on “ effective palitica action” (406). By the
time of the bombing, not even the members of the group of subversives are surewho isor isnot il in
on the scheme, nor is even its purpose any longer clear; some in the group are more interested in
violence for its own sake than political change. To complicate matters, Jack Hint himsdlf knows of the
plan well in advance, and it appears that he will actualy benefit financidly from the warehouse' s
dedtruction, asif the revolutionaries were working for him dl dong. In the end, Cartwright is left with
lots of information but nothing that would cause “things. . . to come together” (358); the system
continues to multiply. In afind bit of irony, Cartwright himsdf burns the film after redlizing thet it is not
s0 much the film aswhat various parties think is on the film that isimportant. The detective himsdf
commitsthe crime. Thus, the detective not only failsto fully crack the case; he himself becomes the
crimind in the process, much in the tradition of Alain Robbe-Grillet’s The Erasers in which the
detective literally shoots the man whose murder heistrying to solve.!

Also awork of metgphysica detective fiction, Don DeL.illo’s The Names tellsthe sory of a

man, James Axton, who is like Cartwright an American turned world traveler; he travels so much in fact
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that he beginsto think of himsdf asa"perennid tourist™ (43). A risk andyst who projects the possibility
of terrorism in various countries and regions, Axton traverses the globe in an effort to aid "the world's
biggest, richest companies' in "protecting their investments' (12).2 While living in Greece, Axton
becomes engaged in amystery after learning of a cult—a group of men and women from avariety of
nationdities and backgrounds who have fled their respective cities—that has committed and continues
to commit a number of murders targeting vagrants and invdids. Axton'sinterest in this group involves
the question of motive, of why they murder. Though the answer to this question is never perfectly clear,
we do find out, mostly through Owen, an archeologist who actudly lives with the cult a one point, that
the murders congtitute an attempt on the part of the cult to reconnect language to the world, to things.
After chasing anumber of leads, Axton, now "the socid theorigt, the interrogator, the criminologist,”
discovers dmog by accident that eech victim iskilled in avillage whose initids match those of the
victim. This discovery contents Axton for atime, dmost asif understanding the cult were tantamount to
making sense of theworld. However, despite Axton'sinitia eation at his discovery, merdly knowing
the pattern does not in the end solve anything for him. The fact the initials match does not creete
closure but only more mystery, for, ultimately, neither the cult nor its motivation makes “logica sense.”
The cultists have no homes, no jobs, and no nationdity—they even speak more than one language.
Trangents in the truest sense, they represent al that opposes the logic-based assumptions of the
detective, that people fit in the world, that we adl have a unique place or position within the order of the
universe. Unlike Axton, who maintains afoothold in the supposedly ordered space of western
civilization, the cultists have ventured into the deserts of the world, those spaces ostensibly outsde

societd purview. While Axton and Owen repestedly discuss possible "theories' concerning the cullt,
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Axton confesses, "We knew in the end weld be | eft with nothing. Nothing signified, nothing meant”
(216). Aswith hisjob asarisk andyst, Axton's ahility to gather information has no impact on
subsequent events. He merdly predicts terror; he does nothing to stop it from happening. Because he
falsto fully explain or stop the cult murders, the system the detective safeguards itself becomes
vulnerable; by defeating the detective, the murders threaten society's maintenance of socia order. As
Owen explains, "These killings mock us. They mock our need to structure and classify, to build a
system againg the terror in our souls. They make the system equal to terror. The means to contend
with death has become deeth" (308). These are crimes the detective Smply cannot rationally resolve.
Even more startling, the detective, the agent of order, himsalf becomes equd to the terror he
has attempted to analyze and evade; Axton's final discovery isthat the insurance firm he works for is
connected to none other than the CIA, an organization engaging in terror across the globe. Thus,
Axton’ s information not only fails to stop terror but appears to be used to create more violence, making
him an accomplice. He remarks, “Those who engaged knowingly were less guilty than the people who
carried out their designs. The unwitting would be |eft to ponder the consequences’ (317). Similar to
Pynchon’ sindictment of the ideology of detection, Delillo suggests here that the detective is part and
parce of the system, used in this case to advance its program for global economic and political
domination. Axton’s discovery of hisrolein theworld of intelligence makes him smultaneoudy the
good-guy detective out to rescue afalen world and the initiator of violence, of murder no less. Finding
himsdf perpetudly in between, Axton appears unable to steke aclam to any “sde’ in this affair, and
Cartwright is no different. Cartwright’s ability to gain information results from the fact that others fear

he knows too much, an assumption they base largely on the fact that he kept awritten diary of the
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making of the film. Asis common in the detective genre, Cartwright uses the fear of othersto
manipulate the multiple systems he encounters, leading others to believe he knows even more than those
in on the “caper.” But, unlikein the classic or hard-boiled detective novel, this ploy does not so much
thwart future violence as it implicates Cartwright himsdf: “I found mysdf to be helplesdy a collaborator,
mingling beyond mere will with the mixed obsessons of others’ (395). He comesto the distressing
redlization that his investigation has “actudly increased the chances of violence” (408) rather than
containing it. Infact, Cartwright is partly responsible for the deaths of at least two men, though in both
cases the degths can be explained away as accidents, making his role again ambiguous. Cartwright is
not only implicated in the acts of the revolutionaries; he also seemsto have participated in the corporate
web that isthe Fint family firm. In regard to one of severd of his*random enterprises,” Cartwright is
unknowingly an “erswhile U.K. rep” for a science firm in which Jack Hint owns * controlling interest,”
meaning Cartwright has dl aong *been working part-time for Jack perhaps’ (465-66). Like Axton,
Cartwright is a detective caught in between, a solver of crime and its precipitator smultaneoudly.

While these plot summaries show how each novel uses*in between” as ametgphor for amora
or ethicd criss suffered by the detective, in both novels “in between” aso refersto an actud physicd,
aswell as metgphysical, space or spaces. Aswe will see, both novels offer a picture of postmodern
gpace in which the detective finds not only that he is in between spaces but that these spaces themselves
are now, paradoxicaly, in between; this includes the space of the home, the one-time symbol of spatid

sability.
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Familial Space In Transt

As| mentioned, Cartwright’ s dl-consuming investigation requires him to leave his home for
extended periods of time—*home’ for him, as an American expatriate living in England, being not
exactly a stable position from the start. The mystery carries Cartwright overseasto New York, that is
ironicaly “back home,” aswell asto such isolated spots as the Hebrides. While Cartwright travelsthe
globein search of clues, hisfamily life back "home," i.e,, in London, beginsto unravd. Guilty of his
own infiddlities, Cartwright discovers that his wife has become friendly with another man; furthermore,
his daughter is dating a young man connected to the palitical activists Cartwright suspects of
wrongdoing and who eventualy try to kill Cartwright. Even more troubling is how Cartwright discovers
these facts, by soying on his own family. Having returned to London without his family's knowledge,
Cartwright intends to return home; however, while standing across the street from his house, Cartwright
discovers another man kissing his wife goodbye (120). Reduced to avoyeur in his own life, Cartwright
does not intervene but passively watches and then leaves without even letting his wife know where he
is, asif he had no responghiility to hisfamily at dl. Still, Cartwright continues to identify himsdf with his
London home, and, eventudly, he does return, but only to find, in another variation of Hawthorne's
“Wakefield,” that he no longer possesses akey to hisfront door. While he wasin New Y ork,
someone burglarized their home to sted the film diary, damaging the lock which had to be replaced.
Cartwright’ sinability to access his own home symbolizes the extent of his digplacement from his familid
gpace. Cartwright isthe family man now without a family; the homeowner without akey. While he
makes intermittent stops at his house throughout the novel, he remains an outsider, or both insde and

outsde smultaneoudy.
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The mogt extreme ingtance of Cartwright’s position Smultaneoudy both in and out of his familid
gpace comes when he spies on his own daughter in New Y ork. While she has apparently traveled
there to save hislife, and has, consequently, placed herself in danger, Cartwright smply trails her
without intervening, refusing to fill the traditiond roles of father, husband, or detective as if he were
merely alookout. In some senses, this alows Cartwright to be a better detective; detached from
familid entanglements he can devote himsdf to solving globa mysteries. Aswe saw in the discusson of
Augter, the classic detective has typicdly lacked attachment to either ahome or family, responsbilities
which might muddle his socid function. Cartwright, however, appears to want it both ways, to be the
detective—one gaining knowledge and mastery through distanced scopophilia—and gtill be able to
maintain a connection with afamilia space, with ahome. Aswith the classic detective who kegps a
foot in both the world of crime and that of the middle class, this attempt to maintain two, often
conflicting positions places Cartwright in a precarious spot, that is somewhere in between.

Delillo’s detective, Axton, inhabits an equaly limind position, but in his case no one has stayed home
to maintain the familia space asthe locus of gability. Axton's wife, Kathryn, and his son, Tap, have
themselves become expatriates and world travelers, temporarily living on an idand off Greece where
sheworks at an archeologica dig. Contrary to patriarcha assumptions, in thisingtance, the wife no
longer holds down the home. Thereisin fact no “home’ left. It too appearsto bein trandt. Axton's
familia problems have progressed further than Cartwright's; he and Kathryn are officidly separated,
though not divorced. The family unit is eroding but has not completely crumbled. In an attempt to
preserve what remains of hisfamilia space, Axton has taken the job asarisk anayst because the main

officeis closer to hisfamily, that is, in Athens where Axton frequently stays but refuses to take up
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permanent resdence. Ironicaly, then, he abandons his American home because despite the travel
involved, hisjob actudly alows him to see his family more often. At the same time, however, the
“boundaries’ that Axton sees his family as providing him have become undeniably blurred once his
family turns nomadic, causing Axton to redize, “ There was nothing to come back to if | failed, no place
in particular | belonged” (49). Unlike Cartwright, or Auster’s Quinn, Axton from the beginning does
not even have a space he can imagine as his home; his familia space, or at least that which representsiit,
is dready haf-way around theworld. It isno wonder Axton fedslike an “outsder” in his own family
(8). Nevertheless, ignoring the advice of his boss Rowser, a CIA operative who has severed dl familia
ties, Axton refuses to divorce, remaining both married and not married, another form of in-between.

He holds on because his family provides him the only sense of “place’ he knows. While spending time
with Kathryn, Axton undergoes arenewed sense of connection, not only to her but “to the physica
world” aswell, asense of “Being here. Everything iswhereit should be’ (32). Thisfeding of
belonging does not last, however. Axton discovers that his wife and son are going to move to British
Columbia, meaning the familia boundaries that temporarily provide him asense of his“place’ in the
world will once again be stretched and possibly ruptured. Redlizing that his position in the world has
become tenuous at best, Axton concludes, "My lifeisgoing by and | can't get agriponit. It udesme,
it defeats me. My family is on the other sde of theworld. Nothing adds up. The cult isthe only thing |
seem to connect with." (300). Unfortunately, his discoveries concerning the cult do nothing in terms of
helping him relocate his place, either within the family or in theworld a large. As his name suggests,
Axton is split, condemned to alife apart.

The familia status of both of these metgphysica detectives highlights, then, adisruption of the
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once centrd, and centrdizing space of the family unit. Interestingly, by placing their respective
protagonists within the network of multinationa capitalism, both novels suggest thet the eroson of the
home—the space which the family unit has both produced and required to sustain itself—has resulted,
in part, from the expansion of globa capitaism and its effect on our perception of space. In both novels
the familid spaceis rapidly becoming aresdua space, alonged for haven without which, as Axton
recognizes, the idea of locating one's place requires serious rethinking. This becomes even more
gpparent once we recognize what the production of familial space has meant to the production of socia
gpacein generd. According to Lefebvre, “Familid space, linked to naturaness and genitality, isthe
guarantor of meaning as well as of socid (spatid ) practice. Shattered by a host of separations and
segregations, socid unity is able to reconditute itsdlf at the leve of the family unit, for the purposes of,
and by means of generdized reproduction” (232). Thus, by destabilizing both the family unit aswell as
the enclosed space of the home which it requires to sustain itself, both novels dramatize a crigs of
sgnificant consequence to the production of space within the conventions of Western metephysics.
While Axton and Cartwright never fully rgject either their belief that familia space can recover its
position as the locus of socid stability or that they till possess the ahility to reclaim their former places
within that space, both detectives find that within the modulating space of the world marketsin which
they participate, the space of the family isin fact vanishing before their eyes, and with it the broader
socid unity it onceinsured. Only the hazy specter of a once securely bounded space remains. This
explains why men like Rowser abandon the familid space atogether, opting instead for the developing
politico-economic networks that spread across the globe; the latter seems to be the only space that

counts. Yet, asthe plight of our detectives reveds, entering these networks does not provide one with
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anew “home’ or sense of unity but rather, leaves one perpetudly in between.

It isworth noting that the sense of |oss coinciding with the breakdown of the homeiis, in both
novels, an experience reserved amogt exclusvely to men. In Lookout Cartridge Cartwright' swife
Lorna, dthough she may not remain completely faithful, still continues to maintain the home-gpace, and
in The Names while Axton’s wife, Kathryn, has exchanged the stability of home for internationd trave,
this does not gppear to trouble her in the way it does Axton. The difference in response, particularly
between Kathryn and James Axton, suggests that the production of space and the construction of
gender identities are mutudly informing. Gender is, of course, especidly pertinent to the production of
the home space, a gpace that as Doreen Massey argues, has been smultaneoudy a haven for men and
adte of limitation for women. Massey suggests that “the identities of ‘woman’ and of the *home-place
are intimately tied up with each other” (180). She explains further, “The congruction of ‘home asa
woman'splace has.. . . . carried through into those views of place itsdf as a source of gahility,
reliability and authenticity. Such views of place, which reverberate with nogtalgia for something logt, are
coded femde’ (180). This explains why Axton mourns the eroson of hisfamilid space; it cogs him
both a physica placeto live and a sense of stability. Formerly, men such as Axton were free to roam
the fragmenting networks created by capitaist expanson while ill retaining a sense of unified identity
precisdy because the home remained in place, the wife there to insure its stability aswell asthe sability
of masculine identity. For Kathryn, however, the home is not so much a source of comfort as a means
of confinement. AsMassey contends, “The limitation of women’s mobility, in terms of both identity
and space, has been in some cultural contexts a crucia means of subordination. Moreover the two

things—the limitation on mohility in space, the attempted consignment/ confinement to particular places
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on the one hand, and the limitation on identity on the other—have been crucidly rdated” (179). The
opening up of familia space that we seein DeL.illo’s nove alows Kathryn, therefore, to explore spaces
and identities formerly closed off to women; sheis trangported from Americato Greece, transformed
from housewife to archeologist. She does not mourn the loss of home as does her husband because
for her the breakdown of the home equals a new sense of mobility. This does not mean that sheis any
lessin between than Axton, only that because of the spatia limitations to which she has been subjected,
she perceives the space in between as a space of possibility, a pace in which she can recreate her
place and her self. To Axton, however, Kathryn’s mobility presents athreet to both his sense of sdlf
and place. Once Kathryn is on the move, he can never go home again; he cannot recover ether the
gtability or sense of gpatid domination he once enjoyed. The familia center no longer holds; it has been
re-placed with the space in between.
I n-Between Geography

As Axton and Cartwright' s involvement in world finance and travel would indicate, the spatid
commentary offered by these novels extends well beyond the state of familid space. Even prior to
undertaking the quest to solve their respective globd mysteries, both Axton and Cartwright must
respond to the geographica condition of late capitaliam, under which, again, space is“being recast: in
response to the growth of air trangport, particularly in its geopolitical dimensions; in response to various
new industries (computers, leisure, the extraction of petroleum and other resources); and in response to
the expanding role of the multinationals’ (Lefebvre 351). Participantsin these retooled spaces of
burgeoning economic, palitical, and technologica networks, Cartwright and Axton find themselvesas a

result not only in between homes but in between home countries as well.



107

Reacting to the “expanding role of the multinationas,” Cartwright imitates their effortsto create
and take advantage of a globa marketplace. A “regular globe-trotter” as one character putsit (38),
Cartwright frequently travels to and buys goods in one country with the intention of selling those goods
in one or more other countries so as to maximize his profit. Already a man of many nations, his
willingness to take on the case of the missing film only exacerbates his condition, uncannily, alowing him
to be “two places a once’ (115). Cartwright can spy on hisfamily in London as well as investigate the
London branch of the revolutionaries without fear of being found out because the concerned parties
assume heis dill visting New Y ork—each one of the characters at some point is confused asto
Cartwright’ s precise wheregbouts. Relishing his new found evasiveness, Cartwright, when asked by his
wife why he went to New York in the first place, answers, “I’'m in New York right now” (124). And,
later, when Cartwright, who while supposedly in New Y ork has actualy been in London, returns again
to New Y ork, he suggests this "was not a return, except to my true whereabouts' for he was dways
“virtudly in New Y ork though in London” (163). Cartwright existsin the perpetua paradox of being
where he actudly is at a given moment as well as where everyone dse thinks he is—this includes the
reader who, due to the text’ s frequent spatia, temporal, and ontologica shifts, can easily lose track of
the detective s position. Tracking Cartwright becomes even more difficult once his travels extend
beyond the confines of Americaand England. His globd investigation leading him to such places as
Glasgow and the Hebrides, Cartwright’s“ American trip” quickly grows “many centers’ (413). Like
the case itsdlf, his wheregbouts ramify, placing him “between many people in many directions’ (378), as
well as between multiple geographica locations. What begins, then, as a Smple geographica

misunderstanding becomes a running joke with sgnificant geographica as well as metaphysica
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Cartwright's sense of being both physicaly and metaphysicdly in between is, as Lefebvre's
remarks would indicate, adirect product of the technologies of the second half of the twentieth century.
McElroy emphasizesin particular the effects of air travel on Cartwright’ s experience of space. During
his frequent flights across the Atlantic, Cartwright loses track not only of time, a common enough
experience, but aso of his sense of place, aless common experience. Just as Cartwright isthe
detective who never reaches a conclusion, due to the speed of air travel, he has become atraveler who
never arrives, or departs. Furthermore, Cartwright suggests that the plane itsdf creates anew spacein
between. Alluding to thetitle of asection of the film, he remarks, “The plane was like an Unplaced
Room” (109), that is a space void of nationa or geographical markings or borders. McElroy adso
implicates the telephone in the production of this space in between. Throughout the course of the nove,
Cartwright engages in a number of phone conversations to and from a variety of locations in which the
recipients of his cals have no knowledge of Cartwright’s physical position. As Cartwright notes, “On
the phone one may lose some sense of where places are” (501), cdling into question the very notion of
place. Technology has cregted, then, anew space, what Cartwright calls *a dimensionless space in
between” (292) that escapes former geographica definitions and delineations. This new space has
restructured the once tightly sealed geographica boundaries that maintained both nation and nationa
identity, creating gaps where there were once only walls, an in between where there was once only a
here or there. Of course, the development of the computer and cyberspace has produced a much
more radica example of placeless spaces, however, writing in the early 1970's, McElroy is actudly

ahead of the game in recognizing the potentia for technology to ater our experience of space, to
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produce a space that lacks land-based, geographical dimensions.

While one might argue that Cartwright' s condition is anoma ous—not everyone travels that
frequently—McElroy’ s nove suggests that his sense of displacement is quickly becoming
commonplace. Infact, Cartwright’s highly sought after film has as its theme “the American’ sincreasing
digunction from his environment and the need and arresting capacity to assart an exisence and a sdf in
adeparticularized setting” (70). Cartwright and Dagger attempt to capture this “ departicul arized
seiting” in the opening episode of the film, “The Unplaced Room.” While the segment is shot in an
undeniably particular setting, a house in England, the scene features only two men, one a deserter from
the American army no less, conversing insde aa generic, bare-walled room. Thus, the room is made
to appear as “aroom that could be anywhere, that was the point, a point” (106). Cartwright describes
the effect asfollows “At that moment the room, unplaced in word or light or Sign, resumes a power it
first had had in the bare tableau like agill. So placeisfelt to be not dways or at least visbly the one of
national coordinates or crystdlized history” (141). Both the impetus of the scene aswell as
Cartwright’ s description of the room implies that place need not necessarily be defined by geographic
or tempora boundaries, asif the roomisitsdf a“dimensonless space in between.” Later, Cartwright,
upon noticing the “liquid tir” of New Y ork, wonders if “ Terminus the god of boundaries and property
may be subject to Mercuria delusons’ (512), suggesting that athough imagined as static, places are
actudly influx. Add to this Cartwright’s perplexing experience of being from or in two or more
geographic locations smultaneoudy, and the land-based markers by which we define the urban,
national, or other geographic regions or spaces certainly gppear to be in crisis right dong with the space

of the family.
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McElroy’s emphasis on the way this crissinvolves “nationd coordinates’ is especidly
ggnificant. While the family unit centralizes the production of space in alocdized setting or under a
specific ideologica regime—one s city for instance—as an extension of familia space, the nation has a
smilar impact on how one imagines space on agloba leve, particularly for Americans who tend to see
the space of the world as an extension of our own economic and political systems. Once the spatia
parameters by which we define nations begin to bresk down, however, another spatia anchor through
which we identify, or place oursglvesislog. Although the nation il exigts, Cartwright finds that having
entered the unmappable space of the newly arising economic networks crisscrossing the globe (the
hyperspace of contral), he can no longer use the space of the nation to orient himsdf because the globa
gpace of late capitalism has recongtituted both nationa coordinates as well as his experience of space;
the postmodern subject now belongsto dl places aswell asto no place, as does capitdism itsdf. At
the same time that the expansion toward a globa economy has placed more spaces a capitaism’'s
disposd, it has dso, somewhat paradoxicaly, left capital, much like the floating signifier, without a place
(home) of its own; it is everywhere but nowhere in particular. While monopoly capitalism sought to
organize clearly defined, and enclosed circuits of exchange, in its advanced form, capitd is defined
more accurately by flows,* those (non)structures that arise in kesping with the regime of control so
effectively portrayed in Gravity' s Rainbow. In thisrespect, we might argue that Cartwright, and
Axton, both literally and figuratively, merdy follow the lead of capitd, which isitsaf dwaysin between.

Notably, the very form of McElroy’s novel evokes a sense of digunction, transferring
Cartwright’ s displacement to the reader. Although it appropriates the detective genre, unlike its modd,

with itsinsertion of frequent, unannounced tempord, spatia, and ontologica shifts—we find oursdves
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repeatedly asking “wheream | 7’—Lookout Cartridge purposefully sets out to disorient the most
astute reader.® Even our narrator, Cartwright, sympathizes with the reader’ s plight; recognizing the
difficulty of kegping up with his narrative, he reminds us, “If you are not sure where you are, you have
me’ (8). Having the advantage of anchoring ourselves to Cartwright would provide some comfort if he
were a classic detective, whom we could trust to lead us to a satisfactory conclusion, or place.
However, while the classic detective novel moves toward a specific destination, Cartwright isthe
detective who never arrives, remaining both moraly, psychicdly, and physicaly in-between. The nove
leaves us not only without a solution to “the crime” but aso without a clear sense of how to orient
oursalves temporaly or spatidly, of where to position the detective or by extenson oursdves. Fittingly,
the nove ends with Cartwright in New Y ork, his home that is no longer his home, at hisfriend Sub’s
gpartment, where he continuesto fed “out of place yet dso not wholly here’ (529). In regard to both
the space of his home and nation, at the conclusion, or anti-conclusion, of the nove, our detective
remains in between, as does the reader.

Themes of nationa and globa displacement figure prominently in The Names as well.
Participants in multinationd capitalism, Axton and his friends comprise a subculture of "corporate
trangents' (54). Although they continue to identify with and clam America as their home, these men
and women actudly have no permanent residence, Soending much of ther timeliterdly “in trangt,” that
isingde arports or aboard airplanes, outsde traditiond geographical boundaries. While the ahility to
travel a high speeds purports to offer Axton and his circle the possibility of connecting to increasingly
more spaces, it actualy intengfies their growing sense of disconnection. As Lindsay, the wife of a

multinationa banker, notes, "They keep telling usit's [the world] getting smdler dl thetime. But it'snat,
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isit?...It'sonebig tangled thing . . . Modern communications don't shrink the world, they make it
bigger. Fagter planes make it bigger” (323). Lindsay’s comments suggest that Axton, like his fellow
metaphysca detectives, suffers from the "dilemma which is the incapacity of our minds. . . to map the
great globa multinationa and decentered communicationd network in which we find oursaves caught
asindividuad subjects' (Jameson 44). The technology imagined to connect Axton to more people and
more places, by recongtructing the very notion of place, has led, paradoxicdly, to stark fedlings of
displacement. Where our detective once imagined distinct spatia coordinates, he now finds aworld-
wide entanglement of expanding economic and technologica networks, insde which, again, capita itself
has no place, but, rather, remainsin congtant, rapid circulation.

Although he seemingly desires afixed place in the world, Axton redizesfindly that, like
Cartwright, he has "traveled between places, never in them” (my emphasis 143). Thisistrue even of
Athens, where Axton supposedly “lives” As he says, “Athenswas my legal home but | wasn't reedy
to give up tourism, even here’ (44). Remaining atourist gppedls to Axton, despite his conflicting need
for aplace, because as he explains, “To be atourist isto escape accountability” (43). Aslong ashe
remainsin trangt, Axton feds responsible to no place. Despite the gppearance that Axton's “living
goat” isof little consequence, asif it affected no one or nothing but himsdlf, DeLillo’'s nove gradudly
reveals that this refusa to be grounded in a place has a very red effect on the production of space.
Being a perennid tourigt requires the discarding of traditiona spatia definitions, under which spaceis
datic and every one and thing has a stable place. Once our detective, aguardian of spatia stability,
refuses to accept a“place’ in the system, the very concept of place—home, nation, etc. . .—becomes

increasingly destabilized. The politico-economic networks that have enabled Axton and hisfriendsto
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livein trangt have dong the way produced a space void of permanence. Thus, Axton istrapped within
agpatid contradiction. While he continues to desire the sability of the family unit, once centrd to the
production of socia space in the West, he smultaneoudy takes advantage of, and, therefore, helps
reproduce the very globd spatid logic thet is largely responsible for the destabilizing of formerly fixed
places such as the home.

Interestingly, much like Lookout Cartridge, The Names implies that this contradiction between
desiring afixed soace with which one can identify and a flexible space in which one can move fredy is
somewhat of an American tradition. On one hand, in both writing and speech, Americans, from
European contact up to the present, have undeniably exhibited a striking preoccupation with the land
that defines America geographicaly. Characterizations of the space that is America have, moreover,
been used regularly to define what it means to be an American; for ingtance, there is an obvious
connection between the fact that America s land stands physicaly gpart from Europe and the
identification on the part of Americans with independence. On the other hand, as Axton’s film maker
friend Frank Volterra suggests, “amlessness’ and “drifting” are “the pure American thing” (155), which
implies that Americans have no attachment to the land or space that is geographically spesking
designated America, but rather are defined by their ability to defy geographicd limitations. This
contradiction, seemingly inherent to American culturd logic, becomesincreasingly difficult to deny once
America s sense of identity, both spatia and otherwise, is extended to agloba arena. AsEliades, a
Greek operative, astutely observes, under late capitaism, “ Americans learn geography and world
higtory astheir interests are damaged in one country after another” (58). That isto say, Americans

imagine the world' s spaces as an extension of their economic networks rather than according to
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by which they are identified, making it increasingly difficult to maintain a sense of place within the
expanding globd territories that Axton navigates. As he discovers, the harder he works at recovering a
place for himsdf, the more aware he becomes of the impossibility of doing so. Once again he finds
himsdf in between, or insde anew globadized space that, recongtituted to facilitate the rapid flow of
multinationa capita, alows oneto travel only between and never in places. If it were not troubling
enough that our detectives seem hopelessy unable to solve the respective “crimes’ and in so doing
repair the socid order the detective is supposed to safeguard, we now find that they stand idly by asthe
very spaces by which that socia order is defined and reproduced come under attack. In fact, just as
their search for clues perpetuates more violence, their global, technology-assisted search for spatid
permanence contributes to its disappearance.

Consumable Spaces

While postmodern spatia production has dtered our perception of both home and nation, as
well as geography in generd, these are certainly not the only spaces that are affected by the increasing
globalization that our detectives confront. Along with the space of the home and nation, both
metaphysical detective novels dso pay close attention to various tourist spots around the globe which,
though produced under aformer spatia regime, remain within the postmodern landscape. Aswe will
see, both novels portray such spaces themsdlves as being caught in between, historicaly aswell as
ideologicaly.

