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4 thﬁ'Haneg' novels can be seen as expressing a dialectic'between the -

act of fibﬁioﬁal o:ﬁefihg and the chaos of av"reality" which is potentially

subjec;:to the ordering jprocess but which ultimately threatens to dissolve
. v -t . o - '
< such designs\as‘afe'preseﬁi In‘createdlpr‘fietional reality. Both Hawkes

1 . . - . 7 o ’
and many-of his protagonists,.particularly his first-person-narrators, axe
- 4 . . g . R " - " .
determined to "create a world." As "creators" and "visionary artists,"

they manifest a need to transform or tnhnscend,those'forees whick oppress

. . .
. .~ ° N

<z

them and oppose'their efforts tc create se1£~contained worlds based on, -

- -
- . , - '
o . S

principles of order, design aﬁ&“CIarity, -as embodiments of ‘an ordering

’ ~

aesthetic, they battle against the powers of anti-art and often a spacific

o~ i.
2

antagonist who represents these powers. Such artist figures seek (often
» : -, .

- . -

uncoﬁscibusly) to express deep~séapeg eiotic,»frquently,sadisqid or masb— )~

- ) - - ; - - T

chistic iqpulseé which reflect unidg%sal though generally unacknowledged

~ . -

&

C e
Jhuman desires. .

-

The worlds of such visdonary artists ‘are unstable: _what they reflect

-
o

is cregtive man's endeavoyrs to impoee’ﬁéaningful order rather ‘than the

- -

enduring

»

trength of aesthetic*i%peiacives. The artist's struétured vision

is continually being threatenedneither by excernal forces or: internak in— -
& [N A . * . . “‘»\_
~sufficiencies. Early visionary artists, like“Skipper of Second Skin and

- .

Cyril of The Blood Oranges create fragile and insecure "Edens,' and their

e
» a

control is limited, although their claim to this’ control is absolute In

B 13
vt

Hawkes' three most  recent novels, Travesty, The Pa%sion Artist and Virginge,

-

- K

the artist-figure_willingly embraces the forcés of destruction and death

in thé fullness of his artistic efforts. Yet, of all Hawkes' visionary

L] . -

' 111 5/ ;

L

e )

.
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& artists, only Papa oi Travestz succeeds in manifesting his authoriuarian S \\QKK:#

coatrol absolutely, ﬁ@r Papa structures his vision in such a- way as to

3 PR : i ’
o f
» . i

preclude any interference or-inte:yentioq.~’_ i

.-

'Iﬁ;héwkes'iearlieeg fiétiec, Ehe‘arflst—figﬂre is stifled by external.

fcrces; anti-art in its various forms dominates the world of ‘The Cannibal

and The Beetle'Legf It is Hawkes himself, through linguistic and styl-

’ istic devices§ through ‘the structuring capacity, who exhibits the authorial

(and authoritarian) need tQ.impose a sense of order and coherence on a

wortd characterized by fahddm eruptionS'of violencefand chaotic dié%urbﬁ'
ances emanating from undefined’ and unackﬁ&wledged human motiyatioﬂe and

i . " . . -
[

}ﬁpulses. F%oﬁ\tﬁe constant-authc:iel presence,manifestedvih.eafly‘novels,
R ¢ . ".\ N : ' ’ - .. ) 2.
Hawkes becomes concerned, in his firast-person narratives; with filtering

. .
o, o

a sense of authopitafian will through the visions of narrators who are. o
e q:__- " . ! : Y. 4 o .
intent ~on shapiné their oyw worlds and utilizing the energies of the un~ ////

» v : ’ R L ) . T T
The artist comes to def@ﬁe/ﬁiﬁ—

-

conscious anditheir'lmagihative capacity.

self through his‘thorougb isolatien from others and from external reality:

. ) v
N

his quest is for an artistic purity’ii/fﬁigh;hejébsessiyely dedicates him—

.self. . - *?/f// * ) . B o -

.
-

As the worlds of these artists Eecome more!confining, they-also be- -

Many of the concerns of the visionary artist .o

come more problematical.
In novels, like Travesty and .

- reflect Hawkes' own fictional values.

J.Virginie‘uawkee‘seems ta be testing-these valges, eproring the ultimate -
» " teaches of a fictldcalvaeschetic.ﬁe-he§~exp;essed consistently in‘ihter—
~views ane essays throbéhou;'his career. ‘Ih.tcis way, he subjects his-

. e - . , : e
,_aesthetic to an,;xacting serqtiﬂy while composing hovels whieh evoke in .

- " ) - .

"uncompromising terms the fun@amental basis of fictionalizing, speaking,
. ! s B :

at the same time, to man's'innermost desires. ‘ B

iV [ . . 0 .-

? .
«
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"“Throughout Havkes® fiction thé‘aftist4figure appears iﬁ_digferengof
gulses, and he emerges from work to work with varying degrees of clarity.’ ‘3
-0 . ' : ) ) . '4",. . .

.. The' reader's respomse to this figure and Chg'world'he'cfgateé becomes ig-

ééeasingly complex:mqﬁawkes" career progresses. Hawkes” goﬁic.mthJQ‘-

y . . . . R . . i
’ -invites both our -sympathy and judgment, while we respond to the gfforts
. of eacHAffrst—person narratornto express himsalf through his rhetorical =~
\ : : o :

°

and lyrical capacities. To deny the rhetorical {géentibns of the narraporﬂs
"text" mpay result in an uncritical émbraéihg of the vision itself;, while
L \ . ¢ .

to focus on the narratdr's detetmined efforts to convince and: even to . .

ménipulate us is, ine?itaﬁiy, to~underminé.£he lyrical'caﬁacities of a.*

. hezgﬁteped and distinctively wrought figurative prose intent on conveying
3 ' ) * .. i R o iy . .
the dynamics of "a created world." Inevitably, Hawkes' works fnvolve,us
e s s L .. . . : 5
in 3 procegs of discovery leading to poteﬁtial self~discovery.
o - ’ ) ' r J ’ 0\ ) -
. v ‘ 1 ‘ . M .
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CHAPTER I

INTRODUCTION
\ o
A3
John Hawkes began writing while a student in Albert Guerard's
creative writing class at Harvard. His first novel, The Cannibal, was
»

published in 1949 and has been followed by eight more: The Beetle, Leg

(1951);-The Lime Twig (1961); Second Skin (1964); The Blood Oranges (1971);

A T
Death, Sleep & the Traveler (1974); Travesty (197?7; The Passion Artist

(lé79); and Virginie, her two lives (1982). Hawkes has also written three

novellas, "Charivari,'" '"The Owl," and "The Goose on the Grave" (all appear

in Lunar Landscape, 1969), four plays (i@xThe Innocent Party, 1966),'and

-~

several short”stories.
Earlf critics of Ha;kes often referred to him as a neglected Wr?ter

who deserved a wider audience. Adthough the five books and numerous articles

déaling with his fiction (see Appendix B for a discussion of this criticism)

'belie this label, which was once almost automatically assigned to him, he

¢

is today probably America's least discussed and read major writer. Recent
« ©

studies of contemporary American writers often écknowledge Hawkes' impor-

tance but consign him to prefatory comments or a footnote reference; he
. ‘ ¢

, \ . 1
becomes one of those writers whom the author "regretfully" has to omit

% -

' due to space limitations.

tnlike several contemporary writers—-Thomas Pynchon and Donald

o H

Barthelme, for example--Hawkes has expefienced no burgeoning of criticism

in échoLarly joutnals, although there has been steady growth in critical <
attehtion?since the early to mid-1970's. At that time, three full length
\ R .
e ' 1
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studies appeared, and, in 1977, New Directions published a series’of
1 0
interviews, discussions and papers presented at a symposium held at w

Muhlenberg College the previous year. Perhaps-the most significant con-
tribution made by this symposium was its attempt to examine Hawkes' career
from a number of different vantage points, It comprises an eclectic range

of approaches and viewpoints which attempt to do justice to a career which
- . I
LR

"is not always appreciated for #ts diversity. 'Recently, New Directions

has published Humors of Blood and Skin: A John Hawkes Reader with selec-

tions from his major works, autobiographical notes, and an introduction

by William Gass that is coloured by Gass' admiration for Hawkes' "healingi

art."l
v R ’

. W% .

It was once thought that Hawkes' limited réadership was due to thé

-

) ) , .
inaccessibility of works which were stylistically dense and obscure, and
which'insigted on depicting sceénes of violence and cruelty. To some

extent, Haw*es' most recent works have been released from charges_of ob-

>

scurantism, ‘as many readers find his later wogks less stylistically diffuse

’ &

" and technically complex. This contrasts with the perplexity; incomprehen-

\:
sion and even outrage as reviewers strained to grasp the meaning of night-
v N . . -

marish early works like "Charivari' and The éanﬁigai. Even the chargg
of egcessive ér gratuitous violence has been modifiéd. Critics often
still complain 6f their inability to relate to Hawkes' seemingly)inhuman
vision of a violent universe, yet they are mo%e often willing to anﬁTyzé

Hawkes' use of Violence in terms of his aesthetic intentions.

-

Bepauée Hawkes deals.witthrimal material, often using dream imagery

“and shifting patterns of narrative, he has sometimes been termed a surreal-
4\1)
N,

ist. However, such a label scarcely does justice to the range and complex~

ity of his fictional output. In fact, judging By the assortment of labels

“

e




plcaresque wriﬁer, an anti reallst, a fabulator, a metaflctionlst, a sur-—

fictionist and an existeﬁtialist. But Hawges‘appears to elude all final
o L ‘
attempts at- classification and schematization.’ On several occasions, he
has referred to his, own fiction as, "vistonarys” emphasizing those fictional
o -
qubllties whlch distinguish it from workg which purport to imitate "life

or represent 'reality" in varidus ways and through a range of-gengrally
mimetic techniques. ._1 -
Hawkes is §pmetimes linked with John Barth, Ihdﬁ%s Pynchoﬁ, W§lliém

i

Gass, Donald Bartheélme and othér'contemporary writers in revolt -against
- 1)

" traditionalism in the novel. Hawkes' clearest statement of revolt was .

W - . ) . s v

"hade relatiVely early in his career wheg he declared that "the true enemies

"

of the novel were plot, character, settlng and theme.”. He,bccupies a

~_

: rather unique positlon among his contemporariés, for while he shares many
of their con&gggs he’ a;so differs fundamentally from them in several

_respects. For example, many"of these writers eschew the role of the un-

-~

. conscious and "psychology" in their i;;tion. ﬁawkes has spoken little of
‘'his debt to his contemporaries, though he has préfégsed admiration for

many of them; nonetheless, he seems to be fetiégnt to compare his own

i
n - -

. . . Y :
fiction with that of writers often termed "metafictionists." (The major
. * -

exception is John Barth.)3 Yek Hawkes shares their interest in the nature
! . o .
of the fictional prqcess,.and his novels oftén examine the nature and

[

status of fictionalizing. In interviews and essays, Hawkes has expressed

~

his own sense of a tradition or line of descent underiying his fictional
. - ‘ . N

-aesthetic. What emerges from his remarks is an aesthetic which is partly

for?ed on and partly reacts to a host of literary influences and models

.t
-

\ '
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™ from American romancers Iike Melville to modernists like Conrad, Faulkner,

and one of the main préguréors of post—modernism—-Kafké{ He is both a

" revolutionary writer, responding to the particular-climate defined by

. * N . . » )
the sensibilities of contemporary thought and ideology, and one who acknow-
. N - '\_ : - - - :.v - D
ledges in his fiction and e§§ays a debt to prior literary forms and prac-
tices; his writing ;eflecﬁé a broad spectrum. of aesthetic- and theoretical

-
F

backgrounds. £ -

Althdugh_ﬁawkes' fiction draws on diverse elements, it can be seen

as embracing a unified; cbhesive gesthetic with unique properties. John-
e . ) 1

- N 7 ‘ 4 =

Barth was conscious of this unity when he observed that Hawkes ''shows

the astonishing continuity of voice and preoccupation that I associate

. -
. P
-

with a writer such as Kafka."4 Hawkes' aesthetic encompasses wide-ranging .
. ' + ) e )
elements,yincluding myth,;psycholdg;xéhd literary traditions. The liter-. -
. i ' . - .

« -
. . . »,

i * P . y . .
ary tradition most c¢ritical to an understanding of his aedthetic is the

comic tradition. Comedy, Hawkes suggests, can present a unifiéd vfsion

~an L

‘

of man, embracing dialectical truths about existence and man's nature:

-

. the comic method cannot only be used ‘to expose and explore man's instinc-

L., .

, tual. and unconscious beings, but comedy unifies disparates and enalrles the

r

artist to.attain harmony, a vision of human order. In Hawkps, comedy

' I

is a complex dialectic which asserts man's fundamental and aspiring nature.

«

it -

Haw&eq' "visionary" aesthetic arises out of his sense of art's in-
volvement with the uncoﬁséious, on the:one haqg, and the fimagination, on
the othér. Hawkes explores the sources and Fhe né;ure of'art aé they

“are manifested;ihrough and arise out of éhe‘unconsciqus. Like .D. HL-
Lawrence, Hawkes is.concgrnea with those forces of experience which dis-
solver-our recbgnitiqp of tfadi;iopal bonds and replace them by the recog-

nition of our psycho-sexual sei;ii;9nd the inner drives and impulses we

o
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v

all share., Violence is an integral part of Hawkes' aesthetic, and he

is determined to involve us in .the un

3

which he creates in his fiction. At

-

the need for the kind of liberation which the imagination seeks: that is,

not flights of fandy, but a personal fréedom which allows‘for the totality
of self-é&xpression. Many of Hawkes' characters are artist-figures, though

they are not "artists' in the traditional sense. They construct worlds °
9
through which theéy attempt *to impose, their subjective'yiews of reality

and selfhood on.others, and theiy environment; they attempt to create a

new, personal view Sf reality, a world of their own making which reflects .
their own values and cah project their own "artistic" goals. These artists

-

~draw on 'the energies of the unconscious while striving to express their (,\_;

v

imaginative reconstructions of reality. Hawkes' visionary aesthetic be-
' ' ’ L)

comes a function of both these needs. -

Hawkes' aesthetic encourages a tripartite division for the critical

purpose of determining and assessing the fundamenhtal qualities of that

aésthetic. Indeed, this division loosely repregents three major areas

"
.

~ of concern on which criqics'ﬁave focused at different times: early

studies often considered Hawkes' use and justification of violent subject

-

magté@,’while later commentators, reqpondiﬁg particularly to Secénd Skin, °
_ began to look back at Hawkes' remarks on the comic element of hls fiction,
evaluating the nature and functions of his comic method; more‘regen&ly,
< critics have attempted to explore the sources of the fictional impulse
and the role of the imagination in Hawkes' fictions. Hawkes refers to
e

these three central areas of interest in the opening section .of Humors

of Blood and- Skin: "In most of my novels I have written with nearly

obsessive intensity about the comedy and violence of sex and about the



+~" The, Blood Oranges, Travesty, The Passion Artist,'and Vi}ginie.
: criticé, I propose to examine Hawkes'aaesthetic\by us{ng-an essentially

- violence; and,~the visionany aes;hétic. A brief fourth sectlon, entitled

‘Lime Twig. In Second Skin, Hawkes set out to write a novel that would

‘part of an. aesthet1q which 1s 1ntended to treat man .as harshly as poss1ble'

i' yet malntain an 1ndlspensible attitude of sympathy toward him.

'family—nfrod the sexually dead families of The Cannibal apd The Beetle

ggg to the iooestuou;, broken familiés of Second Skin and Virginie. And
}‘ . . il . .-

ff have written incriasipgly about the imagination itself, especially in o ‘

n2

-d

.Because

. »

. - o -~ ‘ - Cb
these three areas are of particular concern to, Hawkes as wgll as many
s - o . : » A, .
ma

. - [T . . - . L
. .. * R e s .

tripartite model encompassing: ?aesthet;és of comedy;‘aesthetics of

: " ‘ . o ) ; g R TS

f-y \_l * - N .
"Art and Antl—Art" forms out of ‘the longer third section and can be con-
sidered to repfesent‘an extension of it. . - n. ‘ ‘) Lo

) & N

The Aesthetics bf Comedy ) : "
. N T . P 4. .
Hawkes has:frequently complained that readers were unreceptive to
‘ ’ . . N . - N @& |
the copic element in his fiction, while they overemphasized the horror
AN .

and nightmare b@sions of works like The Cannibal, The Beetle Leg and The

0y

be abpreéiated for its comedy, and The Blood Oranges was composed "in

theltraditlon of high comedy nb Hawkes' comic vision,is an inseparable

L4

l . -
[ . -

~

- Hawkes insists on the double ~edged nature of comedy, while it

"elmost'Seems a self-inflicting affair, it is also a saving, a saving

attitude":7 |
On tﬁe one handy certain kinds of‘cpﬁedy in my work are used to .
revenge childhopd indignities and all we've been made to suffer
by the wrong kind of narrow-minded judgments imposed upon us by
district attorneys, teachers, parents. .-. . The opposite extreme .

. 1is the come&y that is lyrical and saving,\full of grace, full of .

harmony. It's a comedz that brings all thiggs togetheér in joyous -
resolution,§ § . 3

Hawkes' comic method reflects the contemporary perception of 4 world no

1 . H R




~

longer dependent on~traditional.values; consequently, comedyﬂhas changed
in both its form and fungtion. ' Contemporary comic fictisn seeks as one
of its primary aims to:aisrupt the novel's conventional forms«9 In:his S

- . . ~

A BT
. study Qﬁ‘Hawkes, Donald Greiner reviews varlous traditional comic theories

+ = : “n h
v

”\ all of which are founded to a great extent, on stable comic stﬁnéards

-, James Purdy and Joseph Heller. - The essence of'theuvision which Hawkes

- ‘

and. ideals. . He proposes two esseptial reaso@s,why Hawkes' comic fyction .

~

. departs frpm such nbrms: . . B
p . . .
L]

First, the concept of a standard applicable to a partlcular society
implles stability, ‘an easily acceéssible norm. But Hawkes and his
- contemporarles see the world as fractured, thaotic, and lacking
"' .'stability because of" universal violence which can strike at aay man
-without warning. Secoﬁdly, the ideal of a Eoclal florm suggests a
- ,standardization of manners and behav1or whi'ch is desirable.10 "

e
o/
.

Furthe}moreu traditional humour§1n31sts on the separatlon of comedy and
]

/ .
emotion, prohibiting the klnd of dual response betweem laughter and sympathy

“" Yeo,
.

which Hawkes asks for in his fiction 11 ’ /

2

+ In tracing his'own fictional roots in’the "avant-garde,' Hawkes-

emphasizes the positive qualities of comedy.. He claims a line of descent s

evolving from early picaresque writers llke Queyedo and Thomas Nashe and

d

continuing through Lautremont, Céline, Nathanael West, Flénnery 0! €onnop,

¢ P PR N

s - -

- n
4

shares-with these writers ig, he states, 'a. quaiity of celdnéss, detach-

R - A Y

. ment,” ruthless determination to face up to the enormxties of ugliness ‘

»ooe N N

© and potential fa%iure'within ourselves and in théﬂyorid‘around qs, and

: L
: .
¢ .- B,

.to bring to this exposure_a savage and saving comic spiriuﬂand,the”savingy

, ~

beauties of. 1anguage." 12 Like these writezs, Hawkes depicts scenes of"

shocking brutality, yet the exposq;e to the limits of violence and sadism

K

is not gratuitous or arbitrary but rather serves more fundamental and .

P

. N

deeper fieeds: . e T ' L



re .
the comic method . . . creates sympathy, compassion .

‘ [and] it's a means for judging human, failings as severely as
possible, it's a way of exposing &vil (one of the pure words
I mean' to preserve) . and of persuading the reader®that even he
.may not; be exempt from-evil, and of course comic distortion tells
us that anything is possible and hence expands the limits of our
1magingtions Comic vision suggests futurity, I think, always 13
suggests a certain hope in the limitless energies of life itself.

Therq.are three crucial concepts involyed'in'this quotation: most

importantly, Hawkes enjoins sympathy and judgment, saying that the comic ’ o
methoq should activate both these walues within the.reader. Also signifi-

%
cant is Hawkes' insistence on the reader's own involvemeﬁt; it is intended

. » ) . "
that the reader be drawn into a shared 'awapeness encompassing the violent
i .

_universe of Hawkes' fiction. The final and mést self-evident Qg}nt that

'

" Hawkes makes is thgt comic distortion enlarges our sensibilities, making

us more imaginatively responsive as readers of his fietion, and as per-
A .

cefvers in general. This expansion is achieved through our aBility to

4

respond -in a complex fashion to Hawkes' comic method; it lies in our aware=—

" ness of our own responsibility in a vioIent}onId and in our ability to
13

balance sympathy and judgment in our responsé to the characters who in+

- -

a PN N

habit the fictional world.
_Because Hawkes is concerned with evoking these values within the =

reader, morality becomes a focus in his fiction! In On Moral Fiction, !

.JohnLGardner states.ﬁis‘belief that "true art is by its Eggg{g,horal" "
in-its éearching enatysis for a system of values;14 this iseeehoed by
. Hawkes for whom it 1is "impossible to think of fiftion without a moral
center.’ %S But Hawkes' concept of moralit§ in fiction resembles ‘ ’
Lawrence's more;than it does Gardner's. While expressing his belief

that "The essential function of art is moral;'Lawrence explains that.he

medns 'a passionate.iﬁplicit morality, not didactic. A morality which ﬁ{

3

I

changes the blood, rather than the mind."16 Hawkes distinguishes his-



of humanii& he finds "too comfarting."l7. Instead’ Hawkes ctaims
v . ¢

his "moral center’ is "Conradian," for it is concerhed with the p
and consequences of the unconscious act: "For Conrad, the best of men

are never safe from their innermost impulses.” Hawkes demands that the

>
i

reader confront his criminal potential, for if he does not "then he is

likely to suffer from a ‘lack of personal ifnsight and will judge others

with'exc_essive,harshness."l8 "Reversed sympathy" arises when we are given
s N .

the means to identify "with the so-called cfiminal or rebellious.mental-

ity.-"19

Hawkes' aesthetic,“which is jpartly rooted in the unconscious,
the criminal or “immoral," depends on a balancé between judgment~aﬁQ éym—'
‘pathy which causes:gs to identify in part wiéh what we_migh&‘under ordinar;
circumstances gisﬁisé as too horrible and remote from our own experience.
" The poin; is Fhat nothiné—~inc1uding such &aboo éubjectg as homosexuality,
" sexual masoéhism ;r incest--is too remote from our experience. Hawkes

déals with the mechaﬂics of repression in all his works, forcing us to =~ °

confront aspects of our own selves which we refuse to acknowledge in our,'

-

conscious lives.

-

Hawkes' characters are sometimes termed "monsters,”" distorted or

pervérse human beings. Larry of The Lime Twig, for example, is a  demonic

underworld figure, but he is also referred to as "god-~like" and an "angel."’

Like the seemingly {nnocentvcharacters in the novel, Larry also has his
) . \

dreams: "'A bit of marriage, eh?. And then a ship, trees with limes on

“

the branches . . -. the Americés-—é proper cruise, plenty of time at the
- . / B .-
bar, no gunplay or nags. Perhaps a child or two, who knows?'"zo' Neither

Larry nor Zizendorf, the fascist dictator in The Cannibal, can simply be

passed off because they are immoral. (As we shall see when specifically
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discussing The Cannibal, it is not Zizendorf's immorality which serves

. primarily. to reduce his status as an individuél, but his pretentiens to-

ward absolute authogity whieh undercut*him as a threatening figure.) Our

. response’to such characters is partly governed by Hawkes':abflity to

create a sense of mutuality within the reader; we come to see that we

- 1Y

share with his characters certain -appetites, passions and impulses. Ulti~

21
mately, we see such characters as aspects of our selves.

the possible reasons that Hawkes‘turned to first-perSOn !
. . e

narration dfter The Lime Twig may have involved his need to induce within

the réad-r,a'senSe of shared identify with the major character. Wifh the

except;pn of The Passion Artist, Hawkes' six novels after The Lime Twig

are first-person narratives. These-narrators are all engaging, conversa-.

tional and &irect in their revelations about ;hemsel;es. In all in?tanees,
Hawkes 1nvites us to identify with unconventional, uqusual types~-—-at least
two are or will be murderers. Yet because these narrators are, essen-
’tially, unlikg us, we %Eel inclined go judge as well ‘as sympathize with
them. - Hawkes determines that our fesponsé to them inv&lves a counter=-
poise béfween juégment and syhpathy. But he does not merely force us to
idéntify with them through’théir engaging natures; the worlds they create
for themsglves have their sources in their ungonsciqys selves. Through

an aestliétic of violence, Hawkes suggests that art derives from internal

mechanisms which have their. foundation in erotic or sadistic.drives.

-
-

.A
+

Aesthetics of Violence . , ‘ .

* Hawkes utilizes the ariist—figure~éoAhelp him delineate the link

'

between art. and the subversive forces in the human personality which can
potentially give'rise to art. He discovers conngctions between the uncon-

scious as it 25 manifested in erotic drives and the capacity for human
2 .

’
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.ffui}illmeﬁt théqu sqlfdexpreSSidn, betweén what is oftén.}gpréssed—f RN

sexual and sadistic i@pulsés——én& the imaginative poten;ial”to remake -

C * . . *

and reorder_experience. The source for “visionary™ art lies in the

a - e =

.

v

. : . v
interaction between these crucial areas. oL .

- N ¥

Because Hawkes finds it necessary to déal‘with;whdi is repressed,

L .

‘anti-social, or "immoral," his artist-figures are bften criminals or

v ’

those_wﬁb live outside of society's laws. Like a poem, 45ays Hawkes, .

"experimental fiction is an exclamation of psychie matérialé'which‘ééme' h
N . . = M - . . '? . N ] "‘, ?

to the writer all readily distorted, prefigured in that nighily.inne?

schism between the rational and the atbsurd."'22 Hawkes" goal is to-apﬁirf.:

- . »
S
. &

vate the imagination so that .it becomés free to exerclse itself fully

in both its creative and destructive-capacities. ,For such a liberation
Lo J.!' . e
! , . R . e .
to take place, Hawkes must get in touch with the uncomscious, and the ;

‘act of fictionalizing provides him with the'megns:

My fiction is driven from the unconscious; its energy comes from_ zfﬂ;' ;}f:
deep psychic conflicts: 1 don't mean that I'm %imply tryimg to * R
‘exorcise my personal self; rather, I'm trying to touch on matters .. ~ - ST L
- that are important to the inner lives of all people.23 - o -

3 - .- - 0. .

- Although‘the unconsctous,.pre-rationai side of méﬁigffotd%'ﬂawkggt*

with a rich and diverse source for his writing; he is not interested in = - -

i

=~ reproducing states of the unconscious directly or in pure form; thus,

“his fiction is not surrealistic in the traditional sense. He has desgribéd

) 7

a process at work in his fiction where subterranean impulses arg“éhabgd ' s

+ and channelled into a fully articulated and formulated'enfity.-?ih? fic- - ti

e
sl .

tional process is incomplete until the conscious mind imposes‘iﬁggﬁésﬁgﬁf

3

conseious forces when he refers to them as "controlled assaults againet.

his readers. . . . The art lies in Hawkes' control, in the restraint of - - ;;




his agsaults.:. . . His fictions arelcpnstructs of sensuous stimuli which

- . . X - v, »

engage, sensifize, paralyze andbrelease with a renewed vitality the slum—

bering energ}esyof the human spirit "2§ .

a <
- B - et ! ~

\\

_For Hawkes, ag for those com}c writers with whom he shares similar

%

aims, and commitmenxs) the element of gontrpl deg<nﬂs“on the ability of
tew = ¥ .
E . . e
- vthe”wtitér to maintain a constant stance of detachment toward the objects
o~ - . : el ¢t

’ . *,
. 3 B » .

of his creation, for "detachment is at the center of the novedst's

- .

. experiment": - - ' . ’ B - D

-

the product of extreme fictive detachment ds extreme fictive -
. sympathy The writer who maintaids most suceessfully a con-
sistent cold detachment toward. physical violence . . . is .ot
likely to generate the deepest novélistic sympathy of all, a '
sympathy which is a; humbling before the terrible and a quickenlng

in the presence of degradatxon 26

- “ .

. ' *  Hawkes has often.been a&tacked fer his lUse of violence and hlS pre-

occupation with pain and suffering. But thls'violence is never gratu1tous

" -
'

s . nor meaningless in the context of his fictional worlds. Robert Scholes

[
l

‘attempts to justify the sado—masochlstic beating of Margaret in [he Lime

- 4

}'Twig by pointing to a balance which exists thtodghout'the long, detailed

description between the poighancy of the events and the ironical distanc- -

v ing which is created in this scene through the style; the effect 4s to

- £ .
“« 4 . o

create "a situation so fraught with tones and attitudes that no simple

w2l

-t

emot%pnai.;eactionﬁis,a@équatefto it. Earl Rovit and S. K. Oberbeck

. v »

.~ . ‘speak of" the "liberating" effects of such violence. Claiming that Hawkes

d . b P is »
. S .

{jy : discovers "a mixture of pity and exhilaration }n'yiolencey" Qberbeck

o points to‘the existence Qi a generalized or abstract viodence in Hawkes'

con o fiction, “a deeper hiess obvious Jiolence, that which is undeclared and

‘1. /3,' . . R .
5 S ? o potential, 1ike anxiety that hasn t yet the referent of a specific fear.' w8
»fThe SOurcexof violence in Hawkes is often undfscovered by the reader,A

¥

B
. . -
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source usuwally ‘lies in internal mechanisms, particuldrly agencies of

Ly . -

fepression.
Hawkes batters our senses through the choice and treatment of his
subject’matter:' Through his style Hawkes often addresses the nature of

“an internal violence which expresses complex, even paradoxital needs.

«

Hawkes' prose is richly-evocative, its tonal qualities ranging from those

of rutKLess d@tacﬁment to lyrical subjectivity and its:rhvthms alternately
‘sensuous and sharply staccato. Such prose has the resonating power to

B . ‘- N . ’ '
convey a significant tension among the elements of the fictional world.
Many passages in Hawkes' fiction carry us relentlessly into an inner

world of intense suffering which is, in part, léngéd for bv the victim

himself. Thick's beating of Marg}fét in The Lime  Twig provides an example

I
" of such a movement, as does the scene of Skipper's tattooing in Second

Skin:

The scream--yes, I confess it, scream--~that was clamped -between
my teeth was a strenuous black bat struggling, wrestlihg in my
bloated mouth and with every puncture of the needle--fast as the
stinging of artificial bees, this exquisite torture~-T1 with my
eves squeezed tight, my lips squeezed.tight, felt that at any
moment it must thrust the slimy black tip of, its qréhaic skeletal
wing out into view of -Cassandra and the working tattooer. But I .
was holding on. 1 longed to disgorge the bat, to sob, to be flung,
into the relief of freezing water like an old woman submerged and
screaming in the wild balm of some dark baptismal rite in a roaring
river. But I was holding on. While the punctures were marching
across, burning their open pinprick way across my chest, I was
bulging in every muscle, slick, strained, and the bat was peering

*  into my mouth of pain, kicking, slick with my saliva, and in the
stuffed interior of my brain I was resisting, jerking in outraged
helplessness, blind and baffled, sick with the sudden recall of what
Tremlow had done to me that night--helpless ahomination--while
Sonny lay sprawled.on the bridge and the captain trembled on his
cot behind the pilothouse. There were tiny fat gliétenfng tears
in the corners of my eyes. But they never fell. Never from the
eyes of this heavy bald-headed.once-handsome man. Victim. Cour-

. ageous victim.29

Hawkes achieves his effect here through repetitive rhythmidal and

irregular syntactical patterns and the use of unexpected images. The

t3
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*

.

first thing to note in this passage is the unusual bat image and its pro;

gressive evolution throughout the passage. Sentences where this image

-

occurs are long and twisting, seeming to represent primal evocations of &
the ‘unconscious self. (The bat originates in the caves of the uncon-

i ) - i

scious.) The passage takes shape as a life-and-death struggle between

Skipper's conscious and unconscious selves. The rhythm reflects this
. 2

struggle through the use of complex, involuted sentences; exotic, oftén
[ - .

sexual images, proliferate on the page. Alternating with these sentences

are direct, declarative ones, reflecting the temporary reassertion of

1
.

Skipper's conscious .self: "But I was ho{diﬂg on." The bat firsf appears
a; Skipper's consciously manipulated metaphor: - "The scream . . . that

was clamped between m§ teeth was a strenuous black bat struggling"; it
then becomeé a symbol of demon pégses§ion as Skipper longs to be part‘of
"some dark baptismal rite." Finally, the bat is imagined "peering into

my mouth of pain"--not so much an expression of Skipper's physical tormént
as the releasing mechanism of the unconscious. At this point, the bat

has gained ascendency over Skipper's "controlling" consciousness, and.

3

the image of Tremlow's "abomination"--his rape of Skipper—-is suddenly
g i ipe

- »

recalled. ) T

Throughout the passage, pain is experienced where the centre for

. -

pain exi;ts, in the mind; and many of thé resources of figurative language
are brought to bear on thig experience. The psychological painfulness of
Skipper's tattooing session is made man%fesé‘glong with the.more evident
physiological pain. 'Pstho16gical pain is augmented by memory and, al-
though Skipper believes that he is submitting to the Eagﬁéoer's‘needle

for Cassandra's sake, his heroism is undercut by the recollection of . the

.

Tremlow incident where he.is beaten, mutilated and gexually assaulted,



.
e

images of which all recur in this scene. 'An'aughority over both Tremlow
and Cagsandra, Skipper undergogs’intense physical and psychological pain
at their hands, the victim, it ;eems, of his utter willingness to be vic;
timized by thpse he:is in a positibn to control. .Thi§ Eassage, then,
presents an intensifying probing into deeper and deéper levels"of Skipper's
unconscious wherein the éomplexi;y of human motives and desires is fully
expressed.' The tattooing rite reminds Skipper of Tremlow's rape, and
both acts become defined as violations wished for by Skipper partly in
order to reinfdrég the image of his own courageous victimization. Hawkes'
style often leads us.into deepér levels of thé‘unconscious self where
the individuai ig forced to confront wiFhout consciously acknowledgfﬁg-
the frightening and unfamiliar shapes of his private nightﬁare.

Hawkes' fiction is steeped in violence, terror and the grotesque.

Yet one need only com;§§e a Hawkes novel with those of other recent

1
2 13

writers who dwell on violent material to perceive a difference. Jerzy =

Kosinski'g The Painted Bird, Gabriel Garcgf Mérquez’s One Hundred Years

of Splitude and Joseéh Heller's Catch-22 are gxamples of contemporary
novels in which violence and brutality overwhelQ the reader. Like Hawkes'
The Cannibal and, to a lesser extent, Second Skin, these are novels either
about war itself or the naFure of warfare and re§olu£ion. Késinskiz Garcia

Mérquez and Heller focus on external events; the books record the atroci-~

ties of murder and rape and other crimes as they become part of the daily-

- '

. ’ )
scene. Every effort is made to augment the theme of violence through -

graphic depictions and dehumanized images. In these three works, ,the

lives of the innocent age juxtaposed to the lives of those who perpetuate

the violence, which further intensifies the sense of horror.' The guilty
a

and innocerft alike are consumed by the violence around Ehem, though a

. A
)

)

.
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considerable gap seems to exist between the victimizers and the yictimized.

f

,

In Hawkes, the gap is narrowed so that, ultimately, we are prepared to °
view each individual as both his own victimizer and victim.

Garcia Mgrquez,'Kosinski and Heller are interested in the consequences

v .

of external violence and the ways in which violence affects us internally

.

. 3 .
or psychologically; they emphasize the victims' helplessness and struggles

in the midst of a violentﬂand chaotic.universe. Although Hawkes‘hses
violence to create a similar consciousness,/she fact of violence is less
important than his metaphoric ?se of it. Violent acts are part of the
"real" world in Garcf{a Mdrquez, Kosinski and Heller--a fact,‘perhaps the
fact, of existence. Frequéntly, scenés of brutality, aggressi;niand sadism
Ain their novels aré-casually b;t concisely depicted. By contrast, Hawkes .
draws out such ééenes which are rooted in violence, exploiting the meta-

. .
phorical meaning of violent behaviour as it expresses man's‘unconscious
desires and preoccupations, such as squpl desire, need for power, and
.self~-destructive tendencies: above all, violence as metaphor conveys

the disorder and misdirected energies of the human psyche. Details which

would normally produce pure horror are often radically distorted ‘so that

-
.

a complex mingling of horror, shock, sympathy and humour results. Hawkes

is not so much uxm;;ned with violence as wifh the source fgr violence ,
amid the complex interplay of human motives, values and desires.

It is significant that there are so many -suicides in Hawke&' fictdon;
those characters who do not die‘by sulcide are often killed accidentally;

s0 that the actual number of homicides is comparatively small. Outer

violence is displaced into the self, as Hawkes' characters fail to reéalize

_or deal adeqﬁately.with‘their own inner urges. The Beetle Leg, unlike

the conventional, Western which i1t parodies, is remarkably free of deaths,

C -

-~



. . - ' AN
but there are igfimations of‘violence everywhere?¥ The novel.begins with
the suggestion that a rape or assault is about{to take place, but it never

ﬁateriali&@s; these gestures toward violence ¢ulminate in the mock cere-

. mony of hunting down the Red Devils, a motorcyele gang whose worst crimes

seem to have been voyeurism and poisoning the Sheriff's dog. There are
killings in The Cannibal, but the most shocking murder symbolically rein-

_forces the internalization of violence. The Duke stalks and kills Jutta's
: LR .

3
. =]

son and then procdeds to cannibalize him, after which others unknowingly
‘feed on his remains. Because Hawkes never explains why this cannibalism
occurs,'and we have no access to normal cause and effect motivation, the

. : ‘ 4
horror that would arise through a realistic portrayal is minimized, or
f .

rather, occurs,in conjunction with other responses. The scene becomes

1
.

‘“grotesque, blackly comic,30 with the emphasis on, ghe inappropriate response

to a situation; t ritual comes to symbolize the process whereby humans
? . y p y

become incapable of exorcising their violence-ridden selves.” The char-

- °

xacters in this novel cannibalize themselves, and in this way become more

impotent and inaffectuél; feédiﬁg on gg;mselves, they lack the:force to

o

lgact against their true oppres8ors. Terror operates simultaneously with

a comic irony which €¢ontinually insists that the ‘characters are prey to
8 b E} -’ L]

their inner selves.

’,

Violence in Hawkes, with its reference to dnterhallheed, seeks to

. B

unify victim and victimizer in the single quest to express the underlying
2

dynamics of a violent &nd chaotic universe. The reader *himself becomes
involved in.thi% dynamic, in the apprehension brought home to him of the

shared basis among victim, victimizer.and reader. Until Second Skin, the

reader participates vicariously gs both victim and victimizér, but in

‘4‘\
. ] - .
this novel, the first to employ first-person narration’exclusively, the

/

'
At
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reader bqéomes aware of a gap intentionally created by the narrator, his
AY . .

s

refusal to play the role of 'victimizer; he becomes an all too easy victim

of the evils practised on him by others, even by his own daughter, as »

the passage analyzed above (8.S., 19) suggésts; One of the consequences
-.of Skipper's determination mnot go repay viélence with further violence

is to implant in the‘réad?r exactly Fhat désire for revénge which Skipper
repudiates in the interests of h?s unpatural tolerance and self-sacrifice.

The reader is implicated in the violence which he would have Skipper per-~
form iﬁ‘response to hié-iﬁcéssént, passive role as victim. Avoiding

8 - -
violgnce, we feel, in-the midst of a world where brutalities and physical

affronts are part of everyday life, is tantamount to avoiding reality.
There seem$ something repugnant to many readers about the passive recipi-

\ .
ent in fiction--he who will absorb punishment without striking back. This’

is intensified when the charatter speaks continually about his "virtues"
as a sufferer. In Second Skin, we may become unconscious victimizers
N e St == -

of Skipper, punishing him, in-effect, for his posturiﬁg{passivity by our

general condemnation of his character.31 Whether we feel that some of

A ’

Hawkes' protagonists go much too far in hei? search to realize sadistic

and violent urges or, like Skipper, do not-go far enough, violence becomes

defined as a condiFion of life to‘which we,~in paét, ﬁust consent.
Skippgr's excessive avoidance of violeAEe i; exceptional among

Hawkes"arfist—figures who project their own need for violent encounters

onto the 1andséapes they, in part, create thereby exorcising their uncon-

scious needs and desires. Papa in Travesty represents the extreme opposite

™

~of Skipper, seeking out violent death for himself and”two others, attempting

to incorporate the destructive impulse through his vision of art, as Hawkes
) R =

also attempts to do, to Some extent, 'in his ficfilon. Allert of Death,

AL
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Sleep & the Traveler refuses to acknowledge that he could have committed

a murder; like Skipper, he sees himself as a docile, benevolent man who ’/\K
simply wishes the best for himself and his friends, Unlike Skipper and
Allert, who in different ways avoid confronting their pasts, Konrad Vost .

of The Passion Artist ‘'undertakes a quest in which he rehearses scenes .

of childhood violence, finally coming to terms.with the universal equation
of pleasure and pain.
Hawkes' power to evokéqzie unacknowledged element of our private

nightmares is, perhaps, that aspect of‘his fiction to whi;h critics; par-
ticularly earl; critics and reviewers, pay the most attention. He alerts
us to the disparity between the world as we ordinarily perceive it iﬁ

the comfort of our everyday lives where there is order, routine and,'con~
sequently, security, and'a world that can conceivably ékist'but which we

séldom wish to acknowledge. He emphasizes this latter world where unreal

dreams are transmuted into living nightmares. 1t is a world where can-

.

nibalism is a possibility, where erotic fantasies of masochism and death ,

s ) . —
erupt and displace our ordinary, predictable lives. We hay respond to

this vision with terrified denials, but we are irrevocably drawn into 4t

. with a sense that nobody is immune to the processes of destruction, decay

and disintegration depicted in these novels. We are compelled*to admit
our mutual participation'in these processes, as we are forced to admit,

gig%g with Papa of Travesty, that we may be morbidly drawn to the bloodied

e

§céhes oi\;errible automobile crashes and human mutilation.- Susan Sontag

. ) » 32
has observed?Ehat "Real art has the ‘capacity to make us nervous"; Hawkes'

2

ﬁiétion certainly succeeds in this, by making us question our own motives
and private desires.

Terror permeates all of Hawkes' fiction, even those novels which,

y .

-
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on the surface, seem less terrifying. Although Donald Greiner speaks -

- v

of Hawkes' "return to terrot" with the publication of Death, Sleep & ‘the

”fraveler,33 the two preceding novels, Second Skin-and The Blood Oranges, ;

are perhaps just as terrifying‘becahse terror appears to be slumbering

just beneath the surface of the bucolic landscape. The appeai: in the

»

reader's terms, is like that”of Yeats' beSst before he "slouches toward
- Bethlehem to be born"; we fear -especially that which we repress, The

threat of terror mark$ these novels as an uneasy cofnhtérpoise between

*

calm and catastyophe; they sustain, but only Séfe;y, tbe ter;op and vio-
lence that the sanguine regconstructions of the platia narrators would
. : ) .
d{spehse with entirely.
In spite of the unremitting nature of terror and our‘anXiety in the

- face of this terror, Hawkes is also concerned &ith_the hyman effort to”.
. - * »
© construct a world which succeeds in merging terror with human purpose.
) A
. He attempts to forge meaningful connections between violeiice and fear;

1
.

on the one hand, and dimensions of human awireneés, on the other.. To -

submit to terror, as Skipper and Konrad Vost do, ig to open oneself to
. | . . ‘ @ .
new poteatial, to the possibility of renewal, though Skipper and Vost
] L€

embraCe this possibility in different ways. Michael Banks of The Lime,'

Twig provides an early example of a character who is able fo turn terror

into meaningful action. At the end of this.novel, after Beiﬁg viétimi;ed

throughoﬂt by Laryy-and his gang, he stdenly realizes that he possesses
the ability to be an agent of power himself and possibly tolredegm his

" former actions. .Although his final act results in his death, it also B

e

destroys the pléns,of those" who have terrorized him and his wifg, Ma%gqret;‘.':

terror is transformed into action which has affirmative overtones. From

“w o

»

his first noyel on, Hawkes addreééés the poésibility that violéﬁce'cant

4 ”
‘
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- writers to create a 'privatized world" of subjective consciousness; he

" betwéen these two "categories" as.if explores the natures of the creative

’

be;enlighteniné, that the capacity exists, often through the—imaginative

and ordering principleé of the artist-figure, to use: violence and pain

.. . . N
B

as a means for exploring the natire of our relationships with dthers and
. . > . .