In their travels, both Cartwright and Axton are associated as much with tourism as they are with

world finance. Not only do these globa detectives often act like tourists, frequently consulting maps or
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purchasing souvenirs, but both actudly pay vidts to popular tourist Sites; Axton vists the Parthenon and
Cartwright travels to Stonehenge as well as the Stones of Calanish. Oneimplication of connecting
these men to tourism is that the detective, whose job it is to observe the landscape as if from an outside
position and, for the contemporary private eye, to record those observations on film, has always been a
tourigt of sorts. While we saw in Augter’ sfiction that the detective is necessarily an outsider,
maintaining afoothold in a least two worlds, in Lookout Cartridge and The Names the detective' s
ability to stand gpart has now become a state of passing through. By conflating the work of detection
and tourism both novels expose arift inherent in the ideology of detection, that the one who once
placed is now himself without aplace. At the same time, these novels dso dramatize tourism’s effect
on the production of space, and the subject in space, in the late twentieth century.  Although tourists
assume that they occupy the position of observer, asif they ook only, without atering the space in
question, both noves indicate that tourism, especidly in the age of high speed trave, has significantly
atered space and our perception of space. As Dean MacCanndll contends, “tourism is not just an
aggregate of merdly commercid activities; it isaso an ideologicd framing of higory, nature, and
tradition; aframing that has the power to reshape culture and nature to its own needs’ (1). Much asthe
detective purports to stand agpart but in redlity perpetrates a strict set of spatia representations and
perceptions, the tourist, who passes through as if without consequence, <o in actudity helps “frame”’
postmodern space aswell as our notions of space. Specifically, tourism constructs spaceitself asa
consumable object. Lefebvre explains, “neocapitalism and neo-imperialism share hegemony over a
subordinated space split into two kinds of regions: regions exploited for the purpose of and by means of

production (of consumer goods), and regions exploited for the purpose of and by means of the
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consumption of space” (353). Just asthe proliferation of multinationa corporations expands the
available spaces of production, it also, by extending the geographica limits of capitaliam, makes
available to the tourist avariety of readily consumable spaces.

The question is what has the imperative to make spaces fit for consumption done to our
experience of such spaces? David Harvey argues that through “entertainment pa aces like Epcot and
Disneyworld. . . it isnow possible to experience the world' s geography vicarioudy, as a smulacrum”
(300), but what about the higtoric sites themsdlves, such as Stonehenge, that such amusement centers
often replicate? While Harvey stresses the virtud experience of spaces which are clearly
reproductions, Del.illo and McElroy suggest that the increase in tourism has managed to transform the
origina placesthemselvesinto Smulacra Asoneof Axton’'sfriends recognizes, “New placesare a
kind of artificid life’ (130), asmulacrum of what it meansto livein places. For both Axton and
Cartwright this holds true even when the “new places’ come in the form of extremely old structures.
For example, when Cartwright visits Stonehenge, a setting for hisfilm, despite the religio-palitica
higtory of this place, it has no more impact on him than would a cheap reproduction. Concerned only
with the making of his movie, Cartwright appears to see Slonehenge asiif it were dready on film, asif at
oneremove. Interestingly, Cartwright and Dagger are not the only ones shooting afilm at Stonehenge.
Asit turns out, another party is making the samefilm, or at least a pardld film, Staged at the same
location—at times the respective cameramen film each other filming, removing themsdves further from
the space in question. Whether the Stonehenge Cartwright vigitsisthe “red” thing or not matterslittle
because this filming and re-filming transforms Stonehenge into what amounts to a Hollywood backdrop,

asgmulacrum of itsdf.®
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Cartwright' s inability to make a connection to Stonehenge takes on further sgnificance when
conddered dongside the nove’simplication that the mysteries of the world might be solved by linking a
variety of historic and geographic points of interest throughout the world, most notably the two sets of
stones and the Mayan ruins. But, while each of these ancient Sites possessed at one time a symbolic,
religious, or poalitical function, they have now become mere tourist attractions, robbed of their former
meaning. It isno wonder, then, that Cartwright cannot make the connection ether to these “ sacred”
spaces or between them. He is the detective—the one who conventionaly reconstructs, preserving the
socia and symbolic—become tourist, an ineffectua onlooker who sees only as if through a camera,
making no contact himself. Cartwright's reaction, or non-reaction to Stonehenge also speaks to the
“increasingly pronounced visua character” of the spaces of late capitalism (Lefebvre 75), or what
Del.illo describes as the “evolution of seeing” (179). Cartwright, our detective, in the shadow of
Stonehenge fails to react to its purported magnificence because, reproduced by and for the tourigt, this
gpace has been made both consumable and disposable; it isto be seen, not lived, asif the tourist
photograph were dready built into the experience of this space. A smulacrum of its former sdf, the
tourist gpace like Marx’s commodity is both materia and abstract at the sametime, or aways
somewhere in between. It is both an origind—higtoricaly imbued with an ideological function—and a
reproduction—made for consumption—smultaneoudy. Unlike the classic detective who studied the
gpaces he confronted carefully and thoroughly, Cartwright, the metaphysica detective/tourist, quickly
moves on to the next point of interest.

While Lookout Cartridge reflects the waysin which tourism has transformed historical spaces

into Smulacra, The Names stresses more emphatically the ways in which globa tourism has isolated
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such stesfrom their former spatia logic, as we will see, producing new spaces of conflict and
contradiction. From the opening page of the nove, Axton fixates on the sightseers overrunning Athens,
“tourigts in striped sneskers, fanning themsaves with postcards . . . laboring uphill” toward the
Acropoalis (3). Axton himself avoids joining their ranks; he refuses to make the climb. His resstance
may seem like odd behavior for someone who clamsto be a*“ perennid tourist,” but Axton hasan
explanation for his hestance to visit the temple: “For along time | stayed away from the Acropalis. It
daunted me that somber rock. | preferred to wander the modern city, imperfect, blaring. The weight
and moment of those worked stones promised to make the business of seeing them a complicated one.
So much convergesthere. It'swhat we ve rescued from the madness. Beauty, dignity, order,
proportion. There are obligations attached to such vigits’ (3). In short, Axton ressts the temple
because he fears that it retains the residue of the unifying cultural logic within which it was erected.’
According to Lefebvre, the Greek city was constructed within the dictates of “ absolute space,”
which conceived space as both unified and harmonious. He explains further that in ancient Greece,
from whence we inherit geometry, the seeds of western spatid logic, absolute space “assumed a strict
form: that of volume carefully measured, empty, hermetic, and condtitutive of the rationd unity of Logos
and Cosmos’ (238). As Lefebvre notes, the temple played a crucid role in establishing this imagined
gpatid harmony: “The Greek city, asaspdtia and socid hierarchy, utilized its meticuloudy defined
gpace to bring demes, aristocratic clans, villages, and groups of craftsmen and traders together into the
unity of the polis. . . Its centre— the agora—served as focus, as gathering-place. At the highest point
of the acropolis, the temple presided over and rounded out the city’ s spatio-temporal space’ (249-50).

Y et while the space of the temple brings with it this history as asymbol of socid and spatid unity, the
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gructure Axton confronts is surrounded by afar less harmonious metropolis, making its cdlamsto
rationa organization now highly suspect. At the same time, Axton’s reaction suggests that the temple
continues to evoke its former spatia logic, as if the Cosmos were indeed operating according to a
rational order that is accessble to the human mind. | would argue that Axton finds the Parthenon
frightening precisely because it stands as areminder of the “order” and “proportion” his own life, and
the postmodern city, lacks. As Owen remarks, Greece gill “contains” a*mysterious absolute” (113).
But while Axton, our detective, stands, as we have seen, at the cultural center of the absolute, socia
and spatia, hefallsto accessits core. Now empty &t its center, the Greek temple and its history
embody thisdilemma. Interestingly, initsorigina state, the Parthenon housed a colossa representation
of Athena, patroness of the city. To the ancient Greek, the absolute was representable, and by
extenson accessible. However, as history would have it, the Parthenon no longer houses any thing at
its center. Uncannily, whileinitsorigina form, the temple symbolized the accessibility of the absolute,
in its atered state, now empty at its center, it has come to symbolize a modernist sensibility, which sees
the “mysterious absolute,” or the Sublime as the unrepresentable. It isasif the history of the temple's
gructure mirrors the history of Western thought which, following Protestant iconoclasm and Kantian
aesthetics, has come to view the absolute as defying representation. That isto say, the temple svery
history reflectsthe loss of “place’ a the center which once held. When Axton does findly vist the
temple, he, in fact, notices thislack, sensing “agrief for what has escaped containment” (330), asif to
say that the temple evokes smultaneoudy both the concrete representation and bility of the
absolute it once contained and, paradoxically, its opposite, its absence. Layered with these spatial

histories and perceptions, the temple, as both harmonizing force and empty tomb, thus, dicits both
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Axton’s desire for a“place’ to which he belongs aswell as histerror of that which he can neither locate
nor penetrate, the placel essness at the center of place.

Nonethdess, while Axton wishes to avoid these ambiguities inherent to the space of the temple,
the Parthenon, towering above the city, continuesto cal him, and eventudly, he does make the climb,
a which time he offers a number of intriguing observations. Upon his vist, Axton describes the temple
asfollows

And thisiswhat | mainly learned up there, that the Parthenon was not athing to study but to

fed. It wasn't doof, rationd, timeless, pure. | couldn’t locate the serenity of the place, the

logic and the steady sense. 1t wasn't arelic species of dead Greece but a part of the living city
below it. Thiswasasurprise. I'd thought it was a separate thing, the sacred height, intact in its

Doric order. | hadn’'t expected a human fedling to emerge from the stones but thisiswhét |

found, deeper than the art and mathematics embodied in the Structure, optical exactitudes. |

found acry for pity. Thisiswhat remains of the mauled stones in their blue surround, this open

cry, this voice we know as our own. (330)

Unlike Cartwright, Axton agppears to make a very deegp connection to the historic Site he visits, which
would at firgt glance seem to indicate that he has rediscovered his place in the world by reuniting with
the centralizing logic, the same logic that produced the Greek polis as a digtinct political and spatid
formation, responsible for producing this remnant of unified space® Reading Axton’strip to the temple
as amoment in which he rediscovers his place in the world is further implied by the very structure of the
novel itsdlf. Paula Bryant argues that snce the concluding pages of the narretive proper, of Axton's

gtory, end with hisvidt to the temple, the novel appearsto follow a“modernist” pattern. She explains,
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“Jm Axton returns to an image, the Parthenon, which held negetive connotations for him at the nove’s
opening, and which now holds positive onesin the light of his new experiences. Thus the book gppears
to culminate a neat, circular return to its own beginning, the protagonist infused with new insght into old
dilemmas’ (24). Thisreading isreinforced by the fact that the “image’ in question has been retrieved
from the pre-modern world, asif Axton were recuperating the absolute which has been lost within the
fragmenting experience of modernity.

Bryant, however, argues that the novel’ s gppropriation of the “modernist pattern” is ultimately a
ruse, meaning thereis no tidy ending. To understand how she arrives a this point, and more
importantly how this dters our understanding of the novel’s commentary on the history of space, we
first need to darify what Bryant means by “old dilemmas” The vast mgority of DeL.illo criticiam,
including Bryant's, has suggested that Axton’s primary “dilemma’ involves firg and foremost acrigs of
representation, of language. This would explain his obsesson with the cult which is preoccupied
primarily with linguigtic gporias. Bryant remarks, “In a perverse verson of Wittgenstein's logica
positivist search for one ided language that will redeem confusion by establishing an inexorable
equivaence between word and world” the cult “becomes enraged with the old language and spawns a
new logic of violence’” (19). Axton himsdf, aformer writer no less, becomes caught up in this search to
restore language to the world around it, to recreate “the rationa unity of Logos and Cosmos.” But just
asthe cult’ s violence is doomed to failure, restoring nothing, Axton’s efforts to make sense of the cult
murdersis equaly doomed. He matchestheinitias to places, but this gets him nowhere; these matches
gppear as arbitrary asthe linguigtic digunction the cult seeksto repair. Nonethdess, insde the temple,

having felt the “cry for pity,” Axton concludes, “Our offering islanguage’ (331). We might surmise,
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then, that Axton hasin fact rediscovered the unity between Logos and Cosmos, has found away to re-
fill the empty temple, and with this has redlized a new attachment to hisworld. However, the language
Axton actualy offers, and the touristis with him, isfar from an ided language able to reconnect word
and world, as a modernist ending or Axton’s return to the temple might imply. As Bryant points out,
the text is not so unified after dl. Fird, it does not actualy end with Axton’s return to the temple, but
rather with an appended story, or glossoldia, that his son Tap has written and shown to Axton prior to
hisvigt to the temple. Not only does Tap's glossoldia not reunite word and world, it actualy
celebrates language' s ability to fragment and divide, to creste multiple meanings. Secondly, when we
revigt the temple scene in light of Tap's gppended narrative, we recognize that during histour of its
grounds, Axton himself emphasizes the fragmentation that surrounds him. More than once he points out
the cacophony of languages being spoken smultaneoudy among the other tourigts, “one language after
another, rich, harsh, mysterious, strong” (331). Thus, the offering may be language, but not alanguage
that would restore word and world, but rather one that is recognized for its inherent ability to multiply
and defer meaning. Thus, the representable absolute at the center of the old temple has become that
which Axton, despite the invitation of his son’s name, cannot tap. Ironicaly, in the very Western
birthplace of rationa order, Axton comes to grips with hisinability to rationdly unite Logos and
Cosmos.

While prior critics such as Bryant have articulated Axton’ singghts into the nature of language,
there has been scant acknowledgment, despite the seminal role that the temple has played in the history
of Western space, that Axton’s vidit to the Parthenon has as much to say about Cosmos, or space, asit

does about Logos. We can, however, make use of Bryant’sanalysis of The Names commentary on
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language in our attempt to understand what this novel adds to our discussion of space, for just as
Axton’s experience at the temple causes him to reconceive language, it aso causes him to revigt his
previous assumptions regarding space. During histour of the temple, Axton concludes that the
gructureis neither “rationa” nor “timeless” asthe spatid logic of ancient Greece, aswell asa
modernist aesthetic would have him believe. Axton ingsts otherwise, seeing the temple not smply asa
“reic” of itsformer cultura logic but as rather “part of the living city,” of present-day Athens. Axton
provides some clues asto just what it might mean for Athensto be part of a postmodern city by
describing this city intermittently throughout the text.

Among other things, Axton notices in Athens “the pressure of remembrance. The black
memory of civil war, children starving . . . There were times when | thought Athens was adenid of
Greece, literdly apaving over of thisblood memory . . . Then | redlized the city itsdf was an invention
of people from lost places, people forcibly resettled, fleeing war and massacre and each other, hungry
needing jobs. They were exiled hometo Athens’ (104). Here, Axton characterizes Athens as a city of
exiles, or an exiled city, whose history has been effaced by ongoing development and the influx of more
people. In acompanion passage, Axton observes that dong with its historic ruins Athens “contains’ the
“tension and paralysis of the superficia new” (179). Taken together, Axton’s descriptions portray
Athens as acity comprised by anumber of co-existing, often competing spatid logics. Still housing the
remnants of rationa unity alongsde the “superficia new,” places designed under the logic of
visudization, Athensisitself a gpace caught in between spatid paradigms. That isto say, ittooisa
gpace perpetudly in trangtion, paralyzed by itsinability to fully discard the spatid logic of the past,

whether ancient or modern. Athensis, smply put, a postmodern city, “fragmented, a‘palimpsest’ of
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past forms superimposed upon one another” (Harvey 67). As part of this conflicted city space, the
temple has, thus, become a symbol not of order but of competing spatid histories. On one hand, it is
the residue of rationa unity, of aunified and politically independent city state whose borders are clearly
marked by literal walls. On the other hand, as the multicultural mix of tourists on its premises suggedts, it
is now part of a globaized space, inherently scattered and conflicted.

The point here is not smply that the postmodern city is fragmented or full of contradiction.
Prior cultural andysis has dready discussed at length how postmodern space, particularly urban space,
is characterized by itsinclusion of contradictory eements; for instance, Harvey as wdl as such theorists
as Linda Hutcheon and Charles Jencks have documented the ways in which postmodern artists and
architects build competing historical and spatia narratives right into their work.® However, Delillo's
metaphysica detective fiction extends and complicates these prior analyses of postmodern space by
suggesting that the spatial and conceptual conflicts exist not only because postmodern artists
conscioudy include competing culturd logics within asingle built environment, but aso because
higtorica gtes, such asthe temple, have remained intact benesth, dongside, and amidst the “ superficia
new.” Thus, postmodern architect has not created the conflict so much as highlighted a point of tenson
that dready exigts within the history of Western metaphysics as well as Western urban space. Delillo's
emphasis on spatia tensgon correlates with Lefebvre s argument that contradiction and conflict are
endemic to the space of late capitdism. Lefebvre contends that this “ principle of contradiction” isto be
found “[b] etween the capacity to conceive of and treat space on aglobal . . . scale on the one hand,
and its fragmentation and multiplicity of procedures or processes, dl fragmentary, on the other” (355).

Thus, “space ‘is whole and broken, globa and fragmented at one and the sametime” (356). It would
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seem, then, that Axton is correct both in his origina notion that the historical space of the templeis
separate from the now globaly networked city of Athens aswell asin his subsequent redization that it
is a the same time part of the city. In fact, dthough the temple is reproduced as a space of
consumption and, therefore, made part of the global space of late capitdism, ironicaly, its desirability as
agpace of consumption arises from the fact that it has been partitioned off, has been marked asa
sacred, mystica, or symbolic space. The templeis smultaneoudy subsumed by the economic circuitry
of late capitalism and alowed to evoke its ancient, mysterious past. Moreover, it can only be
subsumed into the late-capitalist economics of tourism on condition that it continue to evoke its ancient
past. The same could be said of the historica spacesin Lookout Cartridge, such as Stonehenge,
which are desirable because of their former politico-religious function, meaning their former patid logic
is somehow retained, and, yet, these spaces have been radically transformed by the ondaught of
tourism and technology. By placing such spaces on film Cartwright converts them into specters of their
former selves which may haunt the new spatia imaginary but can never fully resurrect the absolute
gpace in which they were once centerpieces. These spaces themsalves, not just the detective who
experiences them, are left betwixt and between. Just as our metaphysica detectives defy spatia and
ontologicd limits, the schizophrenic spaces of the Parthenon and Stonehenge a so appear to be, in both
senses, two places at once.
A Space Apart?

While they seek to combet this fragmented and fragmenting space of globd capitaism,
interestingly, the cult Axton investigates does not enter the temples of the past, despite the fact that such

gpaces once symbolized the harmonious union between Cosmos and Logos that they claim to desire.
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Possibly aware that athough produced under the aegis of rationa unity, such spaces are now absorbed
by the ramified space of late capitaism, the cult, instead, seeks out spaces which gppear to have
remained outside the system: the caves and deserts of the world. As one cult member explains, they
seek a“place where it is possible for men to siop making history” (209), a quest that ultimately leads
them to the deserts of India, which the cult seesas“asolution” (294). Despite the temple€' s now empty
center, it has from itsinception been part of a system of representations; it has an unavoidable history
that involves aliterd attempt to concretize the absolute. Alternatively, from the cultist’ s perspective, the
open desert gppears to have escaped the ideologicaly imbued symbolic, economic, and linguistic
systems they wish to transcend, as if it were a blank page that will remain blank, a space dways prior
to and outside. Interestingly, one of our most prominent theorists of postmodern culture, Jean
Baudrillard has smilarly suggested that we * should aways apped to the deserts againgt the excess of
sgnification” (64), asif to say that the desert does indeed stand gpart. Y e, despite the cult’s, or
theory’s, hopes of “inventing away out” (209), an antidote to the excesses of signification produced by
late capitaism, the desert fails to provide such as space for the smple reason that the place outside
higtory that they desreisaspatid impossibility.

Significantly, in the same desert where Owen locates the cult, he dso spends time studying a
variety of aphabetic “inscriptions’ cut into the rock, that is, left on the landscepe itsdf. The desert,
then, is dready marked, introduced into the fragmented and fragmenting world of representation, the
very system the cult islooking to transcend. In short, the Sgn has dready arrived. Thus, what
Baudrillard labels the “ desextification of Sgns’ proves to be yet another myth, or as Lefebvre argues,

the desert as an dternative to an excess of sgnification isyet another representation of space. Lefebvre
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explans, “The notion of space which isa first empty, but islater filled by a socid life and modified by
it, so depends on this hypotheticd initid ‘ purity,” identified as ‘ nature and as a sort of ground zero of
human redlity. Empty spacein the sense of amenta and socid void which facilitates the socidization of
anot-yet-socid relm is actualy merely arepresentation of space” (190). Thus, while the cultists
attempt to escape systems of representation, they do o, ironicaly, by appropriating a representation of
goace. Judt asthe temple s empty center is a gpace rife with symbolic import, the “empty” space of the
desert is, as Owen notes on more than one occasion, dready filled with and coded by a history of
socid production. In fact, the emptinessitself playsarolein our spatid imagination. As Valterra, who
wants to make a movie featuring the cult, observes, the desert has along-running history in American
film and, consequently, has heavily influenced the American psyche. He explainsto Axton that the
“classcthing” about the American western “has dways been the space, the emptiness.. . . Figuresin
open space have dways been what film isal about. American film . . . The space is the desert, movie
screen, the gtrip of film, however you seeit. What are the people doing here? Thisistheir existence.
They're here to work out their existence. This space, this emptinessis what they have to confront”
(198). Volterra suggests here that, through the movies, the myth of the desert’s emptiness has come to
play asgnificant role in the symbolic economy of twentieth-century America. The desert in effect
represents a gpace in which we imagine that one might locate one' s self. Given the daunting task of
locating on€e's place amidst the growing entanglement that is late capitalism, any hope of working out
one's existence requires an empty space, requires a desert—Baudrillard’ s travels through the American
desert as ameans of understanding America seems only to reconfirm thisnotion. In this respect, the

desart isthe imaginary other that the globa entanglement needs both to identify itsdf againgt aswell as
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to minimize its own engulfing effect—the promise of an outsde alows for the possibility of recovering
what we wrongly imagine once existed but has now been lost. While the desert offers a space apart, a
way out, it isin fact central to western spatia production which places the subject between an
emptiness/entanglement didectic. Out of the conflict between the psycho-socid search for an open
space outsde and the palitica, economic, and technologica drive to dominate and colonize al spaceis
born the conflicted and contradictory space of twentieth-century experience.

Interestingly, Volterra posits a spatid “solution” not in seeking a place outsde the parameters of
Western spatia logic but, as his name implies—“flight” [val, Fr.] + “earth”°>—by diminating the need
for place dtogether. While observing the desert, the “frame and background” for his next film, Volterra
explainsto Axton, “I can’t surrender mysdlf to places.. . . I'm dways separate . . . | would never give
myself up to the place [the desert] or to any other place. I'm the place. | guessthat’ sthereason. I'm
the only place | need” (143). Likethe cultigts, Volterra atempts to live his theory of space, saying
only in “borrowed apartments’ rather than grounding himsdlf in a permanent home (110). 1t would
seem, then, that Volterra offers Axton alegitimate solution to his between-ness by arguing that Axton
does not need to relocate to a definitive place at dl but Smply needsto return to the sdif ashistrue
place. Itis, however, difficult to view Volterra as a source of eternd truths, for heis portrayed as both
egomaniacal and sdf-deusond. Furthermore, despite his claims, he too seemsto bein search of a
place; his movement can be interpreted as meaning not that he no longer needs a place, but rather that
he smply has not found his place. What Volterra seemsto overlook isthat the self exigs and isformed
aways within a given set of spaces and is, therefore, defined by those spaces. The sdf, which he

camsisthe only place he needs, does not exist autonomoudly, but is both a participant in and a
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product of socid space: of the deserts, the temples, and the techno-economic networks Axton struggles
to navigate. In fact, the lagt time we see Axton he is very much defining himsdf within the context of a
place, the temple. Ultimately, both DeLillo’'s and McElroy’s novels reved a dtriking correlation
between the spaces their protagonists confront and the formation of their identities; both suggest that
these spaces in between produce subjectsin between and vice versa. Whilein arationd unified space,
the detective could imagine himsdf a Cartesan subject, within the dmost schizophrenic space of globa
capitaism, these metgphysica detectives find themsdves fragmented, living multiple livesin multiple
places a once, that is, in the “dimensionless space in between.”

Lookout Cartridge and The Names add to our discussion of metgphysical detective fiction
and the space of postmodernism by dramatizing the ways in which postmodern spatid production
creates and encapsul ates spaces which no longer correspond to either the order of Ancient Greece or
the compartmentalizing dictates of modernism. Whether such spaces come in the form of historicaly
displaced ruins or technologica enhancements, the result for the detective is ultimately the same; he
himsdlf is caught betwixt and between. While the classic detective guaranteed arrival, a concluding
point for both the modern reader and the modern subject, the metephysical detective remainsin transt,

the spaces he encounters in trangtion, perpetualy in between.
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NOTES

1. Thereisatradition of metgphysical detective fiction in which the detective either turns out to be the
guilty party or unknowingly precipitates the crime that includes most notably Robbe-Grillet’s The
Erasers aswell as Borges “Death and the Compass.” Moreover, the fact that Robbe-Grillet’ swork
dludesto and in many waysis aretdling of the Oedipus tae suggests thet this tradition actudly begins
when Oedipus, after a detective-like attempt to find the murderer, discovers that he himself isthe
“orimind.”

2. Thereisaprecursor to Delillo's link between detection and risk analyss. In Billy Wilder’s Double
Indemnity, co-written by Raymond Chandler, Barton Keyes, an insurance man, actually uses actuaria
work toward a solution of the crime.

3. Arthur Conon Doyl€' s Sherlock Holmes noves offer an interesting comparison to Cartwright’s case
since many of the Holmes tales begin and end at Baker Stret; in fact, on numerous occasions, Holmes
and Watson never leave the house, the adventure being related to Watson by Holmes. For Holmes,
then, the domestic pace, or home base, remains a permanent space of refuge available when heis
through solving mydteries.

4. For more on this, see Deleuze and Guattari’s A Thousand Plateaus: Capitalismand
Schizophrenia, which | address at length in chapter five in regard to Reed’s Mumbo Jumbo.

5. For amore thorough account of McElroy’s poetics see Brian McHa €' s Constructing
Postmoder nism.

6. By highlighting the artificid nature of Stonehenge as atourist space, McElroy does not, however,
invoke the nogtalgia for Stonehenge' s spatid past. Rather, Lookout Cartridge recognizes that despite
the ability to offer the Sghtseer the hope of connection, such sights possess power over the viewer in
part because of the mystery that surrounds them, because of their ability to €ude definitive connection
or placement. The appearance of transcendence is maintained by their lack of place.

7. Interestingly, in his study of tourism Dean MacCanndll observes, “ Sightseeing isakind of collective
griving for a transcendence of the modern totdity, away of attempting to overcome the discontinuity of
modernity, of incorporating its fragments into unified experience.” (13). He aso notes, “Of coursg, it is
doomed to eventud failure: even asit tries to congruct totdities, it celebrates differentiation” (13).
According to MacCanndll, then, tourism by nature involves an effort to recover aformer socia and
gpatia regime which, as with the ancient Greeks, posits arationdly ordered universe.

8. Paul Madtby actudly reads DeL.illo's nove as an attempt to rediscover the “visonary moment” of
“romantic metaphysics.” In particular, he sees Axton'svidt to the temple as an example of just such a
moment in which the quest comesto a point of resolution.
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9. Hutcheon contends that “ postmodernism is a contradictory phenomenon, one that uses and abuses,
ingals and then subverts, the very conceptsit challenges—beit in architecture, literature, painting,
sculpture, film, video, dance, TV, music, philosophy, aesthetic theory, psychoandysis, linguistics, or
historiography” (3). Similarly, Jencks argues that postmodern architecture is marked by a“double
coding,” that is “dite/popular, accommodating/subversive and new/old” (30).

10. There are other possible interpretations for “Volterrd’; some possihilitiesinclude “Voalt,” or
electrica energy + “earth” or, with aNew Y ork accent, “terrd’ = terror.



CHAPTER 4
Returning to the Scene of the Crime: The History of Social Space by Kathy Acker

While the novels | have addressed in earlier chapters position the production of postmodern
gpace within the context of the previous history of spatid production in the West, they trace spdtid
histories of Western experience from a postmodern perspective as well asin aprimarily postmodern
spatid setting. Of the noves of Pynchon, Augter, De Lillo, and McElroy, dl four have as their point of
departure, as the scene of the crime, a late-twentieth-century space, whether it be post-World War |1
Europe, 1980's New Y ork, or the globa space of late capital. Thisis not the case, however, with our
next piece of metaphysical detective fiction, Kathy Acker’s “The Case of the Murdered Twerp,” which
beginsin mid-nineteenth century Paris. We saw through Gravity' s Rainbow and Deleuze that Western
gpace has been constructed and policed under a disciplinary regime which was born out of the
Enlightenment and rose to its height in the mid-nineteenth century, the time a which the detective—a
product and producer of Enlightenment logic—comes to prominence. As Harvey argues, “the
conquest and rationd ordering of space” were “an integra part of the modernizing project,” which
created a“new organization of space dedicated to the techniques of socid control, survelllance, and
repression of the saf and the world of desire’ (249, 213). Thus, by setting her narrativein a
nineteenth-century city, the place and time a which such “techniques’ took hold, dong with invoking
the classic detective whose positivistic assumptions help produce a socid space that accords with the
dictates of western metaphysics, Acker returns us to the scene of the crime: avantage from which she
indicates that Western spatia logic has not so much been deconstructed by postmodern culture asit has
been from its inception fraught with conflict and contradiction.