4

. R Al

. <, .
with ourselves. ”

- ) 3 . . B

‘ Le et
The Visionary Aesthetic. - ! ' s . g

¢ . ’ . N a . -

:.lnahié.provochtive sfuay of posf—modernist fiction, Literatdfe RPN
) Lo i : - w i ! ’ I K
Against Itsélf, Cerald Graff criticizes the ‘tendency of contemporamy. ° .
— — . ‘ PRRen

s

coritrasts the aims and-effects of modernism and postnbdefnism: .
_ R ST . R
modern fiction, except in a few instances, did not actually effect
the total subjectivization and privatization of human experience .
called-for, by modernist theorles whlch defined literature as an |
expre591on_of 1nward 'consciousness' set over against, the rational
discourse of the public, objective world. By contrast, postmodern
_fiction tends to carry the logic of such modernist theories te
.. their -limit, so that we have a consciousness so estranged from ob--

jective reality that it does not even recognize its estrangement
as such 34 -

TheApostmbdernistte_reply eé Graff'e final observation would-probeblg be
thet ench an estrangement iszen iiluéionzlnhe result.of a{fa%gifyenbvfew"
of reaiity-and is nased on ‘an inaecurefe‘distineeion,between‘QObjectiye
;eglity"land "fiétionel realit&.” Metaficg@onketresge;'the similarities

o

impnlse and the fiction—mqkiné process~itselfl

4

In The Metafictional Muse, a- useful overview of the literary and

s s - . » A, ~

philosophic antecedents of metafiction, Larry McCaffery says that the
metafictionist examines many of the samg issues which more traditional

. , -A . ., . &‘.,

writers haveé explored: the meaning of human ideﬂ%ity, the accessibility

of knowledge, the’ influence of - environment and human systems, and the

“

basis of‘man's innermost impp}ses; desires“and fears:w,lp exploring ‘these -
- T . 2 . . .




At

—?

. commitments, the métaflctionlst diverges fqom the traditional writer by

L

e f
. - v - +

regions, charted countless times in the past by writers w1th differlng

- v

3

-

emphasizing the role of fiction itself in ?unlocking the complexities

N g

of self~definition and the manner®im'which we project this definition

N : 13 :v"'}’j
through language. >~ .
o . . P ‘ T
According,to the metafictionist, all copceptﬁalizétions Qf reaiity«

v

- ‘o 1
which we assume in our day-to-day responsiyeness to the life ardund us

.

are "fictions" in the sense that they are imposgdﬂon us. There exists

1 Vs

little qdalitative diXference bétwéeh thleictions‘practised by the

v e . 4
writer and those "ficyiong” which serve the purposes of the larger instru-

’ v .
ments of sociaiization~and institutionalization; the essential difference

4

.is:ﬁhétjwhilc;the writer knows his creations are relative and arbitrary,

[y

individuals séldom reflect on the arbitrary nature of thegde "other,"

. .

- seemingly absolute fictions. What underlies the impulse of metafiction
N . o 7

.. - C -
is the conscieusness that all forms and systems are created; thus none
- i ’

‘are any more valid than any other:’ In this sense, nothing is more "real”

than“anything else, for "fiction that*insists on created reality is its

own reality; has its own vitalit} and ehergy." Writers who "rePresent"

rather than:'create” ' think they are reflecting or reproducing reality.

They must think'they know- what reaTity'is, they must think that 'out

!
there' is reality, ich I don t think at all. n36

.

ers ‘to two kipds of metafiction. there 14 the kind

1

McCaffe

which "direetly-examinesoits own construction as it proceeds or which.

. . ‘ T4
- K PR . . 7
- -

) comments or speculates about _ the forms and language of previous fictions."

.

Such fictions may conspicuously arinounce their own area of exploration

v
’ ~,

- or even thelr theme.‘ More generallyq the second kind of metafiction

embracesA"books.which'seek‘to examine how all fictional systems operate,

1} - » .
’ - - ~f 4
» . 3 .

¥
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their methodology, the sources of their appeal, and the dangers of their Sl

being dogmatized."37. Although- the first kind is applicable to Hawkes at.

3

times (f&f example, he often parbdies prior fictionai forms--the western,

the detective thriller), the second kind is more generaily applicable.™.
Hawkes is concerned with the deployment and operation of fictional

systems, - the cr;agive impulse and its sources in the unconscibus, and

the relationship between two kinds of fiction: the fictions by which we
live, including the laws of socialization, and the ;;ctions which we create
ourséives as individuals. Hawkes is concerned with exposing the "moral
'fictions" to which we often give false ailegiance in our attempt to

accommodate ourselves to conventions and "fit into" society. - The novel-

ist, Hawkes says, must seek "to destroy conventional reality’}

I ™ . 2’ a . "
which he sees as "essential to our survival.”38 - The other” kind of fig¢~ -

. -
-

. L%
tton which concerns Hawkes relates to our efforts as individuals to. . > m

create our own sense of reality often through the manipulation ofléthers

S

and external reality, the way we give shape or pattern to our own exper-
ience through our imaginative impulses and assert our identities in the

process. In this sense, his. main characters are artist-figures interested

.
»

in creating "worlds" which reflect their own values (as set against the
values of conventional or traditional morality) and in which they can

project their own artistic goals and ideals of clarity and design.

Like William Gass, John Barth and other metafictionists, Hawkes

properly

feels the impulse to make or remake the world. Gass argues for "

philosophical” appreciaEion of the novel, dismissing the interpretation R N ;
of fictions which regards them "ag ways of viewing'fealify and not as " . ;
additions to 1t."39 As the contemporary writer now better upderstands " o
his'medium;'Gass él;ims tha;=h;rneed no longgp be éqncé;he& wifh N ) i +

. .

R ey ~ >, i -
N - + .
. - . M n
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-

"rendering" the world: "The esthetic aim of any fiction is tﬁé creation

of a verbal world, or a significant part of such a world, alive through

. > TR "40
-~ every order of its Béing.

-
Gass argues that objects inm the external world have their correlatives

in the verbal coénstituents of fictional "reality," that fiction:iis a struc-
g .
ture composed Jf materials (words) like structures in the "real" world:.
- . s

Like all the metafictionists, Hawkes is concerned with the fictional process

-

e

and he stresses the fundamental differencés between fiction and "the world we

live in." Hawkes characterizes his own novels as "visiodary." Visionary

3 - -

' R P
fiction speaks to the primacy of individual experience vhd the translation

v

of this experience into a heightened, éﬁiivened prose whicﬁ reflects the

«
H - - €
W, <.

‘rhythmé of a personal consciousness. Hawkes def}ngs "vision" in abstract -~

. - ¢ ~
terms but emphasizes its separation from the "real® (outer) world:

, Visionaty fiction is a unique world, separate and different from the

“world we 1ive in despite surface semblances,*- Visionary fiction id a
fish bowl in which the clarity of the. bgwl is unique and you see .-
the stream of fish, the gleam of fins--it is a fish bowl different
frém any other.%l - i g

» A

’

~

Like the metafictionists, Hawkes stresses é&e primacy of language in - -

» -~ - -

.visionary fiction:az "When fiction is original and yet speaks to-all
our primary and disturbing needs, it is phfased in é’iénguége that Has a

life of its own, an energy of its own; and takes on chafaégeristics of

43

) what I would call visionary lifeﬂ" - "Hawkes' comment, like his state-

£ £

ment on.visionary fiction, seems deliberaté&y vague and ablstract. One

of the obvious qualities of. fiction which "is original” yet addresses our

LY L. - - .. . . ‘ ’
M "disturbing néeds’’ reFates to. its "shogk value.” Hawkes' fiction, as
. o i ; - g
oo . & 4 - ; .
» “.previously, discussed, .1s aimed at activating an awareness in the reader
L N of a shared purpose or«nged with the characters in his fiction: Haﬁkes.

.

eﬁcqurages our recognition of a common identity. Hawkes' languaée does

19
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" functdon and the lyrfcal capability.

\

» : - -
the nature.or extent of their control. We may become .conscious of the

- . N
s e

not mgrély describe, but it evokes images of ‘our uncomscious and evgh_
: . 44 "l @“ . o . ) .
our "mythic" lives. . Referring to Hawkes'.first novel, Leslie Fiedler

speaks of Hawkes' propensity for “extorting from terror a

(

will not mitigate that terror."AS As reaaers, we become aware of levels
-

P J

poetry-that

.

of'apprehension, sometimes contradictory, which challenge our tendency’ to

»

» . . * PR Al .
- reduce and restrict meaning. One of the ggminant qualities of Hawkes!

prose; particularly his first*person narratives, lies in jits ability to
. : ’. ¢ * * >

express the rhetorical and ly}ical constituents of. the subjective worlds

of these narrators. At ‘the same time ‘that. these first-person narrators

2

seek to cohvinge and justify, the§ also seek to utilize language to helh

them sttain the ‘elevated heights of v%sibﬁary;power. In the opening

‘passégés of Second Skin and The Blood‘braﬁgés; the narrators of these

", works "overload" us by presenting us with élabporate and exotic images.

.

‘They introduce themselves by relying heavily on figurative language and ~

devices, enforcing their authority as éreative artists and “world" makers.

In this way, the openings to these two novels reflect both the rhetorical

We are able to engage, to some degree, with the narrator's exper-
ience as it becomes expressed through tﬁe capacity to make or femake
reality. But all of Hawkes"first~person narrators create a form of
aﬁfhoﬁ;tar#an order whieh‘igfdependent-ppon'éﬁeir status as.cgytr?lling
figures and manifested‘thfoughgyt the text in a variety of:ways.'“Our .
response is dictated by our willingnESg‘to beddraWp into‘the.narrafor's’

world while we simultaneously draw away frpm it, dueétioning, perhaps,

-

"

manifold tyrannies of language, as we ?re'forced to retreat into a kind

of silence; tn Travesty, for example, we become effectual prisoners of

"

t - B - N
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"subdgcc the madness and/or 'vision' of their protagéﬁists."AQ One of

oL - ~ . . . <

L h ",n’ . .y . - ".v , . : . . .
an drt where language.is released from its traditional capacities’ and

WV e

r
. r

-

becomgs the. fanction bf;oné man's psychopathic fantasy to.dominate apd -

cortrbl. In Hawkes there is,inevitably a dialectic‘Beiweeﬁ the reader

‘and the text, where the ‘text becomes a manifestation of -authoritarian

.

will. This responsiyeriess of, the reader.to the tgxt as both Iibperating®

~r » PR

and imprisoning ‘becomes complicated further‘with the distinction to be

° S - : .
made, particularly in the first person ‘marratiyes, between the author's

<
-
- -

and the narrator's "text." The question for the readef may come to in-

~ .
1 s -

volve his readiness to succumb to‘authofﬁty as it is éxpressed thfough
the vision of the narrator's reality or world, or it may focus- instead

.
-

on the ‘evocative powers of language itself. " In other words, the reader

3

& B - M .

may be pressed to choose between the world in the novel (the narrator's

P ] .
world) or the wor}d‘of the novel "(the novel itself as lyrical ekpression).
ot ‘ 1 g

-

Hawkes' visionary fiction emerges as a process of reaction to and. inter-
: N . . *

1
4

action between these "worlds." - : i ’

~
- 2 .

Throughout Hawkes' fiction the narrator insists on his own partial-

‘

Jity; his distinctive \license to see things in a particular way. In his

s . 1

" essay, ''New Fictionﬂin\America,"\Richard Koételanet; refers to "the -

" . -

creation of an unusual narrative voice'" in workswhich '"take *as their

-

)

v .
™ * N t s -

the;étrateéies that a éontemporhry novelist may use to exploit the char-

,acéer's_or narrator's point of view of reality, Sharon Spencer maintains,
L ) €

' is the "closed structure"™: .

t.

The closed structure is a world in itself: a self-enclosed,
: privaté% usually intense, and often extremely haunting world
~'itn which the accustomed types of literary characters and the’
usyal relatdionships in time and space are inappropriate. The.
tloged structure depends for its enclogure upon the restric-

- . tion of the perspective to one exclusively maintained emotional

and intellectuhl attitude toward-the subject.47 . !

3
’ . . g A,
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Such novels may project worlds where "fantasy and reality are so deeply

intermingled that a fusion is attained, a fusion that is intended to repre-~

8

sent an expanded . . . a more comprehensive and . a more accurate. -

a

- ~

o 48 ; Co A . . )
reality." = .Novels whiclt have a closed structure may possess various.

~ "secondary" characteristics, all of which have been attributed to Hawkes'
novels: such traits'include_é pronounced style which may be odd or ornate;

in subject¢matter, they may deal with the groﬂesque, the unmatural, the

marvellous, "the perverse and.the perverted"; finally, they ffequeﬁtly

_evoke the unconscious mind and the dream world. Such novels operate
autonomoﬁsly or independently of traditional variables, for their authors
are unconcerned with mimetic requirements, and novelistic conventions:

- .

»+ There is no mneed for characters conceived and portrayed according
to the principle of verisimilitude amd provided wiph~béliﬁvable
motives-for their actions, no need for conventionally measused
approximations of time and space, for dialogue-that .reproduces
actual 'speech patterns, or for actions and, themes that .reflect"
the laws of ordinary men. 49 ) i

- * - A

-

Within this closed structure, the laws.of the ordinary, the natural

or -the expected no longer ;pply. Hawkes takes particplér delight in'upﬁ

- - . -
~

setting reader expectations, as when he "kills off'™ the character Hencher
whose first-person meditations comprise the 25-page. ''prologue" of The

Lime Twig; HaWke; defies formal conventions b} structuring The Cannibal

~

and The Beetle Leg around a succession of anti-climaxes. Nefther novel-

3

<

istic conventions nor the laws of .external reality apply within the closed

structure, Under the coﬁditioné which operate in the traditional novel,

the individual is frequently in a situation-where some fdérm of compromise

becomes necéssaryf the identity'of the individual may be shaped by vari-
ous factors, including societal, fémiliél and reldgious ones, and he must
' -

often acknowledge these factors in his distoveries about his own nature.

13

' Within the closed structuE; of much contemporary fiction, the individual

[N
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becomes free to explore the dynamics of his own being, particularly the
processes whereby he creates his own world- Through this exploration,

Hawkes scrutinizes his own fictional impulse and the process of fictional-

o

izing. Through Hawkes' dream worlds, the artist encounters aspects 6f
his own creation. - in the efforts of the artist-figure to create a world
are reflected Hawkes' own attempts to create a fictional world which_is
unique and independent of external reality; the fictional world, in turn,

reflects many of the concerns, values and tribulationé of the a{}istic
. - Q‘;

self as Hawkes conceives it.
& In various ways, the artist-figures in Hawkes' fiction rehearse
‘ the dilemmas, obsessions, and preoccupations with which he is concerned

as a writer of fiction; they represent versions of the artist as he con-

~ B

tinuously examines his function as a writer through the act of fictional

composition. In an interview, Hawkes spoke of Sidney Slyter of The Lithe

Twig and the ineffectual detectives at the end of this novel as "images

of the absurd and lonely author himself."50 An element of self-mockery

~

I

is also implied in Hawkes' statement that Skipper, the narrator of

Second Skin, may be viewed as a’ﬁcomic representation’ of the author.51
oecond oxin, y ] P

Similariy, Hawkes has commented that both Hugh and Cyril of The Blood
Orangég may be taken as composite images of the authogial consciousness.
The list of correspondences is far from exhausted by theée examples
Hawkes affords us. The sordid activities of Zizendorf and the Duke in

The Cannibal sdékgét the difficylties inherent in ordering material which
-
. . .
refuseg to yleld itself to the conscious act of‘ordefing; similarly,
« 7 /
Seigneur of Virginie alludes in.a seemingly casual fashion to the "oceca-

sional intractability" of his medium. . Papa, the narrator of Travesty, par-
4 .

odies the artist's obsession with the conscious element of creation:

v, N
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that which involves design, clarity and detachment--all matters to which
Hawkes has alluded extensively in interviews and critical works.. Self~
parody is a crucial concept in Hawkes' novels through which the novelist

scrutinizes many of his fundamental impulses and aesthetic theories.

‘Many of Hawkes' characters are outsiders who create intensely private

" worlds which are undermined or repudiated by society or  its representa-

tives. In visionary writing, whether the poetry of the Romantics or that
of a novelist like Hawkes, the figure of the artist is often an alien

or outcast. The Romantiéé, however, soﬁght to liberate man by perce;ving
the universal and the abstract in the individual and the concrete. The

]

visionary fiction of Hawkes depicts man's innermost needs and impulses,

s

. more than it does his aspiring-:potential. It points toward the idiosyn-

cratic, the hidden potentiality of self without directing this awareness

_outward toward a universal vision of harmony. Its essence is the self

reaching toward personal and imaginative fulfillment rather than a whole-

ness. embracing all of mankind. The dangers of solipsism may be fully

realized in Hawkes' fiction. . Robert Langbaum speaks of the Romantic's
need "for a strong individuality that can reject old values and create

"

new ones, that can create its own organization of the worid. On the other
hand, there is the danger ﬁhat such an individuality wiliciake a world
of itself."53 The way to avoid this possibility was "to maintain a strong
ego open to connections" with nature or "to reconstitute the self by draw-
ing upon and helping t; create a new secularism," as Yeats' religion of

art or Lawrence's religion of love)54 John Knapp believes that Hawkes

“succeeds in doing this in The Blood Oranges. He speaks of Hawkes' efforts

in that novel: to evoke an "imaginative creation of a new moral order, super-

* "ud5

seding a moribund, exceedingly sterile Christianity." But Hawkes' fiction



fully realizes the artistic potential in both its creative and destructive

capacitieé. In-Hawkes' triad of novels, The Blood Oranges, Death, Sleep

& the Traveler and Travesty, the three narrators define a gradient from

.

narcissism to solipsism, from engdging in creative activity which draws.

on elements outside the hounds of the creator's imagination in The Blood

Oranges, to fixing the self and others wholly within the constrictive

limits of a persomgl vision in Travesty.-

e

The position of the artist as an outsider allows him to }etain his
capacity for vision undiluted. Since he does not fit into sociéty and

is unable or %nwilling to operate under its norms, he is able to develop
the capacity to create those structures which serve his interests and his
particular abilities. i o “
Because the writer is concerned with extremes, then, he is able

to form a figurative alliance with the outcast and even the criminal:
-5 . 2

those judged unfit for conventional society. 1In his concern with the
role of the criminal within his fiction, Hawkes goes beyond a writer like
Conrad\whose characters are also frequently outcasts and criminals. Both

these writers express a-sympathy whioh is broad and nonjudgmental. But

flawkes' sympathy, which like Conrad's, is for '"the.saved and the damned

o

' is of a different order from Conrad's; for Conrad, the "few

alike,’

simple truths" were the necessary restraining bonds which held off a

v

~

collapse into anarchy, and Conrad continyally expressed his commitment
to these "truths." Perhaps it can be said that while Conrad's sympathy,
though always ambivalent, is mdrally motivated, the identification which

Hawkes feels, a passionless identification in the interests of an art

of ruthless exposure, is aesthetically oriented. It 1s grounded in the

recognition of the necessity which he shares with many of his characters

#
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to disrupt the terms of conventional thought (under which presumably ) 1

even Conrad's "few simple truths") and Lo substitute a subjectively valid -

expressioﬁ of the self, its ideals and ultimately, its repressed desires
. - .

, . 56
and unconscious dictates.

«

Hawkes deems it insufficient merely to direct the fictional exper-
ience toward the disrpe#don and destruction of conventionaljmoraiity;
this, in itself, suggests an essentidlly satiric or didactic. function for

a;t}’ He insists that art be restorative as well, just as he insists on

AY 3

.

the "double-edged nature" of comedy. In Second Skin andAThe Blood Oranges,

he sets out to sﬁggest a new basis for human relationships;, replacing the -
conventional morality he believes the novelist should 'destroy." The’

basis of this relationship is within the imagination itself: "it is neces-

B r

sary to destroy repression while showing at the same time, that the ipagina~

i . o 57 .
_tion is unlimited."” . On the surface, these may seem to be two incompat~ -

ibleﬂbperations——the first a moral one, and the second, aesthetic. It
is typical of Hawkes' need for paraddx‘that he links them in this way and,
in Second Skin and The Blood*Oranges, it seéms as though Hawkes nearly

-~
succeeds in his "ideal" prescription of art's function. Nevertheless,

B3 v ) .

v

“the narrators of' thesé novels do not manage to seduce every reader by

v By ]

the idyllic visions of harmony and peace which'théy set before him. At

-

the very least, the reader becomes conscious of irresolvable tensions

~

within the landscape of these novels: these are fragile Edens with lurk-

k3 L]

ing déngers. . ~

.

In Traveséz, the situation is more extreme. Hawkes defends the: -

novel as pure vision, "so purely a work of art! and ''not an outrage. against
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life in spite of the narrator's intentions to kill his dauébter and

B

best’ friend. Travesty posits the existence of an airtight world governed

[
W
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by Papa's aesthetic principles of elarity and design,.where .all moral

considerations are dismissed as irrelevancies. But Travesty evokes a . >

~

variety of responses from the reader (including moral ones). This nar-
™ N

rator is, we discover, engaged in evasions, deceptions and contradictions.

Like the other first-person narrators in Hawkes' novels, Papa’'s authori-

tarian claims challenge the reader in various ways, creatipg, in effect,

a climate of incertitude and ambiguity. In Hawkes' novels; in general,

n

the aesthetic vision is undercut and challenged and, in this way, the

reader is-pdaced’in aoposition in which he can participate in the process ) .

~

of examining and testing the aegthetic vision ‘at -the same time that he

.

is made regeptiveﬂto it through the lyricism by which the vision is ex-
~ - .
. f@n

pressed. : . .
j— - ' - »
Art and Anti-Art : :

t

‘A way to lgok at the controlling and.shaping process in Hawkes is

through his concept of "design and debris,” a phrase often repeated by

Tfavestz's narrator. Hawkes' works often express & dialectic between

the act of fictional orderiné and the chaos of a 'reality"“which is poten-

°
s

tially subject to the ordering process but ultimately threatens to dis-
N .
gsolve such designs as are present in created or "fictional -reality.'™

Hawkes' first works of fictdon (from "Charivari' through The Lime Twig)
. p . . - . !

express the chaotic nature of experience; the world is seefir ! s )

+

- in catastrophic strife against itself; all life suffers from the threat ™ *-
of total disintegration. The relation between a world portrayed, on- the -

one hand, as chaotic, absurd, subject to laws which may be €ither meeh~

~

anical or arbitrary, and fictional style, on the other hand, is evideng

in a novel+“tike The Cannibal: against these forces of disorder, the

visionary artist asserts the powers of language and metaphoric thoughf,

N\T\ . _
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imposing a design, a shaping and creative consciousness. Hawkes' styl-

istic control suggests a sense of absolute order, -asserting the artist’'s

L

-

power to absolve the world from an emptiness which lacks even the echoes

of .despondency, the voice of its despair. Through the process of fictional
. .

patterning, Hawkes gives his universe a voice or, at least, the ghostly
[
presence of one.

In terms of Hawkes' concern with the manifestation of artistic con-

trol and design, The Lime Twig is a sigqﬂficant work and anticipates the

novels which follow it. The Lime Twig focuses on a region between dream

and actuality, an amorphous -realm where the self begins to form out of

-

chaos, and, at the end of the novel, a single voice suddenly finds the

-

. . . .
strength and the resources to articulate its protest against the nightmare

forces'that would silence it. Second Skin and thentriad of novels which

follow (The, Blood Ofénges, Death, Sleep & the Traveler and Travestz)

.

L4 .
extend the artist's need to impose form ang design on chaotic reality.,

L

The first-person narrators of these work; strive to expresé the inner
'being andftransfofm reality according to the imperatives of a subjecfive
'vision. These novels explore the limits of wisionary art, an art which
proposes in highly subjective terms the'breeminence of imaginative thought .
disqharged through an often obsessive concern with form, desigﬁ and- in-
ternal coherence. _They express the visionary aesthetic in its powers

to transform or transcend chaotic reality and to seek a form of absolute
control iargely through imaginative construction. The-artist-figure feels

. . .

the necessity of assuming an absolute authority in order to counter-

balance that which threatens the ordered harmony he attempts to achieve.

-

he .

From Hawkes' first novels, then, where authorial control is exhibited

largely through the linguistic and stylistic devices of Hawkes himself

.-
t
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as a tonstant authorial presence, we mové to novels where symbolic artists

filter .their visions through equally constant, but unique and peculiar

-
3

consclousnesses intent on dispelling chaos and setting'in its_place.the
élariﬁy of their designs. By using first-persoA narration, Hawkes is
abléeto present directly and with a sense of immeéiacy the’visions to
which these artist-figures are committed while allowipg for c&mié and’

ironic overtones which serve to call these Visions into question.
Hawkes' art reéfuses the imprisonment of design. Hawkes continually

engages in a process of fictional "testing” in which he explores the_ limits
N :
: 6

of visionary art and its power to withstand ‘those forces inimicable to it.

.

Although Hawkes' artist-figures share common goals related to their common

' as artists,.his novels are also concerned with those forces.

-~ v

“vocation'

which oppose the artist-figure. As they are embodied in the liberated

unconscious, these forces can provide the creative energy used by the
imagination to construct the visionary world. Almost all of Hawkes' nar-

rators repress aspegts of their uncgggkious selves, yet they are able

to release the energy of the unconscious through their desire to 'make
a world"; in contrast, theré are other figures in Hawkes® fiction who

are unwilling or unable to utilize this energy and thus are doomed to

sterile and meaningless activities. Among this latter group are Hawkes'

o

failed or incomplete artisté.
Inevitably, ngkes' artist-figures are involved in a struggle against

the forces of "anti-art." These forces may be embodied within a society

w . - ¢

which is dedicated to the pursuit of materialism, conventionality and

death; often the artist-figure has a specific antagonist, a repressed
A ’

or repressive-r individual who represents the sterile values of a societal
i/

, A
order, like Miranda in Second Skin, Hugh of The Blood Oranges and Henti

’

-
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~- of Travésfi. Throughout Hawkes' fiction a dialectic struggle occurs

-

_ between the forces of art and anti-art.

LI

In the first three'novels, The Cannibali' The Beetle Leg and The’

- Lime wag,'the artist-figure is indirectly opposed to a character who . > - p
.embodies an anti-artistic sensibility; there is seldom much direct «con~ -

flict between these two symbolic‘fxpesi In the sterile and static landﬁ‘.\.

v

scapes which dominate these novels, the artist succumbs kiterally or.

figuratively to the forces of death which surround. him; sqciéty_stifles

the artist or responds to him inadequately.

From the failed or incomplete artist-fighres of the first novels,

Hawkes cdmes to focus on the artist who is.able to achieve~relative“'

success any effect an ambiguoué triumph over the destrucfive forces of

. A .
anti-art. These are the first of Hawkes' visionary artists wHQ,zlike
{

-

Hawkes himself, desire to "create a world." Skipper of Second Skin and

Cyril of The Bloéd Oranges may be considered early versions of the radi-

cal artist:'a term which applies more definitively to artist-figures

!
1

belonging to the third phase of Hawkes' fiction. In the 'more recent

.

fiction, the freedom to, create becomes an absqlute for theé- artist. These

artists-—Allert Qf‘peaggv Sleep & the Traveler, Papa of Travesty, Koprad

Vost of the Pagsion Artist and Seigneur of Virginje--combine qualities

of the first two groups: like the anti-artists of the first phase, they _

N

possess and seek to exercise their inherently destructive capabilities,
but like the artists of the second phase, they succeed to_v;rying degrees
in the impositions -of their wills, finally, like the falled artists of
the first phase, they “becotie the victims of thelr own sucpess and will

to power., In works from Travesty on, Hawkes focuses on the artist's

T,
-

readiness to ggce a sacrificial death in the interests of an ablding,.
<

® - : ey

LN




Y

inténse commitment }q an art which overrides humanistic concerns, -art art

.
.. .
R .

v 4 t "
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éefore we can consider theé conflict between the forces of art and
., Ve T . Lo - R 1

1

anti-art and the natu;é}of the visionary artist in Hawkes' novels, we

.
N

“need to consider brieflyiﬂawkes'.shorter fietion. Hawkes' three novellas

(“Charivari, 1949;

g \ . . ' .
"The Goose on the Grave," 1954; "The Owl,"<}954) are'

-t e >

fadically experimental. In a sense these works can more justly be termed

y - e § - »

sutrrealistic than'Hawkes: novels, for in them chaos never attainsﬁ4nor
. - h . . Py -

aspires to, artiqplatibh. -Many events and characters' motivations are
L . . b4

- left unexplained. (This is particularly so,in the first two povellas.)

We never manage to determine the nature of characters' desires except

in terms of what they refuse or renounce. -The knowledge that Henry and

o . / C s
I3 . L s
normal enough b6ccur-

:

Emily Van of "Charivéri" are to bécdheﬁﬁaiénts (a

rence) sets off a series of hallucinatory vfsions'relétigg primai#Ly to

sexuality for Henry and childbirth for Emily.’ The self is suddenly beset

KY . .

By.a burst of unfamiliar and terrifying imageé._a spiféliag~séquencé‘of ;:'T

A

biiarre.dreams and fearful phantasmagoria, aloning Henry and Emdly'a

[
L

kipd of escape fromw the world of "responsible" order. (This order, how-

ever, oniy manifests itself ironically and comically in~the'derénged‘
S 1 . . LY e e

. s

aspirations of their pareﬁts.)~ Though these hgllucinatiors partaké of-
the hellish, they act simultaneously as ironic cleansing agen{é,‘puri»-.

fying the world for Henry and Emily, particularly of their new, adult

fears. At the novélla's end, the two forty year old "€hildren".return

to the world of innocence. The demons exorcised, Henry's friend; Gaylor ,

s

- rwhich also minimizes to an extreme' degree connections with external reality.

e
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__~Il Gufo, resonates, w1th despotlc Aauthority "as does leendorf s 'in.*The

(AR

v

¢ *

-~

Basistini“can now‘annouéee,'"'All=rfght,‘it's time to play.'”59‘ The

)
¥ .

novélla's dyhamic depends gréatly on the opposition between authorial “

-

control énd the rhythm of ung€ason which drives the characters in this Car 7

>
- [ . 3 4 . .

b .
work. . Lo . ) . . .
e . . .. R . .
> . [ ~ . ~ -

There"are sevéral paralléls betweeh "The Owl" adh "The“Goose on

~

3 LY

'the Grave and Hawkeé"flrst twaq, novels both of Wthh were wrltten prior "

1
-~ s . . PR ¢ ny

- v

~ * .-

LIS

to these'two novellas:’ the narrative voice of the dictatof‘in "The owl,"™ T

. ' 4 ~ s

o a
~a $ *

“

“. .

Cannlbalr and several images, such as the aepictidh of a barren landscape,

= ,
K . - . “

nrecall The Beetle Leg. The concepts of authorlty, repressxon.and ritual.’

x

. ' . i “ ¥ -

are fundamental I'inks between the novellas anﬁ_Hawkeg“ novels Knot,bnlya
. . ‘e , Qi . 1
M i A ~

- . . $ U '
The Cannibal and Thé-Beetle Legf but later noveIS'as_well):
- (-4-' « . * e
~ Hawkes has never publisheé another nevella in. the tﬁirty years ’
<7 . »

~

following "The Owl" and "The Goose on. the Crave,"*and it is prqbable he

’ ¢ K

felt conflned by this particulsr form, unab%e to create a fully developed

' -

and self—contained'fictional'world of interagtion and conflict, and one,
in addition,ithat eould.do justice to his overriding sense of design. -

The prohlem is more obvious with the short story; yet several of Hawkes'

.

short fietioﬁspah'be considered successful precisely because hé utilizes *
" - LI . - ' ) . ’ ’

Jthe rﬁhetedt "limitation™ 6f'thi§ ﬁorm, relying, for ekample, on a single
effect, such és his“cogceétratton in»ﬂfhe'Grandmotherf on-the tonal'quali~
(ties he is able.to b?in; to bear'da'a sﬁdgle iscident.
1. Y.
In his novels Hawkes can fully express his sense of the artistic
. ceo

sgnsibility ds it collides with the anﬁi/srtistic semsibility: order

opposes disorder. or, more oftén, conventronal order; Eros oppeses Thanatos.
Hawkes' firgt novels are filled with %arled or incomplete artistéfigurps:

* ¢

those who become overwhelmed by a form'of chaotic reality--whether it

}

»




*#7izendorf's fascism in

is the* formless rdality of unconscious forceé_or‘its outer manifestation,
a random or absurd universe, or an order which masks chaos itself, as

The Cannibal. In the chapters which follow, I
t e T -

N v

intend 'to’ trace the development of' a £undaﬁen£al dialectic in Hawkes'
y “ P .

at

N A~ 4 B . - ~ i
novels: the conflict between the visionary artist, who'represents many

» ..

»

- - c.‘ N A . + ’ ’ . e
of those valpes implicit in Hawkes' aesthetic (desire to create a world,
. v ¢ ¢ . »

% ’

L )

id -

. a concern with design-and the orderipg function) and the embodiment of

x -

‘antijartistfc forces, which usually takes the form of an antagonist of -

. gt . 4 » RN s .
.the visionary artist amd one who 1s-seer to represent repressive, sterile

’
* R ¥

- and destructiveé forces. Treating Béwkes',novefs in chronalogieal order,
Y RS .

! +

beginning with The C;nnibhlh I will examine what I believe to be Hawkes'
- ’ T . "* * .;n - L) ' -

growing tendency toward a_péstu;e of self—scrutiny—wigh regards to an-

- K .

aésthetic hg-has cgfsistentdy expte;seé'thxoughouq,his career. Of par—

w v . .
ticular concern

L
Fun M

through the copplex worlds of thé artigt-figure in the middle and more

recent fic Zon, to an‘exactiggpand intensive analysis in order to test

’ . : e . ., )

the limits.of his dwndvisiongry art. For this reason, the first-person
- N . i 4 ) '

narratives, Sécond.Skin, The Blood Oranges, Death, Sleep & the Traveler

>
- .

and Travesty, are vital to this.study;’ihe visiané&f’aﬁtiStfwill be

examined closely in these works for the light “that this figure is able
to shed on Hawkes' aesthetic, e -
, The exploratory method to be applied in the sqpceeging chapters.

v 3 5

is consistent with Hawkes"own'ﬁethodology which stfesseé‘"totality of

.

'
vision or structure." Hawkes refers to "structure--verbal and psycho-
. s )

s *
logical coherence" 3s his primary focus as a writer: "Related or cor;ké-

«

-ponding event, recurring image and rgcurrimg action, these constitute the

«

essential substance or meaningful density Bf my writiﬁg."bq Structural

v

v
v

38

#i 111 be "Hawkes! determination to subject his own aesthetic,
~ R - -

’ - .
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* > - : . e "
relationships, such as parallelism, comtrast, correspondence, juxtaposi-
L)

tion and recurrence are particularly crucial gs fictional devfces, and
concrete schematizatipns on the basis of Hawkes' use of such devices can .

be applied to several of his nowels (see Appendix"A for two such exafples).

"
a -

The focus of each section is on the ways in which structural and imagistic

patterns serve fo’articulate the fictional world of the novel and express

" Y
- -

a dynamic relationship between the forces of art and anti-art in thei:

various manifestations.
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1William H. Gass,Intrdd., Hemors of Blood and Skin, by John
'Hawkes (New York: New Directions, 1984). Gass fniotes that Hawkes'
"work has always refused rdin in the act whlch‘haé depleted it, and
this collectlon is the joyful showlpg farth and,.celebration of such
a healing art," p. xvi.. With the. appearante of -a recerit issue ‘of
Review of- Cantemporary Flctldn devoted 'to criticism on Hawkes and
_ Julio Cortdzar, along with the (dlso’ recent) publication of Humors
A of Blood and Skin; the claim that Hawkes is a "forgotten" major author
* retreats further into the bgckground However, it is true that many
‘reviewers of hi% novels stil] tend-to react, to his more recent fictions
with puzzlement and dislike and that “he remalns unpopular with the
readrng public.

‘ [John Enck], "John Hawkes: An Interview," Wisconsin Studies
. . in Contemporary Literature, 6(1965), 149. Although this interview
< was conducted more than twenty years ago, it remains the best intro-
P, duction to Hawkes' theoretical concerns as a novelist and is probably
§ still the interview most often cited by critics. :

3See John Hawkes, "The Floating Opera and Second Skin,'" Mosaic,
8, No. 3 (1974), 17-28. Hawkes has-expressed admiration for sever-
al coptemporary Americap.wrigers'~ on the one hand, he has spoken
favourably of "traditionalist” contempgraries, such as Saul Bellow and
Betnard Malamud; on the other hand "he also clearly admires post-
modernists like Vladimir Nabokov ‘and John Barth.

“Thomas LeClair, ed., "Hawkes and Barth Talk About Fiction,"
New)?ork Tlmes Book Rev1ew,~l April 1979, p. 31

{ . - ) ) -
. . 5Humors of Blood and $Kin, p- 1.
6John Kuehl, John Hawkes and the Craft of Conflict (New Brunswick,
N.J.: Rutgers University Press; 1975), p. 171 (Interview). ~
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John Graham, "John Hawkes on His Novels: An Interview with
John Graham," The Massachusetts Review, 7(1966), 461

8Thomas LeClair, "The Novelists: John Hawkes," New Republic,

10 Nov. 1979, p. 28.
. - “Doriald J. Greiner, Comit Terror: The Novels of John Hawkes
(Memphis: Memphis State University Prless, 1973), p. 4.

" mia:, p. 21 ’
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. 12[Enck], 143-4.
- ) 13

Ibld., lﬁggr
L4 John GardneY, On Moral Fiction (New York: Random House, ’
1978), p. 19.




15LeClair, "The Novelists: John Hawkes," p. 27.
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D. H. Lawrence, Studies in Classic American Literature
(1923; rpt. New York: The Viking Press, 1961), p. 171. See also,’
Hawkes' generalization that "in the most rigoréusly moral of writers

the actual creation gf fiction 'séems often to depend on immoral impulse."
John Hawkes, "Flannery O'Connor's Devil," Sewanee Review, 70(1962), 398.

7LeClair, "Hawkes and Barth Talk About Fiction," p. 31.

18LeCl’air, "The Novelists: John Hawkes," p. 27.
19Kuehl, p. 162 (Interview). Hawkes is fond of drawing an
analogy between the "radical," disruptive artist and the revolutionary
or criminal. In a relatively recent interview, Hawkes explains the
need for the reader's identification with the radical and the criminal
and what this accomplishes: "If a person doesn't kfiow that he too

is not so different from the criminal, is potentiafi? as much an out-
cast, then he is likely to suffer from a lack of personal insight

and will judge others with excessive harshness. I'm interested in the
truest kind of fictive sympathy." Hawkes then refers to Albert Guerard
who, in his Introduction to The Cannibal, declares that "the purpose

of imaginative fiction is to generate sympathy for the saved and damned
alike." Thomas LeClair, "The Novelists: John Hawkes," p. 27. Cf.
Albert Guerard, Intrb@., The Cannibal, by John Hawkes (New York: New
Directions, 1962), p. xii. On another occasion, Hawkes outlined "a
kind of theory of fiction which can be expressed in a few words" and
which focuses on the "act of rebellion" directed against "conventional
pedestrian mentality . . . [and] conventional morality. . .-. To me
the act of writing is criminal. * If the act of the revolutionary is one
of supreme idealism, it's also criminal. 1 think that the so-called
criminal act is essential to our survival.'" Robert Scholes, "A Conver-
sation on The Blood Oranges between John Hawkes and Robert Scholes,”
Novel, 5, No. 3 (1972), 202.

]
“OJohn Hawkes* The Lime Twig (New York: New Directions, 1961),
p. 165. : X

)lIn his informal essay delivered.at the John Hawkes Symposium
in 1976 John Graham speaks of the identification he feels with the
various "characters" in The Cannlbal "1 think there's only one char-
acter. I think it's me--or, it's you. I'm looking at my brain here
and it's swarming with needs and desires, with structures and languages

"that delude and tempt us. . . . But not only these needs an siyes.

I think, worst of all, the novel is talking about options that we/are
forced to take--that I must take--whére the world is important af.
necessary and very, very dangerous." John Graham, on The Cannib&Ti=in
A John Hawkes Symposium: Design and Debris, ed. Anthony C. Santore and
Michael Pocalyko (New York: New Directions, 1977), p. 48.

22

John Hawkes, "Notes on the Wild Goose Chase," The Massachusetts

Review, 3(1962), 786.
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4Hawkes explains that his "writing process involves a constant
effort to shape and control [his] materials as well as an effort to
liberate fictional energy" [Enck], 148. Speaking more figuratively,
Hawkes refers to his imagination as "a kind of hall of 'whippers' in
which the materials of the unconscious are beaten, transformed into
fictional landscape itself," Hawkes, "The Floating Opera and Second 2
Skin," 20. He articulates the nature of the complex relationship ’
between the unconscious and the shaping or controlling consciousness
in the following comment on The Cannibal: "it is visual, it's compul-
sive, and a conscious knowledge of exactly-what it means is not always
there. On the other hand, that novel waé,_l think, artistically con-
trolled. And this is a dilemma that I tend to get into in talking
about fiction. I usually tend to betray it, to make it sound as if
it is something that is-merely happening to me, as if I am a mere re-
ceptacle or a vehicle and the imaginative image passes through, as if
I had nothing to do with it. And of course, that's not really true.
“l mean that I am shaping and rewriting and thinking about these things."
John Graham, 452.

" ' .
hSEarl Rovit, "The Fiction of John Hawkes: An Introductory
View,'" Modern Fiction Studies, 10(1964), 151«

26”Notes on the Wild Goose Chase," 787.

LeClair, "The Novelists: John Hawkes," p. 28.

27Robert Scholes, Fabulation and Metafiction (Urbana, Ill:;
University of Illinois Press, 1979), p. 184.

28

_ S. K. Oberbeck, "John Hawkes: the Smile Slashed by a Razor,"
in Contemporary American Novelists, ed. Harry T. Moore (Carbondale:
Southern Illinois Yniversity Press, 1964), p. 200,

2?John Hawkes, Second Skin (New York: New Directions, 1964), -

p. 19.
301n the very subject of cannibalism itself there seems to
exist a strange mixture of the horrific and the humourous. Previous
writers who have dealt with cannibalism in their fiction, such as
Melville and Conrad, often-depicted its serio-comic aspects-—sometimes
partly by accident. The problem in Conrad's short story "Falk," for
example, asserts John A. Palmer, is that "the reader is faced too abruptly
and too realistically with Falk's hungers," and so experiences "uninten-
* tional comedy." John A. Palmer, Joseph Conrad's Fiction: A Study in
Literary Growth (Ithaca: Cornell University Press, 1968), p. 86. By
contrast, Hawkes' comedy in the cannibalism scene is deliberately and
artfully achieved without severely underminiﬁg the attendant sense of
horror. While "realism" produces unjintentional comedy in "Falk," real-
istic and gruesome details contribute to the comic effect in The Cannibal
by emphasizing the disparity between the Duke's delusions and reality.

31

The victim as hero, however, is a familiar concept in recent
fiction and criticism. T. A. Hanzo expresses the plight of the new
» anti-hero as one who "must endure shame, contumely, and embarrassment;



cuckoldry, exposure, and hatred. He must survive in defiance, in indig- -
nation, and in the sheer perversity of the will to live." T. A . Hanzo,
"The Two Faces of Matt Donelson," Sewanee Review, 73(1965), 111. Josephine
Hendin believes that much contemporary fiction-tries to express 'the kind
of durability that can be won from the clearest recognition of inadequacy,"
and she sees this as a corrective to romantic dreams of personal power.
Josephine Hendin, Vulnerable People: A View of American Fiction Since

1945 (New York: Oxford University Press, 1978), p. 10. Both excerpts N
describe Skipper reasonably well with the important distinction that he
does not so much permit or endure victimization as encourage it. (In

this, he differs from Kurt Vonnegut'é Eliot Rasewater whom he otherwise
resembles somewhat--both consider themselves crusaders for virtue, for
example.) Skipper, then, represents a variation on the usual victim

figure who generally does not invite his victimization to any great ex-
tent and therefore does not provoke the reader's own anger and frustratlon
to the same degree.

32Susan Sontag, Against Interpretation (New York: Dell Publishing
Company, 1966), p. 8.

33

Donald J. Greiner, '"Death, Sleep & the Traveler: John Hawkes'
Return to Terror,'" Critique, 17, No.-3 (1976), 26-38. 1In an essay
written about the time of the publicgtion of Death, Sleep & the Traveler,
Hawkes admits he is "no longer interested in writing comic novels" but
intends in his recent fiction "to come still closer to terror." John'
Hawkes, "Notes on writing a novel,” TriQuarterly, No. 30 (1974), p. 111.

34Gerald Graff, Literature Against Itself: Literary Ideas
in Modern- Society (Chicago: The University of Chicago Press, 1979),
p. 208. Graff's remarks are-well worth conéi@bring in light of the
failure of many of Hawkes' artist-figures €& pustain their "privatized"
worlds. "ﬂ;;f

-

35Larry McCaffery, The Metaflctlonal Muse (Plttsburgh University
of Pittsburgh Press, 1982), p. 6.

36

. LeClair, "Hawkes and Barth Talk About Fiction,” p. 32. The
_important issue of what constitutes reality (in or outside of the
fictional world) is far too vast.and complex a concern to be dealt

with here. One view considers that Hawkes relocates ''reality" rather
than departs from it entirely: William Gass characterizes the reader's
responsé to Hawkes' fiction: '‘many readers have recoiled as though
from reality .itself, and pretended to be running from a nightmare, from
something sur- or un-real, restoring the disguise which Hawkes has torn
away." Humors of Blood .and Skin, p. xiv. Some critics of Hawkes stress
the existence of 'realistic" elements in his fiction. Noting that
"Nothing happens in his stories that could not happen in waking life,"
W. M. Frohock declares that "John Hawkes's specialty is weaving little
bits of authentic reality into a fabric of deep-textured nightmare."

W. M. Frohock, "John Hawkes's Vision. of Violence,'" Southwest Review,
50(1965), 69, 70. In his discussion of some contemporary American
writers, Jerome Klinkowitz announces "fiction's greatest. challenge” to
be "to maintain a sense of life within the ‘sense of art.”" The artists .
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he discusses (Hawkes is not one of them, though his remarks often seem
applicable to Hawkes) "write . . . about the imaginative qualities of
actual things." Jerome Klinkowitz, "Literary Disruptions; or, "What's
Become of American Fictioh," in Surfiction; Fiction Now . . . and
tomorrow, 2nd ed. .enlarged, ed. Raymond Federman (Chic¢ago: Swallow
Press, 1981), pp. 178-9. Finally, and perhaps most importantly, Flannery
0'Connor has addressed the nature of an untraditional but intensive
"realism": "All novelists are fundamentally seekers and describers of
‘the real, but the realism of each novelist will depend on his view
of the ultimate reaches of reality." O'Connor refers to a kind of
"realism" to which Hawkes himielf would at least in part subscribe
(though he has never referred to his own work*as "realistic'" in any
sense): '"we find that the writer has made alive some experience which
we are not accustomed to observe every day. . . . We find that connections
which we would expect in the customary kind of realism“have been ignored.

. Yet the characters have an inner coherence, if not always a coher=
ence to their social framework. Their fictional qualities lean away
from typical social patterns, toward mystery and the unexpected.'" The
writer who "believes that our life is and will remain mysterious . . .
will use the concrete in a more drastic way. His way will much more
obviously be the way of distortion." Flannery O'Connor, "The Grotesque
in Southern Fiction," in her Mystery and Manners, ed. Sally and Robert
Fitzgerald (New York: Farrar, Straus & Giroux, 1969), pp. 40-2.

37McCaffery, p. lé6.

3BScholes, "A Conversation on The Blood Oranges," 204.

9William H. Gass, Fiction & the Figures of Life (Boston:
Nonpareil Books, 1971), pp. 26, 25. 1

[N

Ap’lbid., p. 7. e
4'lAnthony C. Santore and Michael Pocalyko, "'A Trap to Catch

Little Birds With': An Interview with John Hawkes," in Symposium,

p. 174. > “

42See Melvin J. Friedman, "Dislocations of Setting and Word:

Notes on American Fictionm Since 1950," Studies in American Fiction,

5(1977), 79-81, 94. Friedman refers to "a language-intoxjicated tradi-

tion in American literature which starts with Melville, includes Faulkner,

[and William Gass in Omensetter's Luck], and ends up with Hawkes," 94.

43

LeClair, "The Novelists: John Hawkes,” p. 28.

Hawkes comments on the mythic element in his fiction: "I
think that my fictions exemplify the emotiondl substance of certain
mythologies. . . . I know that my fiction has some unusually deep perti-
nence to ‘the Eyman,condigion——a pertinence which I would call mythical."
Paul Emmett and Richard Vine, "A Conversation with John Hawkes," Chicago
Review, 28, No. 2 (1976); 165. ’

45Leslie Fiedler, Love and Death in the American Novel (rev. ed.;

New York: Stein and-Day, 1966), p. 491.
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Tob46, . . . . . ..
. Richard Kostelanetz, "New Fiction in America," in Surfiction,

p. 87.

A7Sharon Spencer, Space,Time and Structure in the Modern Novel
(New York: " New York University Press, L97i), pp.:2-3. Hawkes also
stresses she importance of novelistic structure, which he calls "my

. largest concern as a writer" [Enck], 149. Spencer emphasizes the

fragmentary nature of the contemporary novel (seé p. xx), while Hawkes
suggests the unity achieved through the structuring principle.

48Spencer,‘p. 27.
49Ibid., pp. 28, 27.
5O[Enck]', 155.

L john Hawkes, "The Floating Opera and Second Skin," Mosaic,
8, No. 3 (1974), 24. :

52See Scholes, "A Conversation on The Blood Oranges," 199,
and Kuehl, p. 164 (Interview). . -

53Robert Langbaum, The. Mysteries of Identity: <A Theme in Modern
Literature (1977; rpt. Chicago: - The University of Chicago Press, 1982),

p- 7.

54Ibid., pp. 7-8.

- 55fohn__\h__Knapp, "Hawkes' The Blood Oranges: A Sensual New
Jerusalem,"” Critique, 17, No. 3 (1976),\?. 21.

56

Both Conrad and Hawkes profess to be interested in conveying
values which enjoin men to a common bond. Conrad ¢laims for fiction
the task of taking us "into the light of imperishable consciousness."
Joseph Conrad, "Henry James," in Notes on Life and Letters (London:-

J. M. Dent & Sons, 1921), p. 17. He commente that the artist's vision

"of regret or pity, of terror or mirth, shall awaken in the hearts |

of the beholders that feeling of unavoidable solidarity." Joseph Conrad,
The Nigger of the Narcissus (New York: Nelson Doubleday, 1914), p. xiv
(Preface). Although Hawkes' sympathy is generally more hard-edged than
Conrad's, the tone of the following suggests his comcern with the uni-
versal, enduring qualities which men possess: "If something is patheti-
cally humorous or grotesquely humorous, it seems to pull us back into
the-realm, not of mere conventional values but ofi the lasting values,

- the one or two really deep permanent human values. 1 think any writer

of worth is cencerned with these things.” John Graham, p. 461.
57LeClair, "The Novelists," p; 27.
58 ¢ '
Santore and Pocalyko, pp. 174-5, 181.

59John Hawkes, Lunar Landscapes: Stories & Short Novels 1949-
1963 (New York: . New Directions, 1969), p. 136. '

6O[Enck], 149, g B



CHAPTER II ) -

‘FIGMENTS OF HISTORY AND MYTH:
CHARACTERIZATION IN THE CANNIBAL - TR

» A .
During the course of his career, John Hawkes' novels demonstrate an
.

increasing concern with art and, in particular, with the power of art to

«

transfigure reality. In the early novels, the artist is portrayed as a

dormant figure, doomed by the powers of anti-art as they are variouslv mani-

. 1 . R : o
fested in these works. The conflict between artistic and anti-artistic

sensibilities is an unequal struggle in The Cannibal and The Beetle Leg,

for the world is controlled by the forces of anti-art.
¥ v '
In the sierile and static landscapes which dominate these novels,

the artist-figure succumbs literally or figuragively to the forces of Aeath
which surround him; society-stifle?ﬁfﬁé artist or iesppnds to him inédequately.
The outbreak of World War 1 inhibfts Jutta of The Cannibél from realiiing

her potential as an drchitect, while Stintz, another artist-figure in The
Cannibal, is murdered by Zizendorf, the na;rator and primarv figure of the
anti-artist in that, work. Zizendorf also suppresses Jutta by turning her
~into an object of his sexual pleasure. It has been suggested that Zizerdorf
‘£§ a parody of Hawkes.himself,z yet unlike 1ater'artisz-figures} Zizendorf
is-really the aﬁt;fhgsis of Hawkes. Although Zizendorf siruggles with his

x N

medium as he sets.-the type for .his "proclamation" to the German people, it
- '

is the message itself that concerrs him and not the form that the message
takes. To Zizendorf, rhetoric alone serves his purpose, which is to com-
municate to the populace his declaratitn of the liberated German state;

/
the proclémation is all politics and has nothing to do with art at all..

-4 6
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In The Beetle Leg the figure who best embodies the artistic sensibility

is Mulge Lampson who accidentally drowns and becomes buried in the timeless

"world of the Mistletoe dam the wav he was figuratively buried when he was

alive. Ironically, he achieves a kind of grudging apotheosis from the in-

habitants after his death, because now he presents no immediate threat to,

.

the stasis which the inhabitants unconsciously but doggedly pursue. Hawkes'

first two novels express an unbalanced dialectic between the forces of art

and anti-art in which those of anti~art are seen to be winning out. In

The Beetle Leg, however, some efforts are made—;ill—directed and confused

as they are--to break through the cvcle of infertilitv. Without underftanding
the meaning of their actions, some of the inhabitants of. Mistletoe attempt to
disengage themselves from stasis in limited and fragmentary ways, though such

efforts can also be seen as confirmation of their static and futile existence.

Like the inhabitants of T. S. Eliot's The Waste Land, the characters in The

Beetle Leg desire rebirth without having access to the means to bring it

¢ .
about. It is not until Michael Banks' gesture to free himself at the end

of The Lime Twig that a character is able to find a release from the night-

mare of repetition and déspair, to exert a form of personal control over the
forces which dominate him. As John Kuehl points out, Hawkes' two early,
nbvels are pervaded by a lack of tension: they consist of a succession of
stat’c, disconnected scenes as form is decentralized; there is no conflict
between Eros and Thanatos, as there is in works beginning with Second Skin,
, . . L 3

for death is omnipresent in these degenerative landscapes. -
Hawkes rginforceé this senge of an undynamic .universe by employing

te®hniques of distortion, dislocation and fragmentation; all serve to break

down traditieénal concepts of reality and erect in their place nightmare

- -

visions of human futility and fatality. Characters themselves seem

. “\



48

iécomplete or fragmentary, too weak to combat the oppressive forces wifhout
and ugconscious of repressive internal forces. The relativity of all human
effort and endeavour is envisaged against‘mammo;h impersonal factors like
history and w;r, technology and the law.

. Narration also reflects the way that characters are trapped within a

static order imposed bv an authoritarian will or by an arbitrary universal

order. Zizenderf of The Cannibal and the Sheriff of The Beetle Leg in their
L]

shared concerns with authority——politicql or civil a?solutism~~seem to define
the point in the political spectrum where ;evolutipnary and reactionary

meet: both tvpifyv the fascist mentality and represent the force qf anti-art -
in these two novels. The mixture of omniscient and personal narration pro-

duces the effect of one consciousness presiding over the waste lands' of
.- y-3 .

war-ravaged Germany and desert America. In The Cannibal, Hawkes achieved

~ [y

%?ET§§@ffect by revising the original.version of the novel, changing third
&:‘:@ ‘ - ; ‘ s
‘person to first person pronouns so that Zizendorf became the teller of events

- /
. , 4 . .
which, in some cases, he could not have known about. | Zizendorf comes’ to

exercise an approximation of omniscient authority in the novel as he.does

through his symbolic status as an embodiment of the national German will.

The Beetle Leg is framed by two monologues between which the activities of
[}

-

the inhabitants are described through third-person narration. The monoclogues
are spoken by the two controlling figures in the waste land of the nove%:

the Sheriff who symbolizes the inhabitants' imprisonment within Fheir ;elves
and Cap Leecﬁi the itinerant physician, the symbolic agent of pain in the
waste land. In both works, then, formal stru;t;re reinforces entrapmenL

within a sterile landséape. :

Confined as they are by both external and internal forces, cha}qpters

in The Cannibal and The Beetle Leg lack the mobilitv and the complexity



typical of characters appearing in American fiction during the nineteen-
fifties. While characters in Hawkes' later works appear more conventional
or "realistic" in their greater complexity and in their capacity for reacting

to their environment and to others, Hawkes continued to believe that they

Y -

, . L S L. . .
were not 'characters' in the.ordinary sense.” His'narrators and main pro-

tagonists become embodiments of the artistic will to order, and their

.
~

"complexity" often seems to evolve from their artistic and representative -

-

functions. When acted upon by the imagination, their unconscious psychic
drives are~projected onto the world in the form of artistic patterns, co- ‘

herent expressions of the subjective will to create a valid order of the

.
3

self.
In Hawke$' first two novels, however, this artistic potential is over-
come by the forces of amti-art (which also represent the exertions of an

authoritarian will). One of the results of the prominence of anti-artistic

forces in The Cannibal and The Beetle Leg, %cqording to Frederick Busch, .is

that

. «
. .

Characters are subservient to narrative momentgs; they do what the
point or the intellectual abstraction of each moment dictates they
should in order to brifg the abstraction of that moment home to the
reader. Thev are not developed as people; they do not progress in
their development while we observe them; they act as if tao prove the
truth of an equation. ’

) .
. - : s ’ A . :
Anti-artistic forces in these.novels are embodied in one or more central
€

figures, but theyvare far more pervasive in scope and ultimately beyond

* L ’
the control of those figures who perpetuate“;he forces: in The Cannibei,

v

historyAbecomes a counterforce to art while technology and the law act to

[y

oppose artistig potéﬁtia] in The Beetle Leg. o
/’ '

Character in The Cannibal is subsumed by larger forces which extend

bevond modern historv into the remote age of myth. Not ¢gnly does Stella



»

Snow, who appears in all three parts of the novel, link the two wars in

' -

" The Cannibal, but her descent suggests her embodiment as a figure who

transcends time: : Y
Her ancestors had run berserk, cloaked themselves in animal skins)
carved valorous bdttles on their shields, and several old men, re-
lated thinly in blood from a distant past, had jumped from a rock
.in Norway to their death’'in the sea. Stella, with such a history .
rurning thickly in her veins, caught her breath and flung herself
,at the feet of her horned and helmeted kinsmen, while the Bavarians
.¥. schnitzled back and forth in a drunken trio.

.t
+ .
-

~ ]

.Seen in this way, Stella is the victim of primitive urges, the racial accumu-

lation of forces which lead to wars of aggression and to self-destruction.

She gnacts g pattern which repeats that of an earlier time but which ip

4
_1its historical descent reaches into modern culture. Not only does such -a
- Y - . ‘ \
‘pattern define the modern German state, but it embraces the entire modern

I3
’

world. >

® Characters in The Cannibal are caught in a world where their actions

U . 8
as Individuals cannot be unique;  hence, they are unable to assert themselves
. . A [y .

-~

as individuals dcting independently of outer forces. Besides being Lhe

book's narrator, Zizendorf dominates the novel intellectually or spiritually,

.

rather as the doftor dominates Djuna Barnes' Nightwood--by. sheer force of

pefsonal}ty and will. Although he thinks of himself as Germany's true emanci-

pator, Zizendorf megely perpetuates a static cycle which has led in the past

’

to war and destruction of the German state:

In this sense history is the greatest cannibal of all, and the
nation, because it is caught up in historical processes, is its.
own victim as it once again readies itself for the resurgenceé e

of nationalism and the resulting catastrophe of war. The inhabi- . s
tants of Hawkes' Germany may vaguely remember history, .but they

are doomed to repeat it anyway. v,
It is significant that Hawkes rejects the cyclic view of history, and in

juxtgposing the period after the close of World War II (actually, Hawkes

L



'y

warns that we are to "disregard” the date of 1945 as "The time of the novel
AL

.is simply in the future")lq.with the time jus;/prior to and during the in-

ceptiongof the First World War, Hawkes suggests "that perhaps we don't move
so much in cycles :as’' repetitions or that we have always had these particular
’ : P . ) . \nll

problems of violence, destruction, sadism and so on. Although Donald
Greiner notes that the distinction between cyclic and repetitive history
makes little difference and.that, in either casé, man is seen as a victim

. : : -d2 . . e .
of the historical process, the fact is that a cycle signifies an eventual

{ A 3 . .
return to the same place during which time any number of gvents may, serve

to distinguish one age or era from another; repetitions convey the inescap-'
. & °

«

ability of an Eant during any given point in history, for such-an event has

already occurred and will occur in one form or another again. Such recur-

&
o

rences are implied in The Cannibal. For example, as Ernst pursues Stella

and Cromwell in their carriage, Ernst becomes Gavrilo Princip& the future

A
.

assassin of the Archduke Ferdinand in Sarajevo. Cromwell'takeg on the role

-

of the Archduke, while Stella assumes that of his érchduchess (54—5). if ¢
. b

N

a ) A

-

man is involved in a process of continual repetitions, then he can never

: 1
be free to-assert himself, never free to determine either his own course

-

v
in history or direct that of others. History determines the indgividual;
. ' v .

the individual does not determine his%oq&, according to the fatalistic view

of historical process expressed in The Cannibal. Because individuals lack

significance and effectiveness in The Cannibal: as they do in The* Beetle -

s
2

Leg, many actions are reduced to the level of empty, meaningless gesture,
L4 -

and characters &re denied a creative part in forming :Reir own destinies.
' .

In novels after The Beetie Leg the actions of the characters tend

to becpme more psychologically or*philosophically explicable; characters ‘

come to manifest a degree of inner coherence, which renders such actions¥as
. »

: )




’.
. ’

o

Michael Banks' suicide at the end of The Lime Twig conceivably significant

as an existential gesture. The imaginative "fictions" of Skipper of Second

Skin and Cyril of The Blood Oranges may be legitimized in the sense that
their narrators are involved in the process of seeking out and realizing
a fabricated.order which reflects and is consistent with subjective beliefs

and values. The order fthey impose is not arbitrary, spurious or simply

escapist because their sense of commitment is entire and unequivocal, justi-

fied.Sy their sustaining belief in an inner coherence Qr unity. History may

determine Skipper's response to the present, but it is the nature of this

response which shapes and determines his future. 5

> L4
P . -

'For characters in The Cannibal and The Beetle Leg, there exist no

" fundamental grounds for distinguishing past from future. With their lack

oy

b
of historical process, such characters are ctonsefyently cut off from a sense ) —.
- M v L

of self-discovery: their alienation from their selves is complete and un-
e i

alterable.- .

The Long Night of the Tyrant

In contrast to what many readers believe, Zizendorf does little more
W . .
than mdke a puny gesture of revolt, though he has grandiose pretentions

toward the role of a great leader and revolutionary. As the novel progresses
: ?

and Zizendorf gains,cohﬁﬁdence in this role, he ceas%s to refer to himseif
as "1, Zizendorf," and after the chapter entitled "Leader" in which Leevey,

the overseer of one-third of Germany, is killed, he begins to refer to himse}f‘

as "1, the Leader" (170).
The main action of the 1945 sections of the novel takes place in a

)

span of time which does not exceed 24 hours. During this time, Zizendorf , ..
) .

~ . - -

- 2 - . e ] ”

engages sexually with his mistress Jutta or several®vccasions, attends a T 1
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A
funereal dance, anticipates the arrival ¢f Leevey and eventually kills him.

In the early hours of morning, Zizendorf disposes of two traitors and, aftern

-

hauljing the somewhat decimated printing press to the shed behind Madame
P A
Snow's boarding house, he prepares the '"message'" with which he intends .to

stir the nationalistic feelings of the populace. Yet all this activity is

misdirected, for histoFy has not chosen the characters of The Cannibal,
including its narrator, to play any significant functfon on the world's
politica /stage. éather, these characters merely mimic historical person-
ages; gf%best;.they can only ape a heroism of importance which they can-

not attain. Zigendorf's inflated thtoric, seen particularly in ghe phrasing

of the "message," belies his ignoble thoughts and metﬁ%ds while i supports

his unconquerable egotism. 3 e

The consequences of all his exertions are seenm to be minimal; he

deceives himself and a gullible populace in his pretentions to power and

- t
authority. The message to the people, with its nationalistic jargon and its

-

overblown, cliche~ridden style, ends with a declaration that is immedfately

oo

undercut: "From the ruins of Athens rise the spires of Berlin. But

Zizendorf admits that he "had never seén Berlin" (177), and it gbes without

question that he knows nothjng of "the ruins of Athens." Unwittingly,
i) s . -,

_Zfzendorf points to the discreﬁency between words and reality. _Like the

Y

saner and less malicious Skipper 05 Second Skin and Cyrif of The Blood

' -

Oranges, Zizendorf is a maniﬁhlator of both words-and people, vet his actions

Y

are those of ,a small-scale revolutionary. .Everything he does--including his

kY
.

method as a revolutiomary--is tainted by being perverse or merely absurd

and ridiculous.13 To assassinate Leevey, Zizendorf ‘plants a log in the

. path of the intended route of his motercycle, and he-admits that "'He and

~

-

the whole machine simply tvppled over it, spokes ahd light and helmet flying

t

.
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évery which way. Nothing grand about the commander's end at all!" (170).
There is nothing "grand! either about the way Zizendorf disposes of the

* traitor, Stintz, who witnesses the assassination with Jutta's daughter,

g —

Selvaggia. Practically speaking, the schoolteacher's amateur spying can-
not pose much of a threat to Zizendorf ahd his plans, yet to one so enthralled

with what he presumes is his role as a liberator, Stintz's careless spying

.

is elevated to an act of espionage against the state, and Stintz becomes a
traitor to Germany. The manner of his death reveals Hawkes to be a black

humourist in the tradition of Nathanael West, depicting scenes of violence

xin which outrage and laughter are inseparable responses on the reader's

part. The bfack humourist, in his scenes-of violence which are his trade- -
: mark, often distracts us away froy the fact or conseduence of thé act of
violence by dwelling on relatively inconsequential matters or on the in-

appropriate reaction to the act. Zizendorf, who would suppress virtually

SN
-

the only form of music heard in Spitzen-on-the-Dein, kills Stintz with his”

own tuba. The narrator focuses on his inability to wield the ponderous,

misshapen instrument as a weapon of death. Zizendorf is only conscious

of the instrument's inefficiency; rather than being reluctant or even
sligh&i; remorseful that he has to commit another murder, he is baffled

by the lack of space he has to work in and by the instrument's perverse

+

awkwardness in his hands:

I éwUné the tuba short. | 1 should have preferred to have some distance
and be able to swing it like a golf club. . . . Somehow thinking of

the tuba as squat, fat, thinking of it as a mallet.I had expected it

to behave like a mallet; to strike thoroughly and dull, to hit hard .
and flat. Instead it was the rim of the bell that caught the back of
Stintz's head, and the power in my arms was misdirected, peculiarly
unspent. I struck again and the mouthpiece flew from the neck and

sang acros$ the room. 1 was unnerved only for a moment and when finally
out in the hall, thought I would have preferred a stout club (173-4).

1
- e
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What is comic here is the juxtaposition of the cumbersome instrument and
the easy grace of a "golf club" or "mallet," and the narrator's puzzlement

over his inability to wield this monstrous weapon the wav he would a club
\]

or mallet; Zizendorf's ridiculous self-confidence in using such.a weapon

is also comically apparent.

Zizendorf's qe&; action is to move the printing press to a new sq;rét
location and to make the press operaBle again. Significantly, the place
from which Zizendorf intends-to issue his "Proclamation of the German
Liberation" is a former chicken coop, and Zizendorf's revolutionaryv partners
ingloriously labour to clear away the debris of its former inhabitants.

The scene is less darkly comic than the assassinations of Leevey and Stintz,
.but the narrator uncon;ciously dwells onFe_agaip on details which actuallyv
serve to ridicule and undermine his prétentions tg authoritv. Despité his
apparent ¥gs<tnation with the filthy work of Stumpfegle and Fegélein (suit-—
\ T o

ably unsavoury sounding names for Zizendqrf's degenerate comrades), Zizendorf
friés'to Qake himéelf alodf from their efforts by ;tanding in the open door,

"trying not to breathe, allergic to the must-filled air" and dreaming of his

days in Paris, but nevertheless inhaling the rancid smell of the birds and

-

"brushing the feathers and white powder from #y jacket" (175). Zizendorf
urges the two men on with patriotic encouragement. After é;zendo?f forms
"the words of the new yoice,"'mechanically improvising as he goes along
{175), the press is put into operation, and .'the sheets, hardly legible,
began to fall, like feathers, on the delivery tab}g? (177); the simile,
thr;ugh its associations with the chickens previously referred fo, rein-
fotces the true nature of Zizéndorf's ignoble enterprise.

Zizendorf's plans for his new state further clarify his role as a

parogic revolutionary. The relation of these plans occurs between two



scenes of death: the Duke's cannibalizing over the corpse of Jutta's son, - -

and~the disposal of Stintz's body, during which the Mayor becomes anoﬁher

victim of Zizendorf's fanaticism. Apparéﬁ;ki%birth~~the

'renewal" of modern

’
.

Germany--is set off and put into focus by these two acts of murder. Zizendort

is h‘“&xghown to be unconcerned with public welfare, interested solely in his
\ﬁ. .
own gratification. He decides that the boarding house would be ideal for

the National Headquarters, for this would enable him to "keep Jutta (his

- v hid ’
mistress] right on the premises,"

-

while the secifiaties for the stenographic ,

bureau "would have to be voung and blonde." Most revealing of all, Zizefdort
declares his intention to repair- the old horse statue and give it a plapé of
{

1 |

prominence: "It might be better to mount it on blocks of stone, so that
¢ .
visitors drawing near the city could sav, 'Look, there's the statue ofkﬁgrmany,

given by the new Leader to his countrv'™ (183). Self-glorification here as
3 . ° . »
elsewhere appears to be Zizendorf's simgle motivation.

-

The new leader also decides that "the children would have to go" (183).

«

This stifling of the only true potential for new life is reiterated in the

\ S ° .
closing admonition which Zizendorf gives to Jutta's daughter. Selvaggia

- s

sees the light of Leevey's motorcvele, and then, witp Stintz, witnesses .

=

1

the assassination of the American overseer: Hrs light®was smashed'" (171),

_she tells the narrator. With the destruction of this ironic light of hope,
- Zizendorf is free to lead Germany, if he were-capable of such an accomplish-
ment, into .another long night of political turmoil, chaos and suffering.

Zizendorf seems to sense the child's confuged consciousness of what has

.
! l}
Pl

happened and observes that she is "wild-eyed from watching the night and
the birth' of the Nation" (195). As he advises Stumpfagle "'Don't thjnk,
do you understand'" (165), he E;W adviéeg Selvaggia to "'Draw those blinds

"

and go back to sleep,’

and the impressionable, frightened child "did as

R4
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-

\ S

she was- told" (195). Children, it seems, have no place in Zizendorf's
repressive regime; like spies they see too much, ohly lacking in the means

to communicate their vision. However, Zizendorf enthusiastically reserves

L] .

prominent places in his new government for a deranged Duke who eats children
. P4 ~ .

H
I

and a wasted alcoholic who behaves like a child (183).

.
v

The 2$st revealing passage in terms of Zizendorf's failure as a

N
T

revolutionary also suggests the exact nature of his motivation. Curiously,

-

many crities virtually ignore Zizendorf's prologue or miss some of its

ironic implications. W. M. Frohack, Donald Greiner and Patrick 0'Donnell

-

' ) . 14
believe that Zizendorf mav be writing his book as an inmate of the asylum,

_despite the fact that he discloses he;e that he is in g foreign city. Also,
it is apparent that in Spitzen-on-the-Dein the truly insane are not those

°

confined, but many of the officially sane remain free to practise their

victimizations on an all-too-willing populace. .When the asjNum reopens its

doors at the novel's conclusion, it is merely the harmlessly insane whqf

return, not those active madmef like the Duke, the Census Taker on\ Zizendof,

who remain at large because they have a designated or official auth Fity

within society. g

The evidence in the prologue suggests that.Zizendorf has, exiled him-

self from his community. Refusing at this point to disclose this town's

-

exact location or name, *he nevertheless Teveals that "It has been slowly

bettering itself now, under my guidance, for three years, and 1 am very

-

nearly satisfied with the progress we have made." In three years, then,

- . .
Zizendorf's revolution has been carried only to the point where he is '"very

W

nearly satisfied’®with the progress. The liberation of Germany has evi;
M\ - N . ) )

o ) ’

dently not been as all-encompassing as this petty revolutjonist had antici-

pateﬁ,’aé‘the new German stdte is still confined to one town. Although

B



“[he] would alwayé return"” (169). The phrasing of the prologye strongly

’

Zizendorf tells us that.his proclamation is carried "in ever widenipg circles

about the countryside" (194), he here rationalizes that "I thought it.more

.

appropriate to have my people keep their happiness and ideas of courage

to themselves." Finally realizing.his failure, Zizendorf has retreated to
those foreign fleshpots which have always attracted bim,.ostensibly to tell
"our story' which is, in fact, the étorx’of’his one night of glory as '"the
Leader.'" When the narrator f}rst introduces himself in hié-naertiQe, he

is musing on "the spoils I had found but had never seen :gain in Paris" (15).

In the second part of his trip to- Paris, Zizendorf "somehow found [his]

nerve and hence perfume and boudoir parties” (23), and dancing with Jutta,
N »

~

secure with his pistol under his arm in Spitzen-on-the-Dein, Zizendorf
recalls "burnished Paris women and gilver bars B murky waters stirred
with blinking lights and faint odors of flowers 05 street corners' (34).
Zizendorf again summons up his romanticized Vision of faris when obse;ving
his fellow paér}ots clean up the chicken coop; "the white women and dérk—

ness of Paris" (175) serve to remind him of .the days of his triumph as a

young man in "the outside world,” a time-when his instinctual self-
gratification came nearest to’fulfilmenp. Zizendorf's efforts to stir a
community of the figmnratively dead and thg literali; insane to revolution
have undoubtedly failed, énq so he now .seeks to exercise his fanaticél egotism
in the Paris of his corrupt aﬁd demented dreams. It is also appaéent that .
Zizendorf intends no quick return to the tdwn to which "in the days of power

3

suggests evasion. Zizendorf has indeed '"made a compromise'; he has compro-

mised his status as revolutionary leader ip order to fulfill his fantagﬁes
- i
. ¥

which cannot be satisfied in Spitzen-on-the-Bein, .and his repeated reassur-

- ‘a A
ances to the reader only furtheg clarify his intentions to remain in the \\

-




. 159
"foreign city" for which he has long yearned:

The things that remain to be done welgh heavily.on my mind, and

all the remarkable activity of these foreign c1t1es cannot dis-— o

tract me. At present, even though I enjoy it here, I am waiting,

and at the first opportunlty I will, of course, return (prologue, ]

italics ,added). .

s

Zizendorf takes great pains to state the imminence of his rgturn in spite
: it
. §

of his "enjoyment" of what the foreign cities offer him; yet it appears

1
.-

that with the failure of his dream for Germany with himself as leader, "the
Y . -

first opportunity" to claim his positiem will®be indefinitely postponed.
History has little place for Zizendorf, about whom there is nothing

of greatness, because there is nothing ‘of nobility or stature, nothing of -

% ! . .

great but perhaps maladapted ideals. He is a fit ruler of Spitzen-on~the-

Dein, a community of the terminally insane, the dead and the defective,
- .

but only a petty and scurrilous imitation of those who have achieved fame

[

or infamy in the annals of the pa’st.

- o e

action as individuals seems beyond them; dismal and decadent ritualized
+

The Walking Dead
The world of The Cannibal is a world like T. S. Eliot's The Waste

Land, where even ritual will not.serve to revitalize the inhabitants or

give them a sense of common purpose. Yet they often turn to ritual, because

behaviour characterizes their response to an existence which bears little
) - !
resemblance to life at all. Nearly all the characters participate in various

forms of ritual, and many of the actions ‘'In the novel are.of a ritualistic

) 1
gualiéy. The dance at the institution involves what is almost a logt ritual:
Figures stepped forwards, backwards, caught in a clockwork of ' N
custom, a way of moving that was almost forgotten. . ... They
danced continuously, forming patterns, always the same. .
The Czechs, Poles "and Belgians danced just as [Jutta], thelr
wooden shoes sticking to the floor, wearing the same blue dresse's
with‘faded dots B0-1). .

[y
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" Even lovemaking is reduced tc bare, meaningless unifermit?y, as tre
many sexual encounters between Zizendori and Jutta are "onsistent anc
unvaried without end" (2+). Ernst, Stelia Snow's .cver and eventua.

4

N - . ‘. s . - - . . . L] Q
husband, fights-duels,”and his father warns him, "'tne: 're cutting .ou

apart bit by bit'" (52); but herr Snow al enccurdﬂk: “18 ».m T anotheT

action which becomes rituatized: ne advibes te siTi:s Zrnst

5

bl I
¥
o the chase'" (5+), and Ernst iitera..v does =., PUro.iry [le {alTiage
where his future wife rides with her escert romwe.!l.
@ ’ ¢
The former reference te duelling dnticipates the Tost =Y. kine ril.a.
in the ndvel 1in which the depraved 2Quxke >taiks, Kil.s a7nC autudl.n
cannibalizes a vounx boy. Thematitdi.», the =lele where tne INrE Ii--
members and disembowels Jutta's sor horridiv but comical.:. ev.Kes & Te ’
clearlyv than anv othner the gpminant image in tne nove. 'Telervecd t \\
[ : ' N \
initially in the work's title,; it becomes ametapnor [or tne wcer” Y
impulse toward sadism and destructive fantasizing. Iris 2retescCue
scene unquestionabiy illustrates the practitivier ! D.dle LUMCGr 17
his most darkly sardonic muod. Again it 15 tnhe attentior t. crhertelted,
Al " -
repugnant details and the total inapprupriateness { tre resp mse wniln .
0 . Al
define the 'element of black numour.
L]
We know of the Duke's homosexual pursuit o: tne small 450v :r—T tne
V’\r N .

beginning of the novel, well before we learn of izender:'s plot t.
I3 } I - . n . « . . .
assassinate lLeevev. In effect, then, this is the single actjon whicr
. .
can structurally as well as thematicallv unifv The Cannibal, and 1t is &
significant that the climax of .this acfior® follows upon and is temporal.s
coincident with what isy; at least for the narrator, the major climax in

'
terms of his own activities~~the death of the overseer. At this point

in the narrative everything cocheres, as Zizendorf attempts to give

.

e



s
universal significance to the act which is.to lead to Germany's libera-

~

tion. .

The Duke's pursuit of his prev and Zizendorf's equallv obsessive plan
to kiii: Leevey are intended to parallel each other,-and their simultan-
eous cuilmination reinforces this parallelism. However, neither plan

ends here, but as eacn evolves turther, more extensive parallels are

suggestec: tne iluke pruceeds toe dissect the bov, who has now metamor-

ohesed int. a fon, in preparation for the act of cannibalism; the Duke
s tired 4anc :rustrated but nonetheless intent on his work. Similarly,

waiter the absassination, Zizender: becomes involved in the messy work
. 4 - . v

¢ Cleaning “tne cnicken coop ("The three of us were spattered with the

wds'., necame .uminous and tired," 175) and the more delicate and precise

WoTE ol compesing t.pé. Here, too, both the Duke and Zizendorf struggle
P < P g8

witrn tneir mediur, though to Zizendorf it matters little that the sheets

~

are "nardi. legible” 11771, that "the print was smeared quite badlv,
I‘ (\..J' "
4n¢ svme o: tne pamphiets were unreadable’ (1Y4); unlike the aristocratic

Juke, .~izendor: 1s indififerent to the ''value' of' the finished product;

e cares iittle .7 artistic ordering. The Duke despairs in the "infernal
' . ~
,
numannéss' ! nas prize, in nis inapilitv to manipulate the befouled
o

an¢ s.imv parts in tne manner ne is accustomed to when dissecting the

carcass % a deer, pussum or rabbit (1%1). The after effects of their

respective eltvrts seave Fegelein, whu locks the stick of the press into

;.diLe, and the JuKe,dln a state of excitement ~(177, 182), while Zizendorf

is tired but energized as his night's activities near their end (169).
Tet bet: zizendor! and the Duke louvk forward tou the coépletion and ful-
filment .f their arduous work: the distribution of the pamphlets to a

/\-

cannivbaiized nut wiiiing public, and the actual {cannibalism of Jutta's

-~



cannibalism in the novel.

son in which Madame Snow, the personification of the German ‘spirit, .

. wl . . ..
. the "Teutonic earth~mother, > partakes. At this point, Zizendorf's

nationalistic activities and the Duke's pursuit and slaugg}er of his
quarry symboliéalfi}mergg; Zizendorf's figurative depiction of Madame
Snow as "the eater, the greatest leader of us all" (131) becomes real-
ized as literal fact. "Madame Snow is the first to acknowledge and herald
the "trué%" of Zizendorf'sg message, as she screan® from her window to

the sister with whom she seldom communicates: -
'Sistgr, sister, the news has come, the liberation has
arrived. Sister, thank your countrymen, the land is free,
—free of want, free to re~build, Sister,. the news, it's trulv
- here.' She wept as she had never wept when a girl (193).

~
S

’ 3
Although her cries are unheard by the perpetuallv somnolent Jutta, it is

-

sigﬁificant that the gesture toward an ironic unity has been made; it onlv

remains for the mythologically conceived Madame Snow to consummate this unity

16

. v * . . ~ . . .
"in a demonic communion celebrating the rise of the new nation" = by feasting

on the remains of her nephew's corpse--the ultimate and defining act of

-
-

-

N

All of the characters in The Cannibal fihd themselves victimiZed im,

»

. : y . . 17 .
some way, cannibalized in part by war and history itself, or by romantic -

poLitics.I8 But, as D. P. Reutlinger notes, "Everyone is implicated in

one way or‘another in every murder so that the perverse charisma of cannibal-

. e . s . 19 -
ism victimizes the entire insensate community." All characters can be

seen ultimately as both victim and victimizgr; the cannibal and the canni-

(l - -
balized are one. Lacking independent identities, characters in The Cannibal

.

become tools of a destiny which simply repeats itself; caught in'such an
unregenerative process, they are unequipped,with the means to achieve an

awareness of their predicamént. They can mefély fulfill the roles assigned

to them, and their identities merge entifely with [these roles. They becomé,



e ! f -t

like Zizendor:, Madame Snow, the Duke, ieevev and Pastor Miller, victims

ot larger contreiling forces and appetites; -or, if thev do not plav a role,

thev are apt to become the passive victims of smaller forces. Jutta's son

becomes tne victim of the depraved Duke; and Balamir, the Census Taketf,
Juttd and ctners are victimized essentiallv-bv their own selves, their in-

anisity toe act. : .

frenicaliv, it s Jutta, perhapﬁwéhe most passive character in the
4

novel, whe once contained the gZreatest potential; she is the failed artist.

]
where war provides tniQmeans for Z1zendori's rise to power, the coming of

worid war [ tnwarts Jutta's plans to become an architect. Originally a

victim of Lgrper torces of nilstory and war, we see her in Parts One

rx

and Three of her own indifterence. Jutta responds to her

« daughter's question about tne invaders bv saving, "'You shouldn't even

think about them'" (.’h); similarlyv, Luke in The Beetle Leg repudiates the -

L4
bov who dattempts te tell nim ahout the jewels  the Red Devils were wearing

L}
i 20
when they m

invaded bv Gvmnasium: "'We don't want to hear about it.

nas become impervivus to the external world, unconcerned about the >
fate of the verman nation:

she falled to understand- the” German life, failed as a mothern,

at least for her son. She had never been quite able to allow ~

a love for her country to intrudeywithin her four walls, had -

never been loval, and though she never gave herself like seg- -

ments of a fruit, she never envisioned the lovalty due her

State (Z25). . .

Juttd is described as "the nation's born leader" (112)% one artistically
capable of shaping the outer world and providing design to reality. The -

war, however, disrupts her plans to be an architett,.forcing her to "design.

') * ~
herself inwards" (169) in order to escape the repetitive demands ofysotiety;

ki

eventually, though, she retreats to a static world of self manifested physiL

cally bv her lengthv illness: '"The world was growing dimmer for Jutta.

. .

/

e
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>

<. . . Whether or not she was responsible, she had her weakness, physieal

. .
and perhaps beyond control, and it made her guilty of disease while the

calcium continued to dribble away from the cold, well-bred bones" %112),

As she loses her will and abrogates her own responsibility as she becomes
i - . .

physically weaker, Jutta loses her power to assert herself drtistically.

Isclated jin her childhpod, she is placed in a convent after her parents

~

. .
die, where she becomes victimized by the cannibalistic sisters who are

’

-"difficult and grasping, feeding on their wards" (112). In particular,
" Jutta is the victim of female.authority which has always surrounded her

and frustrated her efforts to transcend her environment. From the begin-

ning, she hates her sister Stella (17), and later, her nurse Gerta's "un-

1

pleasant love" deprives "her of sacrifice and intelligent suffering" (111).

, At the convent she refuses to yield to the will of Superio?, the 'dark

angel" who blocks the light "from the outside world" (113). Later still

. in her life she succumbs to the male authority of Zizendorf by becoming
? .
his mistress, seemingly content to subject herself to his will and avoiding

- -
- .

all contact with the external world.

- ]

In spite of her early promise, which goes unrecognized except during
her brief stay at the Academy, Jutta becomes one with the other inhabitants
of‘Spitzen-on-the—Dein. Although she recovers from her illness in'spite
of being alone and unlo&ed, her life, like theirs,~becom§s characterized

.

by internal”stasis: '"whatever wisdom she may have felt lay restless, lost

beneath the sheets" (21), and her ideals become buried in meaningless routine:
""She spoke of most intimate life with her daughter, tried to instill in her

S6n ideas of manhood, and spent a certain part of the day sweeping dust

into a little bin and rubbing with a damp cloth" (24). Her illness.brings

14 .
N

her to embrace a view of life which approximates zizendorf's in its denial



s
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of a driving and dvnamic 1ife force. For her, "life was not miraculous
but clear, not right but undeniable" (120-1); according to Zizendorf, "leath
Al /

which he;sees as 'the desperate efforts of the
. 4

is as unimportant as life,"

tenant" to keep his house “from sliding into the pool, keep it from the
Jew's claw or the idealist's pillaging" (131, lio)u For the narrator, as
- .

well, life is "undeniable" and is reduced to a struggle :
. El

>

- - .
for mere survival.

-

Most of the_characters in The Cannibal respond to lidfe on this level.

Although it is not alwavs apparent.-and their attions are seldom if ever .

>
™

beneficial in terms of anlimpelling life force, the characters

in the novel:
£ i " .

engage in some form of struggle®or confljct, and their existence is defined,
R .

in, part, by their misdirected efforts to overcome the overwhelming atmosphere

] - . .
. R Y » .
of stasis. ! .
’ 1 <
1 S
The Capnibal begins bv a reference to one of the two major buildingsg

;4 «
:

in Spitzen-on-the-Dein: the institution-~the other significant buildifg

[y
3

is Madame Snow's bearding holise. The inhabitants of the institution or
b

asylum have been "turned out . . . to seek anvone who-would provide a tin;
plate or coveted drink" (3). The initial description of the town is of
7,

a ravaged community in whi¢h the mad Balamir and "his brotiers" seem the

on}y inhabitants. The mental patients are, indeed, virtually indisting-

T
A

uishable from the town's regular inhabitants. All of the form inmates

. -

remafnyﬁnaware "that they were beyond the institution's high walls" (3);
K
" the town, in effect, becomes synonymous with the asylum itself. The Census

r
v

Taker, ostensibly the pr0poqentmof civil order, has forsaken his‘responéi~

bilities and records no increase in the population despite the sudden influx

~ -

caused by the release of gh?aﬁﬁmates (3,5). -

»

’

In Spitzen-on-the-Dein, the former inhabitants of the asylum, the '
Vi ‘ -
o » -

"officially" insane, do not constitute the entire pqpulatibn of the mad or

L4
.~
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defective. 1In this nightmare town, the sane and insane cohabit as one, iy
. . s

“as do the deaa and the living; indeed, the "ghﬁgfs" wgo {%habit an over~:.
turned tank are far more EEEi&e than many of the town's "living" population
(9-10). These ghosts are often referred to, engaged in the habitual actio;-
oflieaving the abandoned tank at night a;d going down to the polluted canal
to drink its water (10, 126, 147, 159, 168, 6 194); and like the other inhabi‘~
tants, the ghosts are active by night while enclosing ;hemselyes by day
inside their own private wérld. At night Zizendorf engages in his revolu-
tionary activitiés as Herr Stintz spies on him, the Duke'stalks his prev,
the non-Germanic populace attends a dance, Selvaggia is vigilant as she
observe clouds passing over the moon, Stella comforts the mad Balamir and
attend; his ravings, Stella's son awakes and becomes sexually aroused'as
he laboriously makes his way down and up the flight of stairs to investi-

gate a ?oise he hears in the theatre. Even though the Mayor spends most
[

f; : _ .
of thelnight sleeping, his dreams are tortured reminiscences of his betrayal

» A .

of Pastor Miller, while by day he '"was too blind to tend the chronicles
~of history" (8).

The proximity of life and death is always in evidence: "When.én old
man was gripped dying in a terrible cough, Jutta was betraying her lost
husband and bearing child again" (8); Stella gives birth to her frail son
a few months after Ernst dies (122). The life;cycle is inextricably tied
to the inescapability of deatﬁ. Madame Snow "would have be;n a grandmother"
' haa‘hér son's cp}ld not become one of the accidental casualties of the war
(%), and during t?é’i;r, too, ''pregnant women went out of doors at night to
freeze themselves to death" (150). What forms of life do exist are often
only pgrtiql and incomplete; the inhabitants of Spitzen-on-the-Dein are

L]
generally deformed, physically defective or disfigured. Madame Snow's son




_Stintz has one eve, and

has braces and only one leg, and because of his "mutilation . . . she
would not see her son" (18); similarly, Herr Snow rejects his vounger son

who "forever wore his head strapped in a btace, and the words that came

. -
e\ v

from the immovable mouth came also-from a remote frightening world" (46);

y

. d v
his older son, Ernst, has two fingers missing from one hand (44). Herr

'it seemed likely that [Jutta's] child could never

[y

have breasts" (26). The men vf Spitzen-on-the-Dein return from war with
"their ears chopped from their skulls

™

(9); even the town's horse statuwe,

which Zizendor! would, repair and elevate to a place of prominenée, is with-
N LN
out either its legs or head (7). g 3 ,

-~ -

Nature has retreated ‘from this world, and the unnatural has come to

prevail. Jutta refuses to admit that an& man has had a part in the creation

>

of her children (21); the birth of Stella's twin brothers is a 'remarkable

5

conception," and "the boys never saw their parents" (65), both of whom are

well "advanced in their dotage. It is a world where bizarre metamorphoses

o r
.

are possible, where Jutta's san is-transformed into a fox during the Duke's

predatory chase of him. Jutta herself has the head of. a man and the body

KR

6f a woman (17), while Zizendorf sees in her body "something that graced
the nibbling lips of the goat" (22). (When Jutta's mother leaves
the bed where she spends most of her life, she is transformed into a figure

who is ”monsfrously 15fge' (76), as she dons her ill-fitting and ponderous

»
clothes.) Superior's face "was neither a man'snor a woman's" (109).