While Acker’ s detective story transports us to aformer regime of spatia dominance, thisisno
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sample return, primarily because the novel which houses Acker’s murder mystery does not take place
solely in nineteenth-century Paris. “The Case of the Murdered Twerp” actudly appears as one of the
multiple narrative strands that comprise Acker’s larger work The Adult Life of Toulouse Lautrec by
Henri Toulouse Lautrec—atext that congsts of a collage of narrative fragments and disparate worlds,
from the Paris of Van Gogh to the Hollywood of James Dean. Due to the narrative structure of
Acker’ stext, which undermines tempora and spatid convention, it is often difficult to identify asingle
time or place asthe mystery’s primary setting. An entanglement of narrative threads, “ The Case of the
Murdered Twerp” frequently collgpses two or more ontologicaly mutualy exclusive worlds within the
same narrative space: seemingly stable built-spaces bleed into other built-spaces—at times dl cities
appear to be the same city— and interior spaces and exterior spaces become at times indistinguishable.
Furthermore, Acker’s characters not only inhabit multiple worlds, but they aso inhabit multiple bodies.
Despite its spatia and tempord indeterminacy, Acker’s narrative, nonetheless, has asits point
of departure the classic detective as wdl as both his urban environment and hisfictiond space, the
classic detective novel which itsdf reinforces the notion that space can beintellectudly ordered and
policed. Although the classic detective noved frequently invokes spatia mysteries, alocked room for
ingance, implying that space may not be so easily rationaized, by the close of its pages such rupturesto
the socid fabric are repaired; space appears rationa once again. Acker’s murder mystery is, however,
not a conventiond piece of detective fiction, but rather a metaphysica detective story which, again,
evokes the pogitividtic “impulse to ‘detect’ . . . in order to violently frudtrate it by refusing to solve the
crime’ (Spanos 171). “The Case of the Murdered Twerp” begins in what appears to be late

nineteenth-century Paris (the text includes too many anachronisms to be certain) when a character
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named Marie, or the twerp, clamsto have witnessed amurder. Later, during a party at Norvins
brothel, Marie hersdf is found mysterioudy murdered, an event that cdls Poirot, of Agatha Chrigie
fame, onto the case. Therest of the narrative, though fragmented and involving various digressons, is
taken up with Poirot’ s attempt to solve the crime by searching for potentid clues. But while Acker’s
mystery initidly possesses the characteridtics of aclassc work of detectivefiction, its plot subbornly
refuses to move toward aresolution. After interrogating severa potential witnesses or sources of
information, Poirot discovers nothing that would help him solve the crime. Throughout the entire
investigation, only one piece of information surfaces that could be congtrued as anything like aclue.
This comes from asource, T.T., who tells Poirot of avariety of other murdersthat al gppear vaguely
connected to a person in atendance at the brothel party, alawyer named Zidler. This“clue,” however,
gets us nowhere because firgt of dl the connections are hazy at best—Zidler’ s name keeps surfacing as
if it should mean something but it Sgnifies nothing—and, furthermore, as soon as Poirot gains this
tenuous link, Acker drops the murder mystery thread of the narrative atogether. Poirot’s quest to
solve the crime leads him, and us, nowhere and eventudly fizzles out entirely.

Acker’s novel suggedts that Poirot’ s failure results in large part from an inability to contain,
cognitively aswell as physicdly, the rationdized space upon which the detectiverdies. That isto say,
Acker’s subversion of detective logic takes as one of its targets the history of space as articulated
within Western metaphysics. The very structure of Acker’ sfiction suggests a breakdown in spatid
order; Poirot cannot be certain even of the city in which heis searching. Spatid transgressonsa a
narrative level, are not, however, the only obstacle Poirot faces. Acker’s thwarting of narrative

convention works, rather, to highlight a more pressing problem, the ideologica conflict inherent to the
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rationalized space of the detective: specificaly, aswe will seg, that adl spaces produced under this
spatid regime are from their inception disorderly, themsdves threatening to rupture the cultura logic out
of which both the detective and the modern city he safeguards are congtructed. By returning usto the
nineteenth-century city, Acker's metgphysica detective story shows us that the Enlightenment’s
rationalized spatid order was not so much disrupted by the ondaught of postmodernism and the
technologies that came with it, but wasin fact from its inception in a Sate of disorder.
Back to the Urban Order

In choosing Paris as the nineteenth-century city in which to set “ The Case of the Murdered
Twerp,” Acker invokes a particularly striking example of the modernizing project’ s efforts toward
repression through spatia control. Under the imperid reign of Ngpoleon 111, mid-century Paris
underwent one of the most explicit attempts to rationalize urban space in Western history (arguably the
attempt to order urban space par excellence) at the hands of Baron Georges Eugene Haussmann,
whose ambitious designs to restructure the city were openly predicated on the notion that one could
impose socid order through spatial delineations. Haussmann's primary plan was to open up the city by
replacing the cramped space of old Paris with broad boulevards networking across the city. According
to Marshal Berman, “Napoleon and Haussmann envisioned the new roads as arteries in an urban
circulatory system . . . The new boulevards would enable traffic to flow through the center of the city,
and to move straight ahead fromend to end . . . In addition, they would clear dums and open up
‘breathing space’ in the midst of layers of darkness and choked congestion. They would stimulate a
tremendous expansion of loca business at every level” (150). Furthermore, Haussmann's boulevards

were thought to facilitate military movement and, therefore, to shore up imperid rule. Water Benjamin
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goes S0 far asto argue that the “true god of Haussmann's projects was to secure the city againg civil
war” by making the “erection of barricades in the streets of Parisimpossible for dl time” by smply
widening those streets (23). Thisexplains why many Parisansviewed “the transformations made by
Haussmann . . . as a monument to Ngpoleonic despotism” (Benjamin 23), an insight only further
supported by the fact that he preserved the old monuments of Paris while destroying thousands of
dwelings which housed the poor of the city. Nineteenth-century Parisis a prime example, then, of
gpatia planning used to reinforce or strengthen power structures, the result being that “ after centuries of
life asacuder of isolated cells, Paris was becoming a unified physical and human space” making it the
“mode of modern urbanism” (Berman 151, 152), amodd that Acker’ sfiction, by blurring historical
periods, recognizes continues to be copied in contemporary settings such asNew York. In
Haussmann's Paris, rationd planning had, presumably, led to arationaly ordered urban space (we will
see later that Haussmann's project was itsalf beset by contradiction).?

Not coincidently, Poirot’ s investigation mirrors the Napoleonic impulse to rationaly structure
socia space. Poirat begins hisinvedtigation, as is common in detective stories, by attempting to gain
intellectua control of the space in which the murder reportedly occurred. Poirot inquires, “Who exactly
was a the party and what was the layout of the place?’ (198). He again asks, “What' s the layout of
the brothe?” (198). Telingly, this question is met not by averba explanation but by an actua map,
included in Acker’stext. It appearsthat Poirot indeed will be successful in controlling the space of the
crime when the party goers assure him that no one from the outside street could have entered the party.
Asistypica in Agatha Chrigtie novels, the crime occursin an ostensibly bounded space to which a

limited number of suspects have access. Thus, Poirot logicaly concludes, “ Then it was someone at the
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party” (209). Hisnext sepisto get alist of those in attendance. After doing so, he again deduces,
“The murderer must be one of these people’ (209). Having contained the space in which the crime
occurred, Poirot seeksto limit the number of possible suspects. By attempting to rationally order
space, he aso attempts to control that which would seek to disrupt the socid fabric, an operation that
directly links the ordering and observation of spaceto socid control. Poirot’s deduction that the
murderer must be one of the party goersis met, however, with arebuke from Rhys, one of Norvins
progtitutes, who replies, “Listen, Poirot, you have to stop thinking like that. We dl love each other
here’ (my emphasis 209). On one hand, this appears to be the cliched response of one who smply
does not want to believe that an acquaintance could be a murderer. On the other hand, it can be read
asadirect rgection of the Poirot-like, or Haussmann-like ratiocination that has produced a repressive
urban space.
Into the Urban Disorder

Acker chalenges Poirot’s spatia assumptions more directly by taking him out of the seemingly
ordered space of the brothel and into the anarchic dums of Montmartre, where the historic Toulouse-
Lautrec actudly spent much of histime. Lacking any leads, Poirot warns the frequently morphing
Toulouse, “we're going to have to vist Marie sfamily. They live in the poorest section of Montmartre.
| hope you won't be disgusted by what you' re going to see”’ (216). Outside the brothel, they discover
that the “ streets of Montmartre arefilthy. Garbage cans and dogshit lie strewn over the Sdewalks.
Bums lie under garbage for warmth” (217). In these filth-ridden Streetsthereis“only one law: don't
stop walking asfast as possible. . . Thefts, pushing, kidnappings, tricks, murders. al these crimes teke

place in the open” (217). While questioning Mari€’ s mother, Poirot attempts to convince her that
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solving Marie s murder will have a pogtive effect on the larger socid order: “If we can find out who
murdered her, we might be able to prevent future murders’ (217). In the context of the dum, however,
this satement smacks of irony. For as Toulouse tdls us, in Montmartre, “People die in front of other
people on the street . . . Poirot and | have to rush down the Rue Cailancourt. We don’t want to see
any murders. If we see any murders, we might have to solve them” (217). Here, the classic detective
and hisbdlief in rationdity and resolutions as well as his notions of spatid order confront a historically
disorderly space. Inside the dystopic space of the ghetto, either of the nineteenth century or today,
Poirot’s desire to resolve and contain isliteraly laughable, for a the moment that Poirot questions
Marie's mother, her brother is himself being murdered “near the brothel” (218). Poirot’slogic not only
falsto solve “the’ crime; it has no impact on the proliferation of yet more murders.

While, in classic detective fashion, Poirot’ sinvestigation prioritizes the “truth,” or finding a
solution to the mystery of Mari€’ s murder, as T.T. tells Poirot, “No one who's poor cares much about
thetruth” (222). The rgection of positivigtic solutions on the part of the poor is significant because the
classic detective s ability to solve crimes, to locate truth, is used to legitimize the clams of thosein
power; their ability to discover truth indicates that they can indeed dominate and order socia space and
itsinhabitants through ratiocination. But while solving cases maintains the illusion of order for those who
reside in the bourgeois world, it cannot provide the same illusion to those who experience daily the
disorder of the ghetto, where “truth” has no value. Even though, as T.T. acknowledges, “Every day
thousands of murders occur in Montmartre’ (222), none of the poor trouble themsalves by getting
involved with the, here pointless, question of whodunit, for regardless of the truth, Montmartre remains

adisorderly space. It would appear, then, that the space of the ghetto operates under a separate logic
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from that of therest of the city. Thisisnot, however, entirely the case. The ghetto’s disorderlinessis,
in fact, built into the founding logic of the city. Notably, the chaoticaly violent space of Montmartre
resultsin large part from Haussmann's grand designs to rebuild Paris as aSite of urban order. Along
with producing the boulevards and city squares, Haussmann's plans aso dratified the city aong socid,
or economic lines, reproducing spaces of economic depression and subsequent crimina activity.  While
Haussmann's Boulevards were places where “fortunate Parisans circulated . . . fredy, seeing and being
seen,” as Toulouse-Lautrec’ s biographer Julia Frey notes, Haussmann's efforts created an “urban
wagteland . . . around the periphery of Paris’ (184). She explains, “The rebuilding had destroyed a
number of decaying neighborhoods, forcing their poverty-stricken inhabitants to the outskirts of town,
where they lived in asgualid zone of tenements and hovels. . . These dreadful dums, which included
Montmartre, sheltered beggars, prostitutes and outlaws, and were full of disease and suffering” (185).
Montmartre stands out in particular among the dums of Paris because, according to Frey, it has dways
maintained an identity as separate from the rest of the city, primarily because it Sts aop “a steep hill
which isolated it geographicaly from the flatter parts of Paris’ (131), where Haussmann constructed his
new city. “Infact, Montmartre was so separate from the rest of Paris that until 1871, Parisians had to
pass through a gate and pay atoll in order to enter thisared’ (131). Already marginaized, Montmartre
offered an idedl space in which to segregate those left poor and homeess from Haussmann’s demalition
of the old city. We might argue, then, that Poirot avoids seeing any murdersin the streets because
Montmartre is ultimately a carcerd city. Literdly gated, Montmartre is the space of the crimind, or of
al those who would present a threst to the order and spectacle of the hegemonic center. Thereisno

need to solve crimes here because this space, delinested under a positivigtic ideology, isitsdf asolution
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to crime, at least for those living outside the ghetto—the boulevards remain the pristine space of
commerce and fashion. Insde, however, Montmartre has dipped from the detective' s control; it €ludes
and contests positivist logic and, therefore, threstens to disrupt the larger urban orde.

While excavating the history of Paris, we should remember, of course, that Acker’sisnot a
grictly higtorica nove. Acker isnot nearly as interested in portraying the “authentic” nineteenth-century
Paisassheisin using it asavehicle for addressing the late-twentieth-century city. Ultimately, the
glimpses Acker provides of dum-lifein Montmartre have lessto do with Toulouse-Lautrec’'s
Montmartre than with the twentieth-century metropolitan dums, including some areas of Montmartre
today or sections of the other cities that appear in Acker’stext such as San Francisco, acity that
Giannina, one of the progtitutes, describes as the “place where al the criminas and pervertslive’ (206).
Giannina conjectures further, “They’ ve got lots of earthquakes there so the U.S.A. government
encourages dl its midfits to live there so maybe the earthquake Il kill em” (206). While clearly thisis
intended as tongue in cheek, the passage, nonethel ess, draws our attention to the carceral dums of
today’ s cities. Acker’s Montmartre actualy looks a great dedl like a ghetto space much closer to home
for her, namdy the South Bronx, only here dightly displaced. The Bronx, in fact, has a strikingly
parald history to Paris. AsBerman, a native of the Bronx, notes, when urban planner Robert Moses,
adisciple of Haussmann no less, introduced an expressway—a descendent of the Boulevard—through
the heart of the Bronx, the city quickly became “an image of modern ruin and devadtation” (290).
Berman continues, “The Bronx . . . has even become an international code word for our epoch’s
accumulated urban nightmares: drugs, gangs, arson, murder, terror, thousands of buildings abandoned,

neighborhoods transformed into garbage- and brick-strewn wilderness’ (290). This, then, isthe city
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gpace Acker’s Montmartre evokes, a space that ill today suffers under Haussmannian efforts to
rationalize the city without any concern for the city’s economicaly deprived, who are only further
segregated; of course, thisin the end appearsto be part of the plan. For, as the dystopian landscapein
John Carpenter’ s 1980's sci-fi film Escape from New York indicates—in the movie New Y ork has
been transformed into alitera prison—the American urban dum has become or is fast becoming, much
like the Montmartre Poirot avoids, a carceral space walled off from the rest of the population or the
“respectable’ citizens.

Despite such efforts to extricate the city’ s unwanted, according to Acker’ sfiction, the dum as
solution has not, however, been effective, ether in nineteenth-century Paris or in the metropolises of the
present day. AsVincent, Van Gogh presumably, tells one of Norvins progtitutes “they’ re about to
close off the cities cause our government can't handle the city problems any more’ (211). Agan
reminiscent of Escape to New York, Vincent worries, assuming the poor or marginaized would be left
behind, “We Il never get out again” (211). It isnot just the dum, then, that potentidly baffles the
detective, but the entire city. According to Vincent, the supposedly separate space of the dum may be
winning out over the ratiocination of the totaizing city. As Berman notes, this, in fact, was somewhat
the case with Haussmann's Paris. “Haussmann, in tearing down the old medieva dums, inadvertently
broke down the sdf-enclosed and hermetically sealed world of traditional urban poverty” (153). In
other words, the boulevards opened the city up to the poor as well as the middle class, and Berman
points out, just “asthey [the poor] see, they are seen” (153). That which the new Paris was designed
to diminate was, ironicaly, brought to light. Berman suggests that smilarly the Cross-Bronx

Expressway offers travelers a glimpse, though only a glimpse due to the high speeds of travel, of
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“dozens of blocks covered with nothing at al but shattered bricks and waste” (291). In both cases,
rationdized urban “progress’ is congtantly threatened by that which it seeksto discard, or pave over.
Thus, by leading Poirot into the streets of Montmartre Acker not only highlights the tension between the
dum and the privileged center, that which we would rather not see lest we be forced to resolve it, but
aso reminds usthat thistension isitsdf part of Paris's condtitutive logic and lives on in today’ s cities.
Foucault and the Brothel

In contrast to the streets of Montmartre, the mappable space of Norvins' brothel appears far
more conducive to rationa ordering. While out in the space of the street, prodtitution is viewed as
clearly both crimind and corruptive—Toulouse ligts “tricks’ right beside murder and thievery in his
catalogue of stregt-crimes—the space of the brothel, despite its participation in acrimina act, is
produced and operated under the illusion that it mitigates the negative consequences linked to
progtitution, such as disease and mord corruption.  Thisisin fact how nineteenth-century French
bureaucrat Alexandre Parent-Duchtelet viewed the brothel, favoring aregulatory system for progtitution
under which the state could maintain survelllance. Elizabeth Wilson observes, however, thet Parent-
Duchtelet’s “writings articulate a contradictory ideology of progtitution” (60). Within thisideology “the
progtitute’ s body is putrefying, and infects the socia body with corruption and degth, yet at the same
timeit isadrain which sphons off that which would otherwise corrupt the whole of society. In order to
effect this, bourgeois survelllance and regulation were to bring the brothe within a utilitarian regime of
control” (60). If nothing ese, the nineteenth-century brothel was used then to keep the sexudized
woman'’s body out of the Street, the space of criminality and corruption thet threatens to spill over into

the space of bourgeois morality.
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Thus perceiving the brothel as arigid container of crimindity, a pace that can be neatly
bounded, Poirot naturally assumes that in the space of the brothel he can indeed solve murders, as
opposed to those murders in the Montmartre streets. However, as Acker’ s juxtaposition and
superimposition of the spaces of the brothel and the street with and onto one another reveds, the
brothel isfar from a unified space nor isit hermeticaly sedled as Poirot’s map might lead usto believe.
Miche Foucault, in his now famous essay “Of Other Spaces,” ligts the brothel, as well as the prison and
the boarding school, among the sites he labels as heterotopias.® Foucault describes heterotopias as
“red places—places that do exist and are formed in the very founding of society” which function as
“counter-gites, akind of effectively enacted utopiain which the red gtes, al the other red Stesthat can
be found within the culture, are Smultaneoudy represented, contested, and inverted” (24). According
to Foucault, the “ heterotopia is cgpable of juxtgposing in asingle rea place severd spaces, severd dtes
that are in themsalves incompatible’ (25). As a heterotopian space, the brothd is not a space that can
be easily mapped or contained, but is rather a space fraught with conflict.

We see this spatid tension played out in Acker’ sfiction. From the beginning of the narrative,
the anarchy of the street has dready infiltrated the space of the brothd in the form of amurder, and this
rupture isfar from anomaous. While the brothel manages to create the illusion of being a space free
from urban decay and disease in which one might enjoy pleasure without consequence, in Acker's
verson thisilluson isnot entirdy sustainable. At the end of the night the progtitutes are left with “weary
bodies’ (226), that is with materiad consequences asred asthosein the street. Although, as Toulouse
explains, they “try to forget” their “weary bodies by telling each other bedtime stories’ (226), which

include everything from crestion narratives to supermarket romances, even agood story cannot mask
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the materid results of prodtitution, the “weary bodies” Significantly, our experience of reading the
portion of the narrative that includes these stories mirrors their purpose. Once the progtitutes stories
begin, we too can quite easily forget our ontological point of departure and get lost insde the maze of
goriesthat follows, that is until close to twenty pages later when Norvins bresks into Toulouse' s
supermarket-style romance with, “O, cut the shit” (244), which isto say, cut theilluson that masks the
materid redity, the tired bodies.

Furthermore, while the brothel was purportedly designed to insulate its visitors, and the outside
world from the contagion and filth of the dum prodtitute, in Acker’s verson the disease has clearly
seeped into the brothel. Far from isolated, the progtitutesin Norvins' brothel frequently complain about
the “claustrophobic filth city” (210). One progtitute notes, “I’m walking down the filthy street to work,
and | think I'm going crazy. The skin on my head sarts swelling. My fingers, hands, shoulders, legs,
feet. My snuses are pounding” (210). The disease, then, fredy travels both in and out of the street
with the prodtitutes. Thiswould have been no smal matter in terms of the nineteenth-century
perception of the city. Peter Stalybrass and Allon White contend that the * urban geography” of the
nineteenth-century city wasin fact congtructed out of what they term “the bourgeois Imaginary,” which
“produced new forms of regulation and prohibition governing their own bodies’ as well as “the body of
the Other—of the city’ s scum” (126), which the bourgeois presumed to be ridden with disease.
Stdlybrass and White explain that Victorian reformers believed that “like crime, disease could be
policed” (133). Obvioudy, one way to police disease was to Smply separate it out from the middle-
class body, hence the divison of the city into the dums and those spaces more suited for the middle-

cass. Given tha “the syphilitic progtitute’ (133) was viewed as a centra figure in the reformer’ s efforts
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to rid the city of disease, as Parent-Duchteet’s comments indicate, the brothe itsdf offered a
quarantined space inside which the contagious progtitute could be isolated. Stalybrass and White
suggest, however, that “cultura categories of high and low, socid and aesthetic,” including “those of the
physica body and geographica space” which Victorian reformers sought so ardently to keep separate
werein fact “never entirely separable’ (2). High and low, bourgeois and scum, were, and are, rather,
“interrelating and dependant,” the high being frequently transgressed by the low and vice-versa. Along
these same lines, Acker’ sfiction implies that the brothel is not free of the filth and disease of the city any
more than the outside city is free from the disease supposedly contained within the brothel’ swalls.
Norvins prodtitutes must till wak through the “filth city,” the dums, to get to work, bringing with them
the contagion, astheir complaints of sickness suggest. And, of course, the brothel catered to the
bourgeois mae, who upon leaving this illusory pace, took with him the filth so widely feared by the
middle-class body palitic. This explainswhy the bourgeois of the nineteenth-century city congtantly
feared that the “* contamination’ of the progtitute’ had “ seeped into the respectable home’ (Stalybrass
and White 137), for once middle-class men entered the space of the brothel—blurring the distinction
between worlds—they could not be certain that the contagion associated with the space of the brothel
would not in turn penetrate the sacrosanct domestic space to which they retreated from the city at large.
Acker's depiction of the brothel suggests, then, that athough produced within a rationdized
gpatid logic, it embodies multiple socid and spatid contradictions. It functions Smultaneoudy as asSite
of comfort for the un-homed mae in the city as wel as a pace in which one might be exposed to the
diseases attributed to the city’ s outcasts, a potentia space of resistance to bourgeois moraity—a

sexualy liberated space—as well asaste of drict socid regulation. No wonder Poirot’s efforts to
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order this space fall to solve the “crime’; ultimately, this conflicted, heterotopian space cannot be fully
rationdized. It not only unitesin one space “severd Stesthat are in themsaves incompetible’; it isborn
out of the tenson and transgression creeted by this assemblage. Thus, it fails to provide the spatid
resolution Parent-Duchtelet imagined, placing the entire city again at risk. The very need for Poirot, or
adetective to police its boundaries exposes an ongoing threet to the ideology of the rationdly ordered
city; dthough city planners, or bureaucrats, construct sites of containment—such as the brothd or the
dum—spatia logic done cannot insure socid order. One till requires the services of the detective to
maintain the illuson of urban order (the origina notion of the “poalice,” in fact, had less to do with crime
per sethen it did with the general maintenance of urban space). But unlike the classic detective who
adeptly navigates and regulates the space of the city, Acker’s Poirot wanders insde a case and space
that resst resolution. The detective s attempts to bound and patrol the space of the brothel are
thwarted right dong with the totaizing logic he employs.
Sexing the City

By placing the detective s efforts to solve the crime within the confines of the brothel, Acker
cdls our attention to yet another point of tension inherent to the modern city, that is the friction created
by the fact that the city adhered to strict gender divisons, divisons, not coincidently, that were both
articulated and problematized in the person of the progtitute and her male counterpart the flaneur, a
figure with whom the detective has much in common. Aswe have seen, within the ideology of the
nineteenth-century city the progtitute represents something like the archetypa Site of bourgeois
regulation of the body, particularly the female body, and it is the detective s job “to contral . . .

unrestrained desire—through objective techniques of surveillance, tracking (mapping the city) and
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deduction” (Willet 134). This meansthat for the progtitute Poirot’ s attempt to control desire—to
secure it indgde the brothel’ s walls—amounts to an attempt to control physical bodies, femae bodies,
through spatia delinegtions. It isimportant to note that athough both bureaucrats and policing agents
placed agreat dedl of emphass on the figure of the progtitute, efforts a spatia regulation in the city
were far from limited to prodtitutes. As Wilson explains, because the risng metropolises of the late
nineteenth-century crested a growing population of “public women,” the attempt to control progtitutes
“could dl too easily shade over into the regulation of all—or at least working-class—women” (61).
One of the mgor anxieties concerning progtitutes semmed from the belief that many women who chose
to become prostitutes only did so for atime, and subsequently returned to more mainstream
occupations (like factory work); thus, there was a fear that prostitutes could go undetected. Or as
Wilson suggests, the “progtitute was a * public woman’, but the problem in nineteenth-century urban life
was whether every woman in the new, disordered world of the city . . . was not a public woman and
thus a progtitute” (61). Parent-Duchtelet’ s depiction of the progtitute' s body as corruptible aswell asa
source of corruption was, in fact, readily trandferrable to the bodies of al women, necessitating the
organization of the city dong gender lines 0 as to keep “ respectable’” women, and the men with whom
they would come in contact, free of the taint of prodtitution. But while the figure of the progtitute/public
woman was the focal point of the middle-class ma€ s horror at and attempts to regulate the
bourgeoning city, she was smultaneoudy the Site of mae desire and fascination (Stallybrass and White
137). The progtitute’' s, and by extension the public woman'’s ability to inflame desire madeit dl the
more important to the bourgeois mae to police the city, a the very least isolating middle-class women

from its entrapments. Thus, the male ruling classincreased its efforts to regtrict the mobility of middle-
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class women in the city, reinforcing the domestic sphere as the woman's place.

In contrast to women, bourgeois men “were free to explore urban zones of pleasure such
as—in Paris especially—the Folies Bergéres, the restaurant, the thegtre, the cafe, and the brothel”
(Wilson 61)—the very stesthat Toulouse-Lautrec reproduces in his paintings. As both Bauddlaire and
Wadter Benjamin documented, the leisure among men to wander the city gave birth to anew urban
creature, the flaneur.* Just as the protitute represents the object under surveillance, the flaneur isthe
onewho surveys and assesses. Again, the flaneur bears more than a passing resemblance to our
detective Poirot. According to Willett, the flaneur of nineteenth-century literature, particularly French
literature, “ provides a surrogate for the watchful (male) detective of popular fiction, one who listens,
searches and above dl, like the private ‘eye, sees and deciphers the signifiers of that Iabyrinth of
populated spaces and buildings which forms the modern metropalis’ (3). Poirot fits right into the mold
of the flaneur, possessing the leisure to wander the city in search of clues. Thus, by invoking
nineteenth-century Paris, the detective, and the progtitute, Acker’ sfiction highlights for us both the
regulated femae and the mae wandering “eye,” who does not consume so much as he conducts the
surveillance of public bodies and desires as they are inscribed upon the body. By invoking these two
key figures, Acker focuses on an oppositiona tension within the nineteenth-century city, aswel as
contemporary cities, that is marked by a spatial tension between those open spaces, spaces fregly
enjoyed or consumed by men, and those closed, contained spaces inside which women are
kept—including the domestic sphere as well asiits apparent opposite the brothel, and even the space of
the bodly itsdlf.

It would appear thet the city was, once again, “rationdly” divided, not smply dong classlines
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but dong gender linesaswell. However, as Acker’ sfiction suggests in the instance of the heterotopian
brothel—which given the fact that it brings together a variety of competing forces can be seenasa
microcosm of the larger city—the city isin fact produced not only out of spatia divisons but equally out
of the transgression of such divisons. As Wilson contends, while “urban spaceis structured a some
fundamentd level by gender difference . . . such congtructions are contradictory and shifting” (69).
Ironicaly, the expangion of the city, purported to open up new sites of pleasure for men, spaces
prohibited to women, actualy crested an environment in which the mohility of women would only
increase, particularly since with the city came factory jobs available to women. The growing number of
public women in the city threatened not only the spaces formerly restricted to men, but dso the claims
of the male ruling class to spatial and socid dominance. Wilson suggests that the “very presence of
unattended—unowned—women congtituted athreet . . . to male power” (61). Outside of the domestic
sphere, the public woman could not be controlled under former means, hence the attention to regulating
progitutes. By threatening masculine identity, the growing femae presence in the city, consequently
problematized the overal urban order, which was produced in part out of such gender specific
identifications. That isto say, while the nineteenth-century city, especidly Haussmann's Paris, was
supposed to operate within arigorous logic, for each thing a place, in actudlity it created ascenein
which women might leave the home, their assigned place, and roam the streets from which they were
forbidden. The public woman, therefore, disrupted the symbolic economy out of which the city was
formed, in the process cdling the city’ s founding divisons into question. Aswith the brothel prodtitute,
the bodies of public women in the city aso could not be gtrictly isolated, contained, or protected.