Androgynous characteg;ég{ion.is pronounced: the Duke, Jutta's son and

Ernst are all seen, to a degree, as feminized.

-
-

Births, deaths and marriages in both ages are characterized by the
unnatural, the unpredictable and the irrational. Not only is the atmos- ~

phere one of decay and stagnation, but a sense ,of a doomed or fated

.

~)~
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existence is prominent in the pre-war period as well as the time‘follgwing
world wWar II. On only one occasion do anv of the characters manage to
escape, however temporarilyv, trom the confining strictures of family and
societv. On their honeymoon, Stella and Ernst travel to the "upper world"

of a mountain resort. Here, frée from the "lower world" which is now plunged

into war, Ernst is able to forget its stitling impositions. In particular,

he is able tu put distance between himself and his father "the demon™, (117),

‘

for in the upper world, "he was nearer God" (84). Ernst is able to find

peace here and discovers his romantic being, both vf which are lost to him

in the lower world. VYet Ernst's religious questing eventually overcomes

his need for peace and romdnce. Bv the time of his return to the lower

world, Ernst has become seriouslv ill tanother disease which reflekcts a

spiritual - malaise), while his longing for the purity of.rellgion continues
to pursue him like the wild dogs who follow the train which carries him
back to "das Grab,'" miraculously metamorphosing 1nto "paying passengers'
and inhabiting the train's compartments b&tore leaping out ”;nte the night
and the pack' (96). The "snarling dogs" are only found in the lower world,

however, and seem to personifv a destructive force, like that of war.

‘n . - i : : .
Ultimately, though, Ernst's religisus quest is equally destructive, and

like Myshkin's spirituality in Dostoevski's The ldiot, _eventually con-

demns hisf. Spiritual values in a world of base materialism and narrow

nationalism become a potential subject for parody. ! In his obsessive

pursuit of Christ, Ernst comes to stake his entire being; it becomes an

.

illness itself and merges with the physical disease through which he comes
to assum€ a ''cruel and saintlike' aspect (114), becoming "only a small

black-haired Christ on the pillow" (94).

~

Like other characters in The Cannibal, Ernst becomes what he seeks

-3
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after. 1In fact, this is one of the novel's themes: we become what, in

our degraded sense‘of‘purpose; Qe aspire to. Characters manage partly to
- create a sensg’ vf being through suffering and turmoil, but what they create
gives them little satisfaction, for it is founded upon those elements of
pain and regression which the characters cannot help but embrace in the

process of self-creation. The potential does not exist in The Cannibal .

or The Beetle Leg to transform internal pain and suffering through imagina-

tive visién, because the forces of anti-art are in control in these novels.
- Ernst's favourite walk, wﬁich he takes with Stella every afternoon
while in the upper world, leads him past the house of an old man who carves
religious figures. These crucifixes are, in fact, demonic, "more human
than holy,.more pained than ﬁiraculous" (87).. The Christ-carver sells
Ernst many of his figures, which are soon to be found throughout the hotel.
More demonic than holy himself, the Christ-carver directs Ernst's gaze to-

ward the void which lies beyond his hut, an unconscious gesture by which.
k 4 .

-
-

he seems to embrace the values of the lower world which his dweiling over-
looks (87). Gradually, the upper world takes on the qualities of a static’
uniformity which typifies the lower world:
The children became thin and tired dand the adults suddenly were
. unable to find their own among the solemn faces. . . . During the
three meals the tables were half empty. . . . All of them.smelled
the fog, it cugded about their hair and chilled them in the bath,
and the nurse's playing fingers could do nothing to help, while
the air became more thin and thé water difficult to pump (90-1).
The stifling fog, carrying the impurities and disease-ridden air of the
lower world, is not the only intrusion from this world. .Cromwell, the
English traitor, visits the mountain retreat, bringing details of the war
to Ernst, "telling him everything he did not want to know" (92), binding

him against his will to the lower world of "sacrifice, siege, espionage,

death, social democracy or militant monarchism'" (93). The death of the
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ola horse which labours daily between the twp worlds is the ultimate sign

. that death has infected the world where Ernst sought his escape (Ya).

Ernst returns to the lower wotld to die, but predictablv his tinal vision °;

is not one of peace and sanctitv. As Ernst dies,; "rhe calm ui Heaven evapor-

.

ated" with the sight of his father, "the devill: )

. .~ in that moment of defense, of hating the devilish return
of boisterous heroic Herman, Ernst died without even realizing
the long~awaited event; in that . .lasg view.ot smallness, that ) ‘
last appearance of the. intruder, Ernst, with his mouth twisted
into dislike, diéd, and was reprieved irom saintliness (119~20).

!
t-

-

For Ernst, as for the other characters 1f the novel, escape ifrom a
mortality synonvmous with stasis can mever be achiéved; the tfdact ol exis-

tence condemns one and all 1f nyt to death, then to'a death-like existence.

,
«

Ip‘coﬁdemns Stella Snuw to.a long life in which she clings to the illusorv

-

T . . i . N
beliet of the free German state, and it equally condemms Zizendorf, who
. S -

seeks glory and self-gratification through revolutionary politics. The

Census Taker attempts,to escape his mortality through aléohol, while the - .

Duke, Balamir, and others to a lesser degree,. become deranged. and live en-
A . a -

Lo ’ : .
tirely in the world of fheir destructive fantasies. In such a nightmaré

. . - . .
world, Balam}r's delirium, in which he. believes himself to’be the Kaiser, AN

%eéms as valid as anv other; the distinction between the wholly, insane and

0 4

those partlyv su is essentially incopsequential. The voice of a mad prophet

speaking through a dead monkéy at, the asyvlum could be said to *stand for
. 13
. , .

all the characters in The Cannibal: "'Dark is life, dark, dark is death'" -

(155). Dark, indeed, is Hdwkes' vision of the countemporary world in which

-

individuals are entrapped by history dnd the nature. of an existence which

‘.
'

deprives them of the means to seek knowledge of their own selves; and dark m
|

is the vision underlying The Cannibal itsélf where sanity and ilnsanity, -

life and death, are inextricably bound into & unity of unreproductive

sufferang and profound stasis. e , “
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CHAPTER II1° oo .
: THE SEARCH FOR MYFY IN A LAND OF DEATH: ..
* THE BEETLE LEG '

- T e— v

A
*

) éb * 0f all Hawkes' novels, ‘The Beetle Leg is the one most_often overloocked

o7

.. by cr}tics or only given a cmrsbry.agalysis. If The Goose on the Grave is

the "b&te noire" among Hawkes' shorter fiction, The Bgetle Leg occupies,

Oné,of thq reasonsﬁfor this

that dubious distinctidén among his no

centre to which one

4

apparent néglect is that The Beetle Leg

cks a "human"
) .

]

@

-

8.

o

‘e

. LY
*can relate.

-

t
i)

In contrast to The Cannib

-

i
- . 4
'sion, The Beetle Leg dogs not appear to depict a universal situation. The

, which also lacks a "human" dimen-

“irrigation problems ‘of a tiny mid-Western community and the concurrent

)

4

collapse of American ideals,of progress and development (into 5piritual

”

kel

°

apathy and sterility do_not‘in themselves offer much potential for elabora-

s
b

tion ‘and develophent. Yet such lifeless and apparently uninteresting subject

matter seeﬁé’to present, itself as a challenge to Hawkes. In hgiks like 4

*
°

‘Charigggi, The Owl, Thé Innocent Party ﬁnd much ‘of his-early and short
Jfiction, Hawkes™ resembles Beckett in his abilit; to. transform an esseztially
- étatic'situaF;on S0 thég it‘becomes represe;tapive of modern culture a;d
4 . -
pphougut.‘;ﬂaékes is able to ene;gize'the lifeless by 2fesenting‘the j%eryday

’ * R .
»*through startling and bizarre images which jar our ‘expectations. > 2

., Hawkes alters our conventional images «of the Aherican west in The

1

Beetle Leg.by exposing us to the realit§ which hides behind the myth, rather
* ¢ . . 4

\

as Stephen Cradfe‘®does in "The Blue Hotel" and "The Bride Comes to Yellow
Y . ' . . , hd

.

Sky"; both Crane and Hawkes make

Iy

4

extensive use of anti-climax to achieve

;‘ T L ¢ g : )
this purpose. At the same time, Hawkes makes us aware of the need for myth.

- ? ‘
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The inhabitants of Clare and Mistletoe reconstitute wha{ thev can of their ps“‘\\\
) ‘ AL e
L%

e

s
o« 4

lost "paradise' by mythologizing their past as, in different wavs, Skipper‘;\{s '.‘?7"

e,

of Second Skin and Cyril of The Blood Oranges are to do. The imhabitants

transform the time of the dam's construction into a golden age and elevate
Mulge Lampson, who died when the dam cqQllapsed, to mythic status in order

to retain the images of heroism and sacrifice they need.to counter their

PR )
. Present state of unfulfillment and to avoid confronting their failure.

+ e

»
% Mythic consciousness is as necessary to the inhabitants of Mistletoe as it

" 18 to those of Spitzen-on~the-Dein who embrace the myth of Teutonic supremacv.

¢ - - -

It also becomes &ssential for Michael Banks of The Lime Twig to aspire tb the
myth of power and potency as it is figured in the god-like Larry. While
4 o
characters in Hawkes' early fiction often embrace myth in desperation, in

) v o &
an attempt to circumvent the ordinariness of -their lives, Hawkes " later
characters, particularly his first-person-narrators, use myth to legitimize,

w

sanctify or make‘compl'et‘é the world they create for themselves; myth becomes

-

part of the process whereby the visionary self is realized and expressed.
(ﬂ Critics often do not .pay sufficient atterftion to the mythologizing

e

process: in The Beetle Leg, as they tend to focus primarily on the various

- . [} ;

. - 1
mythic patterns which they see as giving structural coherence to the work.

~ Through the mythologizihg .proce§s the inhabitz-;nts express “thedir need to
- 0 -

‘ t_ransfigure évery.day life, to shape reglity so as to give neaning to lives

which are otheriise vacagt and direttionless. Barren and ineffectual as A
their efforts are often seen to be, they mark™Xhe injtial engagement in
. ‘ N v Y ﬂ ’

Hawkes' fiction of characters with their enviTdnment, an eéngagement which

. becomes defined in the later fiction by increasing complexity and creativity

)

in the shaping process. ' >

ri

Essentially, tt'iough,t-the inhabitants of t'h_e. American desert lack the '

— AN

s




will and tihe means te transform the landscape. As in The Cannibal, the

- ) -
characters in The Beetle Leg are presented as one-dimensional and static: -

they lack mobility in terms of a structure of recognition ér self-discoverv.
* But, in thf oppressive landscape of post-war Germanv and the sterile waste-
lands of the American desert, Haykes could hardlv depict charécters whio
were other than impotent, amoral and predisposed to violence and brgtality"
In both books, the landscape, whether essentially a political or a physical
. \ .
one, reflects the inhabitants' psychic sterility and formless moral code.
. * e ‘
Landscape and character are interfused in these two novels: qualities e
within the characters manifest phemselves in the landscape and~§ice versa; 4

.a or, perhaps more accurately put} amoral, decadent and diseased characters

create a world for themselves which reflects these degrading qualities.

“ Novels like THe Cannibal, The Beetle Leg and The Lime - Twig are strongly

expressionistic in the manner in which they deal with an objective outer

world as an expression of inner being.

wo T,
3

< R
o, ' Return to the Wéste Land - \

L There are conscious or partly coriscious echoes of Ei&gﬁii;The Waste

Lgndnthroﬁghout The Béetle Leg; Hawkes deployment of the Fisher Kimgymyth

appears to have been "Sacond hand," derived through Eliot's use of it)in

i

cEm The Waste Land. Scenic parallels are, perhaps, the most pronounced. On

s ¢ % the most extensive level, ‘both Eliot and Hawkes draw metaphoric links in

o

dealing with thé¢ relationship between desert setting and the water which

‘should, but somehow cannot, replenish life; both go further and evaluate

e a

the barrenness and sterility bf the lives of the inhabitants. In Chapter 3
£ .

~

. .of The Beetle Leg, Hawﬁ§§:éstablishes the card game as a focal point. It is

« an ghd;fferent duel among four women (marked, as is "A Game of Chess" in

"

‘.

" The Waste Land, by*pccasioﬁgi lapses into a fantasyeworld), three from

- . 4 . Ty

. G

P




e 3 : 3 L3 - . b . :
Mistletoe and._the outsider, Lou. The same mood of intense futility and

longing for escape pervades this scene as it does the second part of Eliot's

’

poem. The pub scene, yhich® concludes "A Game of Chess," is paralleled by

the scene at the GymnasLu%Ain The Beetle Leg which follows the card scene.
o T

Thes%vechoés extend to the verbal level where Hawkes' pessimism often involves

-

‘parodwing whatever hope ‘for renewal was left for Eliot's waste lamrders. The |,
last words of Eliot's poem, "Shantih, shantih, shantih,” with their echoes
- .
of reconciliatory peace and mystic knowledge, receive a demonic reply .in
~

‘Luke's animal cries-—"Yip, yvip, vip"--which terminate the final numbered

-

chapter of The Beetle, Leg.

Hawkes? use of time falso resembles Eliot's. In The Beetle Leg, there

]
are twg main temporal séguences which proceed chronologically, and several
temporal dislocations, as well. 1In both works, as in The Cannibal, an

4
implicit theme concerns the failure of the past to transmit positive values

- -

" to, thg present, which makes us question these values; both werks cons%der
the spiritual deatb‘of-the present. as contrasted with the prospects presented
by the past; they embrace an entropic view of Westérn society.

As in The Cannibal, the action in the present occurs duriné a 24-hour

‘ period; in the past, the actibn spans approximately a decade. Hawkes begins,
n

)

in the past, at the time just-.before Mistletoe was founded and the dam
built, conéidering, in particular, the history of one family of settlers:

Hattie and ‘hér sons, Mulge|and kae, and Ma, Mulge's wife. In the present,

\
i

Luke finishes the day's work of seeding on the dap, goes home to eat (where
I

we fifs; meet Ma and Maverick, tgg Mandan), then out for his night's enter-

*»

tainment, looking for Bohn, whom' he finally meets up.with in Chaptef 63

meanwhile, on His.way into'Mist¥etoe, Luke encounters Camper, who is travel-
S s

7

ling into the area with his wifg?and son to fish the waters of the dam, and

-

1

x
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attends to the son's snake"bite. The action splits when Camper arrives

I

in town and Lou remains ,in the dormitorv to plav cards while Camper immedi-

1. : . .
ately hurries off to tish. In the dormitorv, Lou meets three important
waste land figures: Thena, Bohn and the Finn.. In the final action in the
present, (ap Leech arrives conspicuously in Mistletoe, implants himself

like a scre in the centre of the street, only to be taken by Wade, the

Sheriff's deputy, to see the.Sheriff. In-.each chapter, the action unfolds
. 2
€

as the characters momentarily converge and separate, building towards two
climactic scenes which exemplify the dilemma of waste land existence: the N\

fishing scene in Chapter 9, which is,_ in many respects, the expected logical

climax and the shooting of the Red Devils, the actual climax;.in reality,

the latter scene is an anti-climax. In both these scenes, individual actions

converge in unified action as a collective will seems to inform and motivate

L XY

*the characters. . ¢

Most of all, it is in Hawkes' characters themselves where the greatest
resemblance ligs’with Eliot's poem. Like the faceless-crowd which flows
over London Bridge, Hawkes' cha;acters‘seem "undone" by death or a death-like ®
existence: collectively, they are a soulless group, §eemingly doomed by the
sterility of the lives they lead, yet un;ble to die. Hawkes' characters,
like Eliot's) laék knowledge--both the ability to relate to others and
self-knowledge, particularly séxual geIf—knowledge. The typist in "The

Fire Sermon" responds "with automatic hand" and thé conversations in "A

Game of Chess'" are isolated bursts of egotism. In-The Beetle Leg, this

fusion of machine and animality can be seen in the recurring image of the

Red Devils; hermaphroditic creatures who are frequently portrayed as exten-—

sions of their motorcycleé. Virtually all characters in The Beetle Leg

.

» g ™y
are dominated by egotistic impulses that prevent understanding or access
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<

" with their world, content to be.bassive recipi

to others;'Bohn tyrannizes the Finn, the Sheriff tries to control anyone

who strays within his dominion. Yet despite these urges to dominate, trans-

mogrification of character takes place with one character blending into
another, so that distinguishing traits seem essentially superficial and

there is uniformity beneath. Rather than employ extended descriptions of

the c%gracters, Hawkes often uses "identifying tags,"
&8

[

an object or a phrase,

for convenience of identification. Uniformity in character portrayal is

e
.

also appareft in Hawkes' use of, continuous dialogue in a group where the

voice of the speaker is ,not always readify discernible (100, 136). This
kind of characterization is consistent with a complei technique which John:

»

Kuehl has described:

Repetitive time, metamorphic characterization, and iterdtive
imagery, which produce recurrence, and associational flow and
spatial juxtaposition, which create indefiniteness, function

in Hawkes's bre- and post~l960.fiction to establish a mythopoeic
vision ®f reality.

The difference between these two periods of Hawkes' writing lies primarily .

in the exclusive emphasis of the earlier writing on methods of structuring

and the somewhat diminished effort in the later fiction to structure his

— N <

art around the mythopoeic.?

E

Where all characters suffer from the same basic malaise and there .

is a uniformity among characters there cannot be much scope for the develop-.

ment of identity. The waste land mentality concerns both Hawkes and Eliot,

the condition of being cut off from self~knowledge and the possibility- of

A

rebirth. ZAn Hawkes' later fiction the individyal is often able fo‘shage
his’environment in such a way that it reflects his subjective vision;

Eliot's characters and Hawkes' early characters are all too much at one

s -

ents of an arbitrary or

H

. /
autocratic order.
. Vs .

Y
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Action and Character »

In The Beetle Leg, Hawkes' disjointed technique manages to convey

a sense of randomness and absurdity, a picture of a land in which hostile

forces arbitrarily combine to erase human endeavour and sense of purpose.
This randomness accompanied by an underlying violence or hostility is mani- *
fested in the nature of action in the novel. . Occurrences are often sudden

or haphazard: Cap's horse proceeds without directions from its owner;

v

suddenly a cow flies through the air; there are eruptive and sporadic dis~
charges of energy marking violent encourfefs. We are left to guess the

reason for'something so often that we may be forced to conclude that human

action is basically random, like the "actions" of natural forces, or is

not founded on reason or even, possibly, emotion; individual action seems
.o - LY '
to involve some inexplicable interaction betweern motive, thought and sensa-

ﬁign. Thus, we never discover why Mulge marries Ma, nor why the Sheriff's

self-appointed deputy, after showing apparent corcern for the Sheriff's

.

prisoneré——some Red Devils, an invading motorcycle gang——v}olently kigks,
them as they:lie helplessly on the "tank room" floor (34~5). Such a re-
fusal or disincliﬁai?on on Hawkes' part to "account for" the actions of
his characters reduceé the value, in effect, placéd on the act. We can

. >
hardly be expected to sympathize with a character whom we do not know and

°

in whom there is no consistency or accountability of action; such characters

are not so much ambiguous or ill—deFihed as simply vacuous. They seem

-

neither to think nor feel. It is not correct to refer to them as “ecarica-

tures," for they lack the typical dominance of a singularity.or'trait which
’ “
.defines this form of characterization. They do have, however, stereotypical

models or equivalents based on the Western genre: the,Sheriff is a "type"

of ghe"western Sheriff; Luke represents the cowboy; Ma is a version of



4 . \

» - '
the frontier wife; and Camper and his wife are versions of the "city

slicker." In general, then, Hawkes' refusal to inform us concerning his

characters' "inner selves' and the implication that there would not be

much here to consider anyway, disengage "us from any meaningful method

of character determination. . -
7

’ I'd
Opposed to these arbitrary, seemingly motiveless actions are the
¢ . )

"overly motivated" or obsessive ones: the Sheriff's attack on the Red

v
+

Devils;- Ma's hopeless nocturnal quest for.Mulge above the dam; Camper's

obsession with his.old fishing grounds. Minor actions, as well, tend to

become obsessive—-on threé occasions Luke inquires about the whereabouts

’

of Bohn (29, 60; 96). Even acts which seem motiveless on the surface may

88

involve an obsessive will; for example, Wade's act of kicking the Red Devils

indicates his cowardice. (see also 38, 156) combined with an obsession.with

-violence. Action in The Beetle Leg is ﬁearly all either haphazard or ob

-~

gessive, while the underlying motivation is either absent or ambiguous.

i
Action, then, cannot be reduced to rational terms. .

The concept of meaningless or unmotivated action is introducéd early.

In the "prologue" entitled "The Sheriff," the Sheriff of Clare reminisces

about his encounter -with Mulge Lampson. The-episode has several functions:

in its monologue form it introduces us to the waste land itself through

the figure of its keeper of "1aw'and order!. the main figure of the anti-

artist in the novel; it gives‘us one of two direct represe&\ations of

character~-the seconq is Cap Leech's brief monologue at tﬁe clbse. Under-

standing the role that both characters play is fundamental to a larger

understanding of the waste landers' methods of dealing with reélity. The

1

Sheriff's need for control over others is his most distinguishing attribute;

A

this control extends to hiskheed to seek control over nature by knowledge

o . . -

‘ - [
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or by foreknowledge. Thus, he is seen, in the opening sequence, consulting
an "indoor gardener's calendar." The words of the almamac (it is signifi- .
cant that the Sheriff is reading oﬁly about the barren signs here) seem

"'to echo the opening lines of The Waste land where fertility remains only a

:\painful possibility. As with The Cannibal, which usges first berson narra-

4
tion interspersed with third person, Hawkes uses narrative voice to suggest

an ironic perspective., In both works, Hawkes gives us a narrator whose

S authoritarian concern with order (whether a revolutionary order of some

[}
.

kind or #an ultra-conservative one--both repressive in essence) is established

early and becomes a focal point; in effect, the narrative represents the ~
o RN
) . process whereby this order becomes "realized" through agtion and ultimately
P .
asserts itself in the form of a violent .act.' ®

!

"The Sheriff" section‘also juxtaposes the'two kinds of action in
the novel: haphazard~or.arbitr§ry action and obsessive action, @The
Sheriff's behavdour becomes'clearly defined as obéessive, narrowly boﬁnded
not so much by-codified légai‘standérds as by a private sense of rigﬁt and
wrong. .In his job of patrolling Clare, the‘Shériff relies hegvilyvonshis
_instincts: "I know wﬁeﬁxfo bide my.temper end just size up the stridg of a
aman or the wa%/pe hangs back when you ask him what he is at. . ... And if '
I stop a couple, I may let them go, 1 may not" (12); "I'm quick to feel
out a strgnger (13). In the Sher@ff, mor%l order is reversed: 1érge
crimes become_reduced to tHe leyel_of lesser ones, as\he reveals when re-
lating his expectations on rece;ving a cail fromayoung girl: "1 suppose , '
) >
i thought to hear of a killing or of a man with his hand pierced on a
. ‘ fg;kﬁ (10). 1In this example of bathos, a murder and a barnyard accident

assume similar proportions in the Sheriff's mind. In-a land where impo-

tence reigns, fornication is considéred the major crime, and the Sheriff




. .

. is the principal crusader againsg it and regulator of it. The Sheriff
refers to '"doing things a man can't talk about''(8) and, true to his word,

constantly reduces the act to the levél of the neuter pronoun: 'But I

never caught them Lampson brothers at it" (8); "people big enaugh to do

.

wrong have done it, or trjed to. . . . A man is wise if' he keeps to town.

.

But even there he comes across it"_(10). The Sheriff quantifies the law

in apportioning justice ‘according to private dictates: things that
L)
happened or not depending on whether you arrived five minutes early or
- ;
five late. . .e., It almost depended on how much white showed from the side

of .the road" (8).

1f we see the Sheriff as oneAprimarily engaged in an obsessive

suit, then the Mulge of the "Prologue" presents the other recurring pattern

’

for human behaviour in the waste land: arbitrary or disengaged aQ}ion.

Counterppised to the Sheriff's crafty deliberation is Mulge's indifference
to his surroundings and -refusal to commit himself to any kind of action'
_ despite the Sheriff's efforts to get him tp do so. The scene is, above
-all, oﬁe;o% unresolved tension created through the ambiguous intefaction
of two apparent waste land prototyyes. All the potential violence.which
exists in nearly every waste land activity is here submerged. Repression
of human energy, part{cularly sexual energy, is~expréssed in more than
' the attitude of thé Sheriff, but in the underlying dynamics of the situation

[
and, as it often 1s in Hawkes' works, in the symbolic framework. The river,

unharnessed at the time, is introduced in terms which suggest its corres-

Y pondence, with sexuality: "In those days, before they choked her off, that

]
river widened, or narrowed as it pleased. . . . I knew children shouldn't
¥ play around it." The town is more Immune than the river ("the crime rate

[ie., copulation] was high around the river,”" 11) from incidents of sex,

v .
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but "even there [one] comes across it" (10). The river stirs the instinctual
side of man to revolt and "drives men and women to undress and swim and —
maybe kill themselves' (11). The Sheriff's hatred for dragging the river

suggestshis inability to confront his own subconscious in the fo%m of his

*

sexual self.
The situation in which the Sheriff finds himself has latent sexual .

overtones. Mulge is seated on the river bank and the Sheriff later describes

»

Mulge as "snarled with this river,' foreshadowing his eventual death and

!

also clarifying a symbolig correspéhdéncg. A few details hint at Mulge's
.. JI’ v . - .
exhibitionism. The Sheriff describes how Mulge is dressed with-more elab-

oration than he describes his aépearance——near the end of the chapter, he
gimply observes that "He was young',klh). ."He was only half dressed" as
"his panfs were off" (13), but he is wearing a conspicuous yellow shirt
like one the (future) Sheriff ans but would never wear. The colour Yellow

may suggest exhibitionism, but ih a more significant way, it might ajso

suggest individuality and the"doﬁinaﬁce of the life-forcg, as it does in

. . | . : , .
The Blood Oranges where it is associated with Fiona, the animator of corpses;

>
it stands out, as well, against the drabrniess of most of the waste landers.
Lou, the urhan sophisticate, and dne who; clearly, does not belong, “is the

only one associated with other prihary colours—-~red and blue, as well as
L)

green. Y
The Sheriff's voyeuristic ten&encies come to the surface here, as

well. 'Only half-hidden behind some:ineffectual shrubbery, the §her@ff
!

is so intent upon his target that "My pipe went out and I found I was

»

watching so hard 1 sat chewing on it dry" (13)--keeping Hawkes' sometimes

excessive Freudianism in mind, one could perhaps see this reference as

onanistic. Just as the Sheriff would control the forces of nature through

J




the pamphlet he is reading as the novel opens, so he would control and
determine human nature. He strives to reduce the unknown and the instinc-

tual into his own form of rorder and, for this reason, insistentlv posits

‘
«

reasons for the strapger's presence and tries to lure him into betraying
his meotivations. But Mulge reveals neither his motives nor intentions
L3

to the Sheriff nor to the reader. The "prologue," then, focuses .on the
ambiguous act, one which eludes definition or justificat¥on. The Scene

typifies waste land encounters by its stasis, its complete lack of meaning-

ful or self-defining action. The waste land of The Beetle Leg results

- - W .
from orparises out of an alliance or interaction of arbitrariness or chance
and what we could call the essential "fatality' of the waste land--an omni-

kS
- present force whiéh acts on the land and the people to create .the dominant

-
- 7

pattern or characteristic of both: ‘stagnation or stasis, failure and
sterility. If human action were more dependent on positive values or on

rational or sympathetic behaviour, the inhabitants might be able to over-

-

come the stasis. As it is, they have little hope of doing so.

£ I1f the inhabitants of Clare and Mistletoe exist in a moral vacuum,

there was a time, perhaps, when this was not quite so. The Great Slide

s N
4

is the focal point of the novel itself and that which brings the inhabi-
tants of Mistletoe together; an event in the pasti-a remembered one--

structurally unifies The Beetle Leg as The Cannibal is unified and the

country brought together through an anticipated event--the appearance and

assassination of the overseer, Leevey.

’

The Slide was a time when latent heroism was allowed to surface. In

»

particular, Thegna the cook responded with.fervor and was responsible for

v

inspiring others: .




o . '( - ‘ N ' :.-'
Thegna ¢ried the lzﬁdgéi.. She caught fhe spirit of the Slide in - »
sawed-off gum boots, cd#nvas gloves and apron. She worked. Fromsthe '

hour when.the full-swing diggings were evacuated and the entire project

. quit in midstream to the day when they-crept once more to the grizzled e
flat, as the dam seethed, settled and worked the body to the least
disturbing depths, she stood alone in the cook tent "and perspifed:
She fried her entire store of beans and hacked open cang of beef to’
last three days;. she barred them from the tent and boiled- coffee. -
They were sobered by her taking on and listened as she 'runted fTrom _
the piece of iron on the ground before the stove £Q the: plank tables, ..
setting out tinware, blow1ng 1nto the apron (70). "

-

-

The mystical communal bonds created by the disaster soon giye way, and ¥

commercialism and sentimentality come to prevail. - These two &lements com-

bine in the image of Ma who, unable to rescue Wulge S 'relics," is forced
to obtain 'photographs" of them (presumably by buylng the postcards sold

at Estrellita's) on which she 1nscr1bes momentos .(72).

v - 2

.

Bur while Mulge's death momentarily activates the heroic, it eventu- . 1‘3.
ally serves to deflate and J}timatély desgroy the hope that posftivé values: {;
will assert themselves in a more'permanént way. Muige can be Seen as a
waste land prototype-~—unmotivated, ﬁassive——as he ié portréyed inuthe
"prologue'" and in Luke's description of him: L'He wasn't Qﬂod for much -
around the b0use'";.”'An& és far as going into th3 field or on thé Prair%es,"
not him'" (100). Yet he does not seem irrevocaﬁly trapped in the byc?e Qf
sterility and infertiiity.' Because of this, his death represents gbe . e o

-

death of the hope for the waste landers that renewal is possible. It

seems as though there are two sides to Mulge's character or two views
which we are afforded into that character. On-the one hand, he is a. “ ‘

typical waste lander (though it is significant that those who view him

\,
3 . ! ;J .

in this light-~the Sheriff and Luke--are more typical waste landers) but,

' ]
in another respect, he is able to transcend the waste land stas®s; he is

.

an outsider, an alien, in a sense, and a man who perhaps has a personal

vigion. We cannot assume that Mulge achieves another staté of awareness

-~



but,:rather,;a‘less confined state-of{béiﬁg\ In this‘latter view, Mulge = .

- T o . ’
s . .
. ]

is’ Seen as dynamlcally allve, a functloﬁlng sexual belng, commltted to
7 A L -3

- & R self*defiﬁing'actionc“-"'But he went én- the progect rlght”down into thé

. - . . . ;=
i ’

trough where a damn blg rlver used to run‘ worked w1th machlnery that could

. . g . .,' - -

chew a man.to pleces (109) : Ae,a waéte 1andfprot0type, Ma‘is a suitahle-"’
.o . l - R

,~4 “

bride for h1m, hoWever, it.is w1th hrs mlstress Thegna that Mulge spends

i

hlS wedding nlght @and she 15 assﬁclated Wlth thlS other; viey into his,

% ,‘ . o ) .. . . N

‘”"1\3' *:character., Mulge.and~Thegna, and to a 1es$er extent'Camper (who Lou;dis~'
. \ . . _\‘_ O ! \ 3 . A .3 . /
- o covers was onCe Thegna 3 lover as well) arg those waste landers whoééave-
' -? - - !
- ) ° . . N .

a sexual 1dedt1ty, who Embody,_to the extent that any character can, that

, -'

world of fertlllty aﬁ¢_promlse w1th whlch the waste landets canhot get 1n'

. o . -~ -
. ' N ) - ! -\‘. o - b .
touch. P T L T oLt A -,
L ’ . . L !
w Yo ’ e Lo - Py S LT

AN Coa ¢ : B AN . N . L
.Afxer\Mulge's aeath, the waste land seems rabbed of lts.vitalfsource;:

[N ! 7 . . - - . . -
t 4 . . . . ,

. Camper departs the reglon, Thegna s lOVe 11fe contlnuhs but the sterlle

%,

Bohn fllls the place in her heart once occupied 8y Mulge. Thegna repre— ;.

a:‘_ -

‘:k" J -sents the frontler Splrlt gone to §@ed,)she becomes a grotesque portrait {‘"‘\
cl . ‘.’_. . ._’ ' . :4_ (RN i - .‘ . ,/.' N
~ PR i bd L PR | v -
of what she once used to, be,.as mahy of the charaéters ere‘grotesque Ver91ons
LR | 0 AR o . * v . :

-~ . - i : v

of heroic typee.- Her degeneratioﬁtaﬁ a character over fiﬁe recalls Jutta,s

z .A;:::‘. ‘ JA. . . N '} . ', . o~ 1.: ."". ,/' . ’{ - ._.:‘ . ) r ' Py
R sxmllar degeneratlon Ln,The Cannibal. .'¢ . oA D e
rer o —-—-—--—-.-—-,—-\--—— . . SRR . e

»
1\ Rt

In the'oplnion of most readers, Mulge 1s essentfally an average waste-75

i .
. . v

L 41ander whov through‘hls accrdentalndeath, has had‘her01c status thrust ,'}E

. t‘.’v" . T - D p .

upon hlm.s. -he becomes, %ouqequently, ‘an 1ron1c- god" uhOSe elevation is

- "

A tﬁoroughly undeserved. But thereﬂlé tie further irony that his apotheosls

»n, A3
) . ;
s RS . .

is; in a measure, merited- though fhe waste landers fa11 to appreciate the

. A e
nature‘pf it, . Campegxls théﬁbnly who who 1s able to perceive that Mulge's

X . 7
RY " -

.indiyiduality set him above the others;'Camper responds even without being -
. i A - ‘ AR . :

;
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sure he ever saw him, ‘and is able to piece together a more meaningful per-

’

trait of him than the stammering description Luke gives-of his brother

¢

and a more genuine and consistent ong.than that of the townspeople whose
ﬁﬁdofation frequently stravs to a mere grudging acknowledgement. Thev seem
4‘|f X ot -
i

half aware at times that thev have evated someone whom they did not even

L)
. "like.
H . N

Mulge is different from most the others for he seems to possess

a sexual identity. Sexuality is largelv absent in the waste landers; fre-

quently, as with the %heriff, sexuality is repressed and suddenly released

MY

Tidn aéexuél actions, dispiaced as violent behaviour or subl®mated so that
it éékes.the fqrm, for example, of a fanatical putsuit of the "law."

Besides being largely igﬁorant of themselves as séxual beings, the waste

landers are also unequipped to confront death. We are told that the land

is remarkably free of natural and unnatural deaths, but this state is,

in itself, unnatural. Perhaps the waste landers are not in a position to

owledge death because their existence 'is so death-like itself. Mulge,

-

howevef, is the only one of the inhabitants who is a fully-formed sexual

being and one of the very few who has confronted death; in this, he seems

" to have'an identity while.the others do not. The other waste landers exist

in a stasis characterized by fear and impotence Brought about largely through

¢

their ambivalence towards and unawareness of the forces of sexuality and.
. . »

death. )

The Sheriff has been linked &ith the character of Cap Leech,; the
ubiquitous medicine-man, yet theif_respective monologﬁes which frame the
novel differ,mafiedly. fn-length and style they are dissimilar:. the
Sheriff's style in the "prologue" is rémbling but clear in its content,

whereas Cap's utterance which closes the novel is terse and enigmatic.

L

.

~4
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While the Sheriff needs no encouragement to fqlk, Cap Leech needs ta be

" prodded: "Now I'll talk" (126), Talking and listening are two important

acts which help to define the waste land mentalitv. Chapter 3 ends with

Luke protesting that he doés not want 'to hear what the Red.Devils were

wearing when they raided the Gymnasium, and Chapter 4 begins with Ma com-

plaining, "'No one wants to hear what I got to say'' (65). At the end of

&

Chapter 2, the Sheriff, as he does in the "prologue" marks his place and

begins to talk (7, 46), and~-Chapter 2 ends with the same phrase which begins
the Sheriff's "talk" earlier--"It is a lawless countrv'--defining the

Sheriff's conversation as vbsessive and circular.
1

The Sheriff and C§p Leech-are the two controlling waste land figures, T

Both are closely assoéiatedfwith the symbols of their professions and these

symbols, in turn, represent the two dominant aspects of the waste land
condition. Ihe:importance of and justification for linking the two $ymbols’
mav be seen in Hawkes' use of the "kev" image in both cases: The symbols

of the~Sheriff's.proféssibn are his handcuffs and the key to the cell,. -

the latter of which has been around his neck for fourteen vears (8).

-~

Together they symbolize the condition of imprisonment which the waste
landers both foster and éendure. ‘It is significant that some of the Red
Devils are the Sheriff's prisoners at one point for they.symbolize the

sexual license wiich the Sheriff would repress. ;

‘The insignia of Cap lLeech's profession is the pair'of tongs which

he "carriéd in his trousers like a small key" (125), suggésting the other

-

AOminaﬁt aspect of the. waste landens'.condition: pain. Ironically, the .=

-

tongs can also be used as an’instrument of birth--as forceps; however,
3

birth in’The ‘Beetle Leg is hardly a renewing act, but one thatresults

in death Bnd'further degeneration. The range of suffering which the waste




P

landers apathétically experience is defined by these“symbols. . What imprisons

K

the wasté landers and causes them pain is their failure to accept the forces

® .
of sexuality and death and in doing so to come to terms with -them in relation

-

to their own identities.

The Sheriff is not the only character who represses sexuality. Bohn

refuses the advances of Thegna. 1In a peculiar reference, but on€ which

unmistakably reinforcessthe view of the.Sheriff's and Bohn's ésexuality,

Bohn 1is described as "drawn to the expressionless genitals of animals as

,the Sheriff was in a later day" (108). Luke also is portraved as asexual.
He forms one .of the group that makes the attack on the Red Devils, the

-motorcycle gang who would bring unrestrdined sexuality to the waste land.
L : -

The Sheriff says, "the younger's [Luke's] record is still clear" (9),

meaning that he has never arrested Luke for a sexual "crime." In symbolic

>

terms, Luke is seen as a snake-killer who has never been bitten himself by
a snake (28). Finally, Luke weats "lady-size cowboy boots" (which, cur-

iously, Camper wants to exchange for his own sandals) over his "black little

feet" (20) and wears .thick socks even in summer. He spends his working

hours sowing flowers on his'brother's grave. Luke is a parody of the con-

ventional cqowboy with his typital "masculine” characteristics.

If the Sheriff seeks cohtrol of others through the!feéressioh of «f&

natural instincts, Cap Leech seeks a similar control through téé‘agency of

pain. The Sheriff wears the insignia of society and is.a fit representa—

tive of Boc1etv s repressiens, but Leech is a more fit embodiment of that

”fatality which equally characuerizes the waste land condition, rendering

4

the inhabitants helplesaand dependent on forces other -than tbeir own wills.'

Leech seems a symbol of the indifference and amorality of ngﬁure embodied
L4 ’,

h

in man~—that aspect which provokes unthinking truelty and a lack of empathy

-

< . 3
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)

-
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among individuals. This can be séen in Bohn's treatment of the Finn and

Thegna, in Wade's act of kicking the Red Devils, but most dramatically,
berhaps, in the use of anti-climax in the fishing scene where Luke reeog-
nizes Leech as his father (Chapter 9). There is irony in the fact that

the meeting is more significant for Luke than for Cap, that much more than
o :
a recognition takes place in Luke who had "never before touched bone of

his own" (135) than in Cap in whom there occurs a. minimal physiological
response. Luke becomes more clearly defined to Cap as he becomes reduced

in essence:
Man, boy, s¥tard, Cap Leech thought of his eye dilating by its own
design, a mean spring opening with surprise, thought of the red rash
that would creep along his arms at night from now forward. Within
the brainless cord of spinal fluid there was a murky solid, a floating
clot of ‘cheerless recognition (l41). . ' ’

.

~

It is not surprising that the meeting with his son is marked-.by so

little a rbsbonse, for to Cap all people may be reduced to a common denomi-

nator and all, ultimately, are seen as victims: "He had the power to put
them all to sleep, to loock at their women if he wished, to mark their
childFen” (129). But fhéy are vic;imé:not’only of Cap's questi;nable'pro_
fession but, like the characters in The Cannibal, victims of their‘p;n' .

,selves and the waste land predicament. At rné point, Hawkes presents a
grotesque image of a pastiche in one ‘Body of the organs.of Leech's dissec-
. ‘ ‘~ T . . !

tion as they "seesaw across..the floor under tresses of arms and ventricles ‘ '

)

hung frem $h0ulders,-{and]'w9uld turn the other efiasculated chéek"(lb&);,

\ . '

This is an image of the czifectivé_identity of the waste land ihhabitaﬁts'..- K

a,sufgeon most fit ané appfopfiate cb-operéie

Ky

as they are practised om b

. on them,’ the kind of docpor who dglive}a:life'from the womb of.a dead

v, ’

mother 4n the form of ‘the impotent ,Bohn, #nd with the indifferent wordg
/ - ! - ! . + ~ t

-l s

"'qu'bquoo6'" (108),‘sends him 6u; to inflicflthe waste land with furnher
.. *t g, . : . P

-

g N . ' . . o
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‘woruéjremarking that Bohn's name is a homonym for the French "bon.". The

8.1

S

baralysis. This phrase, essentially empty and meaningless, spoken by one
who might be considered the most omniscient character in the novel,'bespeaks

the absence of moral order-which characterizes The Beetle Leg. - It is also
. . .

e

name is also connected with.the waste land image of the bone (see page 59 -

0

for an example of Hawkes' use of this image). - . -

Though an "outsider," Leech is very much a waste land figure; as the

l‘ »

=

imaée above((;h&).indicatgs, Leech gnifies the waste landeré in their maso-
chigtic longing for pain, their willingnessito be victiﬁi;ed.. The othgr
"outsider," Camper,.is on a mo%e specific¢ quest than Leech's, -though in
Leech's "epilogue," he does give. a quest-like purpose Fc”higAwandering. <

Camper wants to figh the waters of the daf. This. desire, at’least, symbol- ’_;

4

" ically ‘bespeaks the wish for regeneration; the ihhabitants have ”rafely

fished" (18) theée waters, indicating their lack of concern with the regener~

ative.process and suggesting their asexuality,'as well. - The ﬁames "Camper"

‘ . ' . S CoL .
and YLeech” Telp to define their relatipnships with the- setting of The

. .

=

Beetle Leg. ‘Camper's relationship 1% both temporary and tentative; he moves

-+ .. »

around throughout his night's stay, umdble to engage fully with the inhdbi~

tants nor the‘place itself because'he 19 not one of them'nor one with.it.

- - p..

Camper's attraction to the waste and and 1ts. people indicates, perhaps,

~ his own inadequacy and points to his failute, in. terms of the central myth, .t-”,

- itself. Like Tireéias in The Waste Land Leech becbmes a &g;sonaLJemboﬁit =

to bring ‘relief to the land, despite his appareﬁfﬂ;;;epfial to do so:“- ,f'.-t a

'
P

Leech s name suggestd parasitism and permanence. Leech installs - -

hipself so that his ‘wagon blocks the stteet, an emblem of the waste land

-

¢ P

ment of'the land over(;hich he presides and, again like Tireéiaé; pegxesenfd )

* . Y
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its %rresolvable contfadictions, its ultimate inability to cure its condition.

L

Leech possesses ironic curative powers (leech = doctor), yet is also diseased

.himself with warts or his hands (123). Both Leech and Camper wear glasses

<

to which aﬁtention.is drawn, signifying, perhaps, a distinction in vision

betweem the outsidérs and the more fixed waste landers (who merely have

defective, uncorrected_vision). Each, howevet, has a strong tie to the

1

* commynity of The Beetle Leg and each, in order to realize himself fully,

must come to terms with the "waste‘ﬂahd"'aspect of his character. Cap .

-

seems to do this ‘indirectly and éutqmatically w1th the recognition Qf Luke

s &
- .

as his son. Camper retreats, partly in fear, after his unsuccessful fishing

had ' -
.

expedition,” to the dofmigggy;whafq'Lou waits, ‘to take up-a :evolyér.(lSB-&)
. « p:, N . A

which he clasps for "useless protection." " Neither character confronts -

- N . - s | .
. Ll . - o 1

"his "waste land" aspect totaliy,'then; it is, at best, a.eaqfrontation‘

+ L3

.marked by either indifferencéfor fear. - . ST -7

i : > ”.'-‘~ .o ’a 7 .')"_

- ~

The pigture‘ofvictimizervangictim represEnxs'h dominant theme of --

hghe'nBQelf Cap is himself q,ﬁiéfim—*of Bohn's male&olence, the Sheriff's

-t s N & o - . - .
desipgnated authority, of society which deems him an outcast. "At one point,

T, « N

. Camper says "'I'm a hunter'” (97),.bit this is primarily an ironic¢ claim as,

‘e

..{a latdr réference shows his fear.of being hunted himself (109), Behn is’

R o 4

' perﬁéps the Best example of‘victimizer’aé'viétih. ftha’tyfanﬁlcallf preys’

/

»

-
4 'y ‘e . @ ‘..

* on the Finm,’ who Leems paralyzed bx the- f&rmer s will; - He also’ exerts. -

- < ¢
control over Luke, and when Camger Q@rgains for Luke' 8 boots,“the cowboy

e 1

asks Camper: "'What would Bohn thihk,if I gave _away my 6oots7'" (98) o .

- M ~ ’

) Bohn binds the men with a sense of sinister purpose» enjoining them to

-

' "l

ngper s,ftshing expedition: "Except for Bohn each mighﬁ bave run his

e

way”"(109). But Bohn is a victh of his ‘fate, of his phyﬂical condition; -

Inﬁparticular, he is a victim of Cap 8 tongs, the gnstrument of ‘pain in

. '
D . - "
. \ ] . .- o - . -, PRI .
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by the forceps or toﬁés. The f

.touch with his vitalipyAwhen~he was alive. As tbe'dthers do in a more ..

-

~
13
| \

) graves"'(iiS) in the process. .+Just as Ma cannot establish a significant

»

2

the.waste land énd the inétrument which, delivetred the disfigureé infant.
On one page alone (}08) theré are fogr reférencgs to thelciééumétéﬁces
of Bohn's‘bir;h: fwailing'fgrcepé" is a recurring epithet in{connectioﬁ
with Bohn and one which also'signiffes the condition o{ pain symbolized

inal chapter ‘portrays three scenes of

.

victimization in which the victimizers are seen <4n perfect control. By

now, however, Hawkes has stressed the ultimate unity of victimizers .and

g

victims, and we are in a position to acknowledge these incidents of vio-

lence and brutality as acts against the self or aspects of the self as much,

as acts against others. L. -

Ma seéms to be one of the clear-cut victims in the novel. She is

a victim of her marriage to Mulge, a marriage so uns;tisfying it - has left

£

her a virgin-w;dow.A-ln her nocturnal search for "the slow,and unbreathing,
s e - '

- 2
.

. blackly bresérvéd,*ﬁhble %nd1subgéantia; being of the gééd man" (117),

s
k4 -

Ma hopes to posséss Mulge the only way she can do.sd. Like the others,

Ma seeks some .kind of comﬁunihn with the dead Mulge, never having been in

figurative sense, Ma searches for death in a land of perpetualdnon—reneéal

and lingering perdition--a dying land which can never die--and opens ''many

-
.

or meaningful undérstaﬂdipg'of death,,so'she,cannot accommodate the forces

N

_qusexualiéy.despité the faé; that “Shggknéw,‘she understood these signé

. - oy
of the young'shobgg crushed in the darkness, the sudden gppearance .and

- -
-

whirl of ingpcfé" (117)". sEvidenEe-qf'passion and sexuality is»all around

her (as the'Sheriff beliéves it to he all around hi@), but she is remote

from it. . Irqnically, the phadlic divining rod "jerks her . .. gn'éudden

- t ”

. ¥ N

4 -

palsy™ (116), but her'éggtification remains incomplete by the absgnée of .-

. : -

.
° o~ B . R . -

"

‘83,

" gt

- .

- ~

-

-
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The Art of Irony and Adti-Climax . . T, v o

In the fishing soené (Ghaptét 9) expectations point fonards"erisis »

] ) o,

and ¢limax. Main characters converge in an action which is Jnterrelated

symbolically to many other actions in the novel beginning with Mulge k7

<

ambiguous behaviour in "The Shériff" section. * In this stene, the Sheriﬁf

comments, "he must have had his fish already) (12). The need for Hawkes'

v, - . . on

waste landers to fish corresponds to ;he‘desire of Eliot*s waste landers -

for water, a desire wﬁicn appeérs about to be realized near the end-of

A
[0

. A
the poem. " At this point occurs one of two spec1fic references to fishing

in Eliot's work. The lines are suggestive "of rebirth, put"%hey also convey;

- >

" futiligy--the two alternating modes in The Waste Land out of which the

- .
which;‘when considefed collectiVely,*give the. sense of a ‘completed cYcle.7

poem's tension emerges: - . ) : , . »
) '
I sat upon the shore e T e
Fishing, with.the arid plain behind me 4 ,
Shall ] at. lea¥t set my lands fa order7 - . T :.
In The Beetle Leg,~a11 rebjztng" are ‘tronjc ones. Futility has
gained the upper nand, and the was e'landeré submit to a-sens@.of hopelesg-

v . N 1

ness without being conscious of a need for change. There ,are twelve chapters

2 .

in The Beetle Leg, excgpding the unnumbered prologue and "epilogue,”

8
. ‘ ‘ - N
Every chapter, except for the anti—climaccic Tinal one; contains or is

atructured around a rebirth" which is unquestionably ironic In a sensge
A Y

then, The Beetle Leg is a chronicleﬁof lost oppq;tunities, a statement

4
about modern man's 1ncapacity for self- develppment or fulfillment. it

3 -4
presents an anatomy of failure, in particular, fhe ;failure to’ surmount
“d

-

stasis by self-realization or a confrontation.with the multiplicity of .

L)

»




. ~ self and with the forces of sexuality and death.

,VRebirths" occur in both the present and the past. They may be
impliediin_a-statement or image or manifested in a particular action, such

. @s Luke's act of seeding "the mile long stretch of his brother's grave" (18)

bd .

. at the opening of the first chapter. Cap Leech's arrival in Mistletoe

- shgéests the possibility of rebirth in Chapter 2, especially in terms of.
2

the Fisher-King myth. Chapter 3 begins with.the founding of Mistletoe

and {5 ironically imbued with‘the.froncier: pioneering spirit. The naming

of ﬁiqgletoe is cited in.apocryphal'fashicn? ;nd the cycles of nature are,

° - .
* [ > .

tied to the activities of the inhabitants:

-

L4

- - When it finally thawed and the river rose, whem the mud sloshed
: . ) over the top of their boots and shoepacks, the women came. ' From-
L that time on the wash was_hung to dry out of doors. In the sun--
. ' - when it was warm and a fresh breeze rose from.the reteding bankKs--
™ in mid-morning, Wwhole lines of workmen hunched forward on®crates-or »
gquatted in the sard and earth that was still damp, with dirty towels,
: on their shdulders, mnot turning to talk, 'staring off where birds were
flying or hills emerging from the prairie, getting haircyfs from their
v wives (48-9). . )

J

i

13

CHapter 4 concerns the Great Slide-and the efforts of the waste landers,’

Y . . 1
.

- .particularly Thegna, to reconstitute their lives after the climactic event.
1y v~ b, . . '

In this chapter, Mulge's "resurrection' takes piacevas they glorify "the

v one death" by displaying his relics in the barber shop and selling post

] ’ - ]
eaé%s at Estrellita's. Chapter 5 is devoted to Ma's marriage~-a ceremony

-

which should symbolize rebirth, while in the following chapter,.ﬁulge's

» o

i . «
parodic "second omiffg" is speculated upon by the welders. The "rebirth" .

* 4

- - " motif occurs again in Chépter 7 in Ma's quest for‘Mulge with the divining- °

-~ L

rod. The action characterizes, as does Luke's fishing episbde in thé past,

. M “

the waste landers' purguit of death. Chapter 8 ié.concerneé with yet aﬁbtﬁer

ironic rebirth: the forceps delivery of Bohn out of the womb of his dead

kil

mother. Leeéh 1s said to have "fished [Bohn] none ‘too soon from the dark

. -
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hollow" (121): In Chapter 9, these Various'queSES and)reﬁﬁrth images con-
verge in the two fishing episodes, the one in the past and the orher in
the nresent.

Luke's act of fishingathe dead baby out of the water is an ironic
echo of Leech fhom we discover in this chapter to be Luke's father) and
his act of rescuing the live baby (Bohn) from the mother (12}). The dead
baby is symbolically connected to Mulge as well as to. the waste ianders
themselves. The baby's death, 'coming about like Mulge's through an inci-
dent conneeted with the dam, is the only other "unnatural" death specified
in the'novelﬁ As the dead haby snéés Luke's fishing line, thus resurfacing

the world of the livingg——an ironic reminder, among other things, of the-

. R . e .
S -
waste landers' inability to die--so Luke speculates on the possibility of

> - s

his brother's emergence and mobility: “Luke wondered -ifi his body ever ' //f/'\\\\\
shifted in the sand, he thgught of it when seeding. 'Some day he'll worm

himeelf right out to‘the open air,' the cowboy said. 'Mighty like he's
crawling around in there righ;.now, winding his way up toward the side

I'Qk sown'd (24). Even the dead &%>Hawkes' waste land, it‘seems, do not
gain stahility or permanence in their condition. Mulge is conceived of

as "a blindly swimming man" (100). This aspect of apparent mobility: or T
N . 5 .

L]

the uncertain fixity of death, is cruoial to our understanding of the -

waste landers' predicament. Like+the dead baby, Mulge is physically trapped,

~

yet he is, nonetheless, conceived by the waste landers, as a potential

threat to-their existence: "'they' d riot again if he came back'' (102).

'Any reminder of death 1s threatening because it is a reminder of the death- )

like existence of the waste‘land itself Nobody saw how, specificaliy,

4
~

Mulge met his death, nor cah they locate his "mile-long" grave. Like

a

death {tsélf to the waste landers, Mulge's whereabouts are unknown, and A . {

. _— . ; a8



Ma's gruesome nocturnal search is revealed as hopeless. The waste landers

reject death, or, at least, they are unaware of death as a primary force
. of their existence. Both the dead baby and Mulge are trapped by death,

but the paranoia of the inhabitants is such that they cannot see them as

A L

other than a threat. The dead become a concrete threat when they em%rge,

.
3

in some sense, into the waste landers' world, as the dead baby does to

Luke and as Mulge; they believe, is about to. Likewise, the stasis of

.

< the waste landers in life is analogous to the actual stasis of the.baby

and Mulge: it is LukeOE_fear of, vet attragtion to, death, which brings

,the'symbolic baby to the surface, and similar contradictory impulses which

+

lead the waste landers to "revitalize" Mulge in one form or another. So,

>

the actual state of the waste landers is one characterized by stasis (seen

‘.

as a kind of death) in which move&gnt'is illusory and unbeneficial (like -

the projected or actual movements of the dead) because it is usually the

product of an unhealthy interaction betweern fear of and attraction toward
» L3

death or, in other cases, sexuality; an irresolvable tension exists and

perpetuates itself in this relationship between these two major forces of

N

. existence. R -, . "

-

ChéptefAQ appears to build towards its climax which, according to

conventional methods, should be the scene where Luke, Caﬁ, and ‘Camper go

v-

out. tn the boat; instead, the real "climax" of the chapter--in terms’ of

dramatic action--is the fishing episode in the past, which occurs at the
beginning of the chapter. The rest of the chapter proves to be anti-

.

climactic because no complex realization takes place between Luke and Cap.

-Even though the action does rise somewhat as the chapter proceeds, the

““portrayal is primarily comic: "There was no bean can or grappling pine-~.A

.

the shotguns lay in tﬁe trunk--but still enough darkness and promise of a

- A
,, .
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wild sunrise to excite them to paw and stumble, a few to expose rawly their
¢

seedy chést§: (133). After they "bait the ghost" (134), Leech arri?es,
making theAgroup complete: The central characters from the three inter-
twined narrative strands are assembled--Luke, Camper and Cap--and the other
main characters are also present--Bohn and the Sheriff. In terms of our
emotional response, the inéident of Luke hooking th; &gad baby in Chapter 9
carries sufficient intensify to be considered a climax; thus, Hawkes has

used a disguised climaxf—thg earlier.fishing scene in Chapter 9--in such a
way as to reinforce its connections‘with character and symbol while structur-
ing the remainder of the chapter as a progression towards anti-climax.

Other chapters proceed toward anti-climax, as.well, as Hawkes con-
sistegtly refuses to indulge the reader's expectations. The chapter describing
Ma's marriage, for example, builds climactically as the wagons cgremonially
fmake their way towards Clare. There they encounter an obstacle (the Sheriff),
but, although the marriage eventually takes place, it does so "by bonfire
light and to the music of.a borrowed and portable celesta, in a roped-off
lot behind the church" (9}), and before it can be consummated, the groom
Mulge runs off fo Theg;a. The first example-of a éha;ter strgctured to o
reveal anti-climax is, of course, "The She}iff" section where Mulge never
dées-ac; at all, and the ambiguity is never dissipated.

: ¢

In The Cannib;l, the action tends toward the. arrival of Leevey. The
climax is the assassination of the American overseer, and what follows is )
not exactly anti~climax but an expected falling off of the action and the
emogionél response, és Ziz;ndorf and the others make preparations for the "new
regime"; the action which terminates the novel arises as a consequence Bf

past action. Fut what follows Chapter 9 in The Beetle Leg is not a falling

;off of the action as, indeed, there has been little action in the previous

Y
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chapter. 1In contrast to prior chapters, Chapter 10 is the only chaptér.

where action predominates, where one act succeeds another. "Yet Chapter 10

cannot provide a climax because of the nature of the actions that occur
here: once again, Hawkes' thorough . dependency upon anti-climax is evidenced.
The actions here have little integral relation to imm@dia?gly preceding

events. Three scenes of violence anﬂ,brutality compose Chapter 10; yet,
i1

< =~

in each scene, the actual violent act is a sublimated fdrm of another more

.

brutal act: the act of rape underlies Cap Leech's attempt to éxtrqct a
tooth from the Mandan; the act of cannibalism Iies behind the hunt of the

rooster (the similarities to the Duke's expressly cannibalistic act in
9 Wt .
the prior novel have beén pointed out);” finally, tﬁ% attack on the Red
1 4 * . ’
Devils is the waste land version’of the act of murder. 'In a sense, these
. )

all rgpresent attacks on the sexual being-'as the victims here can all be ™~

N

associated with ﬁexual expression or the instincts. Yet it is perhaps

more -important to, acknowledge that these actions represent displacements
3 o T 4 . &
of those more meaningful acts of rape, cannibalism and murder and.that,
R )

once again, it is the waste landers' inevitable attraction towards yet

R

fear of the forces of sexuality and death which brings about such displace-
ments. The inner condition of the waste landers is such ' that they are

unable to come to terms.with their repressed desires and impulses. In
Hawkes' later fiction, the potential often exists to transform these inter- *

H . .

nal or .unconscious needs into subjective vision, but in The Cannibal and

The, Beetle Leg, the characters lack the will to do so.

Chapter 10, then, is related thematically to what preiedes it but,

e

like' many others in the novel, this chapter can hardly be dealt with

T . K
as comprising a logical sequence of narrative action. Hawkes is less con~-

cerned with a disruptive or fragmented chronology than with dispensing

o
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. -
entirely with the concept of novelistic time; as the characters seem to. -

run togetﬁ%&, blending Into one another, so all temporality seems to be

able to be considered as existing simultaneously. This apparent simultan~

eity is a result of the absurdity of human action; in particular, it arises
inevitably from the absence of meaningful porresppndehce between cause and
-, . ’ la .

effect, impulse or reason and act. It is'appropriate, then, that transi-

tional:gcenes are consistently lacking throughout, for they imply some
hiad ) .
intermediate state where action tends toward completion; this would suggest

a "cause and effect"” universe--one quite remote from the actual random

world of The Beetle Leg.

The Beetle Leg is a novel which is committed to deéling with the rela-

.
-

tionship between "self' and the world that this self creates out of its own

s

R t _
powerlessness for constructive, beneficial action. GCharacter and landscape

merge and become inseparable reflections of each other.- Such a sterile’

%
R

coexistence can be summed up in the description of thq inhabitants as ones

who "took without asking and gave no thanks to a process that bestowed upon
»

them only cloth and elay"_(ilA). :

In The Beetle Leg,;&%ﬁer conflict is séldom, if ever, manifghted;

0 *
-

individuals neither rebel against themselves nor their environment: con-- -
. r

“

sequently, identity never becomes a valid concern. The only hint of rehel-

lion can beiseen in the chargcter of Mulge who, in his assertiveness, is able
to establisﬂ himself as an opponent gf the psych%c stasis in which th?, |
others are iﬁprisoned; in a sense, he seems a shadowy forerunner of léter
"Hawkesian cﬁaracters who come in conflfet with a dominant order of some‘kjnd.
But, because we discover so little about him,.the questi?n of ‘his identity

- 3

canﬁneVe%'Qe satisfactorily addressed within the terms of the novel.

-

* The Beetle Lég can be considered a transitional novel in Hawkes'

-
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canon, though at first glance it seems to repeat in different guises many

of the technical and phematié concerns present in The Cannibal. Though

'\ N -

‘ The Beetle Lég cannot be said to regpresent a significant g¢hange in direc~-

tion for Hawkes (and technically it may be considered inferior to The

Cannibal), it séems important.that‘many of the characters in Hawkes% second
o . . .

novel acknowledge in a.limited way their need for ‘rebirth. Madame Snow -

and the others glorify Zizendorf as the liberator of Germany, yet we readiiy

see that he is totally unworthy of ghis elevatioﬁ. Unlike Mulge Lampson,

Zjzendorf is not an outsider but, like Cap Leech in The Beetle Leg, an

embodiment of the collective spiritual malaise of the inhabitants. Their
literal quest for-Mulge is ironic and hoﬁgléss, a search for death: Mulge,

who once represented a life-force in a land which seemed to réalize its own
¢ + .

_potential, is dead, and the life of the land is buried by the collapse of

the dam. Yet thé‘figurative search -for Mulge involves 'a mythologizing pro-

\
1]

tess in which the inhabitants hope to give unity and meaning to their,lives;

it is a unifying element in a land where unity is almost always otherwise
1 .

é&noﬁymous with unmiformity. The” fact that Camper, Luke, Ma and Cap Leech,

seaxch for‘Mnge suggests their desire for rebirth, a_desire which a later

) “

-chatacter. like Skipper of Second Skin is to.realize through his experience

7 t B

with a world of death and through an imgginative consciousness. which expresses

’ - .

itself partly im the images of myth.

'



END NOTES - CHAPTER I11

[+
stress the prominence

Erederick Buscli traces the develop- _
ment of the Fisher King myth, apgying it to the actions and roles of'
different characters. <He sees Mulge as a drowned god and Cap Leech

as the Fisher King: Frederick Blsch, Hawkes: A Guide to His Fictions

- (Syracuse, N.Y.: Syracuse University Press, 1973), pp. 39-42. Lucy
Frost claims that the biblical myth of Adam's fall "organizes the
narrative" into three stages corresponding to times before, during

and after the Fall: Lucy Frost, "The Drowning of American Adam: Hawkes'
The Beetle Leg," Critique, 14, No. 3 (1973), 65. Donald J. Greiner
discusses The Beetle Leg as a parody of the American Myth of westward

- expansionism: Donald J. Greiner, Comic Terror: The Novels of John ,
Hawkes (Memphis: Memphis State Unlversity Press, 1973), pp. 100-1. -
John Kuehl bélieves that Mulge's fate ! "burlesques that of Osiris and

the Fisher King." John Kuehl, John Hawkes and the Craft of Conflict
(New” Brunswick, N.J.: Rutgers University Press, 1975), p. 39. Alan
Heineman discovers the existence of Egyptian allusions  and images in
the novel which. reinforce associations made between Mulge as Osiris

- and Ma as Isis; he purposes, furthermore, that the "Prologue' may depict
Mulge's mumification as an Osiris-figure. Alan Heineman, "'It is a
Lawless Country': Narrative, Formal and Thematic Coherence in The’

Beetle Leg, Review of Contemporary Fiction, 3, No. 3 (1983), 139, N

2Hawkes' awareness of even well-recognized and often?cited
mythic patterns appears to have been limited; he is unfamiliar with -
the Osiris myth and has not (as of 1974) read Frazer's The Golden Bough:
Kuehl (Interview), p. 160. On another occasion, Hawkes remarked that
the process of his "private myth-making" owes little to "formal texts."
Paul Emmett and Richard Vine, "A Conversation with John Hawkes," 28,
No. 2 (1976), 164.

3John Hawkes, The Beetle Leg (New York: New Directiems, 1951),
p. 158. All further references to this work appear in the text.

“Kuehl, p. 58.

SSee, for example, Greiner's claim that "Mulge does not deserve
his fame." Greiner believes that he is essentially a comic character
whom Hawkes continually undercuts, pp. 114-5. Alan Heineman, in a
recent article, makes perhaps his most pertinent remarks concerning
this ambiguous character, connecting him (and also the Red Devils)
to active sexuality in the waste land, Heineman, 139, 145.

> O S. Eliot, Collected Poems, 1909-1962 (London: Faber and
Faber, 1974), p.,79 (11. 423-5; cf. 11, 189-92).

7Names in the novel often suggest an ironic fertility: Mistletoe
is symbolic of the natural cycle, and Mulge's name denotes fertility
("Mulch"); however, the place of his burial suggests Iittle prospect for
fertility: he is "locked within the lifeless shale of  the dam-grave,
where flowers cannot grow and water cannot be found."” Patrick O'Donnell,
~.John Hawkes (Boston: Twayne Publishers, 1982), p. 64.
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.



81n Dylan Thomas's poem, "The ‘Ballad -of the Long Legged Bait,"”
the fisherman himself uses a:girl for bait, an act which defines his’
renunciatory -nature. Carnal forces pregent in the sea devour the: girl,
who symbolizes Eleshly temptatiérs, Dylan Thomas, Collected-Poems,
1934-1952 (Londbn: J. M. Dent & Sons, 1952}, pp. 149-57.

9More important than surface simjlarities’ Between the Duke

and Cap Leech is the shared nature of the ariti-artistic responses. the

decreative act.is implicit in those who "represent the.destructive
potentialities of“art, the artist as malefadtor and disseminator, fruit—
lessly scattering the shards and ,pieces of artistry over the landscape,"
0'Donnell, 70. ,As a contrasting figure, ‘the symboll@ artist seeks to
unify through the activities of tha ‘“maginative self.

v .

»
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- CHAPTER IV - -

Tdé»LIME TWIG: AWAKENING FROM NIGHTMARE
A . . .

. «
' .
. . - N

In The Cannibal and The Beetle:Leg, Hawkes grqsents us with‘esséétfally

static "plots" and motiveless characters. But whilé human actién remains

far from coherent or explicable in The :Lime Twig, -both plot and character

Fl . -

are more highly resolved than in the prior novels. In The Lime Twig, an .
] . e i -

ordinary couple, Michael and Margaret_Banxs,'are swept away by Michael's

3 , f

dream of owning a horse? Whilé Michael comes. to inﬁabit his faﬁtasy,world ‘
whefe’d;eams of u?licenged g;}ticism and_poyer prevail, he 1s scarcely aware
th;t both he and Margaret‘%re captives iﬁ a desigq}mapped out by an under-
world g;ng lgd by‘ﬁ%try The‘ﬂgmousipe. gichael becomes an unwitting pawn

iq Larry's‘scheme:to sceai a thoroughbré; and run him under an assumed.name
and lineage in a prestigious race. The novel traces Michaél and Margaret's

4

. . . _ .
gradual absorption in their unconscious dreams and desires, the activities

v N .

of the gang as they carry out theilr plans, and Michael's' final real{iation

and'escapeﬂfrom what has become a terrifying nightmare. .

In The Cannibal and The Beetle Leg, the characters.are captives of

.-
’ .

a degenerative cycle, impriébngd within a nighimare of stasis and unful-

’

. filimenti. They become victims of arbitrary fate or sterile forms of thoﬁght

.‘ & : .
and .behaviour, like ndtionalism and conventional morality. Michael and

Mafgare; Banks of The Ldme Twig seem initially to belong to this early
~ B - ) .
grolp of’Eharaétérs. The only thing which distinguishes them (in particular,

. -

Michael) from fhe other faceless, largely unsympathetic characters in the
pnevious two nq&eIS‘is-theix’gréater capacity for a dream life. Michael's
desire to escapé from the mundane aspects of modern life is more overt

\ ' N 104 ) .
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than Margaret's, but both are possessed by inner needs which haﬁe.theif’
basis. in their.erotic selves, Irohically, Michael's embrace of thé dream
f . . . Q

-

wqu@*presents him with a visioﬁvof his own nothingness in spﬂ%e of the

seiuql'satisfactions and feelings of supremacy fhat this -embracé temporar- ',

ily provides. Michael's achievement of a hard—won awarenéss bespéaks Hawkes'

5
new serise of commitment: he “not only remains commlttaito portraying the

nightmare of existence, but in The Lime Tw%g, he exptesses more strongly

than ever g@Tore the sense that some kind dJf salvaging is p0351ble, that ‘

» <

~~1ndividuals,, can exert a8 form 'of control over their lives. In this, The, -

A

Lime- Twig looks forgprd to the novels which.follow wheze the artlsi flgure

¢
o, to-
A

is able to manifest a high degree of control through bis acts of imaginative =

éyntheéis and his overriding concerns with order 4nd desigp.

R - .- A ‘. 1
e -

The Lime Pﬁig not only signals‘a‘éhange for Hawkes. in terms of char-

<

acter interactions with the landscape,  but the.completion of Ehé noveI

x -
P

.~ marks a discernible movement towards the Warrative voice and the more con- “

- \.,' M

) ventional techniques of Second .Skin. »qukes was aware of, a dhift towards @

conventional forms and described.this shift largely in terms of a neéq to
render the conscioushess of a particular character in each work from The
Cannibal on in a distinct way. E}om The Cannibal”g harragor who "posﬁeésed

an unusual omniscience" to Hawkes' first attempt to depict "an actual humarm

»
. '

voice” in "The Sheriff" section of The: Beetle Leg to the opening pages of .
8 g pag

The Lime Twig where Hencher spegké as é-bsychic,whSHe,'there is a pfﬁé&es—

-~

sive sequénce ¢f intemsifying portraits:which leads ultimately to the self-

revealing narrative of Skfppef in Second'Skin_f.l In Sécond Skin, Hawkes ,~

B N

was able to utilize the method'of first-person narration the poteﬂtialé ‘ .
for which he was gradually realizing. Through firet-person narrat pon,

. A {
Hawkes is able to deal with characters in a way which was not prewidusly

-

a
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;berspettives, making four categories®in all.

£

- ot portrayal,? while in ordéf'to maintain the critical 1evel;o

~* in .any one character.

“With -Hencher in The Lime Twig, Hawkes aimed at "a certain

“+
3

fthoriat

* \

detachment §ith respect to the main aétioﬁ, Michael and Margafet Banks

. . -

are seen through the wide~aﬁgl§ third-person lens; however, the third-

L3

person'viewpoint breaks down, as does the fir5t~person, into two distinct

-~ ==

A further way to divide narrative voices {s in terms of “stance"
or involvement. The reader respends to the various voices according to

a degree of greatef or lesser involvement:

£

voice

- distance ;o first-person " third-person
involved “ - " Hencher | Michael/Margaret Banks o
"distanced ‘ Slyter omniscient ’

Y , I
”

It is essential that we do not feel too close to Michael and Margaret Baﬁﬁé;

ute of the third-person objectifies their status and dllows us to judge and

‘.sympathize’witﬁ them simultaneously. To feinforcé this, Hawkes establishes,

(.

4 close bond:betweep Hencher and the reader fhrough‘a confessional prologue,-

4

onl§ to jar our expectations'and,sensibiiities by having him "killed off" T

- ) v

at -‘the end of Chapter 1. The effect- 18 to warn us not to place our sympathies
N L | -

’

Sidhey.Slyter's position'is that of a figure distanced from the main

¢

+

action who desires to be a part of it. ﬁéfleccing this duality, he some-~

'éimeé refers to himself in the third-person. Rather than attracting sympéthy
; p; y 3

by speaking directly to the reader, S;yter's ﬁntruéivefCanidentiality

repels, He conceives of himself as "God[g silené'égrvanfl"g but his
. . , .

Y
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machinations are more satanic than god-like. Like the Sheriff in The o “
. ’ -
s . Beetle‘Leg, he is a reveiler in violence and crime. Despite”ﬁis determina-~

‘tibn for shadyﬁprobingg of the truth, Slyter remains an outsider to the

-
. -

plot he wouTd penetrate~—a sly and often accuraée guesser of the truth,

b - not one pfivy to it. Otherwise, Slyter is tge'glib commentator whose

. colu@ns always contain a glimmer of'truth. He i$~éhe proponent of the
cheerful exterior, as he goes about trying to be pdrt"of the busy scene

he complacently describes while above it'at the same time,.or perhaps

¥

behind it. Yet he is exactly what he reveals himself to be in ﬁis gossipy

pages. |, Slytgr cannot penetrate surface reality to any significant extent,

~

.andAhis viewpoint, consequently, remains ‘severely limited; 1like Zizendorf

.of The (Cannibal, he is a figyre of the anti-artist. Slyter's voice,-like

~ -

that of the omniscient narrator, is devoid of feeling, cahnot express
complexity of emotion‘orTSen;ation.

-

"s"Authoria}" in terms of involvement, the strictly omniscient narrator

. v i :
.binds the action together where necessary, generally depicting the activities

-

of one or more members of Larry's gang in séenes where neither Margaret nor
Michael appéars. Taken together, these "authorial" viewpoints present a
basically exterior viewlof the action. The authoerial viewpoints, then,

.V, : esséntialiy record what can be observed,, as when, in the final section o?
thé’ novel, the Qetectives who discover Hencher's body take steps to uncover

" ' “the particulars of this crime” (175); they are concerned with the facts, o

v -

- . and they remain severely limited (as is Slyter) in their kﬁowledge of the

7 . v

truth.

Hencher's prolqgﬁe and those portions of the narrative in which
. . R c e
' Michael's or Margaret's perspective dominates comprise what'we could term

-

L 4
the "involved" viewpoint which presents a basically subjective view of

N
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‘characﬁer, and this makes ap the bulk of the narrative.

v - M

dhrough this per- *
’ . . 1

spective\emerges the possibility' for distortion as the subjective:conscigus-

ness transforms external reality under the pressure of .extraordinary circum-
: - 2 ‘

stances. In the perspectives of Michael and Margarét, ‘Hawkes gives us the

-

blurred, "unreal" vision which is the product of the -baffled uﬂaerstand}ng

£

trying to accommodate new and terrifying experiences. -The cumulative effect
v ’ ¢

1

~of 'such an effort of comprehension is to create a wotld of nightmare which,

‘1in its usurpationp of the ordinary, becomes for each character a version of
"reality." '

- “ >
v

The various perspectives in The Lime Twig, whether .involved or

4

distanced, subjective or objective; all interact and reflect oh each other.

r
-

The perspectives of Michaei'and Margaret, Qquyially when juxtaiposed to

that of Sidney Slytfer, allow one to set two divergent views of "reality"

Y

beside'gach'other. The existence of Hencher's prologue permitéla further

basis for coﬁparisoﬁ while the view of Larry's gang'(consideréblf'distanced

o
by the narrative voice--which also serves to render Larry as aloof and

god-like) extends even further this }apacity which the narrative vgice .

creates to multiply our perception of "realities.'" The résult is a ‘novel,

g

which is unlike those which precede or follow it whqxe,'%n general, a single

and consistent narrative voice is maintained. B

- "
LY 2

In The Lime Twig,didentity becomes an.imgprtant‘conéept for the firsg

]
’ voa

time in Hawkes' fiction. Michael desires a new 1dentity; one foundgd‘bn

the"myta of pogéney symbolized by Larry the LimousinqA({g Secorid Skin and

Travesty,.cars symbolize‘ﬁgsculine powef). For a time Michaef.LS periitted

.

to indulge in the fantasy of acting liké,Lafty, ‘though he {'s ébparently:

-

punished when he pushes his desires, tob fhr,hés when he has in;ercouréewith.
. v R ) ° A

-Larry's "moll," Sybilline. But his fanfasy is to be Larry, to change

z- P 2

3
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“ manner which cannot be”determined or, anticipated.

P Ja * ) -~ - "

) hi% iééﬁfity,for that of the gahéster. At the point of his most intense
® . u PR B

iﬁhefsion,in.the fantasy, during his night.qf'almost continuous lovemaking,

Michaef}almggﬁ;believes himself invuinerable until other events awaken

.Q\

. ’ t
bim to his actual situation. ™,

<

- . . v
. The iderigities of Hencher and Ldarry are:a?SO imggrtant in the novel.

‘ ’
5 . e——
N -

In a sense, Michael's destihy'dépends on these two figures: Hendher4 has

* 2

_ basically gooﬂ intentions fox Michaelh yet his manipulattons result in .~

- - @ . N
Michael s entrapment by Larry s gang, of yhlch Hencher seems to be a "fringe"

> .~

member. Larry's ménipulagiqns are more sinister in Qrigin: he intends to
4 N . [ KRN

use Michael in.a scheme fo race a hofée illegatly; yet through Larry's

toe” L} .,
manipulations, Michael is léd to"realize the falseness of the identity he

- . -
ae 3

has assumed and in the end, takes decisive action qgainst hlS former manip-

°

l
»

ulatqrs. Mlchael is a vietim of a*ﬁéﬁce for good that turns into evil and

-~
-

a contrarylforce‘of evil out. of wh;ch something'positive emerges. Although

- - - hs

. on the surface,.these bpposite forces. may seem clearly defined for the

- L]

first time in Hawkes' fiction, we arefsfill,,in fact, in a world where

- v L °

""bad" and "good" have no absolute meanfhg; there is only an amprphous

- #
~,

regibﬁ'i# betﬁgen which the principles of'"goodh“and "evil" operate in a

» .
N K .
- . . . o .,

. In s;ﬁe réspecgs} Hencher posseSSQSrtﬁe‘ordering quaifties}of the

- f
arti;t, he’ attempts to order the outep‘world to reflect a subJective vision.
In‘the eompanf é} th; %ankses, his iandlords, Hencher fi;ds a security
which he has lacked in his 1ife sinée the.aeath of his mfother.” Hencher

. - S
»

,finds he "can get aleng without"this méther by adopting Michael and Margaret

¢

and again beéome-parc of a "family 5 After thinking of,what he can "do"

- -
n

for Micbaei andrMargatet; he‘decides.that he can repay them by letting
1 - Al - ) &.,

Michael into thgﬁraéeﬁorse scheme. (Exactly whose spheme it-{s——yeppher s

- Py

at

M

]



=+ ,-integration.

.

4wy

>

or Larry's--is not.clear.) . Hencher sets the scheme in motion, though,

s

through an essentially altruistdic impulse. Patrick O'Donnell observes

- 5

that "everything in.the.novel follows from Hencher's vision; he is its

= ., f

author, amother of Hawkes's arpristd whose famatical attachment to the past

v S S 6 ) . .
”;hles over the unredeemed tonfines of his artistry." ,

In Hencher's prologue, outer, redlity is integrated into the self.
. ;! . . - . .
Hencher has both an inner and an outer existence, although like Hawkes'
: o i R ) , .
later artist figures, Skipper and Cyril, the inner world is more impartant

#o him. Hen&her is concerned‘wifh onhgrsf(tﬁough in an obsessive way),

with indulging them or repaying—them for 'kindness. In tﬁis'sense; his

prologue serves as a bridge between ‘objective and-subjective Trealities,

though its emphasis on the iﬁtegnal world prepares us for the inner world

= ’
of fantasy to which Michae] ‘becomes subjygatedl The rexternal and internal

- % -

N o £ . .
factors of personal experience fuse 'in the sgehe where Hencher witnesses .

-
-

the falling plane, a scene which suggests "Hencher's tapacity és an artist-

N . “

figure for transforming and mgking‘connections.between the self. and others.
In this scene,, external realit§ is given'meanlng.through a.process of self-

.

L. -~ ‘s

Hencher epergesffrom the chumber Q%.hié dying mother (world

’
-

- - v - RN . v . i '
of tnner consciousness) to "watch_ the sky, hear what I'tpuld.of the cries

>
) B . oA B . ? 3

comfhg " down from Violet Léné-.:.-ia'(IB)? Hé becomes gwéré of a "Large,

T e
-

brown, lifeless airplane” éné'dbée;vés that "it' was simply there”: Mthe

thick wings did ﬁot'fall,'qb f:énzied'héndfwipeé.fhe pilot'é icy windscreen,

hd '

P [ .

no tiny“torch switched on’to proie this final and outrageous landfall. It
. . . . '

made no sound" (19)-. The plane exists-as ap external fact, but an air -

of -absurdity surrounds its presence. After it crashes, Hencher climbs

.

ébdard, sizs in Lhehpiiot's seat, turns the wheel, tries to*work the pedals,

and finally dons both gheupxlbt's-breathing apparatus and his helmet (22-3).

-

PR s
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Hencher is sustained by human relationships, imperfect as they'ﬁight be;
after his mother dies, it is these relationships (even the memory of *
"Reggie"f—the phantom pilot) which cause him to "smile" at 1life. His

. gratitude,and friendliness towards Banks make him want to include his

- ’

landlord in the plot to steal "Rogk Castle." But with both Hencher and
Skipper of Second Skin, the value of love borders on the obsessive .and

even the perverse. 'Hencﬁer'and Skipper are determined to “serve" the
members of 'their family in a way which is ultimately destructive. Like

Skipper's world, Hencher's world represents a fusion of the outer and the

dnner lives. Hencher has-the artistic capacity to give a shape to outer

a

reality through the'requisites’of’a subjective visiqn.:'waevéf,‘Hawkes

takes the drastic step of.killing off this "promising"” character pefore
he intrudes too much in his design, ¢alling this act’, in an interview,
. N T e

“

H

. . . s . C 7
"an appropriate violation of fictional expectation or fictional 'rules.'”

Although Larry is also a manipulator, his ends are not artistic in

the sense that Hencher's are. Like Zizendorf, he is only interested in

-
- f

self-aggrandizement; the inner world does not exist-for Larry,lyﬁ&se(hedon-

ism has nothing in common with Cyrii's pursuit of pleasure in The Blood
g , ! she blood

Oranges. Like those other rep{gééntatives of anti-art, Zizendorf in The

Cannibal and the Sﬁeriff in The Beetle Leg, Larry wants to control others,

primarily for purposes of his own gratification. In.the broad sense, his

v a .
~ ¢

motives are political, not artistic.

9

Identity and the Fantady World : )
By the time Hencher has become the novel's first v}:}§m, Michael

Y

. . o
Banks (and to a lesser extent, Margaret) has .assumed the funcfion of primaty

consciousness. We see the world of The Lime Twig esgentially through the

.




perceiving and cognitive apparatus of an ordinary man--more the’represeﬁta~‘
tive of a specific class which existed at a specific time than an individual

of any great complexity. We are told virtually nothing about his character:

Hencher observes that, he "is not a talker" (11), and by all early indica-

- . -

tions we may.é§sume that he is a timid man undertaking what he considers

to be a bold enferpgise and rather proud of his efforts which, in effect,

hamper more ‘than helpi He is portrayed; as is Margaret, as a basically

comic character; both are xersions of the hhild—adult, like. Henry and Emily

of Charivari. The Bankses have the 1oq@r—midﬁle class values typical of a
certain kind of post-war British mentaiity—~one which reacted to life with"
a highidegree of compliance and acceptancé——an attitude which kept them
mired in a class sytem‘éw\which the mundane and the ordinary recurred with

prédictable regularity. Following Henclier's prologue, the way we are intro-

-

duced to the Bankses stresses their routine existence -and calls attention
to the special status of this particular day in Michael's life:

It is Wednesday dawn.  Margaret's day, once every.fortnight, for
shopping and looking in the windows. She is off already with mints
in her pocket and a great empty crocheted bag on her arm, jacket
pulled down nicely on her hips and a fresh tape on her injured finger.-
She sﬁells of rose water and the dust that is always gathering in the
four rooms. In one of the shop% she will hold a plain dress against
the length of her body, then return it to the racks; at a stand near
the bridge she will buy him--Michael ‘Banks-~a tin of fifty, and for

- Hencher she will buy three cigars. She will ride the double-~decker,
look at dolls behind a glass, have a sandwich. And come home at last
with a packet of cold fish in the bag. ’

Most Wednesdays--let her stay, let her walk out--Michael does not
care, does not hold his breath, never listens for the soft voice that
calls gozd—by. But this is no usual Wednesday dawn and he slips from

¢ room to_room until she is finally gone. In front.of the glass fixes
his coat and hat, and smiles. For he intends not to be home when she

returns (30). Lo .

Into this routine, upon which the meaning of their lives depends,
}
Michael-f% poised to confront "his own worst dream and best" (33): his
= ¢

e |
.

??@ta$§ of owning a horse. For Margaret, the fantasy world gemains

L
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. ¥

unattainable~-something seen in films and, therefore, quitghfeparate from

reality. But for Michael the fantasy is to materialize outnof the fog of
his desirepand become a concrete reality. This metaphoric transformatioyg
is literally enacted in the scene in which the sgoleh horse is transported
from the barée to Hencher's van. ’In figurative terms the fog symbolizeé the *
dissolution of the "real" or oute? world, an alte%nate "reality" which
calls forth a new identity commensurate with a Eoﬁmitment to different
values. Michael Banks' o0ld identity is bound up with this world which is
now breaking down to‘becom; replaced by his fantasy wo;ld.

Michael's misfortune arises, essentially, out of three misconceptions.
First of all, Michael cannot live up to his new identity. He finds that
though his "world" ﬂés altered, his true self has not; hence, there is a

4

disparity between what he would be and what he is. Ultimately, he fails

to adapt to the new demands put on him. His other misconceptions have to
. 4 P . .

do with awareness. Michael is unaware that his fantasy wo;ld is not con-
tained entirely by the boundaries of hisnsubjectivity, Fhat, in a sense,
his fantaéy is not interdependent or separable from the ”reaiities" of
others--Hencher, Margaret and Cowles are all victims of the fantasy-nightmare
which evéntuall& cléims'Michael,fand Larry and the other meﬁbers iﬁ his

gang are the dangerous agents of it. To complete Micﬂael's unawa;eness,

it is -evident that he does not realize that to conjure up one pargbof-his,#
fénéasy is to call all aspe;ts of this world into being. One cannot have
fantasy, love and fulfillment without the cof?ékatives of nightmare, feaf

and frustration; similarly, the fantasy world is not confined to the mind-~
it is all too'"real"; one cannot simply wish or will it away once it has

become a nightmare. When what has begun as "wish-fantasy" cannot be

negated by the will, the imagination or thought. Michael's fantasy~world

-

I
4
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Lo . (N
is no fairy tale fantasy.or a world of pure imagination: the. former demandg

some form of‘confrontiggbn while the latter signals/simple escape from
the conditions of the ordinary world. Michael's fantasy world leads him

along a path of- self-confrontation and evaluation. Margaret mistakenly
assumes that theré exists only the ordinary world--untransformed and

predictable--and the fantasy world of the films with no possibility in .

between for the different, fantastic or bizarre shapes that the ordinary

world transformed by the Human mind can assume. N

-

Once Michael's fantasy has assumed the dimensions of "the real,"
<5 - ~

as it does when the fog dissolves, the tarpaulin is pulled back and the

figure, of the horse is Pevealed on' the barge (49), it requires an action
A}

on his part to destroy the fantasy. Since Michael's new identity is bound

&
’

up with this fantasy, it would seem as thohgh Michael w&reibverthrowing\

*o

this identity in his final act. It has to be determined whethér this rkpre~ .

sents an heroic act ‘and the terms of heroism which can be applied to Michael'w -

suicide at the end,of the novel. - . i ;

. * F‘. o L .
In a process which begins early in’'the novel, Michael's obsessive

. vy B : o i
nature comes to mark’a separation between his old and new identities and -

to supplant the ordinary world with the fantasy world. éarly in fhe'L;me ' _. "
Twig Michael has a vision.ofhhkbhk:bastlé“ ;tgndiag’iﬁjthé ﬁidst‘éf his
sitting room, an image which.depigt;'the usgrpatiph of the old life's
domesticity. As Michael dwells oh‘tﬁisﬂiﬁagef"ifs destryctive capacitjpﬁ

emerges as the horse of Michael's féntasy "raises one shadowed hoof on -the

end of a silver thread of foreleg and drives down the hoof to splinter in &

4 .
a single crash one plank of that empty_Preéyy'Station floor!".133, see also | v
39.for a repetition and strengthening of this image).” ks yet, Michael's _ 3

flat is intact, as’is his 01d life, with only the thredt of destruction;

>
- »

- . 1]

3 - - : cT . ' .
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but this image anticipates:the accuaivobliterafioh: not of the flat, but

4 N
of everyth;ng in it (102) after the'ﬁightdere has assumed céntfol. The
vision of Michael's fantasy horse as a pdthtial agent of violent ruin
re&eals Michéel's subconscious willingﬁess.for the total sacrifice of the
old self--his past ll%e and values, even Margaret (34)~—for the sdke of
his fantasy However, as yet, Michael's fantasy world anq his old life
seem cémpatible; as the image of the horse in the sitting room implied
compatibility, however tenuous or thréafening it‘might be. At least, ﬁichaei
is still able to énforce his old identity in the face of His_fantasy.. In the
van, Michael experiences a sickening sensation whenever he feels the thump
of the horse against the metal side of .the van. The sound and .fzel of the
swayihg horse ("his horse") represent his fantasy intruding on his old cea-

7

sciousneéé; he recalls this commitment to his oid identity, and hé finally

advises Hencher to drop him off at his flat (55). ‘
Although ﬁichael's request to Hencher represents a témporary reassefj

tion of his old idegtity, two Fvéhts quickly follow which ;e¥ve to widen the

chasm between the new and old identities. Hencher, who has been from the

start the individual who links together~The ordinary and the fantasy worlds

. for Banks (and his two identities), is kicked to death by "Rock Castle,,

r

and, as a result, Banks realizes that "for himself there will be no cod

or beef at six, no kissing her at six, no going home" (67).' This incident~-

.

the first death--also marks the beginning of the transition from fantasy

into nightmare. Hencher is killed at the end of Chapter 1, and in Chapter .2

.Michael's fantasy becomes complicated by the intéryention of underworld

7

;éharacters—eLafry, Spafrow, Thick and their women, one of whom accompanies.