The progtitute/public woman aso presented athreet to the city’s economic logic. Because
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“generaly understood to be barren,” the progtitute as well as the unowned woman “was seen as an
‘unproductive commodity’; without value and eroding value® (Swanson 83). While the modern city
was generdly imagined in correlation with an increase in productivity —again, part of Haussmann's plan
was to speed up commerce and by extension production—centrd to its psychic and symbolic economy
stands the unproductive progtitute or in effect the un-reproductive working woman. The latter may aid
production by working in afactory, but this comes at a cost to her former role as reproducer of
offspring, or future consumers and workers. The progtitute in particular symbolizes the waste a the
heart of an urban environment designed to diminate dl waste (updated sawers and plumbing were
crucid to Haussmann's designsfor anew Paris). But just as Haussmann did not completely diminate
the poor from the heart of Paris by demolishing their homes, neither Victorian reformers nor agents of
capitaism could remove the “waste’—hboth in a reproductive and an economic sense—that remained
prominent in the urban landscape. Furthermore, even though male bureaucrats perceived the brothd as
adte of containment that they would overseg, it presents the possibility of undermining the mae
dominated economic structure of the nineteenth-century capitdist city, especidly since in the brothel
progtitutes generaly work for afemae madame, as opposed to the street in which they typicaly work
for amde pimp. Not only is the prodtitute “unproductive’ in terms of not contributing to the indudtria
machine, ingde the brothdl at least, she can dso be seen as threatening to take control of profiting from
the means of production, as well as reproduction. By making this paoint, it is not my intention to
romanticize progtitution, which as Acker’s novel makes clear takesitstoll on physical bodies. Rather, |
am merely suggesting that the economic relations within the brothel offered yet another potentia

disruption to the city’ s spatia, socid, and economic order. The heterotopic nature of the brothel
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reminds us that the city isin effect constructed out of such socia and spatia points of tension, a point
Acker further highlights by bringing the detectivelflaneur onto the scene.

Much like the prostitute/public woman, the flaneur, the detective' s surrogate, was a highly
problematic character at the heart of the modern city. While on one hand the flaneur embodies the
supposedly empowered mae gaze and its use by the ruling class to rationdize and divide, on the other
hand the flaneur transgresses the very power relations he would seem to enforce. The flaneur cannot
succeed as the guardian of the city’ srationalized spatia logic because as John Lechte argues, he himsdlf
operates within the logic of “the trangtory and the contingent” (103). “The flaneur’ strgjectory leads
nowhere and comes from nowhere. It isatrgectory without fixed spatial coordinates’ (Lechte 103).
Theflaneur is, in fact, defined by alack of home, of origin aswell as dedtination. Thus, he not only
cannot uphold, but he actualy transgresses the very spatid logic he daily navigates, much like Augter’s
Quinn who follows aroute that cannot itsdlf be deciphered. Aswith the metaphysica detectives seeniin
earlier chapters, the flaneur’ s lack of ahome makes him alimind figure both in terms of space and
cass. AsBenjamin himsdf noted: “Theflaneur is gill on the threshold, of the metropalis as of the
bourgeois class. Nether has him in its power. In neither is he a home’ (10). Wilson extends
Benjamin’s commentary, suggesting that while the flaneur was a* gentleman,” he was dso * subtly
déclassé” (63), in part because even though to be aflaneur required considerable financia resources,
the flaneur’ s disregard for productivity crested agood ded of anxiety and even “financid insecurity”
that “often lead to poverty and obscurity” (72).

Acker’sversgon of Poirot provides an interesting paralle to the flaneur’ s class indeterminecy.

When Poirot first enters the narrative, he occupies primarily two spaces, the brothel and his apartment,
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a“smdl flat on the Rue de Gangliain Paris” (198), where, as Toulouse mentions, “Only one man
servant, George, attends the flat” (198). In both cases, since Poirot employs a servant and since the
brothel is purportedly a safe environment, attracting a bourgeois clientele, our detective initidly appears
to be securdly situated in the world of the middle class. However, once Poirot enters the street, his
class gatus becomes far less certain. While his presence in the dum obvioudy is not intended in any
way to alter the chaos of the street—nhe is there, rather, to re-contain its contagion so as to protect the
gpace of the bourgeoisie —once he leaves the safety of his middle-class environs, we never in fact see
him re-enter his gpartment again. At the point that Acker drops the murder mystery, heis ill
wandering the streets in search of clues, like the flaneur, trapped in the city with no home, no place he
truly belongs. (One might argue that the flaneur, like the in-between subjectsin DelLillo and McElroy,
aso prefigures the state of capita in the postmodern world, that is, everywhere but nowhere, having
accessto al spaces, yet occupying no particular place.) And, as we have seen, the brothd hardly
provides a safe haven from the encroachment of the dum. Finaly, Poirot’ s ability to wander dl parts of
the city, to transverse its spatid and socid divisons, suggests that indeed he himsdlf lacks class
specificity. Notably, the historic Toulouse was himsdf aflaneur of sorts, for while he halled from a
wedthy, arigocratic family he lived alife of “superficid bohemianism” (Frey 216), dumming it dong
with many other artists in the cabarets and brothel's of Montmartre, where he gazed a a new kind of
gpectacle. According to Frey, Toulouse actudly kept a studio/apartment in Montmartre—at one time
on the Rue Cailancourt, the very street he and Poirot have to “rush down” in Acker’s story—but, of
course, unlike the economicaly deprived he frequently returned to the financialy secure world of his

parents. A flaneur whose gaze and artistic reproduction of the gaze—again, Toulouse frequently
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painted the nightlife of Montmartre—would seemingly reinforce the socia delineations by which the city
was structured, actudly, then, presented another potentia threet to the city’ s socid coding as artists like
Toulouse risked their own spatidly designated socid position while dso bringing back with them into
the world of the middle-class the “ contaminants’ of the dum.

Although being aflaneur was a position redtricted to maes, ironicdly, the flaneur much like
the public woman, aso posed a sgnificant threet to the masculine identity and its clamsto power. As
Wilson contends, lacking economic or spatia stability, “The flaneur represented not the triumph of
masculine power, but its attenuation” (74). An endless wanderer, he comes to symbolize the “ deferra
of satigfaction,” synonymous with the commodified, phantasmagoric city (74). In the labyrinthine city,
“the flaneur effaces himsdlf, becomes passive, femining’ (75). Similarly, Poirot’ sfallure to find the
truth or solve the crime certainly represents a“deferrd of satisfaction,” both for the detective and the
reader. In search of atruth he never finds, Poirot’s, the flaneur’ s desire isintrigued but never stisfied
inor by thecity. Like the un-homed, disempowered flaneur, Acker’s Poirot wandersinside a case
that has no end in Sght, no resolution, nor implications for the control of future murders—the street
remainsfull of them. In the end, as Toulouse putsit, “Poirot’s sumped” (200); that is, hisrationdlity,
higtorically seen as masculine, has been thwarted, leaving him metaphoricaly castrated. Thus, the mae
detective who would use his gift of ratiocination to re-order both the city’ s spaces, and the bodies that
inhabit those spaces, is reveded to have logt or to never have possessed the ability to do either. The
bodiesin Acker's narrative are, in fact, srikingly out of control, frequently shifting from mae to femae
identities, right under Poirot’s watchful eyes no less. Even Toulouse, a flaneuresque male who spends

much of histime gazing at women's bodies and then reproducing that gaze in his artwork, cannot
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maintain his own designated body; Acker frequently shifts hisher gender identity. Asacrippleinred
life and feminized in Acker’ s fiction, Toulouse represents yet ancther example of the “stumped” maein
the city who has lost both control of the spaces he so carefully divided and patrols as well as the means
of defining and regulating the bodiesin those spaces. Furthermore, once gender identity is thrown into
guestion, so are the city’ s spaces which are based on those gender divisions, particularly those spaces
prohibited to women. If women can become men and vice versa, or better yet uncategorizable in terms
of gender, how then can the mde ruling class claim to divide and police the city according to anything
remotely resembling categorical reason? Acker’sinvocation of such late-twentieth-century cities as
San Francisco and Hollywood, where former gender and spatia boundaries have more clearly
undergone erosion—though such boundaries have certainly not been completely eradicated—further
reinforces the point that the gender and spatia lines once thought permanent and stable could not and
have not held.

Admittedly, we can locate many of these same tensons, regarding both economics and gender,
in the classic detective story; however, the classic detective s ability to solve the crime aong with the
genre' s privileging of clear-cut endings, or closed structuresin genera, works to mask such ideological
fissures. In contrast to his more conventional namesake, Acker’s detective clearly fails, causng usto
recognize that the flaneur wasin redity not so much a controlling force as a symbol of aloss of control
on the part of the mobile male. Instead of marking his place in the world or ordering the space in which
he lives, the flaneur finds himsdf and his city torn lose from spatid parameters That isto say, rather
than redizing the rationa order of the modernist dream, the flaneur, aforerunner to the metaphysica

detective, shuffles dong an indeterminate path, his very (ontologicaly shifting) presence caling into
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guestion the notion of arationaly ordered urban space. Not only does flaneur symbalize crigswithin
the nineteenth-century city, with which he istypically associated, but his ambiguous ontologica status
adsomirrors, or at least prefigures, the shifting spaces and markets of late capitalism.

It isworth noting that unlike the previous, mae, novdists we have addressed in the firgt three
chapters, Acker does not invoke the home as a site of lossfor the detective. A flaneuresque figure,
Poirot gppears wholly ambivaent in regard to finding his “place’ in the world. Although clearly
uncomfortable in the dums of Montmartre, Poirot exhibits no anxiety over whether or not his home
awaitshim. What isthe reason for this digparity between Acker’s metaphysica detective story and
those of her male counterparts? One possible answer is that while the home has provided stability,
both physicaly and in terms of identity, for both men and women, for women in particular it hasdso
represented immohility, both in terms of physical movement and in relation to the congruction of femae
identity. AsMassey contends, for men losing the home as locus of place and identity means aloss of
control: “Those who today worry about a sense of disorientation and aloss of control must once have
felt they knew exactly where they were, and that they had control” (165). Higtorically, the mgority of
women have been denied such power and cannot, therefore, mourn itsloss. Furthermore, the
disruption of the “home’ in postmodern culture brings with it not only the loss of sability, for both men
and women, but also, particularly for those once drictly confined by its parameters, the opportunity to
explore new spaces and new identities. Thiswould explain then why Acker focuses on the dready
homeless of the city, the flaneur, the prodtitute, etc . . . , for they both represent the transgression of the
redrictive, aternately comforting, spaces Acker’ sfiction revelsin disrupting as well as symboalize the

destabilized spaces and markets of our present postmodern culture.
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To summarize, by invoking the heterotopic brothe aong with the socid and spatid tensons that
lie between and within the figures of the flaneur/detective and the progtitute, Acker’s mystery suggests
that the nineteenth-century city is born and operates not out of rational order, but out of contradiction,
conflict, and transgression. By exposing these rifts within the urban order, Acker’ s fiction indicates that
the history of urban space is not so much one of naturd order and domination, as Enlightenment
thinking might have it, but, rather, a history of physical aswel as cognitive, detective-like attempts to
police boundaries that constantly undergo erosion, a history of spatid criss,

A Geographical History L esson

Of course, spatid crissis not unique to the cities of the past, a point Acker emphasizes by
juxtgposing and superimposing avariety of other geographica spaces and historical moments alongside
and onto the Paris of her murder mystery, creeting a narrative kaeidoscope thet links the ideology of
detection to cagpitdism’s history of geographica expanson. By taking us beyond nineteenth-century
Paris, Acker's nove suggeststhat it is not just mae subjectivity nor merely the modern city that isat
gakein Poirot’ sfailure. More broadly, the driving force of capitalism aso becomes suspect once the
ability to rationaize and control spaceis caled into question. Acker extends the implications of her
murder mystery by inserting into it a treetise on palitical economy, in which she offers an overtly
geographica account of the rise of capitalism: “ Capitalism as aworld system had its originsin the late
fifteenth and sixteenth centuries when Europeans, mastering the art of long-distance navigation, broke
out of their little corner of the globe and roamed the seven seas, conquering and trading” (275). Since
the growth of capitalism has aways been tied to an ability to navigate or control space, it isno surprise

that laissez-faire capitalism would later take up the imperidist project out of the economicaly based
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need for geographica expanson. Acker refersto Hobson on this point: “In Imperialism Hobson
clamed that capitalism faced an internd and insoluble difficulty and that it was forced to turn to
imperidism, not out of pure lust for conquest, but as a means of ensuring its own economic surviva”
(276). The“insoluble difficulty” Hobson spesks of arises from the fact that * neither rich nor poor could
consume enough goods. The poor don’t have any money. The rich lack the capacity for that much
consumption” (277).

AsHarvey argues, thisis capitdism’s inherent dilemma, “ overaccumulation,” which “can never
be eiminated under capitaism” (181). Or as Acker putsit, the “developed nations.. . . need new
markets’ (277). According to Harvey, this problem can at least temporarily be contained, most
effectively through what he terms a* spatid fix.” He explainsthat this*‘ spatid fix’ . . . tothe
overaccumulation problem entails the production of new spaces within which capitdist production can
proceed” (183). But even this“fix” fallsto provide a permanent solution, for “to the degree thet the
progressive implantation of capitaism across the face of the earth extends the space within which the
overaccumulation problem can arise, so geographical expansion can at best be a short-run solution”
(183). While such conflict would gppear to forebode the death of capitalism—how can it survive such
interna contradiction?—according to Savoj difiek such “contradiction” is actualy “contained in its
[capitaism] very concept” (52). difiek explains, “The ‘normd’ dtate of capitaiam is the permanent
revolutionizing of its own conditions of exisence: from the very beginning capitaliam ‘ putrifies, it is
branded by a crippling contradiction, discord, by an immanent want of balance: thisis exactly why it
changes, devel ops incessantly—incessant development is the only way for it to resolve again and again,

.. . itsown fundamenta condtitutive imbaance, ‘contradiction’” (52). In thisrespect, capitdism’s
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surviva depends on enacting short-run solutions only, thus maintaining the conflict through which it
perpetuates itsdlf.

We witness capitdism’s uncanny ability to survive in Acker’ s text, which reveds both a
dilemmainherent to cgpitdism, that is overaccumulation, and the way in which this dilemma actudly
facilitates capitdism’s expansion and surviva, which in her verson take on aspatia dimension; if the
problem is not spatia in nature, the answer, or fix, certainly is. Acker concludes her history of
capitalism by bringing us up to the late twentieth-century, the 1970's to be exact, or the point at which
capitaism outgrows specific nationa boundaries and becomes amore thoroughly globa force with the
increase of multinationa corporations. As Acker notes, “At this point many of the largest American
corporations are located, at least in part, outside the USA” (278). However, as Harvey indicates,
globa expansion, gppropriating more space, has not eradicated capitalism’s condtitutive contradiction,
nor will it, but rather creates yet more dilemmas. Acker explains that within the globa milieu of late
capitalism, “ There are the dominant exploiting countries and a much larger number of dominated and
exploited countries . . . The principle contradiction in the system, at least in the present historica
period, is not within the developed part but between the devel oped and the underdevel oped parts. The
relations of oneto the other . . . are fundamentaly explaitive: they perpetuate and deepen the
development/ underdevelopment pattern” (286). Thus, capitdism’s geographic expangion, itsdf an
effort to resolve its inherent conflict, has produced only more discord, which, according to Harvey,
results inevitably in heightened competition for limited spaces of production and consumption, a
competition—generally between the devel oped and the underdevel oped—that often necessitates

violence or dl-out war.
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Acker gppears to make asimilar prediction, though far more crypticaly, by ending her nove
with the story of businessman/gangster Johnny Rocco, who claims, “I'm the red bourgeoisie causeI’'m
one of the people who makes the paths everyone in society follows’ (308). Like other gangsters, and
businessmen, he frequently engagesin territorid digputes. Rocco clams, “no one and no family’s ever
crossed me and won. My territory works and remains untouched because | know how to dedl with the
world” (309). In other words, he knows how to defend and expand his territory through violence.
Like the corporate giants of capitalism, he knows how to go to war. Thus, Rocco mirrors the spetial
hegemony of multinationa capitalism, for as Acker’s novel suggests, after imperidism exhaudsits
gpatid posshilities, “warfare” becomes “ameans used by each leading capitdist power to maximize its
economic ‘living space” (283). lronicaly, thisisthe legacy of Poirat, that isthe legacy of the
Enlightenment’ s notion that Western man might rationaly control space, a concept capitalism has
gppropriated in an atempt to ensure its development. The manner in which late capitalism conceives of
and produces space continues to rely on the assumption that space can be navigated and ordered so as
to ensure power over it. Just as Poirot attempts to contain the socia contagion, the murder, by
congtructing a fixed map of the brothel, capitalism produces space(s) appropriate to its own efforts at
socid control and economic expanson. Late capitaism’s assumption that space can be rationdly
navigated and ordered remains despite the obvious contradiction that any “ spatia fix” must be
accompanied by the kind of violence that Acker portrays as synonymous with that of the American
ganggter. In this respect, Poirot’s failed attempt to control space or prevent murders through
ratiocination reflects a broader failure on the part of Western metephysicsto “fix” space so asto

contral its parameters—a fallure ironicaly masked by military action, or more killing; Sgnificantly,
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Acker’s novel ends with Rocco trying to dispose of dead bodies, to “clean up thismess’ as he putsiit
(310). We are back in the space of the Montmartre dum, the space Poirot can neither explain nor
control.

Of course, this conflict between rationdity and violenceis hardly out of place within the globa
gpace of late capitalism, but is rather condtitutive of this space. As Lefebvre notes, “one of its
contradictions is that between the appearance of security and the congtant threet, and indeed the
occasond eruption, of violence” (57). By collgpsing the worlds of the American gangdter, early
imperiaig efforts at economic expansion, and the nineteenth-century urban detective, Acker’ sfiction
suggests that this contradiction is not unique to the globaized networks we witness today, but wasin
fact built into the very logic out of which the suppasedly rationdized space of the Enlightenment/modern
city was produced. Lefebvre arguesthat in terms of the production of space, rationaity and violence in
fact go hand in hand, as violence is often “cloaked in rationdity, and arationdity of unification is used to
judtify violence” (282). If Acker’sverson of the detective story brings anything to light, then, it isthis,
that the pogtivigtic detective and the rationaized city he polices are not immune to the “illogical”
violence that Poirot wishes to solve; rather, the detective comes into being as aresult of suchiillogic,
and as we have seen the city itsef is congtructed both out of the separation of the disorderly from the
orderly as well asthe transgression of such boundaries. whether they be constructed along class,
gender, or any other lines. According to Acker, this, then, is the history of western space, not atale of
rational planning and subsequent order, but rather of an ongoing struggle to contain, detective style, that

which repeatedly ressts efforts at both intellectua and physical domination.



161

NOTES

1. Admittedly, there isadanger in Sngling out one narrative fragment within Acker’ s larger text in that
this operation removes the given fragment from its context, making it appear far lessradica. Although |
trace what | can find of aplot to this murder mystery, it isimportant to note that “ The Case of the
Murdered Twerp” is as chaotic as Acker’s other narrative spaces. Not only isthis story interspersed
with other narrative threaeds, including for instance a summary of Dean’s Rebel Without a Cause, but
indde this story characters, particularly Toulouse, take on more than one identity. Recognizing this, my
god is not to naturaize what appears to be a highly “un-naturd” text, but rather by explicating one of
the scraps of materid from which Acker works, | hope to locate the specific systems of thought,
including spatid imaginings, that Acker’ sfiction seeksto disrupt, in part through its employment of a
violently conflicted narrative structure.

2. Berman notes some spatia conflicts produced by Haussmann’s projects which | will not address
specificdly. For instance, though designed to increase efficiency the boulevards in speeding up traffic
actudly crested a“moving chaos” Berman explains that the * chaos here lies not in the movers
themsalves—the individua wakers or drivers, each of whom may be pursuing the most efficient route
for himsdf—but in their interaction, in the totality of their movements in a common space’ (159). He
goes on to suggest, “ This makes the boulevard a perfect symbol of capitaism’sinner contradictions.
rationdity in each individua capitdist unit, leading to anarchic irrationdity in the socid system that brings
al these unitstogether” (159). Also, as Benjamin notes, Haussmann's efforts to rid the city of its poor
by destroying their homes, ironicaly, created a greater population of homeless (12).

3. For an in-depth discussion of Foucault's contribution to spatia theory, in particular his notion of the
heterotopia see Edward Soja’ s Postmodern Geographies, in which he coins the term heterotopiology,
aswdl as Benjamin Genocchio's essay “ Discourse, Discontinuity, Difference: The Question of * Other’
Spaces.”

4. Susan Buck-Morss provides athorough account of Benjamin's discussion of the flaneur aswell as
his arcades project in The Dialectics of Seeing.



CHAPTER 5
Crossing Western Space: | shmael Reed’sMumbo Jumbo

Like the other works of metaphysica detective fiction | have addressed thus far, Ishmael
Reed’ s Mumbo Jumbo looks nothing like a conventiond detective novel. A “compogte narrative
composed of subtexts, pretexts, post-texts, and narratives-within-narratives’ (Gates 220), Mumbo
Jumbo even includes such oddities as pictures, footnotes, and a bibliography. Mumbo Jumbo isa
“compodite narrative’ in another sense aswell in that it presents the reader multiple narrators who
pesk from avariety of tempora and ontologica positions (asin thefiction of Acker and Pynchon,
tempord and ontological boundaries are repestedly transgressed). Furthermore, in keeping with
Reed's“Neo-Hoodoo Aesthetic,” Mumbo Jumbo combines avariety of literary styles—from African
ord taesto the detective genre—as well asavariety of cultura and textud influences: higtory, film, jazz,
V 00doo ceremonies, etc . . .

Nonetheless, despite the novel’ s obvious bresks with convention, after its publication in 1972,
Ishmael Reed proclaimed Mumbo Jumbo “the best mystery nove of the year” (qgtd. Carter 265).
Indeed, the central narrative, among the nove’s various intra-texts, is a detective story that involves the
classc search for both amurderer aswel as amissang text, reminiscent of Poe' s “Purloined Letter.”
But, as we might now suspect, Reed' s protagonist, PaPa LaBas, is no conventiond detective. Unlike
hisliterary forerunners who relied on ratiocination, LaBasis described as *ajacklegged detective of the
metaphysicd” (212), “aprivate eye practicing . . . Neo-HooDoo therapy” (211). In an obvious
transgression of the detective genre, LaBas does not depend solely on scientific reason or concrete
evidence to explain awvay mysery; to the contrary, he preaches turning “to mystery, to wonderment,” or

in the Voodoo tradition, to theloas! LaBas very name, in fact, is taken from the African deity Legba
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and his Haitian incarnation PaPa Legba, atrickster figure who mediates between spiritua and materia
worlds? Moreover, Reed s novel never offers a solution in the traditional sense. Although we do learn
who the guilty parties are, this knowledge does not have the cumulative effect it doesin aclassc work
of detection, for aswe will see, more threstening forces than an isolated murderer are pressing in on
Western culture.

But while Mumbo Jumbo exhibits dl the traits of ametaphysica detective nove, having much
in common with the works of Auster, Pynchon, Acker, Delillo and McElroy, Helen Lock suggests that
Mumbo Jumbo aso belongs to the category of what she defines as“ Afrocentric” detectivefiction. By
“Afrocentric” Lock means those works that “ derive from and incorporate . . . * African culture and
behaviour'” (ix). Shedarifiesthat it “isnot that the* American’ in African-American is being rejected
but that the * African’ is being revitaized, and a new and energetic diaectic re-established between the
two” (ix). Withitsincluson of African tales and VVoodoo ceremonies, Reed' s novel certainly
participates in the “revitdization” of African heritage. But as Lock’s comments would indicate, Reed's
novel does not smply replace the Western detective story with an Afrocentric verson; rather, asin the
fiction of DeLillo and McElroy, Mumbo Jumbo concentrates on the space in-between. The difference
isthat in the case of Mumbo Jumbo, the primary focusis on a pecific cultura boundary, between
African — or other cultures dien to the West—and Euro-American “civilization.” This explainswhy
Reed chooses as his detective LaBas (Legba), amediating figure who presides over the crossroads for
the space he wishesto interrogate is that of the cultura crossroads. Aswe will see, while Reed places
the two cultures in oppaosition, hiswork is not o much interested in overturning the binary hierarchies as

itisininterrogating and making use, artistic or otherwise, of the waysin which these cultures and their
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forms communicate, mix, clash, or disrupt one another.

This attention to cultural mixing is crucid to Reed' s definition of the Neo-Hoodoo aesthetic. He
explains, “Voodoo is the perfect metaphor for the multicultural. Voodoo comes out of the fact that dl
these different tribes and cultures were brought from Africaand Haiti. All of their mythologies,
knowledges, and herba medicines, their folklores, jdled. It's an amagamation like this country.”
(Shrovetide 232-33). The very title of Reed’s novel exemplifies thisamagamation. Whilein the
English language mumbo jumbo is equated with nonsense, Reed' s nove provides an etymology for the
term that indicates that it is derived from a Mandingo word referring to one “who makes the troubled
spirits of ancestors go away” (7). According to Robert Fox, “Ironicdly, at the same time that the
words logt their origind meaning, they took on a meaning which troubled the spirits of whites, invoking
the fearful, aavigtic vison of the ‘dark continent’ that Africainspired in the West, which Vachd Lindsay
summed up in his poem The Congo (1914): “Mumbo-Jumbo will hoo-doo you” (52). Thus, by
highlighting the term “mumbo jumbo,” Reed not only reintroduces a piece of African culture but aso
invokes an entire higtory of conflicting meanings produced by culturd amagametion. It isthis
“amdgamation” that Reed’ s novd bringsinto focus, an anagamation of culturd logic and forms which,
pertinent to our discussion of space, includes the intermingling of differing, culturaly inflected spatia
perceptions and congtructions. Aswe will see, Mumbo Jumbo ultimately indicates that the mesting
points between what are traditionaly seen as opposing notions of space deserve specid attention
because out of such amagamations comes the potentia birth of new spatid forms, new combinations
that in their very production upset the spatia order of the West, the spatid logic upon which the

detective rdies.
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A JesGrew Mystery

Aslshmae Reed’s Mumbo Jumbo opens, “a psychic epidemic” known as Jes Grew is
“cregping” across 1920's America. Although Reed takes the term Jes Grew from James Weldon
Johnson who wrote, “‘ The earliest Ragtime songs, like Topsy, ‘jes’ grew’” (gtd. in MJ 11),2 he traces
it asfar back as an ancient Egyptian dance craze that reemerges in New Orleansin the 1890's, a“flair-
up” which authorities thought they had neutraized by fumigating the Place Congo. But they
misunderstood the nature of Jes Grew—uwhich western science cannot even “ bring into focus or
categorize’ (40)—and now it is back again, sparking the Harlem Renaissance, and hasits carriers, or
JG.Cs literdly dancing in the streets. Alarmed by these developments, Jes Grew’ s enemiesthe
Atonigs cdl out their military wing the Wallflower Order to “defend the cherished traditions of the
West” (15). Jes Grew is spreading for areason: “Jes Grew is seeking itswords. Itstext” (6). “It
must find its Speaking or strangle on its own indoquence’ (34); however, where and what exactly this
“Text” isremans amydery, the centra mystery of the nove.