Margaret on the train-to Aldington. As we learn in the subsequent chapter,

Margaret is-held captiwe and not permitted to see Michael while Michael

15
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equally becomes & prisoner of his erotic desires and dreams} he becomes a
overwhelmed by his fantasy and the possibiiities he pefceives for fulfill-~

ment and gratification. By this time Michael has relinquishea all control
of his fantasy and is the wiiling subject.of Larry's -manipulations, yet he

scafcely seems aware of this. " Even after He_encounters the dead Cowles .
in the Baths and realizes the potential' for violence and death-which lurk
beneath the surface of the fantasy world,’Michael still has faith in.his

new identity and in Sybiiggne's feelings for him. In his sexual gxploits

with the widow, Sybilline and Annie (the last is his neighbour, transformed-
from her.identity in Michael'sold world to become a prostiéute figure in

his new ohe), Michael strives toward the god-like status of Larry: -

. . there was the perfect nose,. the black hair pldstered into
place, the brass knuckles shining on'the enormous ‘hand, and the-
eyes, the eyes devoid of irises’. . . he was cock of this house
- (157~-8). -

A

Michael's fantasy is a fantas&.contrblled by others, and it fs prevented
from becéming nightmare for him at tHis time only by his absence of_sélf~

awareness; with the recognition of ‘the falsity ‘of his new idensity come

-3

Y ‘ . <
depression, disillusionment and guilt.

. - [ .
Two scenes in particular portray the collapse of the old identity

4

and the convergence of fantasy on nightmare--two silultaneous processes

"_that Michael and his world undergo: the extended bath house scene in

=, Chapter 5 and a brief section in Chapter 4 -which relates an incident from

.

=% the omniscient viewpoint in which Micgfel is not actually involved. This

is the scene in which Michael's old identity.is eradicated completely from

>

. the outer world by the systgmétic demolition and removal of every article

in the Banks' flat. The perspective from which this scene is viewed suggests

Michael's total inability to perceive how his true gdentity is being destroyed;
s o

°

it also conveys the emptinesgjof his new identity. The emptiness of the
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flat after Thick and Sparrow have been through it is parallel to the

N

émptiness ofAMichael's new or false ?denfity-after_the destruction of the

-

‘old -one: ( . .
Bare walls, bare floors, four empty rogms containing no scrap of
paper, no figured piece of jewelry or -elastie garment, no hand- '
writing specimen by which the, identity of the former occupants
could be known (102) _ .
S . . y
The Baths becope a metaphor for the éclf stripped of its identity ‘

@herc~evefyone is reduced to Manonymity" .(1d4). In a'sengé, Cowles' death
. . . o
in the bath hous: marks a further intensification of Michael's fantasy into
: . . @ . .
nightmare. " In the earlier fog scene, Cowles"patcrializgtion heralds the’
realization of. the fantasy, and "Rock Castl\"fﬂimself then agpears; Cowles'
second materialization.out of the steam is that of a Bloodied.cocpse and = |

. ‘ e -

- suggésts the death of the fantasy and the beginnings of hightmanc for

. ¥

Michael. And as the horse "Rock Castle" materializes dut of the fdg.to repre-’

. ' sent the fleshly physical manifestation of'Michael's_fancﬁsy, sb now La;ryj

Sparrow and Thick materialize to becomq'literél\embodiments,of:thc ﬁightmare h
. world Michael has called into being (115).  The steam baths themselves are
described in helljish term¢ as a place of punishment apgd Lorture: "He
[ ' v

breathed-~-and tasted, smelled the vapors fllling the lung, the eye, the,

ear. So many clouds of it, s0 tthk that the t1n~sheeted walls were gone

-,

. and only a 1ower world aof turniﬁg ‘and ctawling and groaning men remained’ .

)

(112). The bath house is, in fact, a place of retribution with Latry, - ’

-

Thick and Sparrow the satanic agents and Cowles, who "had had. his own- kill

once" (116), now "the victim Cowles is like-others in this and other Hawkes‘

X [T - . E A .
novels who are both victim and victimiZer; this ultimate unity is .the con~ .

#

sequeﬁce of living in a universe where there can be ro guarantee of survivaih

where chance and the laws of nature combine with the human need tOJékplbitt

’
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and control to detepmine the outcome of one's existence. - . .7 %,
° - - . .“ Yy T

"something They Couldn't Show iy Films"

; M L St
Margaret undergoes a similar process to .Michael's with Iespect to
> - , :

-

 her iden;ity, though it’ is less complefé_with.her. Margaret has no cpncrete
.QA »

fantasy to call into belng except repressed sexual fant&sies whith emerge in

. her heatlngs from Tthk and her rape by Larry; but, she is equally dra

t '\l_

into the nlghtmare w0rld through Mlchael Margaret commlts herself entlrely

\)(-/
!

i
LN

_to the world.of everyday reality and to her role w1th1n thls world ash"BanksJ

)

wife by the law" (70): "She wis a girl with a band on her finger and poor. °
- E Sl

handwriting, and there was no other world for her":(69‘70): Unlike Michael, 1;4f
who is willing to sacrifite 'his_ wife along with his old identity for the ©

»

sake of his.faﬁtasv, Margaret is capable of self;sacriffce “for Michael's -
. . - T . . o

- sake': : * ) IR o - e .

.+ « « 1f the men ever did get hold of her and go at her with their - .. -
truncheons or knives or-knuckles, she would still be merely Margaret
with a dress and a brown shoe, still be only-a glrl of twenty five jf;f
with a~deep wave in her hair (70). N Loem T

Not, only is her 1dent1ty fixed and defined but she does prove able to

.- )
» -

_retajn jt\when the words above come true, and she suffers the blows of

'Thick s truncheon and-the cuts frog.his knffe;;dn}ikeEMichael, hargaree
never ‘becomes.other than she’ 15. it | ~j’ R : S
The nfghtpare'world qf cepgdvff§~ahd beatfﬁg is so remore from the
prﬁsaic reelity.pf hervpfeﬁfqus.existedee,thar she ean only-;ome to texms
with it by compafihé‘ff.to the woridnof "filﬁs"%—her only eedéﬁe'ﬂrohf
"reali{y ~--but admittlng that in 'some way, it sUrpasé&s it. .Her responée

u 3 -
R i

.largely typifies one who believes in sa conventional moral order, because -

ey
* [

'she 1s 'no lenger in a wgr}d where,gorality has any'meaning, she scrgggles

' » . -
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unsdcceSSfully to appreciate “the poral terms of her predicament:
L * SR T ) .
She *knew there yas an enormous penalty for what they had done to
her--but sfie could not conceive of thdt, did not require that
(125-6); ' - . .

~

. . .
. B wt v

Later, lying strapped'to the: bed, she told herself it was what she
might have expected it was something pone to abducted girls,
{chat's all {J,zb), <

M ~

; ~-and no matter how much she ‘accepted sﬁﬁ knew it now: something
Tthey “couldn't show in films. What a sight if they flashed thi%s
‘view of herself on the screen of the old Vjictoria Hall where she
had seen a few pictures with Michael. What a View ‘of shame. She
" - had always dressed in more modest brown, bought ‘the more modest cod,
prayed for modesty, de51red it, 4129 30)-

L4

""""

Suclr passag and many others, refute critical comment which sees

the beatings 5& /

rgaret as a demonstration‘of Hawkes' propensity towards . ¢

v

v1elence for 1ts own. sake " Both the descriptiong of the beatings themselves Y

"' and Mar aret's response to them are necéssary because, 'in the former, Hawkes
B g p P . - -f -

[}

‘conveys the-meaningfulrgap between the nightmare worlkd and the <prosaic

world and, through the latter, he gives us. Margaret s attempts to close

x

Z'this gdp. Margaret gropes for sbéme kind of understanding of what 1is happen-

-4

ing to her-as she attenpts to relate what she is undergoing to some exper;

PN -

ience in the"pastl Among the confused senSatiOﬂs and eontrary recollections
A .

“she remembers herself as a girl (126), récalls what~she read or. gaw (126,

129) or -heard somecne relate of an inJury (130). J:Tg_r

-

~

These attempts to reconstruct on the basis of“experience ultimately

L

fail Because'Ma garet does not abandon‘her moral.view of the world.-..What

bothers fler 1s not the sense that evil and good have been confused but

“

the sense that the scales of right and wrong are not weighted properly,
.- < A : " ) -' . *ﬂ\“: ’
Even as Thick intentionally cuts her wrists, she -admonishes him'as if for

_his oarelessness (137) ., His behaviour, she feels, is not evil, but simply

- 1

wrong, It is*true of The'Lime‘Twig as of The Beetle Leg, howevdr, ‘that we
N . - ¢ « . R v" - \ ¥ . .

v ¢ . - ".‘ .ll‘ % . N . ‘ i -
i : 3 . Z,’ ‘ : . . . :

, v
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vare in an amoral universe in which, because the reader lives in a world

of‘rlghtuand_wrong?(thoagh‘the distinetions may~be blurred), moral order .

¢
]

. actually seems reversed. . In The-Lime Twig there exist nd absolutes -of

'right and wrong. Nor doeg evil-triumph in the novel; it merely sur@iveé

’ ’

lmgarﬁwngmm.‘- L.

-~

Michael s old 1dent1ty becomes lost as his new one gradually supplants

hd - . a

it) But, in retaining her view of the world and reasserting her identity

.

through repeated acts of thé memory, Margaret never loses hers-‘in spite

t

of efforts to make her surrender it. When she arrives in Aldington” under

-

_the guerdiénship of Little Dora, she is taken to a large, white room and

forqed into "a white éhapeless gonn" (83).. In addltion, all her clothing

is burned along with her identification card (84). Later on, Sparrow and

" Thick dispose. of all of both her and Mlchael's belongings from the flat

+ ~

(100—01).. In sp1te of this attempt to rob her of her outer being, Margaret
neneges to steal a dress and‘eseape, at which time Michael catches a fleeting
glimpse of her (167); however, she is sodn recaptured, put again in a white
gown and, thie time, physlcally and painfully bound to the bedpost (125)

where she becomes the victim ‘of two beatings and a slashing by Thick and a

rape by Larry. f ) .

The chapter which portrays her lntense physical suffering is framed
by conversation referring to Michgel's sexual entertainment with Sybilline
(122, 140). Certeinly, Chaptert7 which chronicles Michael'é'sexual exploits,\

does much to qndercut any sympathy we may have been feeling éor him. Yet it
is neéessary in order to convey the extent and scope of Michael’e deluded.

¥

image of hipself and to.prepare the way for the reversal which occurs in --

which Michaél ‘realizes both the falseness of his new identiy and ‘the night—
mare exlstence he has created for himself "and others. ' t

“»
[
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Eventually, Michael's recognition converges with Margarét's semse of

R %

. being ,irreparably wronged, and both escape the nightmare world through

~ death. Convergence is suggested through the parallel images of the oven

»

ktits whiéh both Michael and Margaret hear in their deepegt moments of ‘iso-

lated despair. Margaret's bird and its "mgte“ whom: Michael hears become

- A

- ! ‘ ]
+ symbols fér the entrapment of self in the nightmare world. Both Michael

and Margaret identify with the bird, and the scene from }he outer world

- %

ﬁas correlatives with the inner ones, of the characters. Margaret's recog-

# <,

;hai "Even two oven tits may be snaréd and separdted in’ such a dawn" €159).

Margqfet's bird makes "no attempt to disguise the m66d, the pallidness,

-

-

which later it would affect to conceal in liveliness andiﬁutgd song' €135).

. A8 Margaret and Michael lie in the%f re§pective rooms?ithis roughly dawn,

and g%e nightmare existence is ebbing into the /light of reality. hs the -
b .

. “outer world asserts its sd%remaéy it will "conceal" by the rSutfhe 6@.&ailx

#o

. *

. ¥ Lo "
existence :the nightmare world, but it will not erase it, It is only now--

. j A > M B ” s €
- . the metaphoric dawn--when nightmare and "reality" are ihterfused-=-that

-

some form of recognifion becomes possible. . . "
: ) . ;

For ﬁargareﬁ there is only degth; but Michael's deathfis actipelﬁ,

¢

pursued rather than passively suffered. Critics of The Lime Téig inydriabli -

r A

foﬁusfchosefy~on the meaning 6f’thg ending and the.nature of Michael's act

N 1

of throwing hihself in front of the oncoming "Rock Castle:" Some critics

find the ending ironlh; fbr‘éxamplé, Marcus- Klein, believes that the ending

only,"redeems" "the ian&séabe'of 'Dreary Station' with which the qovéi

. fbégins."g "At the othqr‘extréme is Robert’ I. Edenbaum who finds che’endiné .

. a
K

4 ¥
4 3 R

.+ ‘nog in the meaning, of Michiel's dct, but in its motivation, the latter

» - . ~ . z
- . 9 S

Aithoﬁgh there is mndoubtedly some ambiguity,

»

nition is largely unconscilous, whiié Michael's is more explicit_as he Tealizes
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estimate 1s more accurate. Mﬂthael is q@b'reasserting his old identity ~ -

e

by his suicide, so lte is not redeeming the landscape’ with which the ‘novel

4
]

opens. He now possesses,ah awérenesé*he did not previously_have; he is

e
’ v

neither the naive, self-tentred protagonist he was at the beginning, nor

- a P

doeg:he now-aspire to be-liEe’Larry Thefe is oniy one identity left open

to him if‘he is to have an Ldentiij at #ll. He now has the opportunity

-

to end the control others have had 1n @is Iife and 1n determining his-

identity. He chooses to £ake that-opporthnlty rather ;han accept his func-

w - - . -
. - . .
r . . . -

tien as a" passive, Wéek individual-who, lacks cohtrol of his own life. 1In

- throwing himself in front of-the oncoming horse., Michaei,ie destroying ,

o
~ .

his fantasy—nightm@fé at the moment 6ﬁ its near pompietion. In one sense

. . . e -
LY . s K *

"it représents an assertion not of his old identity But of an heroit new

-one, as he renounces the falseness of the3iaentigy which- is founded-pn

- his admiration foi Lar:&. 'As he begins to run he whiepere the words -

! r

."“Métgaret, Mapgéretn (168;d5, and the desc:iption of hié run echoes~his\

°

, breathless determination as the fatalistic convergence of racing man and

horse approacbes.‘ Significantly, one passage reads as if_i# were describing

.y

-a orison break: o : o *

Someone fired at him from behind a tree. and he began.to trot, shoes

landing softly, irrggularly on the dirt. The tower above the stands

was a little Swiss hut In the sky; a fence post®was painted, black;
,’he heard a siren and saw a dove bursting’ with air on a bough (170).

Michael '8 sulcide may propose an existential solution to the problem of .

»

1dentity, For, in this novel, unlike previous ones, Hawkes has his ceﬂtral

.

- character assert himself by what seems to be a.self-defining action in the

4

_outer world. "Pyrrhic” victories, in which one refuses ultimately to sacri+

»-

fice one's integrity, where survival or, liying is a lesser concernm than a
K ¢

particular way of living, tend to be,tne,ﬁerk of some existential and tragic

o S ~
- o» ’ :

writing. ' . , e o r
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".Yet perhaps Hawkes is right for pointing towards a.comic. interpre-

) "' e " « . . 4 ‘ . ) - . . '-, . . .
tation of 'the-ehding, although- he seems to view it as comic for peculdar

=
[} ~

reasons: ~ "When Micpaé]:is killed the whole world Collébseé'w}th hint; and

- cdmicafly-—that‘is,'thg race track is littered with ;ﬁe"quies of the fallen

- .- 3 ’ . 4 I3 V-

This in itself isfangcomedy nor does Hawkes afford

e 11 .
jockeys'and horses.™

us with an extensive description of the track "littered with bodies"; the
R ‘. - . .o ) ' 7 -, .

physical state of- the frack and the victimy G%JM;chael”s ¢famatic suicide

»

© Pare passed over, and we are given a glimﬁse'ofAthe hasty-exit‘of those

-
-

whose corrupt drgéms of lime groves are entangled wiﬁﬁ'fhe_injured and
' . _dying on the track. {Evef}thing about the race is fixed, even the crowd

.

. 2166), and one recognizes the hidden but familiar metaphor of life as a
game in which the odds sare stacked against one. In dying, Michael ensures
. 7 . . .
that evil is at least temporarily defeated and, in Literature,'thg defeat

-

: of.pvil does, indeed, declare the presence of comedy; the little man's
-tripmph‘over people or forces largef than himself represents g comic pattern, .
in literature. (Hawkes is fo use this pattern more explicitly in Second

- AN *
Skin.) Also, the comic conception of character is retained in the ending.

* _.Michael sees as preless his quests to be equal or superior, to Larry
‘ * . I

]
1

and‘iorwin Sybilline's'love and admiration; he watches Sybilline in the

" crowd and sees that she never looks his way (166). Realizing that he has

.;§Set Qp‘a,faISe image of himself and that there is nothing now with which

I td'feplace this féiée self, Michael is "himself fagged and.tasteless as

the Dird on the sick bough*” (159). The énding suggests tbét~Hawkes aimed

at a baradoxiqal balance. As one who is "small, yet beyond elimination"

"éiJO), Mighael'refuses to conform to the role required of him. Michae%
sfaqu poisqd‘between Hawkes' early, anonymous characters and the stroﬁg;y

defined Skipper and Cyril who forge new worlds for the&selvgé, and who

.
L



possess the artistic potential to alter the physical world to make it
conform to their own visionary demands.



"END NOTES - CHAPTER IV

1[John Enck], "John Hawkes: An Interview," Wisconsin Studies

in Contemporary Literature, 6(1965), 150,

- . Ve
2Ibid. ' '

3John Hawkes, The Lime Twig, introd. Leslie A. Fiedler (New

“York: New Directions, 1961), p. 123. All further references "to this
“edition will appear in the text.

encher's name, with its resemblance to "henchman," suggests

his unintentional double function in the novel. A henchman is a."squire,
or page of honour to a prince or great man'" (0.E.D.) and, in an ironic ~

sense, this definition is applicable, for Banks comes to see himself
as a gréat man. But the word also has strong negative connotations,
suggesting one who carries out the instructions of a powerful second
party: a strong-~man or '"heavyweight." Hencher unwittingly,becames
this as well. , Co.

o, - -

& 5In thlS way, Hencher becomes z member of one of the unna&urai«
"families" that populate Hawkes' fiction-~families not held together -
e % much by traditional bonds of love or loyalty as by obsessive, some-

times parasitic interests and self-concerns. 4.t

6Patrlck O'Donnell, John Hawkes (Boston: Twayne Puﬁlishq{s,A
1982), p 17. . ,

T(Enck], 151. '

>

PR

8"Rock Castle" is an appropriate name for the horse of Banks'

fantasy, for castles are the stuff of fairy tales ‘and enchantment; in

i

e

addition, "rock," in England, is one of the most popular forms of candy.

Graham Greene uses Brighton Rock as the title of his novel (to which
The Lime-Twig is often compared) to copjure up ironically the image of
a seaside resort where fantasy prevails on the surface, and terror
beneath it.

9Marcus Klein, "John Hawkes' Experimental Compositions,'" in

Surfiction: -Fiction Now . . . and Tomorrow, ed. Raymond Federman
(Chicago: Swallow Press, 1981), p. 212.
oo 10

Robert I. Edenbaum, "John Hawkes: The Lime Twig and Other

" Tenuous Horrors," The Massachusetts Review, 7(13566), 475.
- e T W

11[Enck], 154. To emphasize the comic aspects of the novel

-may have been one reason why Hawkes chose to name his protagonist after

the charécters (father and son) in Mary Poppins. The fantasy world of
Marz Poppins has several correlatives with the fantasy-nightmare of ’
The Lime Twig, in fact. When the fantasy is at its zenith in Mary
ins, the nightmad® terrifyingly prevails in The Lime Twig through
the image of the horse race in both works--the actual race in The Lime
Twig wheré Michael is trampled by the horse (narrated in seeming slow-
motion) and .the hunt in Mary Poppins where the fox 1is saved from being

-



trampled which animation in the movie version signals the complete
departure’ from reality). The divergent consequences of the "hunted
ones'-~the potential victims--reflect the dominance of either fantasy
or nightmare in the respective works. The relationship between fantasy
and reality is a theme the two~works-~otherwise so different-~have in
common. : :

0
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"THIS SCHIZOPHRENIC FLESH": THE DUALISTIC )
WORLD OF -SECOND SKIN ‘

Second Skin'is the first in a succession of four first-person narra-
tives-in whiéh the narratot and central character attempts to justify his
life and actions both to the reader and himself. In works prior to Second
Skin, Hawkes was gradually working towards a ful%y realized ficzioﬁal Yoice
that would exhibit many of ghe qualities of authorial control expressed -

*

by Hawkes himself in his function as artistic consciousness. 1In The - e
- ’ ’ Y

" Cannibal, The Beetle Leg and The Lime Twig, first-person narration is ysed

on a limited scale; but, importantly, those who speak in the first-person ..

in these novels are figures who seek a form of control over-others within

the novel. From the beginning, use of this type of narration in Hawkes

v

is associated with control.
. N k3 / -
From Second Skin through Travesty, the first-person narrators attempt
to establish a particular relationship with the reader, dand control extehds
to the narrator's attitude toward the reader as well as other characters.
However, implicit in a consideration of the narrator-reader relationship
in Hawkes is our determination of the existence of irony and our attendant
. ] -~ . . 1
feelings regarding the narrator's reliability.” In the narrator-reader
relationship we are concerned, among other factors, with the narrator's
rhetorical capacity, and his ability to use it to sway our judgments, But
while we are led through irony and, perhaps, through various kinds of con-
tradictory testimony, -to judge the narrator's actions, we are undoubtedly

being influenced by his lyricism, his poetic ability to render his visionary

\ 127 - '
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world, and the sincerifylwhich pndquies this ‘determination to set his -

'
»

. x . . .
world before us. First-person narration reflects the individual's ordering
capacity; it becomes a'pértfcularJmanifestatioﬁ'of the orderiﬁg powers of

the artist-figure. Skipper reorders his“past ié such a way that allows

him to create out of a-chaotic pasta'ne&;.revitalized,present and future

.

order ,more in hagggﬁy with the values of the 'self. This reordering process

is expressed to the reader thfeygh the act of composition.

Sedond Skin also represents Haw?es' deliberate attempt to write a

ybrk which %ould be immediately récogniqgﬂ\aSACGmic, and critics in general

have tended to stress elements relating to Ski er's comical inadequacies,
Leme: g PP q

such as his naivete and lack of awareness. They-have been conscious, as

¢

well, of the larger comi¢ pattefn at work in SECond Skin, as many have

emphasiied the affirmative qualities of the work. Such a“pattern emerges,

F]

K

in part, through allusions to The Tempest'whicﬁ,Jaccording to Rondld Wallace,

. . : S . 2 .
"establish the comic norms on which the novel is based." .

in

-

_Skipper is Hawkes'®first-character who is able to create a mythos

~ ..

which his beliefs and valﬁés-éfe firmly grounded; he 'creates an identity -

S C L ] y
for- himself which is intensified by mythic and.-historical allusions -and by

- - o s .- e
metaphoric -expression. . Such devices help to gecure Skipper in the .world

n . ol

which he creates for himself as Hawkes' first visionary arrist, "~

Skipper moves through a world of hells toward a vision of paradise,.

paralleling a Dantesque pattern ofAbérsonal salvation. Whethén Skipper

»:

actually attains salvation is a grucial {ssue to be considered here. From

a world of 'instability and pain, Skipper comes [to.experience at the eﬁdﬁ'n

of his journey "the still voice" presiding over a world of permanenceE

° . -

"The sun in the evening. - The moon at dawn."?' The act of composition

-

-4

be%%;is & kind of equivalent to Dante's Purgatory, for it encompasses both

o
LR
= - o - - .
& frey o . -
. 7 -



the pain of Skipper's past and the promise of his future on the paradisal

wandering isle. Tﬁrough the purgatorial act of writing, Skipper is able
to confront a past in'which he has often proved inadequate; he comes to

consider himself an "accomplice" in the deaths of his father and daughter.

>

Compelled to relive his past, Skipper illustrates té the reader that ‘he

considers it an essential part of the "naked history" he presents. His

vision is balanced by the horrors he depicts in the past as well as by
the pleasures and satisfactions which sustain life on the wandering 1isle.

The protagonist' of Second Skin, then, is engaged in a process in )

which he moves from a night@@fe world to a fantésy.world~-a reverse movement

e

from at:dﬁ Michael Banks. Like Michael, Skipper is a "little man'

. K .
is able to assert. himself in his battle against larger forces which oppose

' who

aﬁd oppress him} yet Sk?Pper sﬁryives as a result of his determined efforts.
Unlike Micha;l, Skibper never loses or chang;s his identity gespite the
_'aﬁtempté‘of others to undermine o; destroy that identity. By his survival,
'Skippe;.achieyes what heAterms a "victory" over evil and establishes the
maxim that "virtue alyayF wins" (98). On one level, Second Skin is a
‘lyrich’téstimon;uto the;power of the mind to transcedd a world of cruelty.
It ca?tures the exgremes of existence: the savage and the soothing, the
raw end of evil anq viciousness and the.refinements of the ideal and
~beéutiful: And Skippér.£§ Hawkes' first idealist, only too willing to?
sacfifice th; physical aspect of being to the spiritual‘values of love,
devoti%n, and tolerance. As an idealist, Skipper want; to reéast reality
in the image of his ideals; Skipper attempts to transform reality to accom-
modate ‘a subjecfive vision.

Skipper's <doctrine has affinities with Christian Idealism as,.in

the opening pages, Skipper defines his great capacity for love and suffering;

f"«.

L3
.




and Skipper describes himself as "the aggressive personification of serenigy,

the eternal forward drift or handsome locomotion of peace itself . . . - '*

L.

a tiger" (3). Forgiving his enemies (2), Skippér-attempts to "neutralize"

the world's "poison" with his "unbllemished flesh” (5) while smiling the
. .

"suffering smile'" of "self-sacrifice" (15, 61). “The Christ allusions take

o

on more significance in relation to his father's profession as a mortician.

‘§kipper;s father becomes "death himself” (161), and Skipper is the “redeemer"

s

of that profession '(47), countering Ehe "seeds of death'~expelled from the

°

explosioYy in the béthrdom during his father's suicide by .the fseeds of

life" used to artificially inseminate cows on the tropical island. In

this sense,“gkipper is a comic or parodic New Testament Christ to his

Jehovah-like jfather with.his "morbid" vocation. In his more specific quest

- - t ’ +
to prevent his daughter's (Cassandra's) death, Skipper is unsuccessful.
_ The most he can do is''neutralize' ewil by “assuring that there”is something

‘to balance it. His efforts to assert the power of love, inadequatge as

.. they are, may indicate the presence of this force in a world Qhere, con-
sequeptly, ;he dominance of evil cannot:pe'considered as completé or total.
But is Skipper's "triumph" in fact a.spiyitual victory or a practical de-
feat? Do we measure and judge Skipp%r in light.of his determined efforts

to survive evil or by his failure to preserve Cassandra's life——tq make

any meaningful impact on the world of evil and death? The question

amounts to determining the correct evaluative response to Hawkes' most

.

complex and problematic character to this point in his writing.

. 4
In Second Skin, Hawkes is concerned with estabiishing a comic balance

L,

bet¥een judgﬁent and.sympathy; comedy funct}ons in part as a means to examine

and test Skipper's capacity as a visionary artist, as succeeding novels

also strive to do. dawkes has often insisted that the comic impulse is
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composed of two somewhat contradictory strains, and it is apparent in ggg
Sk&h that these strains are fused 15 a way not hitherto seen in his flctlon.
Skipper may bg dismisged as a character'unworthy of respegt, as a bungler,
§r a~hope1ess.innoceﬂt; a man unequipped to deal witb the everyday:' But
‘manylcritics view Skipper in anathef, more favourable light: they,éee
h;s actions as affirmative, even heroic; especially wheh contraéted with
many of those who surround him, including his wife, father and daughter,,;-
all of whom eventually succumb to th?ir nihilistic impulses and choose

, 4 . '
death over life. 2 . .
: i .. e
To approach questions relating to‘'Skipper's "success' or '"failure"
within ‘the novel we need more than a simple measure of "sticcess." We will
have to admit, for one thing, the existence of a basic dualism in Second
Skin.,” This, like all of Hawkes' novels, is heavily rooted in the physical
dimension. Hawkes is interested in not only how the mind conceives but
also how the body expresses mental states;'his is a concern with, an-in-
tense responsiveness to, the ph;ggﬁal being:
r/" Awake and prone in my seat next to the windoew, all my body
fat, still, spread solid in the curvature ‘'of.my Greyhound seat.

And yet in my back, ‘elbows, neck, calves, buttocks, I felt the very
motion of our adventure (29). - )

Skipper'é sheer physicality is a cont;nual source of the reader"s comic
pleasure; (the same is ErUe ;ith the narrators.in the two novels whi?ﬂ

- follow Second Skin.) There is something terribly comic in the image of
(sometimes naked) elephantine figures sporting amid natural scenes, just

as' there is today in Rubens' ponderous mythological figures striking del;*
cat; poses. Fat, bald and slow—hoving, Skipper 1is, nénetheless, capable .

of being ‘flattered. When, in the end, he speaks of his "victory over

Cassandra too, since there are always faces, strange or familiar, young



 or old}'waiting to kissime in the dark®™ (205, 50), he is doubtlessly’
recalling Cassandra's remark after the three soldiers have kissed 'het:
"Nobody wants to kiss‘you, Skipﬁer" (43). : !

~ .
1

" Skipper, however, demonstrates the-ability to make-of the physicai .

being a means of transmitting or expressiﬁg deeper spirituainruthé’abOU§

N S
W E ’ [R5

the self. For exam le, on his 1'1:eg‘al carriage" (5), Skipper commeﬁté:,ﬂ
p g

Since "childhood I have walked dinto a room, oY out, out into the
shadowed .greens or dangerous sand lots of the world, holdlng my .
_ chin lifted, my lips pleasantly turved. and my ‘eye round, measurlng R
my steps.so that ‘they would never falter .and keeping my hands in
motion at my side, wishing,never to appear intimidated by the death
of my parents, wishing never to conceal the shame which I thought
had left its clear and rancid mark on my breast. Even today I take
these samé slow-paced, deliberate, impervious footsteps, uslng the
balls of my feet in proud and sensuyal fashion; driving a constant
rhythm and lightheartedness and a certain confidence, into my stride -
through the uninhibited and, I might say, powerful swinging of my
hips.” Of course thereare those who laygh. 'But others, like Sonny, )
recognize my need, my purpose, my stregith and grace Alyays my .
strength and grace (3). : :

"On the tropical island, where the pﬁysical self becomes truly liberated,
Skipper again dré%ﬁ attention'to the "manner of his walking" Qh;ch‘in other :
‘places has encouraged laughter and "maiiciOusness" (3): "Cassandra is
goﬁe but I am wrapped in wind, walk always--from the hips, from.the ﬁips-—
through the thick entangled eurrents of this:-serpentine wind" "(46); "1
swayed, I shungj}ysélf from side to side" (164~5). Orte of the results
of liberéting the'physical self is the aBsénce of such_"maliciousness.h
That Skipper's walk is rather unabashédly feminine is consistent
‘with its‘being an asse;tion of tge spiritual self. The world that Skipper

yvearns for, the ideal or visionary world that he wills into existence,

is associated with female life. On the other hand, the leader of "the

Kissin' Bandits" belongs -to the real wofld where %urvival and self- T

gratifieétion are the main concerns. His walk, thoroughly masculine,

»

é - @

.
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contrasts with Jkipper'é: "easy gait, eyes dqwn'wétching for thEienemy,:

\ . [y

back afd shoulders loosé_aﬁd buttocks hard, fierce, inseparaﬁle} comple~-

A_Qéntary, all his walking done with the battocks alone" (41) " .Where personal

‘survival'ié;uppérmoSt and the forms of life work for gratification of the

inétincts,ﬁwe are in the real world. wheré masculine images apound. 'In

x

Second Skin, ‘the world of everyday reality 4s’'the nightmare werld and the
SECOnE >en S e of ARy A ) ;

world where the ideal' appears as an bbtainéble.objective'is the fantasy

world. L % . “ . . L. .
\ ' ‘ : N N

Early #n Second Skin both the nightmare and fantasy worlds ar€ linked_.

3
~ > 4

© to imgges that Skipper has.of his father and.ﬁofbér, respectively, and the

© . ” »

-

"associations femain.tied*to gender. The nightmaré world is.ﬁarkgd by a °
preponderance.éﬁ male imaées; symbols &nd references, while the féngasy
. ‘. N 4 : )

world is anchofed;ias {t Qeré,'by its reliance on feminine values and

; o o N o L . ’ . d ‘ ) h
virtues also presented through relatéd clusters of images and references
- N [ . i R
feminine in essence. . e g . h : - g
N / - ‘. - an

. .
& B - Pl 4

, In "Naming Names," gkippef{fgéaiié.ﬁis'ﬁoqheg,‘Mi;aféd;{a‘?baracxé},
of little import;nce to the actuéi:gfoéy'ﬁé ié toiéélg.buc'gga;”in ;~sus;
«taining role, was "the vague COnsé}ing‘spirit be@ind ghg tgtrfSie;ééa%gns |
- of, this life wﬁen inikely ;ctidents, tabloid adgéégu;;é;?ég;ckiﬁé-épig;;és}_
_surrounded a solitary and wistful he;rt" (5),‘ His'mbth;f, and‘h;s vi;ioh .

[l
- 3 . .

of her_&ea%h console him, for they are associated with the ideéal and the

life of 'the imagination.* From this vision emgrges the xrénsforﬁing'bower

- of visionaryaart in the novel, while from tke vision of his father's death,

the power of énti—apf emerges as the oppbsing force.

') . H -

. Skipper's recollection of his mother is ircomplete 1ln its deiailsy

" and she nevef\emerges-from the visionary world whefe'Skipper places her

"with mogt Of her features indistinct" (5) ", . . silent . . . at a great

Py - «



Y . . - -7 ‘) .
» to the way death appears to “an undertgker's sonvaccustomed to the fuﬁeréﬁﬁ

RS ~

- -
" .

H . -

distance off" (@)l‘ A récreation partl} b% memory'aﬁd pérély of iﬁaginafian,’
1ike.th; story éﬁipper tells us,lﬁildred is éescribgd‘agsﬁr;cély ;slgesem—, ,
bligg "a gifted~angek_iﬁ‘a dreamer's’ceu‘w’tery"~ (7); she_wéats white=dress,-

hat and gkoﬁes to hisAféthér}s_gerpgtual black, and 1is conceiv;d of in an .

* . k] ¥

attitude of prayer. In Skipper's vision of his mother's death, similar

- ’ . v . " . A
images recur. The angelic aspect i§ created through references to still-

ness, silence, his- mother's serenity, and her sille -of acceptaace, and-
Y { . .c .

- )

" . ’ oo * . ,
also through the use of colour. The most prominent colour is, once again, ..

white, which is meantioned seven times here. The driver of the car in, -’ |

* 2

Skipper's vision is wrapped in a black muffler which disguises his face;-“‘.

<

symbolically rendering thé-death\figure-unreal %?d ambigu0us-—in:contraét

-

-procedure (6) and more sharply contrasted with the wéy Skipper is con-

fronted face-to-face with death in his jatﬁer's'5qicidé. The car's horn

too is black, but this colour- is offsef by the fact that Skipper fails to

‘hear the sound it makes: As the . car moves away, it is said to resemble(ﬁh\\“

a "golden insect," a Phrase'anticipéting the “'golden fleas" of the.para~

- disal setping;"Along with ;hé’dominancg of the coléur white, pasiel shades: °

. AT . i o 5
of "peach and rose'" contribute to the dream=like atmosphere (8).
:#\. - . L i ) L, . . ) . - i "' A" . . -
T _As "the mortiC}an's mﬁ§e,’ Mildred's main function was to welcome
the < S ¢ - . ' now ) :

visitors "in the ﬁéﬁior, smiliﬁgﬁf'to attend solicitously to the spiritual

N K t .
needs of the mourners and Fpﬁzort %hem while the mortician himéalf attended

to the physical demands of his,mgrbid profession. In a similar way,
. H * . - . .

. . . -
Skipper's diametrical versjons of his parents' deaths enable him toﬂponder

£Y

death's complexity: the becomes aware:of death similtane'ously "as a lurid

truth” and "the promise of mystery" (8); he grasps the hird physical fact

and the muted spirituél uncertainty of death. But his version of his

-




. M ) ’ . -
. to.overcome or ciréumvent deathk through imaginative vision. His visiop

and bfight pink light, the casketxrunners, cobwebs and, carpeting-vanish and,

. reshape exeerience but to avoid it. It has to be decided finally whether

R - ' . . & . R . .
mother's death also demonstrates the creaq%ve capacity of ‘the dndividual
. . 50 3 - 1 ’ v

comes to him, sién?ficantly, as he lies in the back of his father's hearse.
. L "N Iy
. ‘. ,
As he describes his vision, it becomes a kind of comic rebirth where he :
. . - . .-

- - .
I . . e w* @ Ps

sits upr "like a.miniature fat corpse™ (7) and, in a blaze of orange, yellow

xf

"1 saw her, saw her, aftet all, in the vision whrch no catastrophe of my qu~

. * N -~

has ever destroyed or dimmed" (8). ) , ) . .

.
v [ - v

Admitting that the version of* his motheris death ig no doubt the s

-

product of a slight and romantic fancy,' SkLgpev nonétheless prefetrs the

» l", e

vision to the riaimey of his father 8 death (9). These two, interpretations"

- .
¢ " v x ..

) of the‘death experience—~the one real'and the other imaginary--form the

basis* for Sk‘ per s perteptual tendencies in Segond Skln. The dlternatives
of perceptl n~beeweén sordid reality and elevated vieion continde to obsess

Skipper } variops ways; for example, they effect hls perceptlon of *his L

~

'daqghteru The question of consciousness itself revolves around the potenti- .

alities of the real amd'the visionary for satisfying his-quest for .under-

' ecaqding or khowledge;.importantly, Skipper's qualities as Hawkes' first

visionary artist arise out of his need to assert and imaginatively extend

"

the vision of his moiher’s death. '+ .-, s . . o . “'
At the same time that Skipper’s vision ofehis mother's death extends

and enriches the concept ef_death, it also reduces.it in the sense that

- . . AN - .

-+

it becomes a.little less real; too great a reliance on the vision ae &

-substifhtedfor—reality could indicate not a way for theﬁcreative self to

- 5

Skipﬁer's embrace of the fantasy world is a product of delusion (whether

it actually exists) or of exélusieg (whether he is simply retreating from

Fid




renables us to see the two "worlds" of the novel in cohntrast; sordid reality

IS -

> -

, . o
< i -

t-36

the "real” or nightmare world as the yision of his mother's death suggests

2 .

in part), pfkwheth&n it repregents a truglrééhqping of "reality." 1Is Skipp

a visionary artist who imaginatively transcends the real, or does he simply

+ M .
seek to deny or avoid it? ¢ 7
N Q

- » x .

A N . - ° L3
By ‘the time Skipper has proceeded very far in his depiction of scenes

from the'ﬁ;ghtmére world, hevmakes us aware that there is something with

which to balance it: : , . iy -
. . it is time to say that it is Cafalina Kate who keeps the hammoek

filled with flowers for me . . . here I mention my triumph, here =

- reveal myself and choose to step from hehind the scenes of my naked
history, resorting to this strategy from need but also with a certatn -
obvious pride, self- satisfaction, since flow I’anticipate prolonged
consideration of Miranda. ,I would be unable ‘to thimk of mer for very
.long unlegs I made it clear that my triumph is over Miranda most ~of
all, and that I survive _her into this very moment . . (46, 48)

From this point on, we are brought back to the:gande;lng isle froﬁ'a‘Pasg

-

which Skipper cannot relate whole without E%g Tespite of the present. The .

er _

D)

structuralr movement of The Limg‘Twié is one of a gradual intensificaﬁion of

.
.

the nightmare, but Second Skin's rﬁythmical movement of alterﬁating scenes
- " . A

N ¥
¢ » o 7

ES ‘ i € = d

and elewvated vision achieve pespective preeminence in "the erratic flfght *
. - [ .

.
Y

of the hummingbird.” The world where anti-artistic forces prevail conggésts

5 ’ A .
with the world where Skipper's artistic yjsfbn may be realized.” When»we
) . BE . ,-.‘ A
speak of “"worlds" in Second s8kin we can make more than metaphoric uge of
e . .

-
-

° - . A
the word, for the nightmare thatr Skipper undergoes and the fantasy that he

y

attains become localized i@ the sense that each‘is agsoctated with a“par—
ticular island. The island in the Northern Hemisphere which Miyanda in-

habits is representative of the vadgés.of a corrpptive society, a society
- »
. , : ¢ .

which rejects visien and discards ideals, choosing instead the alternatives
v , . }

¢ - s

‘'of indiffer®mce and cynicism {n its, relations with others. The Atlantic

:

island abounds in images-~from the q@sculineawofid whicﬁ serve collectively

4

*

»

”
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to present the brutality of existence, self-gratification and aggressive

[

sexuality-~in effect, a whole range ‘of.regressive values and a spectrum

. s

of immoral or amoral behaviour‘whicﬁ‘illust}aﬁp-witbin a constrictive sphere

the'éonditiod,éﬁ the gontpmpofapy Wesférn.WOrld. By contrast, the island

' M -

:in the Soutbérn Héﬁisﬁhere, where Skipbex livééhaﬁ.iéeal life with Catalina -

Kate and Sonny, reflects a society far less representative of modern culture.

Though thié‘sociepy is also centered on the instinctual being, it témpers
this ihpéggh,the presence of ideals, inhocence and a form of spiritual

r

awareness or faith. fmages from the feminine world convey the peacefulnéss

-~

of life, sexual freedom or ease as well as imaginative freedom; love and
- . ) N N .

tdith determine and direct a morality.which is altruistic as well as self-

'
>

sérVing. The'relation'éf this hypothetical Socief& to Western society is
’desgribed by Lucy Frost, who explains that "a highly sophisticated civiliza-

tion is [n]ever-dikely to -exist here . . . but only in a post-cultural

;9 environment whergfthe cultural forms inherited from Europe and existing

there and in the Unitéd-States have deased operating altog’ether."6
' o .
, - The two isliigs,‘tﬁen, representing contrary modes of life, also

. . : . o
embody kontrary modes” of perceiving and experiencing life and represent

>

extensions of the divergent wayé presented in the chapter "Naming Names"

v v -~

3 S )
for .incorpbrating ‘experience; in one view there i% a total acceptance of

" the-"real," immediate or concrete, life lived without guiding'vélues or

.ideals, with survival and instinctual gelf—%atisfaction uppermost: Skipper's
moraliéy u%ge; him té rgjecé.such a way of life, buk the evidence of .

Skipﬁer's_f%ilﬁre to accommodate the pressérés of this life to his individu-

ality and his épeg}fic failuge to prgyen% Casgandra from being a victim of

sucll an; existence are significant failures. Inherent in them is his pro-

found inability to substitute an alternate experiential modé which will

Ay
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prove viable undep ghe conditions which he finds in this life. To attain

his féhtaqy'world, Skipper has to find sanctuary in a remote, primitive

island. ~The point seems to-be that while the fantasy world is attainable,
O/ ‘e - .
if'is'so'dnTyfunder optimum conditions whete love and faith are allowed
to operate;“in the nightmare world, vision is never permitted to fuse with ]

everyday reality. The imaginative potential may exist for such a fu@ion,

. - - v

howevef,’qu in its so doing utopia becomes, at least, a contemplative

.
o'

ossibility within.the individual consciousness:
P y

Two Triangles ¥

1Y

From the presehtation of the two opposing "interpretations" of ‘death

in "Naming Names," the novel is concerned with expressing elements of the

nightmare and fantasy worlds; Second:Skin,.particularly those sections

4

P

which take place on the two islands, is structurally conceived to set up

oppositioms, dualities, parallels and juxtapositions in relating the extremi-

-
> .

ties of cantrary "worlds."

Among -the parallels‘which exist are those of character. On the two

~

islands character groupings balance each other, but in Fhis symmetrical
arrangement reversals of‘rolLsQreveal the antithetical pattern at work.
The assembly of minor characters from both islands (all of whom are native
islanders) reflect the dominance of either the male or female image. The
minor characters from the Atlantic island are male--Captain Red and his
degenerate sons, Jomo and Bub--while they are female on the tropical island--
Sister Josie and Big Bertha. On each island there are three major characters,

forming two triangles (see Appendix A): the triangle of Skipper, Cassandra

and Miranda is balanced by one in which Skipper, Kate and Sonny occupy

o

corresponding positions. The relationships in which Skipper is involved

A
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-
demand closer examination--first, to point out how the corrésponding rela-

4 -

tionships balance or oppose each other and, second, to determine, as far

‘as Skipper's narrative permits, the dynamics of each relationship and how

LY

this bears on Skipgg;'s quest for understanding, his perceptual capacity .

r

and scope for interpreting‘experience.

With both his daughter, Cassandfa, and Catalina Kate, Skipper has
a dual relationship: that of father-lover. But with Cassandra his rela-
tionship‘is only implicitly so as, not surprisingly, he never openly con-

“fesses to an incestuous urge;'but, as he seems at least generally honest

a

in recording his conscious thoughts, it is inevitable that some of the

more or less subconscious content would reach consciousness, perhaps partly

z

disguised by the action of" an agent of consciousness, such as the superego.

For example, as Skipper and Cassandra are dancing in a Chinatown cafe, he

’»~

legitimizes his feelings by referring to them as 'paternal." In a thought

~which is .left incomplete, he wishes hg could relinquish his identity as

+

heE father to give her the love she .needs:

1 wished all at once to abandon rank, insignia, medal, bald head,
good nature, everything, if only I might become for a moment an
anonymous sea man second class, lanky and far from home and dancing
with this girl, but felt instead the loose sailors pressing against
us (11).

Skipper's description, at times, suggests that he feels some guilt in this

relationship which he canpot openly atknowledge. He speaks of "the shame

L . : - .
and -longing of my paternal sentiment" which lead 'him "flushed and bumbling"
\

to feel "her knee, her hip, once more her breasts" (11), to blush, to sigh,

to blush once more, to hold her "ringless' hand (12-14), and to remove his

1

Good Conduct Medal and pin it on Cassa@&ndra with the re@ealing words: she

the one who deserved it; I, never" (13). Skipper's behaviour here resembles

[

that of the bashful suitor with questionable intentions.
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Cassandra herself at times appears to echo the theme of latent incest.

Disillusioned by her husband's flight, Cassandra is willing,”to some extent,
early in the ﬂovel,~to accommodate Skipper's sexual claim on her. She

even thinks of him as her "blind date" and begs him not to "jilt" h;;:—a
claim he appears to take too literally. - Thé tattooing rite which Skipper
undergoes--where the name of Fernandez is engraved on his chest-—-is described
partly in terms of a sexual assault; at the‘peak of which he recalls Tremlow's
"abomination" (19)--another assault which in its confused and entangled
imagery has strong sexual connotations. Cassandra explains to the tattooer
thé; "My boy friend is bashful" (16)._‘"'My boy friend,'" she says iater,
"'"My boy friend would like to have this name printed indelibly on his chest.
Print it over his heart, please'" (16-17). Suggestive of, a sado~masochistic

o

encounter, the tattooing rite is characterized as Cassandra's "sadistic

-

fantasy" (18), while it becomes Skipper's "exquisite torture" (19).

‘Kate the roles tend to be reversed;

In his relationsﬂip with Catal'_
that is, he defines himself mere i;;f'ﬁps of a lovef than father figure:
in the first reference‘;o-Céﬁalina Kgge; aside from a metaphoric earlier ‘
one, he says, "Here I have only to drop my trousers . . . to awaken paradise
itself, awaken it with the sympathetic sound of Catalina Kate's soft laugh-
ter" (46). But, as in the relationship Qith Cassanﬁra, it is the repressed
or secondary role Q;ich may actually be the more meaningful one., He thinks
of himself basically as Kate's iBQer, but in some respects he béhaves more
like a father to Kate thanrto Cassandra. Obviously, he is the dominant

one in theyyelationship with Kate, and he constitutes the island's main

authority figure, deciding on the way things are done. He determines,

Fs

wrongly as it turns out, how the iguana is to be removed from Kate's back,

saying "I was in no mood to take advice from Sister Josie and told her

»
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so" (107); he decides where Kate is to have her baby and how to wash it
' when it is born (205); similarly, he dictates to Kate on her receiving

]

Sonny's advances: ''Hugging gs all- right, Kate,' I thought to say, 'but

nothing more, Kate, do you‘un&erstand?'" (169). He provides few, if amy, '
'examples of actual love-making with Kate, but the implicafionlis that Kate
disobeys his stricture to refrain from "anything more" with Sonny, for

as Skipper falis off to sleep he sees Kate rinsing out Sonny's drawers

in a spring and hanging them on a limb.  When he awgkes, he notes that

Kate is awake (he th?nks they awokehtogether) "leaning over Sonny and look-

fng down at me" (169). Although, in this scene, Skipper says Sonny "sighed

for Bertha" he does not reach for her, but rather, for Kate (169); and,

»
”

despite his perhaps real indifference as to whether Kate's child is his .
or Sonny's, his innocent respoﬂse once the child is born may indicate a
need to repress the realization that he is not its biological father. Al-

[N

‘though the baby is "three times as black” as Kate's breast (209), it still‘,

PR . .
provokes hié question: "'Who do you think it looks like, Kate? Sonny or
me?'" Subconsciously though, he may have come to terms with the fact for,
‘in a comment in which thé dual roles Gf'authbrity and lover are combined,
he says "'We can start you off on another little baby in a few weeks.

Would you like that, Kate? But of course you would'" (209). The issue .

of the baby's father may provoke the further supposition that Skipper is

not Cassandra's true father for which, however, beyond Gertrude's rather
phenomenal unfaithfulness, he provides no concrete evidence, However,

physicdlly and temperamentally, Cassandra and Skipper are opposite types.
) : . A
Another parallel between Cassandra and Kate is the basis for a further

contrast. They both have babies, but while Kate adapﬁs immediately to
[

the mothering role (when Skipper suggests the new éregnancy, Kate replies

g ’




s L
by smiling and holding her baby tightly, 209) Skipper”épeaks of Cassandra's
"pretended mothering of Pixie" (59). Skipper, in fact, does much of the
real "motﬁgring,” particularly on the Atlantic islahd--preparing Pixie's

- béttles,‘feeding her and playing childish games'w{fh~hgr.

With the other paired relationships (Skipper-Miranda and Skipper-
Sonny) contrasts and inversions are more self-evident. The former rela-
tionship is marked by duplicity and faithlessness while Sonny is a loyal

and faithful companion to' Skipper. Sonny's black skin is paralleled by

K ~

Miranda's figurative blackness:  ". . . old.antagonist on a black Atlantic

island, . there she was—me monster, my Miranda. . . . Now I think of her

.as my black butterfly" (5). The colour black often recurs in descriptions
of Miranda and-the Atlantic island; recalling the usévof it in the oﬁening

chapter.in connection with his fathep's héarse. Cars in Second Skin are
often used symbolically to convey psychie states of being; Skipper's
father's hearse becomes a reflection of his father himself, and later on

Skipper finds in his father the allegdrical being "Death' (161). Assigning

’

this colour to Miranda and her surroundings makes the connection-clearer

between black, ané suffering and death. But this connection is fofgeq

~ not enly through continual associations; also significant "is that normal
' . . . ' . Y
human relationships are lost in a dark atmosphere of sadism and pain.

Thus, not'only do the descriptions of blackness convey a society which

‘

_is unknowingly in the puréuit of death and self-destruction (Skipperis

father was not only a mortician, but he also killed himself), but fhgy
suggest the breakdown of "normad" relationships with the substitutién of
clearly abnormal ones. Skipper's jealous possessiveness toward his daughter

comes to prevail in light of any more reasonable alternative; on ‘account of

+ his fierce guardianship, Miranda and others éet traps for him, luring him
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ayay from his daughfér who clearly, and not surprisingly, resents his inter-
B 0

ference. Cassandra afild Mirandg form a relationship, perhaps largely in

order to plot against Skippér. At any rate, Skibper is suspicious of them

L

and describes the partnership in terms of a dark collusion:

I began to notice that Cassandra was Miranda's shadow, sweet silent
shadow of the big-'widow in slacks. When Miranda poured herself a
drink--tumbl€r filled to the brim with whiskey--Cassandra put a few
drops in the small end of an egg cup and accompanied her. And when
Miranda sat in front of the fire to knit, Cassandra was always with:
her, always kneeling at her feet and®*holding the yarn. Black yarn.
Heavy soft coil of rich black yarn dangling from Cassandra's wrists.
Halter on the white wrists. Our slave chains. Between the two of
them always the black umbilicus, the endless and maddening absorption
ip the problems of yarn. It lived in the cave of Miranda's sewing
bag--not a black sweater fgr some lucky devil overseas, nor even a
cap for Pixie, but only this black entanglement, their shapeless
squid (69-70).

P

<

In no extended scene following this one do Cassandra amd Skipper appear

alone. Skippetr futilely and recklessly pursues the image of his "child

d

courtesan' (17) which leads to more and more desperate attempté to detract
him from the course. Believing that he is "her guardian, her only defence”
(81), Skipper only succeeds in contributing to Cassandra's downfall and

eventual deaths

Much more is said in the narrative about Miranda than about Sonny,
" the character who 'parallels her. In several respects, though, thev both

typify the island of their habitation. Each -embodies or illustrates certain
'y , .
valués unique tirds/hezgespective island. 1In his relationship to Skipper,

Sonny exemplifies the values of love (1) and ioyalty (21, 131) which, on
the tropical #€land, form the basis for a communal existence, an ideal and"

harmonious life. TFhe values which Miranda exemplifies are all death

related: hatred and disloyalty are uppermost, however--values which pro-

-

Ey

. . ‘ ’ Yy
mote individual survival and gratification, not group well—beingyﬂ;'

" The key to Miranda's character is in her prevailing maleness;, her
. " :
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masculinity repfesents a thregé not only to Skipper but to the cycle of
life itself; where Miranda is, death and infertildity thtive. Her symbolic
male quaiities combine with negative female ones suEﬁ as decepéﬁoq énd

' entrapment to bersonify more than anyone in the novel the nightmare world

.and its associations with the death cycle.

’

while Sonny's name helps to define the filial relationship between

the former naval officer and mess boy, Skipper explains that Miranda's

name signifies the direct reverse from the expected with its "false sug- .

gestiveness': '"no one could have given a more uglyv denial to that heart-

“®  ‘preaking and softly fluted name than the tall and treacherous widow" (5).

v

A
Skipper carries on this note of "false suggestiveness' when he refers to

Miranda's island in the chapter heading as "The Gentle Isle.'" Clearly,

® v

in both instances, he is drawing attention to the dangers that lurk beneath
-initial perception and warning the reader of the inversions which will

take place on the island. Order and'harmoﬁy have been disrupted in this

world: a voung American war widow spends her time listening-to a triumph-

o .
ant German march; Skipper is drawn against his will to the "Peter Poor,"

the music, Miranda's car, and finally, to the lighthouse; inanimate objects

appear to take on a frightening life of their own. e

) g
: Skipper's initial description of Miranda is of "Shoulders curving

and muscular, unbowed" (59), of a "Cleopatra who could row her own barge
. outrun horses on the beach or knock down pillars of.salt" (64). Her

voice is deep and masculine (58), and.as he sees her a second time ghe is

*

wearing "a man's white shirt" (62). Finally,.as she listens to the loud
@ military stragins of the Horst wessel, she drinks whiﬁkeQ, pulling at the -

glass ""like a man" (63). It seems as though as Miranda becomes more

threatewing she actuallv grows in size--especially as she .becomes more
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-of a sexual threat to Skipper. In this regard,. two scenes take place in

-

Miranda's hot rod (another male symbol equated with Miranda). After

Skipper is desertéd at the Christmas.dance, he walks, home only‘to‘be con-

.

fronted by Miranda, who lures him into the wrecked hot Tod and makes sexual °
advgnces towards him. As Skipper is smothered and choked by her scarf, he.
sees ''mot a bone to interrupt that mass,’no garment to destrov the rise of

the greater-than-life-size breasts"” (95). Again in the hot rod, during

the chase after the black car along the beach, "Miranda was larger and
"whiter and.more Venus-like than ever" (%91‘).°

Sexually, Skipper may not be qbié to come to terms,with'ﬂigénda,_)
but actually Skipper equates Miranda Qith a largep and more overwhelming-

force than sexuality. For Skipper, Miranda is "my monster,"” and her island

1

is equally "my island world" (55), "my kingdom"'(&i; 50, 204)--a world &%

evil which he must confront and survive. Skipper sees Miranda métaphor—

ically as an embodiment of that evil and the world of death. Cassandra's

~

suicide, an act brought about partly by Miranda's machinations, recalls

Skipper's father's suicide. As an agent of death she perpetuates the

cvcle he is trying to end, even though, in the nightmare world, Skipper

.

himself helps to perpetuate the cvcle too. In the nightmare worlds of
° ' .

The Lime Twiyg and Second Skin, a force which intends only "good" can be

overturned by the prevailing force of "evil" and can end up serving cor-
; \ )

.

rupted ends.

It is important to remember that Skipper :conceives of Miranda figur-
9

ativelv, and this explains why particularly'in the last two gncounters

with her, her bigness is emphasized continually. Metaphoricallv, for him

"evil" is winning out and dwarfing the efforts,of his tolerance and love.

1

Skipper himself makes us conscious of this process through imaées of
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BT : . .
metamorphoses. When he sees Miranda for the first time from the beach,

‘ , )
she says, "'You loak like a damn seal. People.shoot seals around here'"
: 4

(59). Similar images of the hunted prey are ‘associated with Skipper;s'

victimization during the school dance. He-is lured outside and, as he

-
>

contemplates a,journey to the cemetery where he.is told he will meet some-

one, he comically pictures himself as "six feet and two hundred pounds of

—~

expectant and fearless snowshoe rabbit'" (86)--the comedy, as it often-does,
merely serves to underlie Skipper's unawareness of his victimizatiod. Later
in this scene, after he is bombarded by snowballs, Skipper likens himself

tb a stag at bay (88).

Images of victimization and death combine in an early description of

»

Miranda, who beckéns-Skipper into her widow's parlor. Skipper describes
implements in' front of her "witches' fire" ['for the,impaling and poasting

of some headless blue turkey," hellish.light which "throws hand-forged or

1

handmade. engines into relief” and "a coffin-shaped legless duck" with

~

"sightless chips of glass" for eyes (63)< In this room also, the spinning.

wheel is kept, which, with"the black yarn, sewing bag and paraphernalia is

a symbol of female entrapment and deceptjton.8

Not much else about Miranda is portrayed as. distinctly feminige. In

* ’

fact, it may be that Miranda represents more of -a masculine threat to Skipper

rd ~ ’
as, im.the wrecked car, Skipper feels, 'she had mocked me with the beauty
. : . )

@ - 1 -

of her maked stern, had challeﬁged, aroused,,éffended me,yifh the blank wall
" of n&dity, and~1 perceived a eruel mbtive somewhere" (96). ?hallic-images

abound on the Ailanfic;isiénd: thé'tyo main landmarks (the lighthouse and
N . H "

- -
jnd ‘+

Lfooked Fingkr Rogk) are phallic i#n nature. Both are seén. as threats to -

Skipper's mascuanity,nindeed,,to-his,very being. The two hot fods, also,

. -are syibols of male gexualityland, as Skipper'si}sibehind the wheel

' k)
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counters with it. It is almost as if, on drawing near to it, Skipper fears

' ‘ 147

of Miranda's orange, white and blue car, he thinks "that in Miranda's eyes

I was not the man to win a hot rod race""(192). Accordingly, and for one

of the very few:times whep with Miranda, Skipper assumes an aggressive

.

i

guise, swerving and gunning the car--he refers to it as "her" --and setting

1

his jaw (192). Otherwise, he is generally Miranda's solicitous servant,

lighting her fire, rummaging for her curative powder and warning her to

"'"Watch out for the asthma''

' (76), preparing to come to her rescue if she

has an attack; also, he plays Mah.Jongg with her. Ironically, Skipper

- « >
christens the car he uses_ for pufsuit along the beach "Cicisbeo"--the name

. . 9 . .
given to a professed gallant of a married woman. This name may be given

’,

.

simply to bolster his self-image at this point, but it: is moge applicable

t
. . . )
to him when, after Cassandra and Fernandez marry, he accompanies the couple
on their honeymoon, sitting between his daughter and new son-in-law.
The ruined lighthouse 1is pérceived as a threat in Skipper's two en-

O

a sexual attack. In fact, the lighthouse seems to be approaching hiﬁ, not

.the other way arpund: "It was not safely in the distance as I had thought,

but was upon me . . . that forbidden white tower" (57-8, italics gdded):~
The key word here is "safely." When the lighthouwse and what it represents
» ’ ' )

remain in the distance there is no danger, for what is-"safe" is locked

»

away in the subconscious and is no threat to the conscious self. - The word

"forbidden" suggests that, once aéain, the superego is performing its cen-

s

sorious function; "forbidden knowledge" is, after all, to be equated with

~

sexual knowledge and Skipper cannot come to adequate terms with sexual

Knowledge of himself. Similarly, tHe second time, he sees '"the abandoned

white tower . . . coming down the beach to meef’me, black cliff and all,

in my direction” (196). Like-other objects on the island, the lighthouse
. . &

5

J
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is personified. Skipper descri%es it gs having "Black missing tooth for.

k]

< *: a door" (57), "empty head" (58), ﬁunlighted eye" (196) and "iron gut" (198).
Thy lighthouse embodies Skipper's simultaneousvfear of and attraction to -
his fate as, 'in a similar way, he feels pulled tdward other object; in

which he senses the inevitability of his dark destiny. On the one hand,

~ -

he_knows "that I could not escape the lighthouse" (58), yet.when he finally

prepares to enter it, 'l wanted nothing mgre than to turn my back on it - »
. LY « N

4
3 s

and flee" (196). The lighthouse is a major landmark in the nightmare-world
: i . - vt

! .
with its smashed light emblematic of hope destroyed and shattered, ideals;

it .recalls the destruction of Leévey's light when he is killed in The r

« *
o

Cannibal. But, as Skipper views.the lighthouse for.the first time,;ﬁe
[ ¢

. . ) v L . . o
can deal with it without directly confronting its true significance £0r

him. In an effort to reduce his fear of it, he triés to disengage it from
> e " .
the real world, making it part - of a fantasy of ''princess, poor princess and

.her tower" (58). This imagg also foreshadows' Cassandra's eventual fate. »

Id

As Skipper is unable to prevent.the sexual encounter between Jomo

"save" his

and Cassandra in the lighthéuse, so he is unable to act to
\ -
daughter on the "Peter Poor." Although he is being physically threatened

in three respects (he is being hit over the head by Bub with a tire iron,

o

. Jomo is steering the boat in such a way as to make him seasick, and he

"+ fears 'the approach of Crooked Finger Rock), .t is the approach;6§ Crooked

g -

Finger Rock which .provides S@ipper with thé rationale for the paralysis

which grips him and prevents him from performing the sort of heroics which

* ‘e

» he consistently seems incapablé'of pérforming. He is unabfe to shelter

3

[

Cassandra from-the sexual attacks of the AWOL soldiers, unwilling as well
», 7te confront the suspfbiousrevidgnce of mutiﬁy aboard the "Starfish." 1In

times when Skipper should exert his physical self, he cannot do so. On .

‘ 4
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the day‘of the impending mutiny, he spends his time helping the chaplain with,
Mass and reading the New Test;ment; as his fathe; croucheé in the.bathroom
with a revolvet to his H?éd; Skipper.he{pfully‘pla}; His cello until the

shot is heard. Sexual assaults or simply "brutal acts," instead of drawing

forth a corresponding aggressive response; serve to bring out the spiritual
- . T -

E

or the fantasizing self.
The approach of the "Peter Poer" to Crooked Finger Rock parallels

Skipper's gradual-realization of what is taking place. The rock, which is

o

supmerged by the sea every one or twg seconds, seems to represent the sexual

>

. : L3
act itself as the rock and waves conjoin. in a constant rhythmic pattery imi-

tative of intercourse. Cassandra's and Captain Red's consummation is seen
§ . : RL.

3.

A 2 ’

by Skipper against Crooked Finger Rock:’
But I saw'che rock and heard tpe bell and Captain Red ang, Cassandra
were posed -against the rock itself, in 'my eye were already on the
rock together. . . . So I.could only measure the rock and measure
Red and wait for the end, wait for the worst (185),

{" ¢ ~ s

there was nothing to see except Cassandra's small slick wide~ >
eyed white face 1lit up with the light of Red's enormous candle
againgt the black bottom, the black tideless root, of Crooked Finger
Rock (186). P

The significance.of the lighthouse as a hnifying symbol becomes more
~

clearly expressed when it is used as the scene of Cassgndra's suicide. The

¥

¥ o ," .
scene, as well, of her last sexual encounter, it unifiés the forces of sexual-

[y

« 1ty and dgath. It couldhbg,saig to repf%sent fataiity or the cycle of death
PR [N ” v .

e

wofiing éﬁrough sexuality--that which should be a life~giving force buf which

to Skippé; and Cas3andra in the :nighfimare world leads only to destruction.

»
L

As the.setting of the "last death” in the novel, the 1ighthousé as symbol’
A . £

also unifies in a further sense. Skipper [ father s shot £rom his gun ini-

s

tiated the death cycle in which bopth Skippec dnd Cassandra became tragic

participants. The lighthouse, with its hollow interior and cylindrical

-~
<,

r

3
"



structure, resembles in:magnified form the weapon with which his father

. i)

killed himgelf. From the time of his fathey's suicide, death” has becqme'
the dominant force ié Skipper's life, the omnipresent fact of his existence.
Aﬁd, as the lighthouse is literélly and figuratively connected with séxual—
ity, so his father's death has sexual o;ertones;‘obviously, the gun itself

is a phallic symbol, while there are sErbng Freudian overtones in the fact
O . e : ) v
that hig father kills himself in the bathroom.
s ’ .
t

The Nature gf/Skipper's "Victory" - ' \

In a strong sense, the lighthouse for Skipper comes tolémbody a
world of grief--the entire burden of suicides.aﬁd death, his "naked history."

€

Skipper expresées this after hié laborious agcent aﬂd'descent:_ "I reached

. the bottom after all. . . . I sat there with the lighthouse on my shoulders"
(199). 1In cliﬁb;ng the tower, Skipper has. to confront his failure, to acknow-
ledge something which he was unable to acknowledge previously.lO In whgt
se;se ig his "slow agcent" an ascent "to the unknownAZ (197). After éii,

he knows that he will climb the st;irs of the tower "al; for«pothing .

"that ] could not possibly be in time? (197).

Theﬁanswer to th%s question lies in Skipper's perception of his daughter
and in the constant but confuéed emérace of the ph?sicé& Qnd spi}itual beings.
In Skipper's relatién to Cassandra, he is reluctant to acknowledge her as a
unified, complex human being. This makes his love.destructive,‘as he wants
to protect Cassandra from sexual experience, gpereby preserving an image of
her p@rity. Insté;d of reconciling what he sees as dual and distinct aspects
of her‘beingg he considers that he must make a choicé between these appar=~
eﬁtly diétinct beings. ﬂhréughout Second” Skin,-he 1s trying to determine

which image truly represents Cassandra: the intensive fantasy" of "the

teen-age bomb" (32) or. the moré somber portrait of the "young matron'" (33).

»
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(In an inversion characteristic of his understanding, the "fantasy" is the

more truly representative impage.) Skipper wants to break down the "schizo-
phrenic flesh," to come to terms with "this double anatomy'" (33) through
constant dissection. But he fails in his quest to understand Cassandra

by minimizing her complexity as an individual. He wants to understand

bt P

. .
his daughter in order to save her; he has to determine which image or aspect
K

is the greater threat to her, so he can {'at the right moment fling himself
in the way of the ascendant and-destrugfive image' (33). If Skipper could

honestly acknowledgé Cassandra's duality, then quite conceivably some of

‘the misunderstandings and misjudgments which result ultimately in her death
A\l

N

" could have been avoided. Bu; he chééses to displace or largely repress
realization of Cassandra's sexual'being; acting as the jealous guardian of
her sexual purity, "her only defense" (81) against the sexual approaches =~
of others, enables him to satisfy~with tﬁe.aid of the superego his iﬁeéstu~
ous urge toward her; -
And, as Skipper "prefers" the cloudeﬁ vision q@f his mother;s death
to fhe cold brutality of his father's, so he prefers to idealize Cassandra
énd transform her into a visionary being. In doing 503 she becomes a static
individual for hiﬁ, incapable of change. .She is his "muéeum‘piece" 29),
the "sweet queenly head_oﬂ an old coin" (32). Ironically,‘she is "a silvery
blue Madonna in the desert" (42) prior to being kissed by the soldiers;

v

Skipper's image here hardly befits the sexual nature of her own response,

L5

to the third soldier in particular (43). He comes to identify Cassandra
with the Blessed Virgin Mary, an association triggered by a~plastic statue

in Fernandez's car--which serves to undercut the asseciation, of course.

a

Skipper's wording suggests-the ambiguity amd confusion in the association:

", I was snug between Cassandra and my son-in-law of several hours now,

Tt
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and ;he Madonna was standing over me and holding out her moon;strUck plasiic

arms in benediction. §E§ was the Blessed Virgin Mar?, I knew, and I smiled

back happily at her in the mdénlight" (117), yitalics added). A few lines

later, Skipper confirms his preference for the static, unchénging vision of

Cassandra: '"She would never lose the invisible encvclopedia balanced on

the crown of her head and would always be identified for me with the BVM" (118).
It is not until near the close of his narrative that Skipper acknowledges

a further role for[him]self than those of his daughter's "sentrv' (38),

"guardian" (81) or "porter" (115); that he is, "accomplice, father, friend,

traveling companion, yes, old chaperon, but lover and destrover -too" (l7h,

italics added). Indeed, Skippér is destructive through'his love; his in-

sistence on Cassandra's purity and denial of her sexuality.l

t%/}he image of,the lighthouse on Skipper's shoulders represents\ghe

burden of his history which, at this point, becomes SYNonvmous with.a burden

of guilt. His guilt becomes universalized because he accepts it without

fully u9derstanding its connection with his own actions. He remains as -

committed ;s ever éo the purity of Cassandra and, as he looks from the

lighthouse he sees the image of Cassandra}s face on the rocks below and -

with ﬁim there as inseparabie from "the small‘whiteAplastic face of the

BVM' (199). Yet for all his failings in understanding, in coming to terms

with the Fruth——failings which some critics spend much energy and ingenuity

expounding upon instead of acknowledging his frequent candid honesty--

Skipper does understand the shared nature of guilt and willingly accedes

to responsibility here. AWhen he refers to himself as an accomplice (twice

in reference to his father's death, onge to Cassandra's), he does.so in an

abstract or ambiguous sense. It seems that with his father's death simply

being a "witness" and involved makes him an "accomplice." With Cassandra
S,
Y “

e .
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Skipper ‘believes he may have been inexplicably to blame, "the unwitting

tinder that started the blaze (197)~—Although the reason for.Cassandra's
R o
suicide remains a mysterv to Skipper, at least until Miranda scornfullv

informs him she was two months pregnant at the time, and though he never

o )

zégtbsto terms with his true relationship with his daughter, the nature
of the partial recognition that does take place is gigniticant for in it

is contained the seeds of Skipper's regeneration. .If Skipper had never
LE

acknowledged a role in Cassandra's death, his Yvictory" would have been

entirely a.hollow one; but, in doing so, he admits to the "Clytemnestra'

-

(l) in his bexng,along with the: Lthgenla, he admits to a dualitv within
hom ,) '

himgelf{ that he refuses to acknowledge in others such as Lassaqéﬁg

L]

The Nightmare and Fantasy Worlds

In contrast to the Atlantic island where the forms of male life pre~

o

vail and the masculine will asserts conttfol over its surroundings, the

tropic;l isle :is associated with femaieslﬁﬁgfforms and symbols, denoting
‘ %

fertili?y, growth and fruition. Miranddhg infertility is suggested by
the description of her "broad flatstomach‘bougd and yellow" of -which she
i; proud (59); in contrast, Kate is pregnant, her stomach having "stretched
and swelled and grown magpificently" (162). Chifdless Herself, Miranda
performs the sadistic action of cutting off the nipples éf Pixie's baby
bottles and emﬁtying them of the milk (60-~1)--an unequivocal denial and
negation of.motherhood and, igdeed, of the cycle of life itself.

The Atlantic island hardly seems able to sustain life, "this strange
island of bitter wind and blighted blueberries and empty nests' (55), set

amid "mile after square mile of intricate useless channels and breaking

waves and sharp-backed lacerating shoals and spiny reefs. Mile after

153




square mile of ocean cemetery that wasn't even true to its dead but kept

flushing itself out on the flood tide™ (199). The offspring of the island's

y ot

inhabitants--"undetrnourished high school girls-and retarded boys" (80)--
reflect the condition of impoverishment in their lack of vigour and spirit-

lessness:

Daughters of poor fishermen. Daughters of the sea. Anemic. Dispased
to scabies. Fed on credit, fed on canned stock or stunted berries
picked from a field gone back to brier, prickly thorns, wild sumac.

. .Plain Janes, island sirens, with long skinny white legs--
never,to know the touch of silk--and eyes big enough and gray enough
“to weep buckets, though they would never c¢ry, and little buttocks
already corrupted, nonetheless, by the rhythm of pop melodies and 3
boys on leave (81-2). R

Finally, what potency exists is radically curtailed by an attitude of brutal

indifference toward life. From the tip of the aerial on the black hot rod

LI ]

hangs a death "flag, a little fat fuzzy squirrel tail . .. freshly killed

and plump" (78). Miranda's "gift" of the two month foetus for Skipper is
P

the ultimate, degrading insult to human life--""Sort of makes yoéfa grand~-
b
father for the second time, doesn't it?'", 203)--Both these defilements of

life .have their echoes in incidents on the wandering isle where life-forms,

from the smallest to the laégest, are revered. Skipper caréfully and joy#

.

fully qonitbrs the baby's growth inside Kate, and‘the visit to the cemetery
after its birth is not for a burial--as Skipper buries the jar in which

the preauﬁed foetus is contained-—but fo celebrate the renewal of life,

the continuity of the.life-cycle. Skipper ‘and Sister Josie.observe a black
newborn lizard together: "It was black, fuzzy, about an ifnch and a half

in Iength. . . . I lifted him slowly into the warm sweet air that hovered

betQEEnLS%§ter Josie and myself. Lifted him up to my nose" (101). On

2

the wandering isle, human life and natural forms merge in tableaux reflecting
4 : . .
harmonious ‘and ordered existence. The one that many critics cite occurs

(3%

.y



after Skipper has impregnated Sweet Phyllis, whereupon "the whole tree

burst into the melodious racket of the dense tribe of blackbirds cheering

-
i

for our accomplished cow" (171). ‘ §

.

There exist many other parallels and contrasts between the gentle
isle and the wandering isle. The violence of the sea, the bitterness of
the wind on the Atlantic island contrast ‘with descriptions of these elements .

on the tropical island. Several passages coulQ_b?n;ited to’point out the

differences: Skipper's early morning stroll when he first meets Miranda

("And the wind, the black wind was rising off the iron flanks of the Atlantic

>

and driving its burden of frozen spray . . ." 53) could be compared, with -

Skipper's description of the sensual wind of the wandering isle as "tlis
ppP

bundle of invisible snakes" that "nests itself and bundles itself across this
island . . . and even when it drops down, fades, dies, it'continues its °

gentle rubbing against the skin' (46). But, even though Skipper announces

early that "In all likelihood my true ‘subject may prove to be simply the
wind" (3), it is the sea which lies nearer to Skipper's "subject" and whigh

is a greater detedmining factor in the outcome of events. And the sea is

G
v

art of a larger pattern of water imagery in the-novel, serving to distin-
p ger p g 24

guish the twin -potentials of nature as a perpetuator of life and a destroyer—-
1

a death force.

i

o+

Skipper sees the destructive force unleashed by the action of the sea

o

when on. board the "Peter Poor.'" On the day of Tremlow's mutiny, "the ocean
was calm and I wasn't sick™ (141), but this day "the Old Man 3f the Sea was

against me" (182), and Skipéer becomes violently ill. He observes the seg

surging around the dilapidated craft and "saw a chip of black rock rising

(4

‘and falling in those black crests and hair-raising plumes of spray” (181).

Even Skipper's "second skin" cannot protect him from the elemental powers of

0
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nature, but om the tropical island he swims naked and scrubs himself with
&

cleansing sand, languishing in the sea's restorative powers:

- oy

. .
‘My arms floated out straight on the warm dark tide, I rinsed my

mouth with sea water and spit it back to the sea, I tasted the
smooth taste of salt, When we rose up out of the slow-motion
surf the conchs were glistening at us in the moonlight (172).

Here the sea is depicted as a life force, and the passage is replete with
LY h Coe
sensual detail. Nature has become benevolent and sheltering; dangerous

rocks have.transformed into "glistening conchs'--a female symbol parallel

e
<

to the phallic rocks-on the Atlantic island.

On ghe wandering isle, water performs-a Aumber of functions, usually
related to éleapsing. Aslmentioned, Skipper and Sonny wash themselQes.in
the sea; Kate is ;een by Skipper rimsing Sonny's drawers in a stream; and,
when the.baby is bdrn Skipper instructs that it be washed (205).. 1Ice and
snéw on the Atlantic isltand destroy life:‘.as Skipper walks home from the’
dance his “road was littered with the bodies of dead birdg~~1 coula see o
their little ‘black glistening feet sticking up like hairs through the
crusty tops of the snow banks" (92). But on the tropical island, ice is
used tp preserve "the seeds of life''--the sperm from the bull with which
Skippe; impregnantes Sweet Phyllis (167). .

One coui& hardly ignore the prin¢ipal syﬁbqu?f female 1ifé and fer—
tility‘o; the wandering isle: Skipper's cows. ' 6n the Atiantic island

. s

Skipper explores the cow paths alone (69)--"cows déad and gone, of course'

(191)--but, as the artificial insemihator of cows on .the wandering isle, he
. .- e .

"ensures .the continuity of life ard becomes an agent himself of vitality and

P
f, -

regeneration. He is proud of his profession and claims, "I am much esteemed

as the man who inseminates the cows and causes these enormous- soft-animals,
2 .‘. . - :
to bring forth calves' (47). Mythologically, cows have always‘'been equated

¢

with the goddesses Venus ggd lsis.12 The cow forsJoyce.is ;ometimes a

-

o
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symbol of "Mother Treland,” and in The Hamlet Faulkner deals with the affec-

.
-

tion that Ike Snopes has for a cow in remarkably evocative passhHges of sensual
' . Ve .
and erotic detail. In beding the artificial inseminator of cows, Skipper 1is
aware of more than his reputation; in this, he is "esteemed" but, 1n the

. " " ;- ) : - - ] < - : . :
symbolie sense, he "redeems" (47) not onlf his father's proefession but nais
own past; it is important to realize the'terms of Skipper's personai redemp- -

tion, for in this redemption, as well as in his partial recognition of

guilt, lies Skipper's "victory'" over, the degenerative forces ¢f evi. and

death.l§ . : NS
’ 4
Space and Time on the Wandering Isle ) " .

+

The nightmare world is trapped both in space and time, bput irn the
fantasy world Skipper stresses his freedom from the conventional boundaries

of space and time. The fantasy world is not severed from time and space

e v

altogether; but, somehow, the usugl conditions of tﬁe temporal and spatiai
dimensions have ceased to operate with their customary stringency. Again,
,fhe'fantasy,world of the tropical island has its contrastive echoes in the
nightmare world-—not only the Atléntic island, but in other American locai-
ities as well; stésis prevails. In Th? Chinatown cafe, Skipper and Cassandra

are packed in a room with other sailors and their partners. Skipper 1is

-

specific about the precise time: it is midnight~-Pacific War Time-~(1.)

and "there was only an hour to spare.'" Skipper gives us a sense of a claus-

LY

tfophobic,world of chaos and desperation: e

only the noise, the smoke . . . crowded elbows and bowls of boiled
rice; only this night, the harbor jplunging with battleships, the
water front blacked-out, bloody with ‘shore leave and sick with the
bodies of young girls sticking ta the walls of moist unlighted cor-
ridors; only our own cafe and its infestation of little waiters .
only .ourselves~~-agitated eccentric naval officer, well-meaning man,
and soft young woman, serious, downcast--only ourselves and in the
middle of no romance (11). y A

’

~}
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-Misi thumping up and down,’

~

)

R
Skipper moves from one static situatiop to another. AHekand'Cassaﬁdra board
Fhe GréyhogndABus‘to travel across the couhtgﬁ, but a tire blows, and phey
become'strandeq in fhe“¢esert. As Skipper surveys his surreoundings, the
éhythm of‘tﬁe prose is the familiar one used to describe the confinement of

the -Chinatown "cafe: long sentences of unvarving structure 1n which the
connecters "onlv,” "and" ‘and "which" are extremelv predeminart, marked bv
. | .
a uniform rhvthm.which carries with it the suggestion of unreiieved stas:is
- : N

and boredom. - (For.comparative purposes, the paragraph partialiv reproduced
above --{S.S5., il]--can be examined alongside tne fina. paragraph P EL

.. The Yeal or nightmare worid is reliant on the constant action of time
. 4
and ‘tire fixity of piace. wnce again, the . two death "interpretations” pro-
vide a- hint as to the functien.and nature of time and place in the nightmare

.

. . . . . ‘ ’
and fantasv werlds. In Skipper's visdon/oi his mother's death, he sees his
. S . . X

mother emerge Irom a house and step igtc a car which drives away. The

»

scene is'conceived in terms of metion and activity: Anis mother "steps from

O .
under the porticc, raises-a gentle hand to the hat trembling with a motion

> 0

all its own, and Lifts her face, turns it left and right. " The car’itself
' the driver "contracts his arm," SWueezes the
, X : o ‘ ~ ° o
. . r”
car's horm, grips the steering wheel and turns his head (&). Suddenly, .

from a picture of potential motion, the car surges forward, tires "rolliing, ..

thé trunk swaving, the muffler peating the air," and his mother is touching

. B
.

her fingers-to the crown of her hat and preparing to wave (9).

In contrast, Skipper's depictionm of hiﬁifatherfs death embodies quali?

- . fau

ties of fixity and-stasis. The onlv movement from on¢ place to aniother .is

.

" .Skipper's as he lumbers to his room to get his cello. Where temporal details

are ﬁague in the vision, the few moments preceding his father's death are

i

locked in time. The incideﬁt takes place at noon on a Friday in midsummer

N » - »

. wasate




(159). Measuring time--the last few moments of his father's life--is the

-

‘constant and regular drip of the faucet. The monotony of the dripping faucet

represents the action of time in the 'real” world as all forms of life in ¥t

" move toward death. ™Here, as in The Beetle Leg, water symbolizes a destrug-

-

tive force.. T¢ his father, who is entranced by the sound, the dripping

water is like the last grains of sand in an inverted hour-glass. Tvpically,

. . Q@ .
Fdward twhich is Skipp%r's given name) tries to counter the dripping faucet:

)

by the rhvthm of music, the pnecise“énd complex measures of art. Edward
loses his*sense of-the moment, and the terrible threat of death behind the

. .~ 1 ¢ . . . ?
locked door is almost obliterated. Even in the phvsical description of -

. =~
=

‘the- cello one gets the sense of Edward's having suspended dearh, put off

the actuality of it for a while, at least:
CeLlB in the sunlight, tinv shadows beneath the strings, wood that
was onlyv a shell, a thin wooden skin, but dark and brown and bur-
nished. The sunlight brought out the sheen of my cello-~tiny
concentric circles of crimson moons--brought out the glow of the
thick cat strings. - I stood there, put my palm on.its thin hard
bellv, and alreadv it was warm and .rich and filled with my slow
awkward song (159-60). . . « ’ :

At firSt;ASkipper supposes, the music from the cello destroyed "the spell

of the faucet'; but, just as art can disrupt or alter reality and even the

consciousness of death, so reality can be destructive-to the vision and

forms ©f art. As Edward hears the lavatory‘door unlock, his artistic efforts

cease only to be followed by the fateful shot which "killed everything" (161).

Skipper is most conscious of time as an officer in the Navy. He

<

refers to ''Pacific War Time" and "Eastern War Time." During Wwhr, time

dperates heavily'on-individuals, and Skipper becomes one with the time-
4 . .
trapped world when serving on board the "U.S.S. Starfish.” Skipper pro-.
’ .

.

gressaS'tthugh the day on which the mutiny occurs-wecording the time of

2 his various activities: at 0500 he first-con lts his watch; aCuGbOQﬁgp

. .
&5 s
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observes and reports to Mac particular coral formations; visiting the sick

» ~ . v Y

and wounded -at 0730 Skipper comments, "time’was-passing,- that much I knew"

{139); a half hour latef, Mass begins, and it ends at 0940; around 1600,
after spending the day reading; the New Testament and "in hard meditation"

(141), Skipper returns topside to check on Tremlow's -still undiminished

LY - '
)

interest in the lifeboat. - . 4 . -
i ¢

P

.. ¥ cor el . . s .
While Skippér is going through the routine dictated by time, he is
. ) ~ - > = ° »

involved in a process of what he believes is spirituwal enrichment.. Aware
t N [
’ 4

of and even a,part®of the temporal order,.Skippéy nonetheless .strives to

escapé it by reading and meditation. ’But Skippgr's efforts at this time

% .

are ¢ alfy oriented on religious concerns, while all the obvious
. e -
signs porntito the dangerous consequence of insurrection. . .
. . . ¥ -

’

Ironically, Tremlow, also wants to escape from the time-trapped: world
?

!

. (which, despite'skibber's Other interests, also includes him atAthis point)
4 - .

N -

a freer, less.constrained existence. But wearing his ludicrous

1 -

1
L

and live

- grass skirt and dancing the Hawaijan hula hula, Tremloq_pfgsénts a parody

.
.
- .

‘of théﬂkantas? Qo;Td of ~the tropical parddise. Tremlow and Skipper, then, ~
e i e - . v .

. ~t EH - 7 .

/ o
5?46 similar goals in mirnd, but'where Tremlow chooses escape by violence -

‘ -~
. * ’-

and open rebellion, Skipper elects the moderate, les¥ conspicuous route,

~ -

though one which aﬁlows Tremiow to fomplete his escape without resistance.

» H -
i

But time cqpﬁinueSrto'play}a central role in Skipper's 1ife. QOn the
) ’ k! ’ r N

. . i B2 r e ies
Arlantic island questions of survival itself belome questions of timing..

* A R H

"At first, Skipper merely wants to prevent his daughter from sexual encounters.
. . . 4 . R :

He arrives "in time-after all" (93) to upset Miranda's plans for Cassandra -

’ ; ¢, + : '
and Jomo fté%'the dance, but is distracted from interfering. In May, _
4 f'; ) 7 < ’ 9
Skipper hopes he will be in time to rescue Cassandra from Jomo (190). But.
. - 1 -
R S . 4
_as he prepares?to mount the lighthouse step, he knows "that I could mot -
. . . P c. ,

. ’”

*, e /
d »

s . .



*
possibly be in time" and thinks, "What a bad end for time™ (197).
. . PR

Indeed, Skipper's invo}vement with the time—trépped world is virtu&lly -

,
_over. And, from the "frozen episode[s]"™ on the gentle isle, locked not

, only in time but "rooted fast' (149) in its "fixed position in the cold

black waters of the Atlantic'" (48), Skipper travels to an island on which

'

both time and place become not so much -determinants of action as manifesta- 4
- w ’ ¢

tions of a new imaginative visiom It is the sense that time and space
_undergo transformations just as the mind does that accounts for the apparent
. M 1‘
timelessness and freedom from spatial conditions existing on the wandering

isle. ‘ : P

© e . - >
P

© Skipper himself.continuélly celebrates his break from the tempgral ’

‘world and its conditions. The island is "out of time' (46), existing in'a .,
. 5 8

"time of no time" (162, 166, 173); in. another permutation, Skipper refers

‘to "our sweet timeless time” (171). When the individual is not tied to -
Y . .
o .

routine--mechanical time--he can allow the time of iature to determine

action. Thus, Skipper -gently admonishes Sonny who is anxious for the in-

semination of Sweet Phyllis to take place:  "'In good- time, Sonny,' 1
murmared. 'She'll wait, she'll keep, don't worry'" (169).¢ After Skipper

awakes, he unconsciously reverts to the old conception of time only to dis-
miss it because it has lost its meaning in the context of-the'fantasy world: |
¢ [}

[y
’

- - "And had the hours pass?d? Days, years? I puﬁ-dowﬁ the thought because 1
' T ’ : 1 .
was wide-awake and the sharp harmony was like a spear 'in the ribs” (170).,

~

The phrase "sharp harmony" suggests Skipper's way of conveying the impera-
- tive of nature and,.accérdingly, the impregnation of the cow now takes place.'

While "sensitive to the time of cows” (48), Skipper is also sensitive to o

natural time in following Kat%e's pregnancy. It is significant that the ~

o . growth of Kate's béby parailels the evolution of Skipper's narrative, and-

-
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- . - -

Skippér is determined that ,the parallel will be exact: "So im six months.

and on the Night of All Saints Catalina Kate will bear her-child--our child-- -

. - - T . ]
and I shall complete my history" (49). Art of the higher imaginative order -

¥ + - =9

must encompass nature, or-arise from nature, .if it is to be considered as

something more than purely visionary and remoté from our wor;d.Lq In -

- -

‘Skipper's narfative,;time brecomes a fuhction of the individual consciousness
and not ; &?chanical procesg'of Fhronqldgibal recovery and represent?tion. -
Skipper follows a "natural orderd in this method of writing.

While it becomes' evident that Skipper is using the concept of time=

lessness to get at the less abstract notion of natural time (unconsciously,

A

erhaps), his references to the "wandering" nature of the island suggests
P P g8

7

é,metéphoric purpose more'clearlyf Skipper claims the island is "unloca?zf

in space," not that it does not exist in space; his other references con-

f{pm that Skipper's island is not so "invisible" as to‘be a void in the

real world. The island is "invisible" because others simply lack the
.visionafy.eapacity to see it, so enthralled are they in the nightmare world

and the deatﬁ cycle; * In fact, ships have no need to viéit Skipper's island

and so ignore its existence:

.
[y

1 saw the few lights and long black silhouette of a

becomé quite invisible. Only a mirage of shimmering w
the ships af sea, only the thick black spice of night and the
irregular whispering of an invisible shore (109, italics added).