Ironically, the Text Jes Grew seeks has come to Americain the hands of an Atonigt, Hinckle
Von Vampton, or H.V.V.—a cartoonish version of Harlem Renaissance patron Carl van
Vechten—who decides to send “it out as achain book” to “14 J.G.C. individuals scattered throughout
Harlem”(69). Unknownto H.V.V., one of the 14 J.G.C.s collects and gives the anthology to the black
Mudim Egyptologist Abdul Hamid to trandate. Anticipating the completion of Abdul’swork, Jes Grew
ison itsway to New Y ork where it will “cohabit” with its Text, thet is unless the Atonists get to the Text
firg; asthe Atonists see it, the only way to stop J.G. isto destroy the Text that it seeks. Consequently,

H.V.V. and his partner Hubert Safecracker Gould pay avist to Abdul, demanding he surrender the
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Text, and when Abdul refuses, they murder him. Asfate, or convention would have it, LaBas
discovers the body dong with a clue, a cryptic note from Abdul that LaBas has “the nagging suspicion .
.. has something to do with the missing anthology” (131), which reads, “ Stringy lumpy; Baes dancing /
Benegth this center / Liesthe Bird” (98). Cluesin hand, LaBas, thus, begins his classic search for both
the murderer aswell asthe location of the missng Text.
I nterrogating the Detective

Notably, unlike most metaphysica detective stories, LaBas does actudly discover the identity
of the murderers, and even thinks he has located the Text, al of which herevedsat a party held at the
VillaLewaro, fittingly, a country-house reminiscent of those in Agatha Christie mysteries* But while
LaBas explication of the murder mirrors that of Poirat, it hardly mirrors Poirot’s ahility to close the
book on al mystery. With black artists and intellectuds as well as wedthy white patrons, and, of
course, the murderers themselves in attendance, LaBas and his fellow “ Jacklegged detective of the
metgphysical” Black Herman crash the party and confront the guilty parties, but before LaBas can
gpprehend the two men, “Hank Rollings the Guianese art critic” ingsts, “Wewon't yied these
gentlemen until you explain rationaly and soberly what they are guilty of” (160). But while LaBas
agreesto explain, what he actudly providesisfar from the typicd, tidy summary of how the clueslead
to and incriminate the murderers. Rather, LaBas begins his summeation, “Well if you must know, it dl
began 1000s of years ago in Egypt” (160) and proceeds to provide a history of Jes Grew that takes so
long to convey—it is some thirty pages before we get back to the question of guilt—that once absorbed
by this “subtext” the reader can easly forget the “present” scene, the VillaLewaro, as well asthe query

to which the partygoers are waiting for an answer. The length of LaBas narrative is not the only
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problem it presents; it isaso full of anachronisms and at times it gppears that another voice supplants
that of LaBas, which might be attributed to Reed himself but can aso be thought of as the mediating
voice of aloa. At another point in the novel LaBas bdieves heisligening to Haitian emissary Benoit
Battraville speaking on the history of The Work, but as Battraville explainsto LaBas, “ Y ou actualy
have been talking to aseminar . . . Agwe God of the Seatook over when | found it difficult to explain
things’ (138). Similarly, unlike the classc detective who has the definitive last word on the matter,
LaBas offers an explanation of the crime that is actudly the product of a supernatural, collaborative
effort, afact that is obvioudy disruptive to the illusion of the detective s authority.

Despite the hyper-prolonged suspense, LaBas eventually gets around to naming H.V.V. and
Gould as Abdul’s murderers. The problem, however, isthat LaBas has yet to show proof of the Text's
existence let done its transmission, and, as the art critic hastens to note, without the book, there is no
“empirica evidence’ (195), at least not from an Atonist perspective, of either LaBas version of history
or his conclusions regarding Abdul’s murder. When called on to produce the book, LaBas again
concedes with the intention to reved the mystery of Jes Grew’s missing Text, which after deciphering
Abdul’ s note, he believes he has recovered from “benesath the center of the Cotton Club’s dance floor”
(190). However, what LaBas has found is only a box, which may at one time have housed the missing
Text but now turns out to be “empty!!” (196). Abdul has actudly burned the anthology, and “ Jes Grew
isdissolved” (195), at least temporarily. It would seem, then, that the Atonists have won, but thisis not
exactly the case snce they have no more understanding of Jes Grew than they did during its earlier
outbreaks, Jes Grew remains a mystery and, therefore, athreat, even if temporarily a dormant one. At

the very moment we expect closure, the case (or box) literally remains open, empty &t the center.
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Of course, the fact that LaBas and Herman do get their men would normdly indicate closure,
but here it does not help much because as far as the reader is concerned there is no mystery
surrounding the identity of the guilty partiesin thefirst place. Moreover, LaBas succeeds in bringing the
murderers to justice not because of his ability to convince what might be loosely thought of asajury of
their peers of their guilt, but, rather, because at the very moment LaBas s explanation is being called
into question, the party isinvaded by a group of women and children who accuse H.V.V. and Gould of
yet another crime, of stealing black culture from school children, meaning the detectives never do satisfy
the Western need for empirica evidence. Of course, this matters little to LaBas and Herman, who
make it clear that they intended to see the murderers receive justice with or without the blessing of
those who adhere to the Western notion of “proof.” As LaBas explainsto his captives, “we' re
jacklegged detectives and don't have alicense from New Y ork authorities, but we do have jurisdiction
in Haiti though. We are ddivering you to Other Authorities’ (197 my emphass). Literdly, LaBas
means that they intend to deliver the guilty men to Battraville, who will take them on “alittle excurson”
to Haiti, but we can aso read LaBas apped to “Other Authorities’ asarefusa of the Western notion
of proof and faith in concrete evidence. Instead of adhering to white America s sense of judtice, LaBas
looks outside the parameters, or the jurisdiction of the Atonist mind, to “Other Authorities” and in the
process cdlsinto question the entire notion of Atonism (the one way) aswell asthe idea of the master
detective (the sole authority).

Furthermore, while the classic detective' s god isto repair the socid order, the white middle-
class order, which has been disrupted by a crime, LaBas is actudly out to undermine that order, to

infiltrate the Atonit, or Sngle-minded tendencies of white Americawith an dien culturd form.
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According to LaBas, the red plagueis Atonism itself, as Reed’ s description of the headquarters of the
Wadlflower Order suggests: “Y ou have nothing red up here. Everything is polyurethane, Polystyrene,
Lucite, Plexiglas, acrylate, Mylar, Teflon, phenalic, polycarbonate . . . The aesthetic isthin flat turgid
dull grey bland like ayawn. Neat. Clean, accurate, and precise but 1 big Yawn” (62). Insdethis
physical and ideologica structure, “Plagtic will prevail over flesh and bones. Degth will have taken
over” (62). Ironicaly, the same nest, clean socid order that the classic detective protects, here, leads
to deeth, the very thing the detective isto circumvent. It is no wonder, then, that LaBas and Herman
gpped to “Other Authorities.”
The Afrocentric Detective

As| noted above, like his detective, Reed also looks outside the parameters of the West to
other culturd moddss, including aternate models for the detective story. According to Lock, while the
Oedipus tde underpins the Western tradition of detective fiction, there is another, “ Afrocentric”
tradition of detection whose modd can be found in the “nonWestern narretive. . . of the Egyptian
god/man Ogiris’ (27), the very tde LaBasincludesin his history of the Text. While there are many
versons—atraditionaly ora tae, it has no one chronicler—the basic story goesthat Odiris, under
whose rule Egypt prospers, is deceived by hisjedous brother Set into entering a coffin; in Reed's
verson Odrisis actudly buried as atest of his divine powers and oneness with nature. Once Osirisis
ingde, Set and his co-congpirators sedl the coffin, suffocating Odiris, and then later chop his body into
fourteen parts (the same number of partsinto which H.V.V. divides the anthology) which they throw
into the Nile. However, through the collective effort of Odiris swife Isis and their son Horus—who

gather more than clues; they actudly gather the parts of the victim’s body—and the god Thoth, who
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knows the “ secret ‘words of power’,” Odirisis resurrected and elevated to the level of godhead asa
“symboal of the cycle of the life force, of creation and regeneration” (Lock 27-8).

As Lock suggests, while in the Oedipus modd the objective isto “recongtruct” the “past in
order to find the truth about the crime,” (viii—atask accomplished by alone detective or authority—in
the Ogris modd “the recongruction is of the victim himsdf, through a commund effort” (viii). The
“detectives’ literdly recondruct the victim, meaning “it is the crime which is nullified rather than the
mystery. The mystery itself—how degth is transformed into life’ remains a mystery (Lock 34), just as
Jes Grew and its Text remain amystery. And just as the purpose of the Odiris story, “is not to reved
the circumstances of the crime, which are common knowledge, but to explore the means of undoing the
crime’ (Lock viii), Reed's detective story does not focus on the whodunit—we know from the start
who killed Abdul—but rather takes aim at the hitory of racid oppression, exploring the possibility of
“undoing” this crime and revitdizing those who have suffered.

“Timeisa pendulum”

Of course, thistradition of revitdization and regeneration conflicts sharply with a number of
suppositions of Western detective fiction, including those regarding time. In its classic form the
detective nove requires a concept of time/history in which past events can be frozen in order for the
detective to recongtruct those eventsinto a teleologicaly-driven narrative thread, leading from a
mystery-laden crimeto aresolution. In Reed’s version of the detective story, however, a the moment
when LaBas ought to petrify the past by narrating, or textudizing it, he actualy makes the past come
dive through narration by revising history to include both the present and future (relative to the 1920s).

In LaBas s history the past is not re-congtructed so as to stabilize it in the hopes of locating its one
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“Truth”; rather, it isre-congructed in the sense that it is made part of the present. History, Reed
suggests, need not be locked away within the rigid determination, but rather, like Osiris, can be
resurrected through infinite, communa versons. Mumbo Jumbo further disrupts the tempord schema
of the Western detective story by closing not with the incarceration of Von Vampton and Gould, but
rather with an gppended “Epilogue’ that flashes forward to LaBas lecturing on a college campusin the
early 1970s on the history of Jes Grew (he continues to keep the past present). Thisfind scene
presents an obvious problem from the Western standpoint in that PaPa LaBas, who is described as a
middle-aged man in the 1920s, appears not to have aged. To further complicate matters, Reed closes
hisnove by in effect reverang the chronology of the text, which beginsin the 20s and ends some fifty
years later, by summarizing LaBas higtory in reverse, sarting with his activities during the 60s and
counting backward to the 20s, which the nove claims “were back again” (218). In short, “Timeisa
pendulum. Not ariver. More akin to what goes around comes around” (218). Such tempora
circularity undermines both the logic of the detective story as well as the entire Western notion of time
and higory, upon which the Atonist claim to “Truth” relies.
TheMissing Text at the Center

By evoking the Osirian modd and its resistance to rigidity and stagnation, Mumbo Jumbo not
only questions the tempora and epistemologica suppositions of the classic detective Sory, but dso
mounts a not-so-subtle attack on the Western view of textudity. Asfar back as Oedipus, the Western
detective has succeeded in large part because of his ability to locate missing texts as well as to decipher
cryptic texts by providing The authoritetive interpretation.  1n Mumbo Jumbo, however, the Text

remains not only missing but unreadable aswell. The Text's absence does more than question LaBas
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ability as areader; rather, as LaBas history of the Book of Thoth indicates, the Text's absence
questions the entire notion of textuality held by the West. According to LaBas, the Book comesinto
being when, following multiple Jes Grew “outbresks’ throughout Egypt, Thoth goesto Osris and
suggedtsthat “if Osiris would execute these dance steps’ for him “hewould illustrate them” (164).
Importantly, Thoth's intention is not to restrict Jes Grew’ s future forms; rather, he envisons a*“Book of
Litaniesto which people. . . could add their own variations’ (164). AsLock recognizes, “Thoth’'s
book uses theinscribed image illudratively rather than determinigticaly. It isaso clear that the Book is
to be regarded as an indeterminate process rather than a determinate product” (56-7). The
indeterminate nature of the Book makes little sense to the Atonists who demand definitive
interpretations. Thus, while the Atonists recognize that Jes Grew cannot be contained through
traditionad means, they gill assume that it can be defined by its Text, locked into its Logos.

LaBas s higtory of the book of Thoth actualy includes an anecdotal warning againg such amis-
reading. In hisverson of the story of Moses, LaBastells of Moses quest for the Text as ameans of
gaining power in Egypt. Upon vigting the temple of Osirisand ISsin Koptos, Moses actudly does gain
accessto the Text, or averson of it, and leaves feding that he has “gotten it al down. All down. Had
it down pat” (182). However, when Maoses later performs the “words of the Book of Thoth” for the
people of Egypt, instead of bringing life to the crowd or inspiring the Egyptian masses to worship him,
the songs actudly cause their earsto bleed. The work, which previoudy sparked life, in thisingtance
turns destructive. This results not only because Moses misuses the Text for his own, power-hungry
ends, but equally because M oses has mistakenly assumed that such a Text can be gotten “down pat” in

thefirg place. He approaches the Text asif there exists but one determinate reading, or signification.
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By contrast, the Neo-Hoodoo perspective views the Book as awork in progress, like the Osrristale,
kept dive through variation and improvisation. Notably, the music of the Osrians who attend Moses
concert, though they “didn’t know The Work that Moses knew,” has the effect Moses seeks, thet is
causes the people to bresk out in dance (185). Thetext itsdf, then, isnot as crucid asthe Atonists, or
the detective might presume, for Jes Grew seeks its expression, not its confinement within a definitive
reeding.

PaPalLaBas own quest for the Text, in fact, places too much emphasis on the object itself and
even seems counter-intuitive because, according to the Atonidts, to control the text means the degath of
Jes Grew. LaBas oneflaw isthat heis“abit too rigid” (130). Herman advises LaBasto “Improvise
some. Open up, PaPa. Stretch on out with It” (130). Herman recognizes that Jes Grew is not seeking
to define its parameters through its Text, but rather to Stretch the limits of the Atonist culture it disrupts.
Buddy Jackson, a Harlem gangster and Grand Master of the African Lodge #1, suggests that the Text
itsdf, in itsempiricaly evident form at leadt, is ultimately of little Sgnificance. While Jackson and his
men learned of H.V.V. s possession of “a Black sacred Book” (194)—Jackson is the anonymous
J.G.C. who collects and gives the anthology to Abdul—unlike those who ardently hunt the Text, they
clam they “didn’t care’ about the Text. Jackson explains, “We had invented our own texts and dang’
(194). Thiswould indicate that the Text' s absence does not close the book on signification, so to
speek, but actudly opens a space in which Jes Grew can continue to signify indefinitely. Jes Grew
dissolves, then, not because Abdul burns the anthology but because those who seek it, whether to
embrace or dedtroy it, mistakenly derive “their understanding of the nature of this Text from the

dominant culture’ (Lock 58), which assumes the text’ s ability to foreclose sgnification. Thefina irony
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isthat Jes Grew’s“dissolution” adlowsit to live on, to remain unbound, open to future manifestations
and interpretations.

Indeed, Jes Grew does not meet its final demise at the close of the Harlem Renaissance.

As LaBas recognizes, “Jes Grew has no end and no beginning . . . They will try to depress Jes Grew
but it will only spring back and prosper. We will make our own future Text. A future generation of
young artists will accomplish this’ (204). Mumbo Jumbo itsdf can, in fact, be seen asReed's
contribution to this “future Text” and a product of Jes Grew: “the manic in the artist who would rather
do glossddia[sc] than be ‘neat clean and lucid” (211). That isto say, againgt the backdrop of the
“neat clean and lucid” detective novel and its adherence to rationd explanation and definitive closure,
Reed’ s open-ended, multi-textud, polyvoca “glossddia’ calls atention to its own un-solvablity.

While Mumbo Jumbo resigts the Western impulse to solve mysteries, determine meanings, and
discover truths, this does not mean that Reed’ s detective nove does not concern itsdf with ataining
knowledge. AsFox notes, “A derivation of ‘mumbo jumbo’ from a Swahili expression suggested by
Henry Louis Gates, J., and ‘loosdy’ trandated as ‘What's Happening? is. . . ingructive, for the
answer is supplied by various strategies of trickery and redress, of fending and proving” (52). Itisnot
that there is no answer, then, but that the answer supplied by “Western rationdism . . . is countered by
Neo-Hoodooism, which provides an old new twist to the braided strands of Western redlity” (Fox 52).
Thus, the knowledge that the Neo-HooDoo detective and the reader gains “is a different kind of
knowledge from that acquired by the traditiona detective” (Lock 35), a knowledge presumably aimed
at undoing the “crime’ perpetrated by the Atonists. The difference isthat Mumbo Jumbo does not

reved an immutable truth that explains and firmly establishes the events of the padt; rather, it exposes as
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aways suspect the grounds upon which such knowledge is founded. Furthermore, it introduces the
reader to an entirely different concept of knowledge in which mystery sgnals not so much alack of
knowledge as a willingness to open—or “ stretch”—one' s mind to a different kind of knowledge: a
knowledge that remains dive, aknowledge that is repeatedly renegotiated through awillingness to
improvise,
Double-Crossings

By asking usto resst the Western impulse to definitively solve mysteries, determine truths, and
interpret texts, and to instead turn to mystery, Mumbo Jumbo appears to be an “anti-detective’ novel
inthetruest sense. That is, it might gppear to merely reverse binaries. dominant Western logic is
suppressed in favor of now vaidated “dien” cultura forms. A closer examination of the novel suggests,
however, that thisis not exactly what Reed is up to, for Mumbo Jumbo does not actualy present the
battle between mystery and science or rationdity as a clear-cut opposition in which we must choose
one or the other. Mumbo Jumbo does, of course, play off the notion that mystery and Western
detective, or scientific logic act as opposing forces. (On one side we have those, who like the Guianese
art critic remain steadfast in their “devotion to empirical method” (215) and on the other we have those
who like LaBas, according to the art critic, “ aways abandon reason and fal back upon Mumbo
Jumbo” (195)). But while LaBas clearly wishes to introduce the world of mystery into the sterile order
of the Atonist Wegt, this does not mean that he gives up on reason atogether. In fact, LaBas depends
heavily upon his ability to deduce and reason, detective-style, to sort through a string of cluesaswell as
to interpret Abdul’s cryptic note. At one point, in fact, LaBas gppears to be relying too heavily on his

ability to reason. Heis so preoccupied with attempting to piece together clues inside his own mind that
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he misses an important piece of information. Upon hearing Abdul’ s epigram, Herman tells LaBas of a
“vigon” he has received of a dancer at the center of a“night club floor” (131). Had LaBaslistened to
Herman's vison, to the metaphysica, he would have better understood Abdul’s cryptic text. LaBas
misses this because heis not in tune, so to speak; heistoo busy playing detective.®

As Herman ingructs, “Doing The Work is not like taking inventory” (130); it cannot be boiled
down to tidy lists that account for al the missing pieces. Reather, the Hoodoo detective, as LaBas
learns, needsto rely equaly on the metaphysica or on his contact with the loas. What Reed's novel
attacksis not so much scientific logic as Atonism, that is one-mindedness or the culturd restraints that
dlow for only one way of thinking or proceeding. Mumbo Jumbo does not disparage all science, but
rather a particular narrow-minded devotion to what Deleuze and Guattari term the “imperia sciences’
or “State stience” which holdsto “aset of drictly limited formulas’ (362), as does the science of
detection. Deleuze and Guattari distinguish this “ State science’ from “nomad science,” which by
definition is“ difficult to dassfy” (361); aswith Jes Grew its“higtory is even difficult to follow” (361).
Unlike State science, nomad science resigsrigidly confined parameters, including textua parameters.
We might even say that like the Hoodoo detective, the nomad scientist is willing to “ stretch on out with
It,” to bypass restrictive formulas in favor of “ deformations, transmutations, passages to the limit”
(Ddeuze and Guattari 362). Significantly, what most interests Deleuze and Guattari are these “limits”
or the “borderline phenomenain which nomad science exerts pressure on State science, and,
conversely, State science gppropriates and transforms the elements of nomad science” (362).
Similarly, Reed's nove both focuses our attention on * borderline phenomena,” the points of interaction

between Western science or Western cultura logic and Afrocentric culture and tradition, and aso
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suggests that the place where “ The Work” is mogt diveis at the cultural crossroads. Asthe poet
Nathan Brown, Reed's verson of Countee Cullen, tellsH.V.V., one can “use the advantages of both”
cultures (117). Or as Battraville suggests, Americans have come upon the “new thang” because they
have “ synthes zed the HooDoo of Voodoo,” or have made use of borderline phenomena unigue to the
new world (152). Culturd synthesis seems, in fact, to be the am of Mumbo Jumbo itsdf: atextua
crossroads that in its sheer poly-vocdity as wdl as its multi-textuaity questions both the adherenceto a
sngular truth espoused by the Western detective story as well as the more genera one-minded, uni-
vocalism of Atonism.

As Reed' s description of the Neo-Hoodoo as amulticultura “amagamation” like Americaitself
would suggest, the borderline or crossroads isintegral to the Voodoo tradition upon which he draws.
Again, LaBasisthe new world incarnation of the deity L egba who mediates between reams. Fox
explainsfurther, “Legba, who reigns over the crossroads which is ‘the meeting point of opposites;’ is
met there by his own opposite, Loko Carrefour, who represents youth, night, and the moon, just as
Legba stands for age, day, and the sun” (52). But while in the Western tradition, opposition mandates
achoice which in effect ends the opposition —one side of any opposition must be suppressed so that
the other, the “correct” sde can rise to prominence—in the VVoodoo tradition “[o]pposition is
associated with vitdity. Unity created by removing conflicting or opposing dementsis a hollow and
meaningless unity” (52). Thisisthekind of unity that the Atonists establish and protect by militantly
repressing al opposition to their culturd logic or aesthetic. The very existence of acultural crossroads
threatens the Atonist way, the one way, and, therefore, must be eradicated. For the Neo-HooDoo-i<,

however, opposites are desirable in that they produce a* rupture of plane’ (Fox 48) out of which new
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life arises, meaning, opposites are crucid to the ongoing regeneration of the “ new thang.”® Therigid,
and deed, “right way” is replaced, then, by a crossroads at which such opposites as mystery and
science do not so much act as binaries jockeying for position as they explode the very lines that divide
them, recongtituting the structures by which we know our world.’

The crossroadsis, in fact, that point at which Reed’' s novel leaves itsreaders, at its close we
see LaBas driving his Locomobile Town Coupe across the bridge back into Manhattan, back where
the story beginsand ends. At thefind “Freeze frame” LaBasis suspended in-between, symbolizing
his ability to bridge digoarate cultures as well as digparate reams, including “red and spiritua worlds’
(Shadle 65). The find moment in the novel can dso be viewed as a bridging, or rupture, of the dividing
line between fiction and redlity. In the penultimate line, “Skyscrapers gleam like magic trees’ (218),
in which case “the fictive world is both red and fiction” (Shadle 66); | would add that the “red” world
in thisinstance is dso both red and fictiona, smultaneoudy both concrete and sted aswell as the stuff
of “magic.” Reed suspends his reader, not on a Sde—as does Atonism—nor at an end point—as does
the science of detection—but at a multi-directiona, multi-cultura crossroads where the lines that define

history and redlity are ruptured, regenerated, and revised.
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Crossing Social Space(s)

The Neo-Hoodoo emphasis on the crossroads has compd ling implications for spatia andysis,
regarding both how space isimagined and produced. By working toward a rupture of plane, arupture
of gpatial boundaries, the Neo-Hoodoo produces a“kind of ‘exploded space’ ” (M cGee 82), which
obvioudy threstens the spatid logic through which the Atonists maintain their socid order. The Atonist
vison of Western space is synonymous with what Deleuze and Guattari term a“ striated space,” or the
gpace of Sate science, which they suggest isboth “limited and limiting” (382). The space of the
nomad, on the other hand, is a“ Smooth space,” an open space yet to be plotted, fenced, or
demarcated by Western spatid practices. Smooth spaces, such as, for ingance, Pynchon’s“The
Zone,” pose an obvious threat to the striated spaces to which the Atonist mind subscribes; the very
existence of such spaces, in fact, disrupts the Atonist spatia “order.” Accordingly,

One of the fundamental tasks of the State isto Sriate the space over whichit reigns. . . Itisa

vital concern of every state not only to vanguish nomadism but to control migrations and, more

generdly, to establish a zone of rights over an entire “exterior,” over al of the flowstraversang
the ecumenon. If it can help it, the State does not dissociate itself from a process of capture of

flows of dl kinds, populations, commodities or commerce, money or capitd, etc. Thereisdill a

need for fixed paths in well-defined directions, which restrict speed, regulate circulation,

relativize movement, and measure in detail the relative movements of subjects and objects.

(Deleuze and Guattari 385-86)

Deeuze and Guattari explain further that “each time there is an operation againg the State—

insubordination, rioting, guerrillawarfare, or revolution as act—it can be said . . . that anew nomadic
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potential has appeared, accompanied by the recongtitution of a smooth space or a manner of being in
gpace asthough it were smooth . . . It isin this sense that the response of the State againgt dl that
threatens to move beyond it isto striate space’ (386).

Jes Grew, a“Cregping Thing,” embodies this “nomadic potentid” in its resstance to the
griating logic of Western science and conventiona detection. \When the Mayor of New Orleans asks
one of the doctors treating Jes Grew Carriers, “But can't you put it under 1 of them microscopes?
Lock it in?’ the doctor explains, “1t’s nothing we can bring into focus or categorize; oncewe cal it 1
thing it formsinto something s’ (4). Jes Grew isthe migration, the flow that cannot be controlled nor
restricted; it cregps across the supposedly variegated American landscape, defying al boundaries; it
“knows no class no race no consciousness’ (5). In other words, it disregards al Atonist socia
demarcations regarding both the subject and the space the subject inhabits. Aswe have seen, Jes
Grew refuses to be placed in abox or in adeterminative Text. Rather, Jes Grew movesasif ina
smooth space, chdlenging the categorizing limits that the State wishesto impose. As Ddleuze and
Guattari’ s comments would suggest, Jes Grew’ s transgression of the clearly demarcated space of the
State is met with swift and militant efforts to re-produce a more limited space that would restrict future
flows. But the Atonists have set out to “ capture” what ultimately cannot be captured. The solution the
Atonigts assume is to replace the “manic” (smooth) with the “lucid” (driated) by confining Jes Grew to
its Text, or to the Atonist version of textuality which does not open up meaning but restrictsit to one
reading, in effect killing it by preempting future sgnification. Jes Grew, however, lives on beyond the
Text, or outside the gtriating lines of Atonist (classic detective) spatia production.

Mumbo Jumbo provides another example of this interaction between smooth and striated
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gpace, between delimiting boundaries and nomadic flows, in its dramétization of the efforts on the part
of the Mu’ tafikah to recover Eastern art from the American and European Museums. As one of the
multiple narrative voicesin the nove reports, in anews radio parody, “Compounding” the “ Jes Grew
crigs” “Black Ydlow and Red Mu’ tafikah were looting the museums shipping the plunder back to
where it came from” (15). While this group of art-nappers worksto liberate the aesthetic forms of non-
Western cultures, the Atonists “believe that art should be placed inintellectud cdlls to hinder people
from being moved by it” (Carter 269). Significantly, Reed depicts museums as “ Centers of Art
Detention,” aesthetic prisonsinside which Americalooksto “guard the ‘fetishes of civilization” (15). In
fact, the Curator of the Center of Art Detention just happens to be former corrupt Police Commissioner
Biff Musclewhite, who the novel makes clear has been hired not because of any knowledge of art but
because of his experience in policing the striated space within which the Atonist order has confined the
nomad art that threatens to move its beholders beyond the State' s established “ zone of rights.” In
retdiation, as McGee putsiit, the Mu' tafikah are attempting “to extract the art of the third world from
the space of the norm and return it to the realm of the incommensurable’ (97), to the smooth,

undefined, de-historicized space of the nomad.

Musclewhite' s connection to the police force reminds us that the conventiona detective himself
participatesin this effort to Striate space by containing both the crime and its repercussons aswell as
the crimind, or, in effect, dl that threstens to disrupt the boundaries by which the State definesitsdf and
itsclamsto power. Eventhevery “menta space’ of the detective is subject to and reinforces the
griating impulse of the State, for the detective can think only one way, can deduce only one truth, one

history, one cause and one effect. LaBas, however, isno conventiona detective. His movement away
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from rigidity suggeststhat heislearning to move and think asif in asmooth space, or in kegping with his
position in Voodoo tradition, asif at the crossroads between the striated and the smooth, where the
rupture of plane occurs.

While Ddleuze and Guattari set up the opposition between striated and smooth space, they also
point out that thisis no “simple oppostion”; rather, “the two spacesin fact exist only in mixture: smooth
gpace is congtantly being trandated, transversed into a striated space; striated space is congtantly being
reversed, returned to a smooth space’ (474). They explain, “What interests us in operations of gtriation
and smoothing are precisdy the passages or combinations. how the forces at work within space
continualy griateit, and how in the course of its sriation it devel ops other forces and emits new smooth
gpaces’ (500). Deleuze and Guattari go so far asto suggest that smooth space is not preferable in and
of itsdf. They directly ingtruct us, “Never believe that a smooth space will sufficeto save us’ (500), for
“smooth gpaces are not in themsdves liberatory. But the struggleis changed or displaced in them, and
life recondtitutes its stakes, confronts new obstacles, invents new spaces, switches adversaries’ (500).
In other words, the objective is not to capture a smooth space, which would ultimately mean its
griation, but rather to interrogate the oppositiona confluence a which the two types of space mest, the
“congtantly shifting borderling’ (367) through which both types of space are congtituted, and out of
which Western sptia logic is chdlenged and a times exploded into a multi-directiond space, into a
“new thang.”

Mumbo Jumbo further illustrates this ongoing tenson between smooth space on one hand and
driated space on the other a both physica and metaphysical levels. Obvioudy, the accessthe loas

have to thisworld as well as the access that human beings have to the loas condtitutes a breach in the
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driated space of Atonism. While the Judeo-Chrigtian tradition aso spesks of another redm, it
preaches strict adherence to one God and one path, the only way to the “other side.” As Battraville
notes, the Atonists have a“fetish about highways,” clearly marked paths which it appears they wish to
extend across the ontologicd divide. This adherence to the one way stands in sharp contrast to the
Voodoo notion of multiple gods transgressing seemingly impervious ontologica barriers. In this
respect, LaBas' interaction with the loas, an operation that opens up or stretches out the space of the
quotidian, directly conflicts with the Atonist desire to convert the incommensurable space of the
metaphysica into a striated space that can be policed and categorized.

And it is not merdly the space of the “other world” that is causing problemsfor or threatening
the Atonist spatia order. Mumbo Jumbo dramatizes the tenson between smooth and striated space at
amore concrete level aswell, most notably within the space of the city, or more precisely the space of
Harlem. AsDdeuze and Guattari suggest, the “city is the striated space par excdlence” (481). Even
the crimina element of the city follow its striated logic, as evidenced by the turf wars between riva
gangs that we witnessin Reed’'snovel. At the same time, however, “ Even the mogt striated city gives
rise to smooth spaces . . . Movements, speed and downess, are sometimes enough to reconstruct a
smooth space” (Deleuze and Guattari 500). The movement of Jes Grew threatensto do just that. In
anticipation of itsarrival “Wal Street istense” (21); about of Jes Grew has left another city, New
Orleans, “amess’ (17), amess that the dtriating logic of the Atonists seeks to quickly tidy up.
Interestingly enough, Reed’ s novel indicates that the threeat to the striated space of the Atonigt city is
indeed the result of afluctuation in the speed of movement. As one of the quotations Reed includesin

Mumbo Jumbo suggests, “ Jazz did a number of things to popular music aswell asto metropolitan life.
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It sped up the tempo of things. . . Once the new musica spirit had come, it rapidly spread into daily—
and nightly—activities’ (115 my emphasis). Jazz, a Jes Grew phenomenon, in effect, changes the flows
of 1920s New Y ork City, particularly of Harlem, atering its migrations as well as the circulation of
commodities within the city: white consumers are circulating through Harlem commercid and culturd
stes, more money is being distributed throughout ghetto spaces, and black culture is being distributed
among white consumers and carried outsde Harlem. One might argue that jazz itself belongs to and
produces a smooth space. Deleuze and Guattari, in fact, propose amusica model to aid our
understanding of the difference between smooth and striated spaces, in which they argue that the
“gmooth is the continuous variation, continuous development of form” (478)—thisis, of course, an gpt
description of Jazz. It isimportant to note that despite its * continuous varietion,” Jazz beginsin or
develops out of driation, out of the common melody upon which it improvises. In this respect, Jazz
rises out of an amagamation of forms. It isanomad art which speeds up the quatidian, recondituting a
smooth space, a space both within the gtriated, logic bound city as well as somehow beyond it.

As Mumbo Jumbo reminds us, thelogic, or il-logic, of Jazz and its potentid nomadic chalenge
to the Striated space of the city, particularly to the space of Harlem, was met with the infiltration of the
Harlem nightclub scene—which facilitates the spread of Jes Grew, and subsequently the spread of
smooth space—by the guardians of dtriated space. Most notably in the nove, we find Biff
Musclewhite, who makes a profession of imprisoning art forms, frequenting Harlem cabarets such as
The Cotton Club. While these visitsto the spatial and cultura crossroads expose him to the contagion,
histripsto Harlem dso dlow him to keep an eye on, to police the development of this smooth space

within the otherwise dtriated city. We witness an even more overt attempt to infiltrate and re-contain
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the space produced by Jes Grew in the Atonist contingency plan—in case they cannot locate Jes
Grew’s Text—"to groom a Taking Android who will work within the Negro . . . to driveit [Jes Grew]
out, categorize it andyze it expell it day it blot it out” (17). H.V.V. astutely recognizes that because the
white Atonists control the media, “J.G.C.s have no control over who spegks for them” (69). The
Taking Android is, then, to spesk for Jes Grew and in the processto “tdl it that it is derivative’ (69).
The Android will keep J.G. from its“ Speaking” by imitating the latter, or at least that’ s the plan. But
this can be accomplished only from “within” the space of the nomad, or the dien culturd form. While
initidly H.V.V. and Gould seek an African-American spokesman for this job, interviewing a number of
black writers as possible candidates, eventualy Safecracker Gould himself takes the position. Gould is
qudified because he has been stedling African-American culture by infiltrating Harlem cabarets, the
gpace in question. During one of his many visits to a Harlem nightclub, Gould concentrates on “writing
down the ‘nigger mumbo jumbo words he is hearing from the surrounding tables’ (101). He even
attempts to capture the dances, which he admits are “ difficult to write down” (103). Gould is, in effect,
writing his own Text, or script for Jes Grew, but hisis not the Text which will enliven the epidemic, but
atext intended to “ categorize’ and kill, that is, to arrest Jes Grew by placing the “mumbo jumbo” he has
copied down within the striated space of the Western Logos, inside which Jes Grew cannot survive.
Through both Musclewhite and Gould, the State works from within the potentidly smooth space of the
Harlem nightclub, drawing the smooth space of the J.G.C.s back in to the striated space of the
modernist city.

Much to the dismay of the Atonidts, the plan to implement the Taking Android is ultimately

ineffective in capturing arampaging Jes Grew. While H.V.V. is correct in his observation that the white
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Atonigts control the media, and, therefore, have the potentid to ether influence the voice of the JG.C.s
or to amply overwhdm them with Atonist propaganda, their notion that they might imitate the voice of
Jes Grew is based on the false assumption that dl J.G.C.s speak dike. Here again, they presumethe
ability to contain the language of Jes Grew within the bounds of a striated space. African-American
poet Mgor Y oung, who is modeled on Langston Hughes, questions this Atonist assumption that all
African-American artists share acommon, striated voice. Young asksH.V.V., “Isit necessary for us
to write the sameway?’ (102). Y oung answers his own question: “1 am not Wallace Thurman,
Thurman is not Fauset and Fauset is not Claude McKay, McKay isn't Horne. We dl have unique
syles’ (102). The voice of Jes Grew, of the “new thang” does not belong to the homogenized space
that Atonism produces—the space inside which the detective can solve dl crime—but is, rather, like
jazz " a continuous variation of form,” a perpetud becoming that as Reed’ s Neo-HooDoo mystery novel
remains open-ended.

Reed depicts Harlem, then, as a space of contention ingide which two competing productions of
gpace mix and compete. Ironically, while Atonists focus their efforts on sriating this space, these
efforts, unintentionally, produce a cultura crossroads out of which “new combinations,” culturd and
spatid, have the potentid to grow. Like we saw in our discussion of Acker, marginalized spaces within
the city inevitably condtitute a contested space in that such spaces are smultaneoudy both part of the
prototypica driating logic of the city, aswdl as equdly outside the flows—economicaly and
socialy—of the city. In the case of Harlem in particular, we find in Reed’ s novel that dueto recid
oppression and economic deprivation, the space of Harlem breeds nomadic potential that threatens to

disrupt the driating logic of the Atonist dream. Just asthe caging of Eagtern art within Western
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inditutions ignites the Mu'’ tafikah to action, to attempt to free the nomadic art from such spaces of
griaion, so the Atonigt efforts to contain African-Americans and their culture within the striating space
of the city—boxed in the parameters of the metropolis—where its boundaries and potentia
permutations can be policed, ultimately inspire the J.G.C.sto look for “new combinations’ that defy the
Western notions of space and culture. Following Deleuze and Guattari, one might argue that not only
are the Atonig efforts to dtriate al space unable to contain Jes Grew, but that, ultimatdly, the effort at
griation in this case has the reverse effect and actudly “emits new smooth spaces’ (500), or at the very
least those spaces at the crossroads that defy the one-way logic the Atonists wish to impose on all
peoples and places.

As Ddeuze and Guattari point out, the battle between the mutua -congtitutive spaces of the
smooth and the striated continues on indefinitely; that is to say, while the smooth space of Jes Grew
chalenges the neat lines drawn by Atonism, there are dso forces a work within the State that
continualy gtriate dl space. In fact, as Deleuze and Guattari might predict, the dissolution of Jes Grew
and the Harlem Renai ssance results from the Atonigts ability to capture flows, or more specificaly to
“regulate circulation.” In Mumbo Jumbo Jes Grew’ s relapse into dormancy is attributed to a
conspiracy on the part of wedthy Atoniststo spark the depresson. An ingghtful Water Mdllon, the
magtermind of this plan, explains to the Hierophant 1, “The liquidity of Jes Grew hasresulted in a
hyperinflated situation, al you hear is more, more, increase growth . . . Suppose we shut down afew
temples. . . | mean banks, take money out of circulation, how would people be able to support the
appendages of Jes Grew” (154). It seems that the speed-up of the Jazz Age has produced a speed-up

in economic circulaion, and while this would appear to be desirable to Atonist capitdidts, it threstensto
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move beyond their control, to overflow the driating networks of circulation they have constructed.
Deeuze and Guattari explain that while capitaliam has taken Sriation to “an unequaed point of
perfection, circulating capital necessarily recreated, recondtituted, a sort of smooth space in which the
degtiny of human beingsisrecast” (492). This becomes readily gpparent in the age of globd capitalism,
for asthey suggest, “Striation . . . reates primarily to the sate pole of capitdism, in other words, to the
role of the modern State apparatuses in the organization of capita” (492), the very apparatuses the
Atonigsin Mumbo Jumbo manipulate. However, once capitalism expandsto agloba levd, “anew
smooth space is produced in which capital reaches its ‘absolute speed . . . The multinationa s fabricate
akind of deterritoridized smooth space in which points of occupation as well as poles of exchange
become quite independent of the classical pathsto Sriation” (492). While these comments may not
seem gpplicable to Mumbo Jumbo, in that Mellon’s plan to contral circulation takes place in the
1920s, prior to the age of “globd capitalism,” we should remember that Reed writes from a
postmodern perspective, in the midst of the phase of multinationd capitalism, which, in kegping with his
view of higtory, he projects back onto the state capitalism during the interwar years. Reed depictsthe
Atonigt capitalists of the 1920s as having dready tapped into globa networks. Furthermore, Jes Grew
is threatening to go “pandemic’; that is, its Speed and logic threaten to dter flows world wide.
Ironically, by conspiring outside the state pole, or in manipulating state gpparatuses from
outside the date, the private capitalism of Mellon and his cohorts, as Deleuze and Guettari would
suggest, has opened the way for the striated space of state capitaism to berecast. But as Mdlon
recognizes, if the circulation of capita is restricted, drawn back within the domain of the dtriating State

apparatuses, Jes Grew cannot be supported. The growing globa networks of circulation that Jes Grew
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would travel, gppropriate, and dter will be driated to the point of redtricting its flow entirely.
Circulaion will be shut down.

In addition to the space of the city and the space of globa capitdism, Mumbo Jumbo aso
suggests that the body, in particular the raciaized body, can be viewed as a surface subject to Atonist
mapping, for under the Atonist regime the body itself is striated, racialy classfied and categorized. The
Atonigt notion of congtructing a Talking Android that can imitate blackness is, obvioudy, predicated on
the notion that blackness isitsdf a definable, categorizable essence. This sentiment underliesH.V.V.'s
suggestion to Mgor Y oung that presumably al black artists think and write dike because they belong
to the sameracia category, a category congtructed by the Atonists. Again, though, Y oung counters
Von Vampton by suggesting, “We dl have our unique styles” (102). In hisreading of this passage,
McGee suggests that VVon Vampton's assumptions, and those of others like him, “can be dangerous
insofar as they identify African-American writing with a homogeneous concept of ethnicity” (100).
McGee argues, “A ‘unique style breaks away from such anorm” (100). Furthermore, a“unique styl€’
potentialy “ subverts the ends, or instrumenta functions, of race in late capitaist culture by disrupting the
process of racid identification through the articulation of the incommensurable’ (100). In other words,
while Atonist culturd logic gtriates racid and ethnic categories, the unique, or that which does not fit
dready fixed categories disrupts the gtriating assumptions that subtend racia categories because it
exceeds such limits; it moves asif within a smooth space. Ironicdly, Gould's “passing” as black itsdlf
questions the very racia categories the Atonists wish to secure by suggesting the possibility of racid
nomadism that defies strict riation.

We should not, of course, take Reed' s invocation of the metaphysica as solely a metaphor for
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what occurs in the materia world (though the supernatura in the Voodoo tradition is aways pertinent to
the materia). AsReed himsdf makes clear, “When | say | use the Voodoo aesthetic I’'m not just
kidding around” (Shrovetide 233). My point isthat Reed is quite serious about his use of Voodoo, as
we seein Mumbo Jumbo’ s repeated invocation of the loas and the most unknowable of spaces, that of
the “other world.” The unknowability of this other world is precisdy what makesit so gppeding to
Reed’ s project, for by invoking the supernatural he drawsit into thisworld, or into the striated vision of
this world, causing the two planes to collide and, quite possibly, to explode one another. Mumbo
Jumbo leaves us in a state of suspense at the end, or at the crossroads, for areason, for the crossroads
is where the opposites megt—black and white, East and West, science and mystery, smooth and
griated—and potentidly create new “combinations.” While the classic detective seeks the certain peth,
the one right way, LaBas the Neo-Hoodoo detectiveis learning to live in a spatid amagamation on the
borderling, for it isonly in this gpace that Reed’ s vison of multiculturalism can be redlized and difference
embraced (rather than repressed or dismissed as “ pathologica”). Atonism is not, then, defeated by the
indantiation of a different “right way,” but rather by the obliteration of the either/or, thet is by the
rupture of planes that occurs at the crossroads where the smooth and striated interact, compete, and

potentidly explode.
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NOTES

1. For amore in-depth discussion of loas see Maya Deren’ s Divine Hor seman—a source Reed
indudesin Mumbo Jumbo’s bibliography—or Zora Nedle Hurston's Tell My Horse, to which Reed
has contributed an introduction.

2. Mumbo Jumbo is not the only example of a metgphysical detective nove that introduces the world
of the supernatura into the human or materia world of the detective. In Peter Ackroyd' s Hawksmoaoor,
an eghteenth- century architect, Nicholas Dyer, tapsinto occult or other-worldly powers by presenting
a human sacrifice at each of seven churches he has been commissioned to build. These powers alow
him to transcend time and space, evidently catgpulting himsdlf, or some verson of himsdlf, into the
twentieth century, where he lives as a tramp and a murderer, killing at the very churches he designed.
Hawksmoor, a conventiond detective facing a highly unconventiona case, not only cannot locate Dyer,
the tramp-murderer, a the end of the nove, through supernatura causes, Dyer and Hawksmoor
collgpse into one another, asif Dyer has become Hawksmoor and vice versa. In John Fowles A
Maggot we are presented with the mysterious disappearance of an 18" -century nobleman, who,
depending on which account we believe, either has been abducted by the devil during an occult ritua or
has been trangported off this planet in an dien craft.

3. In Uncle Tom's Cabin, Topsy’s midtress, Miss Ophdlia, questions her about her father and
mother—Topsy claims she never had any—and then about her bdlief in God: “Do you know who made
you?’ “Nobody as| knowson,” Topsy answers. “I spect | grow’d. Don't think nobody never made
me’ (210). Later, in the many theatricd versons of Uncle Tom's Cabin “I grow’d” became“l jes
grew,” and ultimately became proverbid: “Like Topsy, it jes grew,” meaning something happened
gpontaneoudy, without planning.

4. TheVillaLewaro is actualy modeled on ared Harlem-Renaissance-era country house, Madame
C.J. Wdker's (the cosmetic queen) place at Irvington-on-Hudson.

5. Thereisapardld matif in Umberto Eco’s The Name of the Rose in which the monk detective,
William of Baskerville, ressts usng “irrationd” means to solve the crime, only later to discover thet his
effortsto discover a“pattern that . . . underlie dl the crimes’ has caused him to miss the “accidental” or
irrationd nature of the crimes he seeksto solve (599).

6. Fox takesthe notion of “rupture of planeg’ from Mircea Eliade who suggests thet it dlows for the
“rediscovery of the primordia spontaneity” (271-72).

7. Reed's attention to the crossroads reminds us both of the “in-between” spacesin DeL.illo and
McElroy aswell as of the fact that in Pynchon’s Gravity’ s Rainbow Sothrop actudly becomes himsdf
acrossroads; or the ruptured plane itself.



CHAPTER 6
Cinema and the Crime of Social (Spatial) Reality

To conclude my discussion of metgphysica detection and space, | wish to steer a somewhat
different course and address two recent films, Alex Proyas Dark City and Josef Rusnak’s The
Thirteenth Floor (based on Daniel F. Galouye's Smulacron 3), both of which might be thought of as
variations on the metaphysical detective story. While the two films differ from one another in some
respects, they display a number of interesting pardlds. Both begin with a mysterious murder for which
the protagonist, who in both plotsis transformed into an amateur detective, isthe primary suspect. As
detective/mystery films, the two films borrow heavily from the tredition of film noir—the city isan
amog entirdy dark gpace in both films.  Furthermore, both filmsinclude dements of sciencefiction. In
Dark City the detective s search leads to a confrontation with an underground group of diens
inhabiting human “vessals’ who it turns out are not only running the city but areits creators. Andin The
Thirteenth Floor the detective s investigation draws him into cyberspace. As with the novels we have
discussed, then, the search for the answer to amurder mystery ultimately extends to an exploration into
the nature of the spaces that the various charactersinhabit or experience, which in these films means an
inquiry into the congtitution of futuristic, technologically produced spaces or computer Smulated spaces.

While | clam that both of these films can be thought of as metgphysica detective sories, | am
not suggesting that ether disrupts the logic of the detective and its “rationd” underpinnings in quite the
same way as the novels of writers such as Auster or Pynchon. Rather, Dark City and The Thirteenth
Floor arein effect popularized versons of the more radica metaphysica detective fictions | have dedlt
with in preceding chapters. As one might expect, both films conclude with fairly sock Hollywood

endings. the mystery is solved, the good guy wins out over the forces of evil and, of course, getsthe girl.
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However, despite their attemptsto tidy things up at the end, both films along the way offer considerable
chalenges to the detective s ability to explain awvay the mystery through science or reason. Asl
discussed in the introduction, the force of metaphysica detective story does not lie smply inits refusal
to solve a crime that emerges within its pages; rather, itsimpact isfdt in its suggestion that the red crime
is"contingent existence" (Spanos 167), leaving the metaphysica detective aswell as the reader (us) to
grapple with avariety of exigentia questions that surround the mysteries of an ultimatdly unknowable
universe. | include Dark City and The Thirteenth Floor as variaions on the metaphysica detective
story precisdy because they too implicate “ contingent existence’ as the culprit—in both plots the
solving of “murders’ becomes of little consequence in the face of broader epistemologica and
ontologica concerns. More interestingly, for my purposes, in both films the detective s discovery of the
nature of his “contingent existence’” manifestsitsdf clearly through his discovery of his contingent spatial
exigence; the moment of “truth” so to speak for these two detectives arrives when they become aware
that the space they imagined themsalves to inhabit is not at al what they had presumed it to be. In both
cases questions regarding the nature of “redity” center on explorations into the nature of socid
gpace—which, asis the sci-fi tradition, has been radicaly impacted, or even congtructed by
“technologicd progress” Dark City and The Thirteenth Floor are of interest, then, because their
detective narratives suggest alink between the production of socia space and the construction of our
lived “redity” while reveding, more specificaly, the role of “advanced technologies’ in the

representation and production of social space under late capitalism.*
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The City at Night

In the opening scene of Dark City John Murdoch (Rufus Sewell) awvakensin a strange hotel
room to discover the lifeless body of a murdered prodtitute; uncannily, he has no memory either of who
sheisor how he cameto bein thisplace. Suffering from complete annesia, Murdoch cannot even
recal his own name, which he “knows’ only from the identification cardsin hiswallet, and while his
wallet includes a picture of his“wife’ Emma (Jennifer Connelly), Murdoch does not even recognize her.
Uncertain of hisidentity and hisinvolvement in the progtitute’ s demise, Murdoch, therefore, turns
amateur deuth roaming a metropolisthat isliterally dways dark, and truly creepy, in an atempt to
discover if heisindeed the murderer. Or as ancther character, the psychiatrist Dr. Schreber (Keifer
Sutherland), suggests, Murdoch begins “ searching for himsdlf.” Also searching for the murderer isa
professond police detective, Ingpector Danid Bumstead (William Hurt) — a classic detective figure
“consumed by details’ — from whom we learn that the city has experienced a series of cdl girl
murders, for which John Murdoch is now the primary suspect. But thisisno ordinary case, nor isthe
city in which these two detectives search an ordinary urban space. As Dr. Schreber informs us during
the opening credits, the city is actudly controlled by a group of diens known as*“The Strangers’ (which
we might view as physica manifestations, or dlegoricd figuresfor the generdly unnamegble forces
explored in metaphysical detective fiction and its dramétization of the “globa paranoid’ Jameson
associaes with late capitalism) who possess the “ ultimate technology”; they can “dter physicd redity
by will done.” We later learn that these diens are facing extinction, for some unspecified reason, and
have come to believe that the human mind or consciousness holds the key to their future surviva.

Taking human bodies as ther vessas will not suffice; The Strangers “must learn what it meansto be
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humen.”

To this end, with the help of Dr. Schreber, The Strangers conduct experiments with the city’s
population by “imprinting” each individud with atemplate of new memories. Using what The Strangers
cdl “Tuning,” every “night” a 12:00 they cause the humansto “deep,” a which time The Strangers dter
the city — buildings and other structures literally change shape — while Schreber injects specific
subjects with anew set of memories. When the humans wake, they do not notice the changes nor do
they seem to have any memory of the past beyond the memories with which they have been imprinted.
In one of the mogt striking scenes, for example, we watch as The Strangers transform a working-class
couple into awedthy, upperclass one and their tenement building into amanson.

Aswith any valid experiment, The Strangers inquiry into the nature of humanity requires a
controlled environment, and, unbeknownst to the humans, their city isjust that. AsMurdoch ultimately
discovers, there is no outside to the metropolis. Rather, the city is atechnologically produced “planet”
unto itself, afloat in outer space. As one of The Strangers explains, “The city isours. We madeit . . .
Each night wereviseit. Refineit.” During one of these revisons, Murdoch was to be given the
memories of aserid killer—The Strangers being the actud killers—but Murdoch inexplicably resisted
imprinting. According to Schreber, in the hotd room Murdoch somehow woke up too soon, before his
new memories were fully formed, and as aresult became immune to The Strangers: command to deep.
But what makes Murdoch of such interest to The Strangersis that he has himsalf acquired the ability to
“tune’—again this seems somehow connected to waking too soon—which leads them to believe that if
they gain accessto Murdoch’smind or “soul” they might ensure their own surviva. Thus, while

Murdoch searches for cluesto both the murder mystery as well as hisidentity, The Strangers search for
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Murdoch, as does Detective Bumstead, who continues believing heisinvestigating a routine murder for
which asingle human isresponsble. Bumstead has actudly taken over the case from a Detective
Waenski who has gpparently been driven insane by hisinvolvement in the investigation. Asit turns out,
however, Waenski has, in fact, discovered the truth concerning The Strangers and their city, from
which he recognizesthereis“no way out.” Waenski, consequently, explains to Bumsteed, “There isno
case. Therenever was.” It'sdl aruse, or a least the killer cannot be found among the human
population. Asaresult, much asin the works of Audter, the initia “casg” soon fadesinto the
background as the investigation turns instead to questions involving the nature of identity and redity.
Eventually, even Bumstead, who holds that there must be an “explanation” for the city’s oddities, is
forced to confront the “truth.” In what is the beginning of the end so to speak, Bumstead and Murdoch,
or the two detectives, together break through the walls of the city to find themselves standing on the
edge of space. Notably, while Murdoch literaly retains his grip on the world, Bumsteed, the classic
detective, fdls off the edge of the city and is sucked out into space, asif to suggest that the classic
detective and hisreliance on “facts’ can no longer survive in such an environment; retiona explanations
smply do not hold here. If thereis such athing as aresolution in thisworld, it will have to come from a
new breed of superhuman detective, i.e., Murdoch.

Stll, as | mentioned above, despite its questioning of “redity,” Dark City does not end with the
horrifying discovery that, as Waenski putsit, these humans are “just dreaming thislife” Rather, the film
climaxes in what can only be described as a tuning showdown between Murdoch and The Strangers,
which of course Murdoch wins (though he reguires help from Schreber who imprints Murdoch with

insgde knowledge of The Strangers and the machinery they use to control the city.) And after defeating
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The Strangers? In agesture of pure platonic idealism, Murdoch smply “imagines anew world,” that is,
he tunes into being aworld of light that extends outward from the dreary urban center.
The Futureis Now

Whileit is obvious enough that Dark City has much to say about spatia production and sptia
practices, as with most science-fiction we might tend to discount this film as unrelated to our own
present (patia) condition in that the film imagines an dien, or futuristic Space that may not appear to
reflect the socia space we presently produce and experience. It is Jameson’s contention, however,
that science fiction does not smply provide a* representation of the future (dthough its various forms
use such representations).”  Rather, science fiction alows the reader/viewer to perceive “the present as
higtory: that is, as ardationship to the present which somehow defamiliarizes it and dlows us that
distance from immediacy which is at length characterized as a historical perspective’ (284).2 The
incluson of the detective figure in these films serves as areminder of thispoint in that we recognize the
detective, in his conventiona forms, as belonging to our world and our time. The question Jameson's
point raises, then, iswhat exactly does Dark City—and the same will be asked of The Thirteenth
Floor—have to say to us about our present cultural moment? Or more to the point, in what way does
thisfilm portray the production of socid space under late capitdism?

One way to answer this question isto argue that, at least prior to uncovering the city’ s secret,
Murdoch’s physical and psychologicd disorientation within the city as well as the structure of the city
itsdlf reflect the “mutationsin space’ that Jameson contends have resulted in “postmodern hyperspace,”
a gpace that has “findly succeeded in transcending the capacities of the individua human body to locate

itsdf, to organize its immediate surroundings perceptualy, and cognitively to mep its poditionin a
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mappable externd world” (44). Much like the subject caught within the “great globd multinationd and
decentered communicationa network” (44) that characterizes late capitalism, neither Murdoch nor his
felow urbanites can map the city nor their position within the city—all experience continua
reterritoriaization—and while they imagine an outsde, or extra-urban position, they cannot seemingly
locate such aplace, a least not without the equivalent of supernatura intervention. In this respect, we
might view Dark City asasurredigtic dlegory of the postmodern urban space in which the subject
struggles to locate either himsdlf or his position within an overwhe ming techno-capitalist network.® In
Dark City this sense of being logt within the techno-spatia rhizome is further complicated by the
callective annesia of the city’ s inhabitants, who remain unaware of their predicament; experiencing a
truly “false consciousness,” they continue to act asif there is an outside to the city, asif they are not at
al entangled within the ongoing technological modifications made by The Strangers. Thisloss of
memory ismaintained in part through The Strangers congtruction of the city which they have “fashioned
... on golen memories. Different eras. Different pastsdl rolled into one” The city combines a 1940's
cultura backdrop with futuristic elements and objects, as well as objects from the more distant past:
syringes that appear Victorian, an art-deco clock, and an underground world that combines the
medieva with sci-fi. The overdl effect of this eclectic mix of objects and imagesis not only dizzying but
aso forestals any tempora, and consequently spatia, point of reference.

Of course, The Strangers fashioning of a city out of a hodgepodge of past formsis not redly
the stuff of science fiction; rather, such appropriation and incorporation has become the modd for the
postmodern city which is characterized by postmodern architecture' s penchant for “citing” or combining

formsidentified with different historica periodsin asingle object. In thisway, the postmodern city has
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created “a‘ paimpsest’ of past forms superimposed upon each other, and a‘ collage’ of current uses,
many of which may be ephemerd” (Harvey 66). As Jameson observes, this interweaving of higorica
forms not only acts as “a symbol and andogon” of the subject’ s inability to navigate “the great globa
multinational and decentered communicationa network in which we find oursalves caught as individud
subjects’ (44), but dso aggravates the subject’ s disorientation, which he suggests resultsin part from a
loss of higoricity, or aloss of the higtorica referent, which has been replaced by “smulacra of that
history, which itself remains forever out of reach” (25). That isto say, in the “collage city,” in place of
the “higtorica referent,” we are confronted only by copies, citations that offer us a* series of pure and
unrelated presentsin time’ that now make up the city (Jameson 27). Dark City offers, then, a
heightened form of the late-twentieth-century urban condition. And while the subjectsin the film literdly
have no memory of a“red” pag, or only afabricated memory, Jameson’s remarks suggest that
something smilar may be said of the postmodern subject, who aso experiences history as smulacra, as
acopy for which the origind has gone missng.

The sgnificance of the city’ s present role as locus of thisloss of memory within the postmodern
city becomes more gpparent once we recognize thet the city itself haslong acted as amemorid to
socid and political history. As Anthony Vidler explains, “the traditiond city, antique, medievd, or
Renaissance’ provided an “image of the city that enabled the citizen to identify with its past and present
asapaliticd, cultura, and socid entity; it was neither the ‘redity’ of the city nor the purely imaginary
‘utopia but rather the complex mental map of significance by which the city might be recognized as
‘home’ as something not foreign, and as condituting a (more or less) mora and protected environment

for actud dally life” (177) The city acted, then, asa“memory map” or monument to the socia
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gructure, which in turn provided a certain level of comfort to those who would cdl it home. Modernist
planners, however, attempted to “forget the old city, its old monuments, its traditiona significance,
which were dl seen as being too implicated with the economic, socid, political, and medica problems
of the old world to judtify retention” (Vidler 179). This does not mean that the modernist city no longer
offered a“memory map,” but rather that it attempted to negate the memory of the old city and replace it
with anew vison grounded in its present moment. Thus, according to Vidler, the “old city, doubly
negated, presentsitself to the postmodernist as a haunting absence, not a haunting presence” (183).
That isto say, the repressed has returned in the collage city of postmodernism but what appearsto be a
“presence is neither the absence of the modern nor the presence of the past,” but is rather a“third
negation” (183). While the city once again provides images from throughout the history of the city and
its socid underpinnings, those images no longer congtruct a cohesive narrative that would enable the
citizen to identify with the city’s past and present as a paliticd, culturd, and socid entity. Reather, asin
Dark City the postmodern city presents us with what Jameson cals “ hegps of fragments’ that
smultaneoudy cadl usto congtruct out of them a cohesive “home” and dso resist such acondruction in
that the historical referent is only a haunting absence, a smulacrum that remains just out of reech. Orin
the case of the city The Strangers have produced, while their city incorporates dl of the objects through
which one might map the culture s memory, these objects have been removed from their context,
literdly taken to another world, so asto turn them into something more akin to an unsettling puzzle than
areassuring map. Thisis, of course, the very unsettling discovery that we have come to equate with the
postmodern or metaphysica detective, who as afigure linked to the rationdized city of the past would

seem to invite us to re-map a secure urban environment, to recreate our memory of the urban “home”
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S0 to peek, yet asit turns out, actudly dramatizes the unraveling of our ability to “identify” with the city
or perceiveit as a source of security.
They Know not what they Do

While Dark City reflects certain aspects of postmodern hyperspace as well asits effect on the
subject, its commentary—as is the case with al metaphysical detective stories—reaches back even
beyond our present in that it so provides an urban history lesson of sorts that connects the state of the
postmodern city to the dreams of its predecessors, modernist or even Enlightenment thinkers. Although
| have noted ways in which The Strangers urban crestion reflects a postmodern aesthetic, they
themsalves are actually more representative of a modernist vison or amodernist desire to control space
and unify power around the logic of the city. By turning the city into aliteral machine, that runson
clockwork no less, and sedling that machine/space off from the rest of the universe, The Strangers
cregte aclearly alien and adienating world — a place no viewer would ever want to experience. Y,
modernist urban designers envisioned just such acity; in their “machine architecture’ they themselves
imagined and represented buildings as symbols of technologica modernity or cogsin arationdly
designed urban machine, whose logic was to penetrate and govern al space. AsLefebvre explains,
however, the cdl for urban logic “to be total” comeswith acogt in thet to preserve the modernist
fantasy, urban rationdity must either absorb or expe that which gppears to operate according to a
different logic, mandating an dement of violence that he suggestsis “inherent in space itsdf” (332), or is
inherent to the production of space. But while the production of space necessitates violence, that
“violenceis cloaked in rationdity and arationdity of unification is used to judtify violence’ (282). That

isto say, the very spatia logic—arationdly organized space—that produces violence aso hides or
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judtifiesthat violence. Interestingly enough, this uncanny mixture of violence and rationdity is
represented in the person of the hard-boiled detective, who in many respectsis the quintessential
subject of the modernigt city. While the classic detective acts as a symbol of pure rationdity, the
antithesis of or antidote to violence—he comesin contact with violence, but only to eradicate it from an
otherwise ordered environment—the hard-boiled detective (Philip Marlowe, Sam Spade, Mike
Hammer), while gill attempting to achieve arationd conclusion to his respective case, regularly and
unapologetically employs violence; the rationa conclusion, in fact, judtifies the violence he employs just
as the violence inherent to the production of spaceisjudtified by the representation of arationaly
ordered space. One might argue that our fascination with aswell as our dis-ease with the hard-boiled
figure can be explained by his ability to unmask for us the very violence that is inherent to the
production of the modernist city. In similar fashion, Murdoch' s investigation uncovers the violence
hidden benegth the “rationdity” that unifies and judtifies a city that isthe only spatid logic its subjects
know. But inthe case of Dark City, this violence manifests itself more overtly in the production of the
city spaceitsdf, which is repeatedly, violently re-fashioned. While the city’ s inhabitants are oblivious to
the inner workings of the city’s power structure, they are daily, or rather nightly, subjected to extreme
forms of colonization that invade even the degpest recesses of their mindsin order to absorb these
subjectsinto atotaizing urban design.

Of course, while The Strangers may control space, the city they have built is not exactly that
which the modernists imagined. Under modernism, the logic of the city was to becometotd in large
part because of its equation with progressive or enhanced forms of production, hence the envisioning of

the city asamachine. The city in the film, on the other hand, is a clearly dystopic zone that could hardly
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be equated with production. Aswe know, however, this has been exactly the fate of numerous this-
world cities that, in the wake of modernism, have had to ded with unsghtly post-industria wastelands.
Why have dreams of endless production turned to dystopic nightmare? Precisdy because of the drive
toward more efficient or accelerated production, which leads to overaccumulation, which brings
circulaion to astanddtill.* The Strangers city, bearing al the earmarks of this problem, isinundated
with the signs of accderated production —both in the form of commodities and the cal to consume
those commodities, i.e., advertisements; nothing, and no one, is going anywhere, but dl have rather
become locked inside stagnant networks that continue circulation for the sake of circulation.

Bumstead' s invedtigation itself, which according to the tenets of classc detection ought to be going
somewhere, ought to result in an end product, reflects this stagnation of production. While he goes
through the mations, circulaing among the city population asking dl the right questions, The Strangers
plan has him merely traveling in circles, investigating a case thet in effect does not exist and, therefore,
has no rationa concluson. He epitomizes the aftermath of araionaized city that once imagined it was
getting somewhere, yet now must face the nightmarish possibility of being “nowhere” In short, thereis
no production here, only reproduction; The Strangers have not in fact produced anything new, but
rather have smulated and recombined that which they gathered elsewhere.

As Harvey points out, once such techno-economic problems cast their shadow over the city,
urban space requires a spatid fix, which, ironicaly, generdly calls for a search beyond the very spatia
logic, that of the city, which gill aspiresto betotal. Thisis one of the contradictions inherent in the
totalizing impulse of the city—uwhich under late capitaism is now imagined as amultinationa

entity—namely, that it can never in fact be tota, because of both the potential for overaccumulation as
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well asthe need for an “ other” gpace or “extra-urban” space rdativeto which the rationdized city
edablishesits psycho-socia dominance. As Dark City reveds, even when thereis no outsde, thereis
anoutsde. The success of atotdizing urban logic and its dignment with production actudly depends
on the idea of an outsde; thisisapoint not lost on The Strangers, who are careful to build into the city
the signs of an exterior space. The representative of a peripherd or quditatively other spacein this
ingtance takes the form of Shell Beach, a sunny resort town that haunts the urban darkness, producing a
nostalgiafor a space that has ostensibly been logt. In fact, one of the crucid clues that leads Murdoch
to adiscovery of his supposed “identity,” or rather hisimprinted identity, is a postcard he finds among
his effects which shows a picture of Shell Beach, the place where Murdoch supposedly spent his
childhood. Later, he encounters a billboard advertising this Shell Beach, complete with an eroticized
woman waving as if to beckon al to come visit this sunny utopia. When Murdoch attempts to locate
this place, however, he finds that no one in the city actudly knows how to get there. Even acab driver
who clams to have spent his honeymoon a Shell Beach, and carries a souvenir from histrip on his
dashboard, finds while trying to give Murdoch directions that he cannot in fact remember theway. And
while the subway map indicates that it has a stop in Shell Beach, Murdoch cannot board the right train
because, of course, Shell Beach does not exig, at least not in thisworld. As Murdoch eventually
discovers, thereis no outside to the city, at least not an outside occupying the same planetary space.
The subway merely goesin circles, never venturing outside the urban walls. Thus, Murdoch’'s clue
leads him to a destination that is no destination at dl; sgnslead to only other Sgns, leaving him another
metaphysical detective wandering an indecipherable city with no end to the case in sight.®

Y et, despite the fact that Shell Beach is purely afiction, the city’ s inhabitants, with the exception
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of Waenski, assume that Shell Beach does exist and conduct their lives accordingly. Their livesarein
fact built around the illuson that such aplace is out there awaiting them. In this respect, they exhibit
what difiek terms the “ideological fantasy.” According to difiek, “ The fundamenta leve of ideology .
.. isnot an illuson masking the red state of things but that of an (unconscious) fantasy structuring our
socid redlity itsdf” (33), the same “socid redity” that the detective servesto protect. difiek argues that
what subjects “ overlook, what they misrecognize, is not the redity, but the illusion that is Structuring
therr redity, their red socid activity. They know very well how things redly are, but gill they are doing
it asif they did not know. Theilluson s, therefore, double: it conssts in overlooking the illuson which
is structuring our redl, effective relationship to redlity. And this overlooked unconsciousilluson is what
may be called the ideological fantasy” (33). While the cab driver cannot give directions to Shell
Beach, meaning he recognizes at least for the moment the redlity of his inability to reach such aplace, he
continues to act asif theilluson, Shell Beach, were aredlity, even fastening a souvenir, or reminder to
his dash board. Or to give another example, when Murdoch asks Bumstead if he can remember the
last timeit was day, Bumstead answersthat in fact he cannat, asif he recognized this redlity adl dong;
yet Bumstead inggts that there “has to be an explanation,” meaning he continues to act asif day exists
even though he “knows very wel” that it does not.

The crucid point hereis that this not knowing does not smply act as a smokescreen for the
“red” but israther formative in the production of socid redity, “which is possble only on condition that
the individuas partaking in it are not aware of its proper logic” (21). That isto say, the success of The
Strangers experimentd socid redlity is predicated on the lack of awareness on the part of its subjects,

who must continue to overlook the illusion regardiess of the redity it Structures. As difiek ingsts, socia
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redity’s “very ontological consistency implies a certain non-knowledge of its participants—if we
cometo ‘know too much’, to pierce the true functioning of socid redlity, this redity would dissolve
itsdf” (21). Thismight explain Wdenski’s “insanity,” for in uncovering the “truth” regarding his
memories and the structure of the city, Waenski does not so much locate “redlity” as he dissolvesit.
Unable to locate ahard and fast “real” benesth the fa se consciousness to which he and the others have
been subjected, Waenski is|eft to conclude that he must be “just dreaming thislife” The horror
Wadenski, and later Murdoch, unearthsis that thereisno “rea Waenski” benegth the ideological
illuson. Hisvery identity isa samulacrum; the origind is nowhere to be found. Or as difiek putsiit,
‘Ideological’ is not the ‘false consciousness' of a (social) being but this being itself in so far asit
is supported by ‘false consciousness'” (21). But once this “fase consciousness’ is exposed or
known, the “socid being” dissolves, which might explain why Walenski chooses to throw himsdf in
front of atrain rather than continue as a non-redity. Walenski’ s fate pointsto acrucia difference
between classc detective fiction and its postmodern, metaphysica counterpart. In the former, the
detective continues to act asif there isarationa solution even in the face of amysery, eg., the locked
room, which seemsto indicate just the opposite; that isto say, the classc detective acts —as does the
reader—as if the case can be solved until this“fantasy” becomes a socid redlity, which in classic
detectivefiction it inevitably does. In bdieving that the inexplicable will be explained, Bumstead, then,
merely staysin character so to speek. 1n the metaphysica detective story, on the other hand, the
detective, despite any initid belief in rationdity, finds himsdf, like Waenski and eventualy Bumsteed,
confronting the possibility that thereis no “solution,” nor “red” that exists outside the ideologica

fantasy. The metaphysica detective does not so much discover the “red” benegth the fase illusion,
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beneath the mideading mysterious clues, as he—Quinn, Sothrop, Axton—discoversthat the fiction is
his redlity, which when exposed as such dissolves before hiseyes. (Thiswould certainly explain why
Quinn agppears to enter anew work of fiction at the end of City of Glass; we might think of hisre-
invention as the postmodern dternative to killing onesdlf.)

The particular relevance of Dark City on this point is not only thet it dramatizes the inner
workings of the “ideologicd fantasy,” but more importantly that it highlights the role that space or the
production of space plays within the ideologica. In amore traditiona notion of ideology, space might
be equated with the “ concrete redlity” or “red gtate of things’ that lies beneath the miasma that blocks
our ability to seeredlity for what it is—this view would present space as essentialy stagnant and equate
it with pre-socidized nature or pure use vaue. The problem with this view is not only that such a space
does not exig, being rather a representation of space, but also, as Shell Beach exemplifies, that socia
gpace can be very much part of the “socid redlity itsdf” while ultimately not existing at dl. Furthermore,
while Murdoch gtrips away the facade, uncovering a*“ spatid redlity” beneeth the fa se consciousness,
this“spatid redity” isin fact a copy of some other redity—where presumably Murdoch’'s “red place’
and “red identity” exist —that remains forever out of reach. What Murdoch finds beneath the surface
is not the “ concrete redlity” he desires, which as with a space of “pure nature’ is always aready
irretrievably missing or covered over, but rather an ever-changing reproduction of some other space.
Using difiek’ s notion of the “ideologica fantasy,” we might dternatively view space as part of the
“socid redlity itsdf” which is structured by the “(unconscious) fantasy.” Aswe have seen, while not a
“red” place, Shdll Beach is very much a part of the city’s lived experience, or socid redlity. At the

same time, however, space can dso be thought of as a structuring element within the “fantasy” thet in
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turn structures that socid reality, meaning that socid space then is split, at one and the same time part of
the “socid redlity itsdf” sructured by the * (unconscious) fantasy” and a structuring element of that
“fantasy.” While on one hand “socid redity itsdf’ isin part aspdtid redity, which is structured by the
ideological fantasy, on the other hand, as L efebvre suggests, the * abstract space’ of late capitdismis
aso “the locus and medium of the generation (or production) of false consciousness’ (310). Shell
Beach, then, provides the medium for the production of the fantasy that structures the redlity of the
urban experience; it is the form taken by the dream of an extra-urban space (a dream that is shattered
at the moment Murdoch bresks through the wall to find rather than a sunny utopia, only more
darkness). More generdly, Lefebvre s remarks would explain why space has played such acrucid role
in detective fiction, for in order to sustain the ideologica fantasy, one must dso maintain the production
of arationdized space, that is, one must unlock the mysterioudy locked room.
The End of Enlightenment

As| mentioned, Dark City is not content to leave its viewers to grapple with ontologica or
epistemological uncertainties for long, nor with the horrors of dissolving socid redlity that we experience
when Murdoch knocks down the walls of the city, opening the way for Detective Bumstead, our last
hope for arationd explanation, to fal off the face of the “planet.” Rether, the film provides ameans
through which Murdoch can accomplish the impossible, so to speak, can reach a pace, Shell Beach,
that never was, and in so doing seemingly offers the kind of resolution that the metaphysical detective
dory eviscerates. Having defeated The Strangers and claimed the city, Murdoch, using his superhuman
powers, smply “imagines anew world” of sun, sea, and sand extending out from the city wdls. Inthe

find scene, Murdoch stands squinting in this sunlight next to his “wife’—who no longer remembers him
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because she has undergone recent imprinting—gazing a the Shell Beach resort town which now lies a
adigance. But despite the film’s suggestion that the solution, & least the spatid solution, is at hand, this
Hollywood resolution isin fact no resolution at dl, but rather merely returns us to the Enlightenment-
based desire to master space through the “logic of visudization.” To return to de Certeau, we are back
atop the World Trade Center occupying the imagined space of the perspectiveless eye (1), or the
private eye (1). That isto say, Murdoch does not so much locate a new position of knowledge of or
power over space as he returns to the dream of a distantiated position outside/above from which is
congructed an imagined trangparency; here, spaceis literaly brought from the darkness into the light.
Aswith de Certeau’ s observer atop the World Trade Center, Murdoch’sfind position imagines total
knowledge and control. As de Certeau argues, however, such aviewpoint provides only “the fiction of
knowledge’ (92), for the “whol€e’ of socid space remains unreadable and unknowable. Furthermore, it
is no coincidence that Murdoch employs the same power, or technology that The Strangers use to
repress and control through spatia production, for heis not enacting a solution but rather reenacting an
old perception of space and spatiad production that has been insrumenta only in producing more
represson and violence. This sunny ending offers an old, modernist dream in a new, sci-fi form.

One might argue on the other hand that Murdoch does not merely return usto the
Enlightenment or Cartesian subject, the classic detective, but rather has become some kind of cyborg
subject who, to use Jameson’ s terms, has mastered postmodern hyperspace by growing “new organs’
and expanding his “sensorium” and “body to some new, yet unimaginable, perhaps ultimatey
impossible, dimensons’ (39). If so, then we might argue that Murdoch embodies Jameson’s sought-

after position from which one can perform cognitive mapping. Thiswould aso mean that Murdoch,
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now a super-detective, has attained some kind of “rea knowledge,” rather than the “fiction of
knowledge’ of which de Certeau speaks. In asubtle, or unconscious move, the film, however,
indicates that Murdoch’s knowledge of and power over space may not be as complete asit would
appear on the surface. Tellingly, Murdoch never does actudly get to Shell Beach. At the end of the
film, heisactudly sanding on a pier that leads from the city to nothing, till imagining the resort from
afar. Yes, Shdl Beach now “exigts,” that is, there now exists ageographica or materia space to
support the fantasy that the city’ s inhabitants have dready collectively believed; however, Murdoch
remans & adisance, and while he and his“wife’ act asif they are on their way to Shell Beach, it is not
quite clear how they are to get there, short of flying. From what the viewer can tell, they would have to
reenter the city and exit at some other, unidentified point. In the end Murdoch both reaches the space
of his dreams, standing in the sunshine outside the darkened city, and yet that space continues to remain
just beyond hisreach.

It would seem, then, that even the “ultimate technology” does not provide atrue “ spatid fix”;
the spatid contradictions remain. We should keep in mind, though, that “contradiction” is actualy
“contained in its[capitalism’'g| very concept” (Oifiek 52). difiek explains, “The ‘normd’ state of
cagpitaiam is the permanent revolutionizing of its own conditions of existence: from the very beginning
capitdism ‘putrifies, it is branded by a crippling contradiction, discord, by an immanent want of
baance: thisis exactly why it changes, devel ops incessantly — incessant development is the only way
for it to resolve again and again, . . . its own fundamenta condtitutive imbaance, * contradiction’” (52).
Technology ads the growth of capitaism, then, not by resolving itsinterna contradictions once and for

al, but rather by offering a means through which capitalism can repeatedly respond to its “ conditutive
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imbalance,” spatia and otherwise, can demondtrate, often in dramatic fashion, efforts toward resolution
without ever redizing that resolution infull. Like dl technology, the “ultimate technology” is merdly
another in along line of necessarily temporary resolutions—allist to which classc detective fiction itself
bel ongs—to an ongoing socio-spatid dilemma.
The Thirteenth Floor

Rusnak’s The Thirteenth Floor has much in common with Dark City both visudly and in
terms of content. As| mentioned, it too incorporates science-fiction and detective motifs, and it dso
begins with a mysterious murder for which the protagonist, Douglas Hall (Craig Beirko) is the primary
suspect, causing Hall to turn amateur detective. Interestingly enough, as with Murdoch, doubts
surrounding Hall’ sinnocence stlem directly from aloss of memory, though in this case the annesais
only temporary. Furthermore, like Dark City, The Thirteenth Floor promises to make us “question
redity.” Inthis case, however, the episemologica and ontologica uncertainties do not result from the
presence of dien life forms but rather from the introduction of computer generated virtud redlities.

Unquestionably, cyberspace has come to play a significant, if not leading rolein how we
imagine and produce space a the onsat of the twenty-first century. Much of the rhetoric surrounding
the development of cyberspace hasin fact suggested that in virtud redity we have discovered anew
gpace that transcends the problems of “thisworld space.” Scholars spesking from avariety of
backgrounds and vantage points have promoted cyberspace as the ultimate “ spatia fix” to avariety of
problems, suggesting that cyberspace operates outside the congtraints of our repressive modernist past
or, as prepogerous asit may now seem, even outsde the redlm of multinationa capitalism. (This|atter

notion became much harder to believe once web sites began to look like billboards.)) The portraya of
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cyberspace that The Thirteenth Floor offers, however, indicates that virtua redity does not so much
bresk with aformer regime as it dlows that regime to survive and flourish as never before. David
Brande, in his reading of William Gibson's Neuromancer (which | am much indebted to here), goes so
far asto suggest that cyberspace “is adream of late-capitaist ideology,” meaning it has come to
“condtitute, in difiek’ s terms, an ideologica fantasy of crucid importance to advanced capitalism” (81).
My intention in andlyzing The Thirteenth Floor isto show not only that cyberspace does indeed stage
an “ideologica fantasy” through which techno-capitalism retains or even increases its power, but also
that this“ideologica fantasy” is not grounded upon a fundamentaly new space or even anew
perception of space. As Robert Markley contends, cyberspace is the product of “repackaged
philosophies of space, subjectivity, and culture” (56).° Aswe will see, cyberspaceis not so much a
breek from asit is an extenson of the Enlightenment/M odernist dream—the same ideologica dream
that produced the detective figure—of aworld that could be both known (solved) and controlled.
A Cyber-Mystery

As The Thirteenth Floor opens awedthy looking gentleman named Hannon Fuller (Armin
Mueller-Stahl) finishes off an evening at the Wilshire Grande Hotel in 1937 Los Angeles, or what
appearsto be 1937 Los Angeles, by handing a letter to the bartender with the ingtructions thet it be
given to Douglas Hdll. The catch isthat Hdl isin 1999 Los Angeles, where Fuller is a computer
visonary who has designed a computer generated replica of the city of his youth that he now vistsviaa
smulator. On this night, after exiting the system, Fuller tlephones Hall, his right-hand man, saying only
that he has “stumbled on to something incredible that changes everything.” But before Fuller can

explain, amystery person seduces him into the dley where Fuller islater found murdered. When Hall
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awakens the next morning, he discovers blood on his clothing just prior to learning the news of his
boss's demise, yet Hal, uncannily, has no memory of the past night's events. Meanwhile, the leed
detective on the case, McBain (Dennis Haysbert) has aready identified Hall as a suspect, largely
because Hall is named the sole beneficiary of Fuller’ stwo hillion dollar enterprise. After enduring some
initia questioning from McBain, Hal returns home to find his only clue to the “truth,” a message from
Fuller on his answering machine explaining that Fuller has left Hall aletter in the system, the same | etter
Fuller gave to the bartender. To solve the mystery, Hall must enter the system, something he has never
done before, and become a virtud detective engaged in a classc search for amissing text which holds
the answer to the mygery.

As Hall and the resdent tech-expert Whitney (Vincent D’ Onofrio) on the thirteenth floor
project explain to Detective McBain, Fuller’ s smulation of 1937 Los Angdesis essentidly self-
sugtaning—as long as no one pulls the plug—meaning this virtud world functions with or without a
user; the Smulated characters, or units, carry on with their lives even when Fuller is not ingde the
system. Fuller, Hdl, Whitney, or any other user is assigned one of these units, virtua replicas, to
“enter” when jacked into the system. Hall’s remaining search involves virtud trips back and forth
between the 1999 and 1937 Los Angeles, where he meets Fuller’ s unit, who has been suffering from
bouts of amnesiathat correspond to Fuller’ svisits. After abit of detective work, Hall does cross paths
with the bartender Ashton (Whitney’s unit) who has opened Fuller’ s letter and discovered the truth that
had so darmed Fuller in the first place. While, in classic detective story fashion, Hall never does see
the letter, during aphysical confrontation with an infuriated Ashton, who atemptsto kill him, Ashton

relaysits basic contents. According to Ashton, the letter instructed the reeder sSmply to keep driving.
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As Aghton explains, heeding this message, he drove out of the city and into the desert, only to find that
at the point where he should have reached the next city, he had shockingly come to the end of the
world, in fact the end of the smulation, beyond which lies only a computerized grid.

The contents of Fuller’ sletter remain puzzling, however, because it makes no sensefor him to
leave Hall, the intended addressee, such a message since Hall dready knows that Ashton’sworld isa
samulation. While Hal ponders the reasoning behind the | etter, another character entersthe scene, in
the 1999 world, who claims to be Jane Fuller (Gretchen Mal), Hannon Fuller’ s daughter, and quickly
becomes Hall’slove interest. Despite the fact that no one else knew that Fuller even had a daughter,
she claims both that sheisthe rightful owner of her father’s company and that her father’ s wishes were
that the project be shut down. Later, McBain, who tells Hall, discovers there is no such person as Jane
Fuller, which leaves them both with a new mystery whose solution may hold the answer to who killed
Fuller. Through abit of detective work, Hall tracks down the woman who claimed to be Jane Fuller, a
Natasha Millinano who works in a supermarket and claims to have no memory of Hall, but does admit
to suffering from recent amnesia attacks, much like Fuller’ s unit, afact that gives Hal the clue he needs
to decipher Fuller’ smessage. The letter did not mean for Hall to “keep driving” indde the 1937
smulation, but rather in the world of 1999 Los Angeles. Hall, then, takes the same drive as did Ashton
and, in amoment not unlike that in which Murdoch breaks through the walls of his world, discovers that
his own world isa smulation aswell (though, ever the strong, silent type, Hall does not appear as
unnerved by this as we might expect). Thus, while the detective is successful in following the trail of
clues, doing so does not restore the world but rather leads to the dissolution of its very foundation.

Of course, there is il the question of who killed Fuller, the answer to which is eventudly
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provided by Jane Fuller, who explains that while Hall did in fact commit the murder, Hal is not actudly
responsible snce he himsdf ismerdly aunit indde asmulation. The“red killer” is, in fact, Jane Fuller's
husband who has resorted to using the smulation to act on his murderous desires. Jane Fuller, who has
presumably jacked in from the “red world,” explains further that there are actualy thousands of
smulations, but thet thisis the only case in which the units have produced a smulation within a
smulation, which she has been sent to shut down. Aswe might expect, Jane Fuller has in the process
fdlenin love with Hall, who she says reminds her of what her husband used to be. The problem, of
course, isthat they belong to two different worlds and while she can cross into hisworld he cannot, one
would expect, make the ontologica legp into the red world from which she comes. The film, however,
does not leave Hall to ded with the horrors of discovering that he is merely asmulation, a least not for
long. Rather, Jane Fuller discoversthat if aunit iskilled in the virtud world while being inhabited by its
user, an ontologica breach occurs such that the unit, not the user, returnsto the “rea world.”
Suspecting that her husband may now want to kill her, she, therefore, calls McBain just before she
knows her husband will be jacking in to the system, setting up a series of events that end with McBain,
who has himsdlf discovered the “truth,” shooting Hall—or Jane Fuller’ s husband—uwhich dlowsthe
virtual Hal to be transported to Jane Fuller’ sworld. The film ends, not unlike Dark City, with Jane
and Douglas united in the “real world,” looking out over the ocean of afuturistic 2024 Los Angdles.
Like Dark City, then, The Thirteenth Floor questionsredlity, in the end only to offer yet
another Hollywood answer. But, aswith Dark City, we sense that the film questions more than it
resolves, for dong the way to its efforts a closure, The Thirteenth Floor exposes the underlying

assumptions, or representations of space, upon which virtual redlities have been congtructed and, by
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extenson, reveds certain spatia contradictions or dilemmas that even after the introduction of virtua
reglity continue to haunt capitaliam.
Contingent (cyber) Existence

Inlight of The Thirteenth Floor, it strikes me that cyberspace offers possibly the most fitting
gpatia representation for the very existential quandaries that the metaphysica detective story evokes. If
metaphysica detective fiction implicates “ contingent existence’ asthe red crime/crimind, then we might
read cybergpace, as portrayed in this film, as a materid, dlegoricd figure, representing the kinds of
ontologica dilemmas that the metaphysica detective story has been drawing our attention to al aong,
for what form of existence is more “contingent” than that of a cyber-exisence? The moment a which
Hall discovers the edge of the grid sands in, then, for that moment a which the metaphysica detective
faces the fact that he can nether fully know nor rationaly control the inner workings of the universe as
he had presumed. Cyberspace works particularly well as a symbol of the kinds of ontological
uncertainties that have come to the forefront in the postmodern moment because it has such aclear,
metonymic relationship to late capitalism, which, as Jameson observes, is characterized by the
consumption of images. While cyberspace, obvioudy, isdl image, in the film Hal finds that the image
has passed itsdlf off asamaterid redity; the bewildering moment for the detective arrives when, gazing
into uninhabitable grid (afigure of the unknown, the unrepresentable, or the postmodern sublime), he
must come to terms with the fact that his socid redity is comprised entirely of images, of a surface
lacking depth, leaving him, or the postmodern subject, unable to map his present position within either
hitory or space. Writing before the mass proliferation of cyberspace, Jameson himsdf offered John

Portman’s Westin Bonaventure Hotel, which sits in downtown Los Angeles, as a symbol of
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postmodern hyperspace. In his extended analysis of this building, Jameson remarks primarily on his
“bewildering” experience within the space of the hotel, which he finds difficult to navigate for avariety
of reasons. One of the design characterigtics that leads to this bewilderment is the building's “curioudy
unmarked” exits/entrances, whose seeming absence creetes a sense of inescapability. In light of this
design peculiarity, Jameson concludes that “the Bonaventure aspires to being atotal space, a complete
world, akind of miniature city” (40). Y€, the exitsentrances do in fact exist, meaning the Bonaventure
is a one and the same time insulated from while remaining a part of the larger city-space, atrait
Jameson reads as a reflection of multinational communicationa networks of |ate capitaism, within which
we find oursalves both cut-off from (isolated) and fully networked (integrated) into the system. |
would suggest that cyberspace exemplifies this dilemma even more perfectly. Clearly, the virtua world
Hall inhabits “ aspires to be total”; exiting this space is much trickier than exiting the Bonaventure, but, of
course, like al of cyberspace, it is smultaneoudy networked to different worlds, both red and
smulated; the catch for Hall hereisthat it is not clear how oneisto move beyond the grid, which it
turns out is possible but only through unimaginable modes of travel. Thus, in a more concentrated and
recogni zable fashion even than postmodern architecture, cyberspace in The Thirteenth Floor actsasa
“symbol and andogon” of even the detective's, or master logician's inability to navigeate the
overwheming networks that comprise late capitalism.

While Hdll’ s confrontation with the ends of his virtua world would appear to be pertinent only
to those exigting in the age of advanced technology, it is worth noting that his discovery actudly hasa
good ded of relevance for along line of urban detectives. One of the predominant features of such

detectives as Chandler’ s Marlowe is that they are so completdly integrated into the space of the city,



218

which is represented as an dmost hermeticaly sedled environment, asiif the organizationd logic of the
modernist city had in fact becometota. For al intents and purposes, Marlowe sworld is Los Angeles
and Los Angdesonly. With thisin mind, it is my sense that in much the same way as Augter’s meta
fiction literdizes the detective slack of existence outside the case, Hall’ s discovery that hisworld is
grictly limited to the (virtud) city makes materia the urban detective' s spatid condition al aong, that of
being locked indgde an urban environment that imaginesitsdf to betotal. By dlowing Hal to confront
the ends of hisworld, the film implies that the Sate of the very figure who patrolled the rationdized
modernig city dwaysin fact existed in something like a spatia impossibility which can no longer be
sugtained. The detective s existence (space), as it turns out, was away's contingent.
The Production of Cyber space

While cybergpace certainly reflects, or offers a metonymic vison of the larger cultura logic of
late capitism, its dramatization in The Thirteenth Floor suggests that cyberspace dso actsasa
formative agent within late capitalism, returning us to Brande s suggestion that cyberspace is, in fact,
one form taken by the “ideologica fantasy” that condtitutes advanced capitdism. If thisisso, itis
primarily because cyberspace dlows us to imagine the kind of limitless space that capitalism ultimately
demands. Tdlingly, when questioned by McBain about Fuller’s cyber project, Hal suggests that
“Fuller was onto awhole new frontier.” Hall’s choice of words suggests alink between the virtua
gpace produced by Fuller's smulator and the formerly open space of the western frontier that has
played such acrucid rolein America's collective consciousness as well asin the spatia fantasy through
which capitdism is perpetuated. As Harvey notes, “If continua geographica expanson were ared

possihility, there would be ardatively permanent solution to the over-accumulation problem” (183).
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Conversdly, the surviva of capitaism is guaranteed only so long as there remains the possibility of more
gpace(s) that might be dominated, cultivated, or appropriated. This explainsthe need for an dways-as-
yet-unchartered territory, represented as “raw nature,” to exist outside the urban industrid or techno-
economic center. While & onetime the “old frontier” gppeared asiif it could fulfill this role indefinitely,
could underpin the ideologica fantasy that capitalism would advance without limitation, the redities of
finite geographica and ecologica resources have serioudy jeopardized the capitaist dream of limitless
“natura environments’ that would support endless expansion. Fuller offersa*new frontier” then
because the old frontier has gone missing, causing aspatia dilemmathat The Thirteenth Floor
dramatizes mogt drikingly in its representation of the “red” (future) world in 2024 Los Angeles. Inthe
fina scene, we catch one of the few glimpsesin the film of a gpace that extends beyond the city when
Hal and Jane Fuller gaze out to sea from the Cdifornia coast. What is striking about this futuristic
world isthat there are now high-rise buildings jutting up out of the ocean, meaning the formerly “naturd”
or “extra-urban” space of the sea has been encroached upon by the expanding city-scape.

Given that this future culture (which isnot al thet futuristic) has found it necessary to seek new
spaces ripe for gppropriation, it makes perfect sense that it would aso employ computer technology in
the creation of thousands of virtua worlds, yet another spatid fix. In response to the spatid crissthat
has dready necessitated looking beyond conventiona geographica limitations or beyond what the
physicd land can hold, dong comesthe “new frontier” in the form of thousands of virtua worlds that,
represented as having no limit, gppear to be the ultimate “ spatia fix.” In effect, cyberspace provides
the stage upon which the subject can once again imagine that space will no longer present an economic,

or even ametaphysica deterrent. As Robert Markley suggests,
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Thefiction of cybergpaceis useful precisdy to the extent that it alows its proponents to imagine
an androcentric redity in which athrestening, messy, or recacitrant (and invariably feminized)
nature never intrudes. In this respect, cyberspace is consensud primarily in itsindgstence that
technologically mediated experience can transcend the ecologica and economic congraints that
have shaped and continue to shape human culture. It offers the fantasy that the more
technologicaly sophisticated our society becomes the less it has to worry about the distribution
of wealth and resources. (4)
Just as new modes of trangportation have sped-up the circulation of things and objects through the
circuits of exchange, cyberspace expands these networks of exchange, but seemingly without doing
further ecologica damage or taking up more space. To extend this argument to The Thirteenth Floor,
or L.A. 2024, thereislittle need to worry about the possible ecologica damage done by extending the
city into the ocean so long as another world that is supposedly free from such encroachments exitsin
cyberspace. Thus, while the increasing loss of thisworld space supplies the impetus for the creetion of
thousands of smulated worlds, in turn those virtua spaces mask the ecologica and geographica
consequences of market expanson. Rather than feding the pressures of the increasing scarcity of
space, the inhabitants of thisworld are dlowed to enter a cyber-fantasy, or reenter are-circulated
fantasy of an endless “frontier,” which in turn congtructs for them anew “socid redity” in which there
are, in effect, no spatid dilemmas, or to put thisin terms of the detective story, no crimesto solve.
Interestingly enough, the loss of beach front that we witnessin 2024—or the loss of the
“quality” space of which Murdoch dreams—suggests that cyberspace hasin some sense taken the

place of the resort town in that cyberspace, even more so than the resort, promises the subject the
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possibility of escaping his or her present spatid condition. Cyberspace promises more than just
quantity; it promises quaity aswell. AsLefebvre suggests, “desire’ ultimately seeks*a space where it
has full play: a beach, a place of fedtivity, the space of the dream” (353), or better yet cyberspace,
which offers the possibility of “full play” as never before. In fact, one of Hall’s discoveriesin his search
for Fuller’ smessage isthat Fuller was using the smulator as asexua playground, spending much of his
time with showgirls or progtitutes. Furthermore, Jane Fuller’ s husband David uses the smulator asa
playground for killing, a gpace in which the libido can run wild without socia consequence or condraint.
While both uses of cyberspace are demonized or at least stigmatized in the film, it nonetheless
recognizes that cyberspace provides the very space for which desire calls. Thisis, of course, what
makes cyberspace so attractive to both the consumer and the marketer of products. AsMarkley
contends, “ Cyberspace is the ultimate capitalist fantasy because it promisesto exploit our own desires
astheinexhaudtible materid of consumption,” transforming the sdf into a“thoroughly efficient desiring
machine’ (74). In cyberspace even the limitations of the body, or what William Gibson terms the
“meat,” can seemingly be transcended, freeing desire to consume without limit. Represented as both an
infinite space free from the geographica and ecologica congtraints of “rea space’ aswell as a space
indde which desire has full play, cyberspace offers the medium or “ideologica fantasy” through which
techno-capitalism can perpetuate its promises of endless market expansion.

One of the interesting aspects of the film, in fact, isits representation of cybergpace as intimately
affiliated with the corporation. While cyberspace, particularly in its nascent stage, has been imagined as
a pace outside the grasp of multinationa capitalism—a notion that went out the window with the

introduction of seemingly endless advertisements on the web—The Thirteenth Floor makes afairly
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clear connection between virtua redity and the corporate world. The smulated world crested in 2024
produces or reproduces aworld in which the urban fabric appears to revolve around the logic of the
corporation, so much so that it has even taken the place of the conventiona home. In another example
of the eroding barriers that once demarcated spaces of enclosure—as well as another variation on the
detective figure whose office acts as his home—Hadl lives in the same building that houses his corporate
office; his home and office are literdly the same space. The smulator designed by those in 2024 does
not so much free cybergpace from the grasp of multinationa capitaism astightens its grip; indde this
smulated redity seemingly al spaces are colonized by late cagpitaism. For those in 2024, then,
cyberspace provides the medium through which the ideologica fantasy can perpetuate itsdf in order to
condruct asocid redlity in which the transnationa corporation continues toward the colonization of al
gpace. But what if the locus— i.e., cyberspace—of that ideologicd fantasy were shattered, so that
even the detective cannot put it back together? Ultimately, thisis the question with which The
Thirteenth Floor presentsus.
New Fix Same asthe Old Fix

Like other metaphysica detectives, Hall does not so much solve a crime—in fact, no crime has
actualy been committed since the murdered Fuller is not even a“red” person—as he discoversto his
dismay that neither he nor the world he inhabits are what they appear to be. The “truth,” or better yet
the “crime’ hereisthat there is an end to hisworld, or to cyberspace, at least at the point at which
Ashton and Hall confront the edge of the smulator. And while there remains the possibility of extending
this smulated redlity, expanding its limits to the point that no user/unit would ever experience such a

horrifying moment, Hall’ s confrontation with the end of his world, which he previoudy could not even
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imagine, reintroduces, even if only momentarily, the very spatid problem virtud redity is said to resolve,
leaving capitaism to confront its greatest fears, that lacking a space ingde which it might expand it will
wither and die. Herethat fear isredized; for Hal, thereis an end to space, which means an end to the
resources & hisdisposal. Hal’s discovery not only reminds us of the geographica redlity that
cyberspace works to mask, but if cyberspace isindeed the form of the ideological fantasy through
which we congtruct socid redity in “our world,” then Hall’ s discovery both dissolves his own socid
redlity and has the potentid to dissolve oursaswel. Thus, in ending his own “non-knowledge,” anon-
knowledge which is obvioudy required to sustain Hal’s socid redlity, he, in effect, exposes the point at
which our own ideologica fantasy remains vulnerable.

Like Dark City, however, The Thirteenth Floor muffles much of the impact of Hall’ s terrifying
indght. Providing its own spatid fix, the film does not leave Hal to cope with the knowledge thet his
world has limitations; rather the film transports Hall, and the viewer, to another world, L.A. 2024,
which, we assume, has the digtinct advantage of not terminating at the edge of the city. And as a bonus,
from his new home space Hall can vist thousands of virtua worlds, not to mention the fact thet in this
world Hall isnow at last “red.”  In this respect, the film restores the very fiction it calsinto question.
While Ausgter’ s detective remains trapped inside a case that does not exigt, or isitsdf afiction, here the
detective is not only provided away out of the case he cannot solve, but is afforded the opportunity to
act asif the exigentid dilemmas with which he once grappled had little or no impact on the “red” world
he now inhabits. Y et, while on one hand the find scene appears to repair any damage done to the
spatid fantasy of late capitaism, on the other hand the same scene smultaneoudy points to another

crack in thefiction that is perpetuated by cyberspace. | am referring here to the notion that the
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production of virtud reality comes &t little or no ecologica cost. As| pointed out previoudy, thefilm's
depiction of L.A. 2024 indicates not that cyberspace has solved the problem of a scarcity of space but
rather that the problem not only till exists but has been further aggravated, as evidenced by the
expangon of the city out over the ocean. We might even argue that the development of thousands of
smulated worlds not only does not stop the progressive exhaustion of natural resources, but thet it
ultimately demands such activity. As Markley points out, “access to the presumptive world behind the
screen carries with it an effaced history of [abor, of people building machines to design and to build
even more sophidticated hardware and software. The imaginary redlm of cyberspace—of the
reproduction and satisfaction of endless desire—is afantasy based on the denid of ecology and labor”
(77). Theincreasing scarcity of resources or spaces for expansion and the development of virtua
redlities have entered into a vicious cycle whereby smulated spaces require computers that require
industry and labor that have an ecologica impact, which in turn is masked by the development of
infinitely expandable smulated spaces. Slill, asthe find scene of the film suggests, the problem that
cyberspace promises to erase remainsin plain view.

ThislsNot My World (Is1t?)

Aswe dl know, one of the appedls of cyberspaceis that its world as well as the experiences
the user hasindde that world appear of little consequencein the “red” world. If agiven virtud world is
unsatisfactory, we can choose ether to shut it down, Jane Fuller’ s solution, or we can Smply not jack
in. Hal, for ingtance, isfar from disturbed by Ashton’s confrontation with the ends of space in the
1937 virtua world because Hal dready knows that the smulation has limits and he seesthose limits as

belonging exclusively to that world. So while Hall empathizes with Ashton’s disillusonment, he does
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not experience that same disillusonment regarding his own world. However, when Hall discovers that
hisworld is no different than Ashton’s, he can no longer ignore the implications and is forced to
question the ideologicd fantasy that has structured hislife. The key hereisthat he beginsto rethink the
sdf and hisworld only after the “dream” that structures his “red” socid experienceisdissolved. Inthis
respect, Hall’ s experience with Ashton and Ashton’s cyber world mirrors the audience’ s experience of
Hall and Hal’ sworld; his discovery may cause us to empathize, but we can easily remind oursalves that
heisnot “red” (twice over) nor does his world function according to the same logic as our “red”

world.  Thismight, in fact, explain why the film fails at times to impact its audience with the kind of
exigentia dread one might expect as aresult of discovering that the world is merdly asmulation. But
just as Ashton’ sworld tells Hal more about his own world than he initidly redlizes, we should not miss
the ways in which Hall and his smulated world mirrors the postmodern subject and our postmodern
socia space.

While Hall’ s discovery that he and the space he inhabits are merely computer generated
abdtractions dramatizes an extreme scenario, even before the ondaught of cyberspace Lefebvre
suggested that |ate-twentieth-century culture was gravitating toward abstraction and the production of
“abgtract space” (52). Lefebvre explains that abstract space operates according to the “logic of
visudization”; within abstract space “dl of socid life becomes the mere decipherment of messages by
the eyes, the mere reading of texts’ (286). The abstract space of late capitalism is not only the space
indde which the sign reigns, where the image is the object of consumption, but isitsef dl sign, or dl
surface.  Lefebvre argues that within this space an * extraordinary—indeed unthinkable,

impossi ble—confusion graduadly arises between space and surface, with the latter determining a spatid
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abgtraction which it endows with a haf-imaginary, haf-rea physica existence. This abgiract space
eventualy becomes the smulacrum of full space. . . Travding—walking or strolling about—becomes
an actudly experienced, gestura smulation of the formerly urban activity of encounter, of movement
amongst concrete existences’ (313). This “space offersitsdlf like amirror to the thinking ‘ subject’, but,
after the manner of Lewis Carroll, the * subject’ passes through the looking-glass and becomes a lived
abdtraction” (313-14). If we take Lefebvre s portrayd as accurate, our social reality begins to look
grikingly like Hal’s cyber redlity. Thus, cybersoace aswell as Hall’ s condition, that of a“lived
abdtraction,” do not represent so much a new redlity as an extension of the ongoing production of space
in accordance with the inner workings of advanced capitaism and its march toward abstraction. Inthis
respect, cyberspace is merdly the latest form taken by an ongoing process that involves multiple socio-
symbolic registers.’

The film atempts to mitigate much of this by moving Hall up onelevd to the “red” world,
ostengbly restoring him as a clearly Cartesian subject, where it is assumed he may now begin
experiencing amore rea verson of encounter with hisworld and other humans. In other words, Hall
reemerges from the looking glass. The find sceneis gtriking, however, because it has the quality of
being so purdly visua. Inthe scene, L.A. 2024 is actudly framed by the glass doors which open onto
adeck on which Hall now stands visudizing his new “socid redlity.” It isasif we are looking through
yet another screen, gazing upon a city that appears even more abstract than the city insde the smulated
world Hall has*“escaped.” While the urban image Hall consumes dlows him to sugtain his fantasy—the
fantasy of the detective—of having located the “redl” benegth the ideologicd facade, the framing of this

scene suggests a much more harrowing “truth” revealed by his cyber-investigation, thet, as difiek
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uggedts, the fantasy, or in terms of |ate capitalism theimage, isthe redlity. In other words, abstract
space does not cover for but is the spatid redity of late capitaism. Furthermore, while Hall’ s entrance
into anew (real) space provides a source of optimism, it isimportant to note that like Murdoch, Hal,
athough poised on the verge of entering a sunny new world, does not in fact enter it. The movie ends
with Hall imagining the urban redlity rather than experiencing it, asif the city remainsasmulation. Hall
has not stripped away the ideologica fantasy (has not solved the crime) in order to experience the red,
but hasingtead found a way to continue believing in the (spatid) fantasy that, despite what he knows,
once again sructures his socid (spatid) redlity.

In this respect, The Thirteenth Floor indicates that cyberspace does not in the end offer the
advance in spatia production or logic with which it is credited. Rather, it reproduces the space of
which capitdism has dways fantasized. Theirony of Fuller’s*new frontier” isthat it isnot new at dl
(ether materidly or symbolicaly) but merely areproduction of the smulated world he as a unit dready,
unknowingly inhabits. While one of cyberspace s selling points, in the “red” world, isthat it promises
to deliver usinto an entirely different gpace that transcends the problems and limitations of thisworld, as
if it operated according to an entirdly new logic, Fuller’s new frontier is merely acopy of a copy, an
abstract concept produced by an abstract concept. What this indicates, as Markley has argued, isthat
cyberspace does not represent a break from Western metaphysics so much asit offers the latter anew
medium in which it might flourish. The epigraph to The Thirteenth Floor is, in fact, Descartes famous
ling, “I think, therefore | am,” suggesting that cyberspace merely extends the tradition of Western
metaphysics, the same Western metgphysics that has produced both the detective figure as well asthe

rationalized space he inhabits and protects. Cyberspace arises from the same Enlightenment



228

/Modernit thinking that prioritized “the conquest and rationa ordering of space’ as*an integra part of
the modernizing project” (Harvey 249). This does not mean that cyberspace corresponds to the same
modes of production which characterized earlier historical periods, or that those of usliving in the
postmodern moment experience space in the same way as did those living during earlier historica
periods; as Pynchon'’s fiction shows, post-World War 11 culture has seen a significant trangtion in both
the form of capitalism and the production of space. The link between cyberspace and the tradition of
Western metaphysics does suggest, however, acommon thread that runs through and connects the
history of spatid thought and production and the regeneration of capitalism in its various forms. While
cyberspace may present a more abstract form than, say, the western plains, the dream of a space that
can be magtered both physicaly and mentaly remains the same. It is no coincidence that just when the
perception of space as an object subject to rational control begins to appear less viable, cyberspace
arrives on the scene to revive that dream, that is until the detective, the thinking subject par excellence,
discoversthat cyberspace hasits limitationsaswell. The Thirteenth Floor and Dark City indicate that
if anything technology only exacerbates the problem by providing a vehicle through which the subject
can once again imagine, possibly more vividly than ever, that space can be produced according to
human desire, asif “advanced” technology will dlow usdl to circumvent or transcend the limitations of
the now darkened city and enter the kind of utopian space of which the Enlightenment could only
dream. What remains with us from these two films, however, is not so much the sunny utopias with
which they end, but rather those “ darker” moments when Hall and Murdoch reach the end of the
world, or the metaphysica grid to expose the crime that metgphysica detective fiction has been cdling

our attention to al dong, the crime of contingent (patial) existence.
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NOTES

1. Asmuch asthe metgphysical detective novels bresk ontological, spatiad, and tempord barriers, for
the mogt part the books | have addressed predate cyberspace. These two films are useful, then, in that
they dlow usto talk about recent technologica “advances,” which have been purported to have
fundamentally atered perception of oace.

2. Infact, fiction writers such as Pynchon and Fowles have incorporated science-fiction into their
works, just asthey use the historica past, in such away asto illugrate this very point.

3. Jameson suggests that subjects who experience postmodern hyperspace cannot perform cognitive
mapping because they “have not kept pace with that evolution [of space]” and, therefore, “do not yet
possess the perceptual equipment to match this new hyperspace” (38). In this respect postmodern
hyperspace “ stands as something like an imperative to grow new organs, to expand our sensorium and
our body to some new, yet unimaginable, perhaps ultimately impossible, dimensions’ (39). Interestingly
enough, Murdoch is able to cognitively map his position, if indeed he does learn to do this successfully,
only after experiencing just such an evolution, only after expanding his sensorium to the point of being
able to perform the unimaginable.

4. Thisreturns usto Harvey's discussion of capitdism’s ongoing need for a“ spatid fix,” which |
discussin grester detail in Chapter 4.

5. Thereisan interesting connection here with Derrida’ s discusson of the message that never arrivesin
The Postcard. Whilein Derrida s case the postcard symbolizes the adestination of the message, here
it represents the adestination of the subject himsdlf, or amore clearly spatia verson of Derrida's
theories of writing.

6. It isworth noting that The Thirteenth Floor offers no new insghts ether into virtud redity, or its
role within late capitalism, that were not dready present, and probably more effectively conveyed, in
Gibson's nove of more than ten years, Neuromancer. The Thirteenth Floor, however, fits more
obvioudy into my overdl project and its concentration on the detective story, and while the film may
never spark the same discussion that was created by Gibson's novd, it, nonetheless, provides an
interesting springboard for adiscusson of cyberspace and its function within our culture,

7. For further discussion of this progression toward abstraction under capitalism within the economic
and subjective registers, see Jean-Joseph Goux’s Symbolic Economies after Marx and Freud.



Conclusion

In my introduction, | stated that my project hereis twofold: to extend the spatia andyss of
detective fiction down to its postmodern verson and in the process to illustrate the ways in which
metaphysical detective fiction writes, or re-writes the history of Western spatia production. The
examples of metaphysica detective fiction that | have provided, aswdl as the theoretica accounts with
which | have placed them in didogue, indicate that socid gpace indeed has a history—a history in which
the detective figure, and the culturd logic he embodies, has played aleading role—and that its
production isintricately connected to other areas of culturd production: intellectud, aesthetic, politicd,
economic, technologicdl, etc . . . By appropriating the detective figure, these works of metgphysical
detection suggest that to apprehend the forms that these culturd products have taken over time, we
must return to the very age in which the classic detective is born, that is, to the culturd and spatia logic
of the Enlightenment. While Pynchon and such theorigts as Deleuze indicate that postmodern space
reflects atrangtion both in the form of its own production as well as in techno-economic modes of
production, such spatia historiographies, dong with those of Acker and Reed, dso indicate that
postmodern hyperspace does not so much represent alegp in spatid logic asit provides aresponse
(whether an extension or a counter) to an entire history of spatid production. Significantly, according to
de Certeau, this history of spatid production isinexorably tied to the production of knowledge (power)
that the classic detective reenforces.

Although these examples of metaphysica detective fiction certainly suggest that we think in
terms of a“higory” of gpace, this does not mean that they precipitate ateleologicaly driven narrative of
the advancement of spatia production from the Enlightenment, to modernism, to postmodernism. In

fact, these works provide a saf-conscioudy spatialized version of history that collgpses what were once
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thought of as digtinct eras and the cultural forms supposedly unique to them. Space may have a history,
but this history does not unfold in astraight line. For instance, while the works of Pynchon and Acker
suggest that postmodern space results from certain changes in cultura production occurring over time,
their collapsing of temporal boundaries indicates that postmodern space does not mark some absolute
transcendence of Enlightenment or modernist spatial forms or logic. However ineffective, the detective
remains on the scene, so to speak, as does his impulse toward totalized, rationaly organized spaces.
While the metaphysical detective fails—discovering within the abstract space of multinationa capitaism
that his exigtence isin fact (atialy) contingent—the metaphysica detective story suggests,
nonetheless, that his empiricaly driven efforts to control space continue to haunt postmodern culture.
Cyberspace, for example, as| show in my andysisof The Thirteenth Floor, both adds to our
disorientation within the informationa or communicationa networks of late capitdism and
smultaneoudy offers a new form through which the dream of organizing space isrevived. This means
that the same intellectual and economic forces that imagined and produced the modernist city continue
to impact the production of space; the repressed continuesto return. If, then, postmodern culture is
dominated by categories of space, as Jameson contends, this is o not only because of the increasingly
abstract, mediated spatia forms that we encounter daily but aso because those forms so clearly conflict
with this recurring rationdist logic which hasin effect led to their production. It isasif the attemptsto
extend the totalizing impulse of both science and capitaism to “new” spaces has somehow outgrown
the very rationdist logic that justified the production of such spacesin the first place. The globdization
of late capitdism has, ironicaly, meant the erasure of the very cartographic boundaries that the

Enlightenment once indtituted to establish the notion of control over the world, the same spatid ideology
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that capitalism has formerly exploited to ensure its own growth. The mixture of increasing aodtraction
and the resdua impulse toward driation has left us, as Lefebvre notes, with a contradictory space that
is both fragmented and homogenous at one and the sametime. Our dilemma arises not from only our
incapacity to navigate the technologica networks that arrive during the late twentieth century, but dso
our inability to Stuate these recent modes of production within the Western history of space which has
long imagined, detective-gtyle, that al space can be rationaly organized.

The compression of historical modes of (Spatia) production within the metaphysica detective
gory, paints, then, not only to acrissin higtoricity but aspatiad crissaswel in which
the Western impulse to rationalize al space has failed to master the very spaces it has produced or that
have been congtructed to counter thistradition. (Either way, we are till contending with the detective.)
As| have noted, the surfacing of such conflicts does not, however, mean that capitalism facesits own
immanent demise. Rather, as difiek explains, such “contradiction” is actudly “contained in itsvery
concept” (52). Agan, “The ‘normd’ date of capitaliam is the permanent revolutionizing of its own
conditions of existence: from the very beginning capitaliam *putrifies, it is branded by a crippling
contradiction, discord, by an immanent want of baance: thisis exactly why it changes, develops
incessantly—incessant development is the only way for it to resolve again and again, . . . itsown
fundamenta condtitutive imbalance, ‘ contradiction’™ (52). My readings of metgphysical detective fiction
add to difiek’ singght by indicating that under late capitalism the “ condtitutive imbalance’ has become
overtly spatid in nature. Thisis not to say that capitalism has not aways required a“ spatid fix,” but,
rather, that, snce World War 11, its need for such afix moves to the forefront, asis indicated by the

increesing investment in virtua technology, which has in many respects extended the function of the
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detective through its ability to conduct surveillance and subsequently dominate dl space. Itisasif, in
effect, the mae thinking subject has been replaced, through a technological fantasy, by some kind of
cyborg thinking subject (still encoded male) or super detective, imagined once again to be capable of
maintaining the perspectiveless pogtion of knowledge that the metaphysica detective finds so
impossible to attain.

As Pynchon’s work indicates, and films such as The Thirteenth Floor corroborate, while
technologica “advances’ and globa expanson have extended the reign of late capitalism, they have led
smultaneoudy to the further abstraction of space and subjectivity, leaving the detective in aworld he
can no longer so easily imagine he can know or control, aworld where he must concede that existence
isindeed (spatidly) contingent. This might have the appearance of fatalism, of yet another dystopian
view of postmodern culture, but the fiction of Reed and Acker in particular suggests that this might not
in fact be the case. While metaphysica detective fiction is known for its evocation of that moment of
exigentid dread, Acker and Reed locate in the failures of aformer regime the possbility for the
production of new, less redtrictive identities and spaces (new combinations) or in Auster’s sense, new
fictions. Thisdoes not mean that like Murdoch in Dark City, they imagine that we might create utopian
gpaces that offer afix to al our socio-economic dilemmeas, but, rather, that out of the “passages’ and
“combinations’ formed between the mixture of striated and smooth space, a space might arise that
would be somehow |ess repressive—in terms of race, class, and gender—than that neatly organized
gpace produced under the watchful eye of the classic detective.  Thisindicates not only that space
does not behave as the ideologicd fantasy of the Enlightenment would have imagined, but dso that

gpace continues to be produced through those ruptures, the contested points thet lie in the conflict
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between emerging modes of production and residud spatia imaginings. It isat such contested points,
or crossroads, that the metaphysical detective finds himsdlf, embodying both the classic detective's
impulse to solve as well as the recognition that the space he now encounters refuses to submit to such
ideologica dreams of conquest and order. His story, dong with our tale of spatid production, ends,
then, not with resolution nor an absolute conclusion, but with the proliferation of yet more mysery, for
unlike his predecessor, the metaphysica detective remains inside the case, indde a space that refuses to

be fixed.
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