. In drawing implicit contrasts betweern the Atlantic -island's fixity and the

’ .

" tropical island's wandering, Hawkes is, once again, setting up the opposi-

.tion betwggn stasis (in which the nightmare world is mired) and motion in’

r
-

which the dynamic qualit%esbof the fantasy world strive toward some form

" - BN )

of realization through artistic self-expression. Movement at least implies

e
%

tﬁe possibilities. for development, for extension of the boundaries of

~ ’
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perceptior and .selfhood.* S

A

-

-

Lucy Frost is initially disturbed by questions which she feelks many

readers share concerning the nature ®f reality in the novel. 1In part, the

Gy
issue revolves around locating reality: are the sections on the wandering
. ‘ \ ¥ ) - -
isle real in the safme sense as those which take place elsewhere? she asks.

-

The answer to this provokes the further question of our response to Skipper's

. X r 4
narrative. Briefly, Frost presents Skipper's view: "Fo him the environ-
r : .

2 . : o )
ments are distinct in the quality of life available but not in their degree

ool ls s
of reality"; she urges the reader's imaginative acceptance of an "art.

which does not aim at realism in the narrow sense.—"16 Clearly still dis-

«
» i

turbed by the "imaginary nature" of the wandering isle, Frost adopts the
view that the voyage from a destructive society to a world ruled by love

. ) , 17 - .
represents a universal impulse within members of that society. - -But it
%

is a mistake' for critics to concelve of an absolute polarity between the’

h -
~

. two islands in terms of "their degree of reality"; oppositions exjist 'to

distinguish the two "worlds" of the novel--the nightmare and fanfasy

worlds--but not to mark unequivocal distinctions between "the real" and

"the imaginary." j
© . Why should Siipper;s island not be considered as a real place--a
place which r;mains larg;ly inaccessible to us only iﬁsofar aé the ideals
it'posits are deemed insignifican;,‘yaluelesé anq consequently, not worth
striving for. In fact, Skipper's narrétive:;eéealé the island as a real’
place, the prdd#ct'of an ideal-imaginative'fusiqﬁ bet&éen subj%cgive vision
and opter.reaiity.. Kuehl‘ié certainly misgaken, or at least he oversimpli-

fies, when he claims that "Skipper feels he hés discoxered timelessness

through,plaqeléssﬁess? (what does this mean exactly?):. Kuehl's further

assertion that Hawkes "undercuts" Skipper by giving evidence .of the

. J 163
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~ wandering island's ' mortallty is theféfore‘doubly wrong. Such evidence

points to a positive and beneficial fusion between the "paradisal™ and
. R - ,

‘reality, not to ironic wndércutting. - " ’ %

Such a fusion is hardly, if ever, possible.in the nightmare world.

Yalues,such as love and faith are defeated by a society qr culture in which

. , )
a - ’ ' 2 1 {
self-interest prevails;over all else and survival is_the fnain concern;

destructive reality prevails oyer the possibilities of rgdemptive or con-

; ) . .
structive vision. Skipper's successive attempts to impose such ideal values

-,

end not only in failure but in tragedx; and the efforts ib,impose them fre-

™

“quently.result in comic scenes as Skipper's inadequacy in adapting to the

conqitiong‘of the hightmare world is exposed.

¥ .

We see a fusion in the wandering isle 1n the image of, KTte, whose
{

untorrupted innocenee is a quality representative of an Edenlc world; but,

at theisame time, she is of the real world, "this girl, this mauve puff of
4

powderkth still retains her aboriginal sweaty armpits and 1lice eggs in

the poeres of her bare ddsty feet" (49). The island itself represeﬂts a
- 2 . . .

4. 4
fusion of these two worldéj—the one idyllic and the other deadly: '"the

beach was a quarter-mile strip of snowy pink sand and the 'tide was sliding

Fa

. . )
in, frothing, jumping up in little round waves" (104). In close proximity

LY
to this scene is theigwamp: "Bark green tepid sludge of silent waters

A

drifting inland along the ferns and roots and fuzzy‘pockéts and pools of ©

£h§’infes£ed swamp. Hapgem of veiled orchids, cells of dgath" (105).

Ordinary conditions are susﬁendéd, at times, on t;e waridering 1sle .
when in the exuberance of the’imﬁéinativg‘capacity, tﬁ; self strives toward -~
full and co;piete liberation’from the bounds of reality in its attempt to

»

achieve a visionary cohesion, an artistic unity. At times, Skipper's

-

lyricism reaches intense proportions as reality.becomes transfotrmed into

-
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something nearing pure vision. A comic example is when two cows (Beatrice

and Gloti@) exchange positions and try to mount each other, and Skipper

questions, "And who's-to say nothing will: come of it?" (169). The complex

'intérplay between reality .and imagination is also evident in the following

v

passage where Skipper describes the procession to the calabash tree where

Sweet Phyllis awaits: -

Down we went, and the tennis shoes and combat boots and little
black pointed shoes from the missionary's museum and two other
lovely pairs of naked feet hardly touched the earth, hardly made
a sound, surely left no prints in the soft w1ld surface of the
empty field (166). .

Here reality is transformed into vision. There is a corresponding passage
on the Atlantic island where apparent vision becomes confirmed as reality

as Skipper examines.Miranda's footprints in the earth and discovers that

"the footprints were real, real enough the -shape of her large naked foot

in the crushed frozen grass" (59).
-As we began the discussion of reality and fantasy in-Second Skin we
admitted the presence of dualism in the novel, that .the bhysical and.thé

spiritual were ever-present in Skipper's consciousness. On the wandering

>

iéle these tgo dimensions of existence are permitted to fuse. \Bﬁt, in a
passagef&hich has neoplatonic echoes, Skipper intimatesfthé interrelated-
néss'of the'two "worlds' of the novel, 1mply1ng perhaps the latent possi~
billties in the real world for the kind of fusion which he is able to
effect on the wandering isle:’

. -. behind every frozen épisode of that other island--and I_ am
convinced that in its own way it too was enchanted, no fatter the
. rocks and salt and f{ixed position in the cold black waters—of the
Atlantic-—-there lieS\ng golden wheel of my hot sun; behind ﬁery
black rock a tropical rose and behind every cruel wind- drlvﬁt
snowstorm a filmy sheet, a transparency, of golden fleas. 'RNo
matter How stark the scene, no matter how black the gale or sinister
the violence of Miranda, still the light of my triumph must shine

~ g
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through. And behind the interminable dead clanking of some salt-
and seaweed-encrusted three-ton bell buoy should be heard the soft
outdoor lowing of this island's cows, our gigantic cows with moody
harlequin faces and rumps like enormous upturned wooden packing
crates (48-9).

' -

In the climactic scene on the gentle isle, Skipper tries unsuccess-

fully to save his daughter's life., In the rityalistic scene in the grave-

Y

yard of the wandering isle, Skipper celebrates the birth of another chidd--

1

probably not his. The loss of his physical child is balanced by the birth
of his spiritual child, a kind of metémorPhosis which embodies the movement
in the novel (thch Skipper has been, at times recklessly, trying to bring
about all along) from a worid reliant on m;terial values,.a worldAwithout
vision where the only "mystery" is the mystery of the irrati&nal, to a

world of completed vision, where the "mystery" is of a supernatural or

.
visionary order. Skipper's "victory," seen in these terms, is not a hollow

”

one or a .delusion but an affirmation of life as’composed of spiritual values
o

as well as material ones, and a recognition that, to a large extent, the

spirit determines and makes up life while’a world wholly without ideals

is.a world of nightmare and death.

[}
-

Second Skin repudiates the view of life implicit in the bghaviour of

. c.

characters like Miranda, Captain Red and Cassandra, but meither does it

accept the ideal as the sole guiding principle of life. Hawkes stresses

’+ s

the importance of idealistic values such ‘as love,. forgiveness and tolerarce

’
o

(essentially Christian values) while using the comic method to illusgrate
their limited efficacy in the nightmare WOyld.. As a viéionary artist, s
Skippef battles against those who reject gu;h values, and he is ultimatgly ‘
forced to withdré@ to a place untouched by the spirit of contemporgry

materialism and nihilism. We may wonder whether Prbspero's réturn to Milan

at the end of The Teﬁéest will be successful in the face of his dbsolute




I ’ .

authority and the absence of competitive forces on his island; with -
Skipper, there can be no ambiguity in this regard: Qéﬁremains seriously

. - - .
unequipped at the end of the novel to deal with societv and its representa~

tives. His artistic vision requires a separation from a world governed by

the values of -anti-art.
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END NQIﬁS ~ CHAPTER V

lWa_vne Booth defines the reliable narrator as one who "speaks
for or acts in accordance with the norms of the work (which is to say,
the implied author's norms)." Referring to the distinction of person
as greatly "overworked," Booth establishes various criteria which re-
fine types of narration unto more useful and descriptive (rather than
- prescriptive) categories. "For practlcal criticism probably the most
important of these kinds of distance [one of Booth's descriptive
categories] is that between the fallible or unreliable narrator and
the implied author who carries the reader with him in judging the nar-
rator." See Wavne C. Booth, The Rhetoric of Fiction (Chicago: Univer-
sity of Chicago Press, 1961), pp. 154, 158; cf. pp. 155-163. One of
the functions of this and the following three chapters, is to assess
“the distarice between the narrator and the implied author. However,
because first-person nartation is a reflection and expression of the
narrator's capacity to."create a world," the term "first person' is
necessary in a consideration of Second Skin, The Blood Oranges, Death,
Sleep & the Traveler and Travesty.

5 .
“Ronald Wallace, "The Rarer Action: Comedy in John Hawkges's
Second Skin," Studies in the Novel, 9(1977); 181.

3John Hawkes, Second Skin‘(New York: Yewtﬁirections, 1964),
210.  All further references to this work appear in the text. .

, . ) . .
“Secand $Rin is gfe of those works; like Melville's Billz Budd;
for example, in which critics tend to line up on one of two '"sides,"
choosing to see therwork as either dominantly affirmative or essentially
pessimistic and ironic. The following articles stress the affirmative
qualities: Stephen G. Nichols, Jr., "Vision and Tradition in Second
Skin," in The Merrill Studies in "Second Skin," ed. John Graham
(Columbus, Ohio: Charles E. Merrill, 1971), pp. 69-82. Nichols
believes that Skipper undergoes a process of self-transformation which

-leaves him in coptrol of his own destiny; Carey Wall, "Solid Ground A

"in Hawkes'ss Secgnd Skin," in Makers of thé Twentieth-Céntury Novel,

ed. Harry R. Gafv¥in (Lewisburg, Pa.:” Bucknell University Press, 1977),
'309-19. Like Nichols, Wall focuses on Skipper's self-recognition and
treates the novel as an inner -journey; William R. Robinson, 'John Hawkes'
Artificial Inseminator,' in Merrill Studles, pp. 63-8. Referring ex-
tensively to Skipper's "triumphs," Robinson celebrates Skipper as
"Hawkes' vehicle for professing the new." The pessimistic readings
usually suggest that Second Skin must be read between the lines, that

the actual story is one of Skipper's repressive attitude toward the
events he narrates; they consider the ways in which Skipper alters
reality for self-protective purposes.. See Anthony C. Santore, "Narrative
Unreliability and the Structure of Second Skin," in Merrill Studies,

pp. 83-93; Thomas LeClair, '"The Unteliability of Innocence: John Hawkes'
Second Skin," Joiirnal of Narrative Technique, 3(1973), 32-9; Ron Imhoff,
"On Second Skin,'" Mosaic, 8, No. 2 (1974), 51-63; Paul Witherington,
"Character Spin-0Offs in John Hawkes's Second Skin," Studies in American’
Fiction, 9, No. 1 (1981), 83-91; John Kuehl, John Hawkes and the Craft

of Conflict (New Brunswick, N.J.: Rutgers University Press, 1975),

J
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pp. 113-126. Like the interpretations of the following critics, the
reading of Second Skin presented in this chipter is intended to suggest
Hawkes' creation of a balance of attitudes toward a complex character,
one whose "heroism" is chdllenged to some extent throughtHawkes' comic
method. See Donald J. Greiner, Comic Terror: The Novels of John Hawkes
« (Memphis: Memphis State University Press, 1973), pp. 159-99; Wallace,
" "The Rarer Action: Comedy in John Hawkes's Second Skin,'" 169-86.

5See Greiner, Comic Terror, 190-8, for an extensive analysis
of colour imagery.in Second Skin: "most of the references to color
“illustrate thematic considerations to such:a degree that, depending
upon Skipper's geographical position at the time, the mention of a.
_specific color helps to bring a-desired response from us," p. 190.
Greiner, however, does not refer in much detail to Hawkes' use of colour
in determining our response to the scene Skipper constructs of his
mother's death. -

+

a2

6Lucy Frost, "Awakening Paradise,” in Merrill S;udi@s,.p. 59.

@

7Greiner, p. 192. ' ' : s

Hawkes' use of classical motifs and names has been establisﬁed
and well-documented. See Nichols, "Visijen and Tradition in Second Skin,"
pp. 69-82. Nichols canvasses various literayy allusions in the work and
relates them to structure; Wallace, ‘169-86. Wallace fdcuses on allusions
to The Tempest, in particular, and discusses classical comic “types";
Richard' Pearce, Stages of the Clown: Perspeltives on Modern .
Fiction from Dostoyevsky to Beckett (Carbondale: Southern Illinois
University Press; 1970), pp. 102-16. Pearce considerg Skipper as the
traditional eiron; Kuehl, John Hawkes and.the Craft of Conflict, pp. 33-6.
Kuehl considers Hawkes' 'use of names and images connected with the Trojan
War and The Tempest. None gonsiders the thematic significance of images e
of entrapment,and their possible relation to Aeschylus' use of net

imagery in Agamemnon to convey fatality and feminine deception. . ’

9Brewgr's Dictionary of Phrase & Fable (New York: -Harper and \
Brothers, n.d.); p. 208. . ' 4, , /}‘

- : .

OThe metaphor of the physical ascent tpwara spiritual knowledge
and self-understanding recurs throughout literature, as Dante's ascent
of Mount Purgatory and Eliot's ascent of the winding stair in "Ash
Wednesday." Skipper’s ascent, however, results only in partial, or
limited awareness. :

- - ' *

) \ 11Cassandra's name-~that of the Trojan prephetess wbb died at

the hands of Clytemnestra--means "helper of mank#nd," and deems applic-

able only in.an ironic sexual  sense. However, 4t is at least slightly

connected with Kate's name in that a diminutive for both is "Cassie.”

.Kate signifies "pure," and Catalina is a Spanish £8rm of Catherine.

Catalina Kate's name thus suggests her absolute purity in Skipper's "

* eyes——the ideal woman. ’ !

. LY
e
-
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12Harry Thurston Peck, ed., darper's Dictionar} of Classical
Literature and Antiquities (New York: American Book Company, 1923),
p. 887. The story of lo may be relevant to Second Skin. Loved by
Zeus, she was changed intq a white heifer by the perenially jealous
Hera, after wh1ch she travelled through the continents of Europe and
Io means "the wanderer," a.designation not insipnificant on
the wandering isle, Harper' s Dictionary, p. 881. Y

Vg
3Once again, critics are divided: when they con51der the nature
of Skipper's redemption. . The "affirmative" critics draw attention,

as Skipper himself does, to his function of renewing life as an insem-
" inator; accordlng to most

1ron1c interpretations of the novel, tﬁe_
artificial method whereby he Yoes so serves as a metaphor indicating
his owneimpotence and refiecting his larger failure to come to terms

with his repre551ve nature. .

" 14

*

Both Bkipper and Cyril of The Blood Oranges glhe novel which
follows Second Skin) insist on the close re&atlonshlp between their
visionary art add nature, recalling, perhaps, the lines of Polixenes
in Shakespeare's A Winterl!s Tale, who contends that true art is forged
by nature itselfy (IV, iv, 89~ ~97). Neither of Hawkes' narrators gives
absolute prlorlty to nature, however, Cyril comes the closest to dolng
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" as in Second Skin, but the four characters in The Blood Oranges comprise . 7/

feelings and sympathies may come to be sacrifiedvto the process of artistic o

CHAPTER VI

ILLYRIA'S. BENEVOLENT DESPOT:
CYRIL OF THE BLOOD ORANGES : ' :

.

Cyril, the narrator-artist QgﬂThe Blood Oranges, is, like Skipper,

. ' . R
also.cut off from his society, living in a primitive region of, the world.

- .
.. .

Yet the other three main characters in this novel are, like.him, representa-

v
a

tives of Western European culture.  Two 'worlds" are not seen in opposition,,..
. . SNy
¢ .- [

%

™ .

2>

one "world" in which~both the forces of art and anti-art are embodied.

Cyrll is a sllghtly frightening figére, an egotist (like Sklpper) whose e
R
vision partakes of the obsessive power of Papa, the narraé%f of Traveétz R

o

In The Blood‘Otanges we begin the movement in which the completed vision

assumes the strength of an absolute need for the artist, wheré human

<y -
”

»

ey,

"
el

ordering and design. The Blood Oranges «is the first work of Hawkes' triad

{:.'Kb‘*/

s,

Dy
A . . .. S :‘-‘ . . - f‘
which sets out to examine the limits of visionary art. ¢
v . . u’ ! .
The Blood Oranges is central in a consideration of Hawkes' evoly:r .
" tion as a novelist. Thgkreasons for this are not so much technical (as
. e ' ) oo ’
the centrality of Secgnd Skin in Hawkes' canon.ef fiction is due in part o
. A — . . - . '_,-’ T T

-

K .

tofiﬁs narrafivF technique) %s thematic:. Hawkes ‘evinces an increasing «

N s

EOhcern with 'the function and natﬁré offvisionary-art in this first of
Ll y t
R ) o

a tfiéd of novels dealiﬁg with 'the ‘re ionship between sexuality and

£,

the imagination."l The narrator of The Blood Oragg s, Cyril, is an artist

in .the Hawkesian mold, and Havwkes appears to possess considerable sympathy . i
towards .h'im. Ht will beione of the functions ef this chapter to determine
v, ' - "‘h . R - .
171, o 5
L . L
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the grounds for this svmgpathy and to what extent it is justifiable.”
4 ‘

.M/Eorly reviews of The Blood Oranges depart, however, in their reac-«
t .

tions to Cyril. As Witﬁ Second Skin, Hawkes has divided critics who are

1

s
otherwise almost unanimous in praising his exuberant prose'and exacting
sty%e. Some oritics deride tyril for his cold and rugﬁiess actions, while
others see him as a figure mocked and ;idicuied bv the authoo.' %eail K.
Bell questions\the values of Cyril and his wife Fiona; who p}ize sensuality
"above ond instoad of everything else'; Gerald Weales condemns Cyril as

"a fat, dead white éensualist, incapable of pain or compassion,"” but he

clearly separates Hawkes from his "tiresome" protagonist; on the ot#er

. hand,’ Roger Sale unreserbedly damns both nﬁfrator and author: The Blood

" Oranges "is the work of a contemptible imagination,” the story "of a mar-

rator-unable to see how awful he is. Jlawkes is cited as a novelist for

~_.whom people no ldnger matter. Other reviewers respond to Cyril more

with Cyril. Both-Hawkes and Cyril{sbare an interest in overriding or

L]
positively. Charles Moranm sees the novel as "another step.in the writer's
-A‘ "":; ' .
Journey Dutiof the waste land,” though Cyril's victory over the death in-

"u»

stinct, he says, is '"limited .and qualified”; and  Thomas McGuane depicts

"

&xril as hapRﬁpd of romantié and sexual visionary” for the author

Y LA

creates considgerable sympathy;3'
- - "'_:

-

It ig eviﬁont that Hawkes' sympathies, indeed affinitied, are much

5,

'mdestrd&ihg conveﬁéional moralfty.. In fiction, one should consciously work.

o

ﬁ

A
.

to undermine "all the'constraiots of the conventional pedestrian mentality

around us. Surely it sshould destroy conventional morality,"4 according
sy
to Hawkes, CyrlE d%?ries such a morality where "love itself is a crime.

Cyril's view of sexual freedom, that "anything that lies in the palm of $

13

7 love is good" (58),Pfgnds an echo in Hawkes' more cautiously phrased belieﬁ
0”.,/ L ‘:T%\ ’

: "t,, é . T
Trtemt .

J

;' p q(‘. .



. & oL e
that "any form of sexial experience is probably desirable; probably has

. . . . . . . 6
- built into it human poetic excitements, fulfillments, joys." A more

direct parallel is shown in Hawkes' comment on the characters' innocence:

"in The Blood Qranges . . . a few adult cﬁaracters are freed of the ques-
tion of guilt in their sexual lives. ‘Cyril insists that:they are gll pure,
all innocent, no matter what Ehey are doing--~which, is my own view."7 Through
Cyril, Hagyes portrays a rgvitalized'commitmeﬂt to'new human values, re-
placing those sterile values which are mefe reflectors'of conventions and

a rigid moral cbdé} the values of the viéionary artist again oppose those
values represent}ng'anti—art;

*

If one begins feading The) Blood Oranges immediately after Second

s . . .

Skin, one is struck by numerous resemblances between these two novels,

even though they were written seven years apart. Yet the more one examines
The Blood Oranges, the more one is conscious of.differences or of the super-’

- )

ficial nature of the simil %gib%, Like Skipper, Cyril attempts to justify

himself through his narrédtive, but justification is a fairly minor concern °

for him. In Skipper's past, he hashunwittingly played the buffoon and

’ A - .
victim, and he ardently striwes to convince us that by refusing to yield

to 'the. selfishness and indifferenee of others, he manages to triumph over
; . . i ! .

his enemies. Cyril cares little about our judgment of him, which may be
partly why critics have been so willing to pass their judgments. He de-

picts his recent bast as péradisal, and.if we take issue with his egotism

of supposed immorality, then we rigk being categorized with his "conven-

tional enemies" (36), thos® who would impose society's morals on him.
- : B rd . N

"Skipper is a survivor who urges us to sanction him for the values which
. N ™ ’ ’ % "

'hp adopts in spite of the tendqﬁcies of others’to minimize or subvert

these values. Cyril is also 'a survivor, who esséntially wants to cdnvince
1 . .



- - : .“ - -
_ v % .
us that Illyria, his designation for his. land of love, is worth striving
v 4

s

fog. o . ) . X

Cyril extends Skipper's function as -a myth-maker, one wﬁo seeks to
affirm his vision through tHe higher order of(myth;cal "truth." At times,

) - ; .
Hawkes seems to portray this effort comically, as in the scene where G¥ril

conducts Hugh's three daughters in the CTeremonies of nature appreciation
. g g PP )

-

and wreath-making. Cyril .sees himself aé a "flower god at play" (165),
but the passage where this phrase occurs serves .to reveal Cyril's pre-

A

- tentioms and~cﬁildishness;. Cyril's dislike of children is suggested- here

Boy, wﬁat a sight," and "Don't ever take it off, baby. Ever'" (167).

-

through an almost petty and juvenile competipiveneasigith Hugh's daughters. X'

Despite his "good judgment” in weaving the three crowns of flowers for
Desp good judg ing ,

4

the children, he "erred somewhat,” and Meredith's crown "sat low'on h}r

L o . .
slender brow angd -obscured her eyes." He composes the twin's crowns o

.- ¢ N

. B L : :
commonplace "leftovers." However, he makes no mistake when composing jhis

"~

own wreath which-elicits the extravagant praise of the three adults: [''Ged, .

# . -

Py

Cyril Seems to see himself as a sort of nature god, a Pan or Dio

~

figure. He presides over natural settings, such as scenes set in the

arboyr. Goats, are particularly prevalent in the Illyrian landscape,'én

strangers with whom he has contact aré associated with goats. ’The goat%

is an important symbol in the novel, and its'connections with Pan and

v

Dionysius are well-known. (Hawkes is ‘to use the image of the goat fof' \

similar purposes of evoking the sensual and sexual self in his mext nquel, .

Death, Sleep & the Traveler,) 1In addition to the goat,~ﬁionysiﬁs is also

. . » N
associated with .the faun (he is often depicted in art as surrounded by
‘a retinué %; fauns), and Fiona, Cytril's wife, is called a faun (201, 261).

Like Lawrence, Hawkes frequently empleys animal or nature'imagery in

.

2

,‘J
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“"ideal of pastoral love."'8 (Fiona calls him a "pastoral person,’
. s :

ritualistic 'scenes which serve to bring primal, instinctual impulses to
the surface. In his role as a myth-maker, Cyril becomes a copscious sym-

bolizer, capablerof giving expression to the uncongcious demands of man's

-

inner life; like Hawkes, he can be seen as a visionary artist. ¢

\

'tZe erotic selg'an& his reverence for alf forms of nature link him to the

N

T

and
Cyril ‘readily aé}ees [183].) He seeks the pastoral ideal in his numerous
contacts with nature and in his concern with sexuality; ;Cyril's paradise

\represents the nearly complete realization of a fantasy shared, perhaps,

by the reader himself. By contrast, Skipper's paradise is clearly lacking

.
<

in relevance to the reader's world. Although Skipper need not be concerqu
with t?is, thé reader surely is.
What ffdly makes Cyril's Illyria more pelevgnt to the reader also
" serves to undermine the foundat%ons of this paradi;e. “Illyria. is more
delicately poised on the brink of disintegration than Skipper's wandering
iéléi the presence.of Hugh, whdwgg?resentsaﬁhe gonventional moral vaiues
of .contemporary socie;y, threatens thé stability of Illyria. In other -
wordé, while the threat to Skipper's paradiée could'oﬁly come from outside,
Cyrilis Illy;Ea is uitimately destroyed by inﬁer forces. _Hawkes'has de--
clared that Cy;il and Hugh represent 'versions of a singie figur;e."9 In
' ' &

The Blood Oranges Hawkes presents us with a composité image of man in
7 .

LJ

. ‘which he is seen striving to assert his imaginative pofential as.he strug4

gles to realize the inherited values of culture and religion: ,man the
.ot / ) : . . .
- individwal is in conflict with those "truths' which society has taught

him/ﬁé revere.
/

In addition to this mythologizing function, Cyril's exaltation of —_



S | | | . 178

1 4 A

, Interpretations which treat Cyril as a symbolic pastoral figure and
. ;
N - . ¥ S
comments like Hawkes' tend to diminish our perception of Cyril as a com-
4 -~

4 .

plete, complex human being to whom we are able to respond with a range

of attituaes and sympathies. In contrast to his portrayal of Skipper,

’

‘ Hawkes' schematizatiom of character in The Blood Oranges, observes John

»

- Kuehl, sacrifices "complexity of characterization‘'to produce a conflict

more'intelligible"té the reader."10 ‘One of these possible conflicts in-

'

\ .
volves the struggle of a figure representing Eros against one representing’

~

Thanatos.. 'When this struggle focusesrgzxirt, it can represent the conflict

! R . ’ -
often portrayed in Hawkes' fiction between the forces of Visionafy?art‘and

¢

> those of anti-art. . -

Eros and Thanatos d : . !
» . . . R
’ Norman O, Brown's rpconstruction and elaboration of Freud's theories
— X . .

in Life Against Death confirm the reiationship\ﬁetween‘art and Eros. The

4

. proponent of Eros, or the life instinct, expresses his sense of bodily
. i \ .

_pleasure through his actions-and language itself:

) ! The life instinct, or sexual instinct, demands activiﬁy of a kind
" ] ' that, in contrast to our current mode of activity, can gnly be : R
"~ called play. The life instinct also demands a union with others

[ and with the world around us based not oTlanxiepy and aggression
" but on narcissism and erotic exuberance. :

Paraphrasing Freud,'quwn says that art's function "ig to help us finQ'

our way back to~soprce§ of pleasure that have been rendered inaccessible-
. \ . i £ 4 A

by the capitulation to the reaii%y—principle . . . in other worde, to re- -

v

gaiﬁ the lost laughter‘of infancy.flz Art, therefore, is-:connected both

with the infantile and the unconscious. An art which attempts to satisfy

~

this aim becomes subversive to society and its values. Seen in these‘terms;~’
- ’ s P o :

the conflict in The Blood Oranges is enacted as a struggle Between Eros,

seeking to find natural expressidon through "erotic epreraﬁce,"'through

.
» ’ .
i
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a union wigh the world anq others, -and Thanatoé, expressed through agencieél
of sexual repreésion and an excluéive concentration onAthe interests of

the self. éyril’s lfrigism is the é?t.form through which the narrator
mediates his concerns with the world aﬁd the sexual being. eril's vision

is expressed through a concern with aesthetic values, while Hugh expresses
Al R : . - '

his moral vision through a traditional system of values: Cyril's "lyricism”
- . o~ N

‘ v .

opposes Hugh's "medievalism.”" Underlying CyFil's art is an awareness that

the sexual.self is to be acknowledged, and that art can best justify its

own existence by being the medium through which the sexual self is fully

~ e

liberated and called forth.
In his concern wifﬁ aesthetic manipulations to bring about harmony

.

(the word "harmony" is, along with "empathy," one of the most crucial re-

L] I 4

curring words in the novel), Cyril resembles Hawkes who, while beginning

to write .The Blood'Ofaﬁges, "was quité aware of Twelfth Night, that

beautigul—whole in which all our fragmented selves are finally realigned

—~
.

. . . i3 i . , .
into the ultimate harmony." Hawkes' design is, as usual, apparent

everywhere-~in the work's structure, setting, characterization and image-
; . .

‘ -~

_patterns. As he does in Second Skin, Hawkes creates -an architectfnic
“a e

design iAn The Blood Oranges. Inherent in the relationships between one

character and ,another are. the elements of balance, parallels and opposi= )
tioms. : ’ : i o d
; . A L

-€yril is as much concerned with thé elements -of design'aﬁ Hawkes.
Cyril orders existence.in -Illyria by imposing the aesthetics of a sub-
jective vision .on external reality and on the other members of the quater-

nion. His ultimate concern, like Hawkes', is to éubjugate raw, untransformed

(IS . o

matter acéording to the imperativéé 0f a poetic.vision; like Hawkes, Cyril
. i , ’

is-a world creator, a6t a world representer. Both are visfonary artists
\
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substituting in its place highly wrought forms and

who eschew "reality,"

elaborate structures which have their basis in the primordial function
of language’ and metaphoric thought. ) : .

Cyril calls Hugh "a sex-singér of ;ofts" (58), 'but he also refers
to ﬁugh's "constrlcted" song (152). 1In his célléction of peasagt nudes,

Hugh exhibits an urge through which tﬁg‘primitive and crude become endowed

"

through the photographic eye and entér intd tle sphere of "art.'" Photo- -

~ .
N -

’graphy, however, arrests movement, and in Hawkes' fiction, that which
; . .

o 1

brings ‘about stasis is invariably associated with a kind of. death. Cyril
3 : )

and Hugh represent extremes of the artistic comsciousness in the sense
e - .- . ) : ]

that Cyril embodies the liberat%ng potential of art where Hdgh, ultimately,

r

. . - . . - . "-&\V\\ .
embodies art as stasis, the kind of deadening potential which Hawkes seemstxg
. . - P -~ N
. . . . . 2 -
to see in forms of art dedicated to capturing "reality." :

Al

P

All Hugh's "artistic'. acts.are connécted te his repressed nature.

. . - - -
Even in his use of the chastity belt, Hugh considers himself an artist of
sorts: "'At least it's ingeniousl:.Yoﬁ have to admit it's pretty ingen-

.
L

ious. . . . I'm ¢rafty, boy, crafty. And that damn belt's a work of

art. . ' O(245). Hqgh's actioniéas an "artist" are defined in light of -
repreégive sexual urges. His caferas serve as phallic equivalents... "tUn-

1eashing" one (62), Hugh aihs‘"qhe'énormoﬁs wide—open lens" (63) at the

naked girl from various posifions, perspiring and imitating the motions-

of the sexual act: "writhing, jerking the camera to and fro" (69). At
: : ' DU a )
pne point, Hugh holds up the camera to her as if for admiration: - .
he . . . ‘turned it slowly ;n front of her face, in front of her
‘narrow eyes, displaying-and silently extolling 'its value, its
delicacy, its enormous power, suggesting for -alY 1 knew that this
one small instrument was more important than a simple illiterate
young woman or even an entire farm (66). :

. Later in the-.scene, Cyril witnesses Hugh's collapse and, inevitably,
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-
assumes its source to be eéotic'stimulation of the photography session;
laterit or repressed sexual behaviour provokes the inauspicious "'Hand of
[ N '

death'" (71-2) here, as it is to have a more disasttous effect later in

’

the novel with Hugh's "accidental" death.

i

A World "Circumscribed" °

The dominant vision in The Blood Oranges, then, is largely..a product
-of the imaginative self. Conceiving, rather than perceiving, is the primal
& T o .-
act which best typifies the relation of the imaginative self to its sur-

roundings. To make viable the imaginative vision of. the ‘novel, Hawkes

~

severs any significant.ties with the outer world of people,-plé and

time. Although landscape is-important in The Blood Oranges, actual settings

are conspicuous by their absence. Instead of giving us immediately identi-

.fiable scenes, Hawkés focuses on symbolic qualities iﬁ the landscape; he
draws us toward an apprehension of the figufatiVe rather than the literal.

The absence of a specified locale arfd a well-defined time period helps
i . ' oL ) .
to transport Illyria into the realm of the abstract and imaginary; inevi-
tably, it conveys the sense-of ‘a placeless and timeless existence; in

Illyria, even more.than on Skipper's island, "there are no seasons" (271).

. Perhaps more striking than the omission of external details and *

"factual” information .is-the lack.of biogfaphical and autobiographical
data. ‘In answer to aquéstion posed:by John Kuehl regarding Cyril's back-

ground, Hawkes says, "I wanted to create characters in total purity and

' to deny myself the novelistic,reconstruction of past lives." 14 Hawkes'

; narrator depa;té*from his predecessor, who gives us an initial self-

portrait. Skipper 1s at great pains to relate his background tp'thg‘regderf

including événts well 1n the past, for it is partly through such explana-

tions that he hopes to justify himsq%g. The chronology of The Blood

- .
'
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Oranges begins with the circumstances of the two cbuples' meeting.., Al-
N A

though Cyril-gives us details of.personal description (belabouring, as

do Skipper in Second skin and Allert in Death, Sleep & the TPraveler, ¢
his_greater—than—life*éize physical appearance), he tells us virtually

nothing concerning his prior life, experiences or family history. Except
for some sketchy details in one gcene -about the joys and agonies of "mate-

1

swapping," .we are confronted by a narrator who is either unwilling to pro-

vide us with specific informatiom, or who thinks such details unimportant.

At any rate,’ who Cyril is to the reader depends on what'he_says and does’

.-

during the time sequences dealt with in the novel. -He has no history to

fall back on to justify or sustain him. He asks ﬁhe reader to formulate

a view of him based essentially on one episode in his life.

L

X

By limiting the scope of character presentation Hawkes (and Cyril)
help “to circumvent the intrusdion of psychology or any other schematic

means for explicating character. The world of The Blood Oranges must be

. approached through its narrator, and the personality of Cyril can only
be approached through hiswnarrative.15 Since the novel and its narrator
are inextricably fused, imported morality can have little benefit for the $

critic or reader. He .should be aware from the start that under the order-
.- ) :

A a

ing or cohering principles. of such a world, ordinary expectations will
not prevail and he must stand in readiness, consequently, to enter a world
where laws and forms will.have little or no outside reference. Illyria

is a land of love rdled over by a lord (Cyril = "lord") whose dominion

is nearly absolute.

Like Skipper, Cyril begins his story by introducing himself. Unlike

Allert, the narrator of Death, Sleep the Traveler,. Skipper and Cyril con-
; .

fidently set out to réveal particular and definite identities to the reader.

» -

7 [
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"Skipper professes to "telliyou in a few words who I am" (5.5., L), but he
9 : gr T A
-only succeeds in telling us in many words how he likes to think of himself.

Cyril uses fewer words and even more 4bstractions, but he, too, urges the

reader to view him in a particular light: '"See me as small white porcelain
bull . . . as great white creature horned and mounted .on a trim little
golden sheep . . . as bull, or ram, as man, husband, lover, a tall and

heavy strénger" (2). Skipper asks us t0 consider him heroically: as the
defender of love and éntagoniét'qf evil; Cyril is asking, firs{, to be
viewed ‘poetically or metaphorically as Love's servant. As with Skipper's

refuge ifd alleged heraism, Cyril's determined'énd 1yrical‘efforts.to be

-
*

accorded a figurétive status tend in&tiglly to undermine h?s credibility
or, at least, to make us reserve :judgment ébout him. Can Qe trust men
who, without giving us any concrete informaéigﬂ‘abgut themSglves, press
upon ué such exotic and extrévagant identities and call on us to acgept

them?lf i

L]

However, the rhap;odizing tone of the'ndvel's opeﬁing soon changes
to'accqmmod;te Cyril's awareness of his present circumstances. NoQ
"purged . . . from the joyous field" of Love (3), Cyril must be content
with making ineffectual erotic declaratipns toward his illiterate‘maid
&hom he has (playfully, wistfully?) named Rosella ("leve"). In the first
scene, then, the narrator presents us with divergent perspectivesﬁ'rather
as Skipper does in Second Skin By recalling the geaths'qf his mother and

-

' father, and setting up a basis for further contrasts between these perspec-
tives.* Despife the fact that Cyrik's fantasy world has not endured, he
still holds out hope for its restitution. The process which evolves in

the first scene of The Blood Oranges répresents a kind of encapsulation

of the three-stage proecess dealt with in the novel'icgelf: attainment of

e

Yo



" and outer worlds in the noveél. 1In The Bloéd Oranges, the metaphoric and

v‘! '.: . - ‘ . " Y
the fantasy world, followed by the loss of Illyria, and the final attempt

o

to-recover it and, -in so doing, to reinstate the sexual being. . o ~

At the same time, the pﬁening of The Blood Oranges serves as a sig-

nificant introduction to a narrative technique intended to bridge inner
. ; : . ; ,

the poetic all but.suﬁplanﬁ the percéptual-viewpoint. It is possible to

admire the richness in imagery and diction, to luxuriate in the lyricism

of the narrator, without being fuily conscious of the way in which language
N . M ( st > . -

controls and determines ourjresponéegl Through language and metaphor:Cyril

is able to direct us to a comprehensive understanding of the inner man-

) .o . . T ° .
and the consciousness which he projects onto external realjty. Through a

a

Iyricism which reflects and expresses his own awareness anf sexual being,

Cyril brings about oul separation from conditions of ordimary life, removes
us from a world of familiar objects and common thoughts to speculate on
the possibilities of the "pafadise" he séts before us.

The awareness of the power of languagﬁ and it's resources is implicit .
. .. - - . . . . . o . N
in Hawkes' paradoxical phrase "realities of the -imagination." By this
i, ’ .
he refers to that which lies behind conventions, traditions and certain - &

absolutes such as morality--a realm to which fiction, if sufficiéntly o
. .
challenging, can conduct us. The phrase is paradoxical in that it points

us toward 'the existence of that which does not exist,"17 a true‘parad%x
to which Hawkes often refefs in his interviews, and Yhich is rela£ed to'

Hawkes' conéept.of visionary art. Whére these ”realitias" érEVail, Cyrilﬂs
Friumph‘is complete (as Skipper's is complete under simila; qonditions); |

But to the extent that the prosaic or, the.conventional intrudes, Cyril's

vicﬁory becomes diminished, and the imaginative self, must cofcede defeat.

Ianhe.Blood Oranges, Hugh is the representative of "pedestrian mentality”

3
-




rd El
and convefitionality--of anti-artistic forces--but his death, somewhat

paradoxically, leads to the dissolution of Illyrié——the fantasy world.

A

In a sense, Hugh's death marks the'temporany*triumph of the death~,'

"related forces in the novel, and it is.only through the renewing powers of
the'imaginative_éelf that ,Illyria caﬁ, perhaps,lbe rebuilt. Thus, Cyril

. - B h
takes Catherine.to tour 'this larmdscape of old deaths and fresh possibili-

ities" (167), and they indulgeAin meditations "on the painted bones of Loye" .

s

f ) ™ LY - .
(98). Because renewal is possible only within the context defined byl
" Fg. ' . . . ) f1 . ’ . ] )
‘"realities of the 1&fg1natlon, Cyril stays wyitth Catherine after Hugh's .

] L

6 . - ¢
death and Fiona's &%parture "to account for her missing children,. to con- . ..
Vinéé?her that I was not, as she thought,.nesponsibie°for all her losses; -
- R . v

to renew our love" (210-11). Cyril's stated priorities here, however, are

-.clearly the reverse of his- real ones. He is less interested in "accounting

for her missing children" then in'convincing Catherine that he bears ng
' : 18 . . ,
responsibility in the outcome; primarily, he wants to restore what has
been lost to him~~the Illyrian paradise. . : i
" As in Second: Skin, Hawkes again:presents us with a protagbhist in
necond: oxlin . P { .

whom there resides a powerful impulse for transforming reality.: Both
ential within man to recast the sordid

e L . : . i : . .
and-bizarre shapes which-oppress him. Prior to Second Skin, .such poten-

works'emphasize the ﬁosipive pot

tidl seldom manifesté'iﬁself in Hawkeéf fiction. Through techniques of .

vy, - ‘ .
distortion in early novels Hawkes creatés a context which reflects and
N [ 4 -

»

characterizing the human condition.

. S ' : o o
But what is distorted reality in thewse earlier novels becomes transfigured ﬁ%

emphasizes tﬂe'nightmare existence

 reality in Second Skin énd T%e Blood Oranges. Humans who lack the creative .
or'imaginétive capacity, as do all Hawkes' grotagoniéts until Skipper, are
subject to the diétorting forces‘éf existence; gnable to respond to fﬁef?*v )

. »
-



!

SR

m@mmmm&&gmu.m

2l =J

6

EEEE

1.4

5

2

ﬁul

8y

..ﬂ/‘\




181

“

own beings except im the most sterile, meaningless fashion, tﬁey become
\\
victims of.the hostile and indifferent conditions of life~-a random uni-

verse. Thus, ,characters in The Cannibal,-The<£eetle Leg and even The Lime

/i N
Twig areqﬁominated by static inner needs, and historical setting and land-

¢ ~.

scape ‘have such crucial functions in these novels partly because the char-
acters are unable to overcome their destructive influence. In Second Skin

and The Blood Oranges, the past and landscape no longer represent irrevocable

influences in a largely deterministic universe: futurity, tao a degree,

. [ ]
supplants fatality; control is not placed solely in the hands of extfernal
agents but comes under the auspices of the individual himself. With this

control over -his surroundings, creative man is comparatively free, though

never absolutely so, to fulfill the imperitives of his imaginative being.

Darkness and Death

It is with this sense of imaginative freedom that Hawkes' protagon-
ists, Sk_ipp@and Cyril, call the fantasy world into being. As Skipper

practices the humanistic or New Testament Christian virtues of love and

sacrifice in the presence of evil, so Cyril practices his 'sex-aestheticism" |

_in'the face of Hugh's determined monogamy and the implicit condemnatipn of

a moralistfc society. "The tension in both works springs from a simiiar
source: the opposition between individualistic needs requiring self-

expression~~symbolically portrayed as a life-force--and the dictates or

~

values of a degenerative sociéty or representative of such a society

dealing in violence, death and sterile morality: the requisitq;of vision~

‘ary art oppose those of anti-art. Tension, in its broad literary meaning

‘

of the internal dialectic through which the story's action becomes

"realized," then, arises out of the relative freedom which the imaginative

VI

self possesses seen against the apparent absolutes in the world, such as

- L

-



destructive materialism, conventional moralitv or indifference to life-~ -

"all ‘death-related values,

-

Cyril has been attadked for his egotism and narcissism, vet psvchology

b

‘has often insigtéd on the healthy need of bothwithinh the human personality.
| ) ,

_Brown, tollowlng }reud, asserts tﬁat the narc1ssistic "experience of union

N

~

of the Self with a world of love and pleasure sets the pattern for all

hurfdm love.”™ Original autoerotic instimcts are transferred to objects,

ey

in the outer world, which become incorporated inte the ego. Thus "the

aultimate aim of the human ego is to reinstate what Freud calls 'limitless

narcissism' and find itself once more at one with the whole world in love
19 ' ) '
( : P

Similarly, egotism mav be considered a constructive, force in The

and pleasure."

Blood Oranges. Erich Fromm, who has written extensjvely on.selfish.and

unselfish behaviour, distinguishes between self-love and selfishness,’
. @ *

assignin§~a postive connotation to the former. Hugh, in many ways, typi-
fies the selfish individual as portraved in Fromm's depiction of the

"blocked" personality. On the other hand, Cvril bossesses a healthv and

“~

productive self-love: '

Love of man is not, as is frequently supposed, an abstraction
coming after the love for a specific person, but it is its premise,
although, genetlcall», it is acquired in loving specific individ-
uals.

Frem this it follows that my own self, in principle,.must be
-as much an object of my love as another person: The affirmation
of one's own life, happiness, growth, freedom, is " rooted in one's .-
capacity to love, i.e., in care, respect, reSponsibility, “and .
knowledge If an-dgndividual is able to love produttively, he loves
himself too; if he can love only others, he Tan not love at all.

. The selfish person is interested only in himself, wants
everything for himself, feels no pleasure in giving, but only in
taking . . . he lacks interest in the needs of others, and rebpegt
for tEBlr dignity and integrity . . . he is basically unable to
love.

-

Fromm goes.on to point oGt that selfishness and self~lave, contrary to



W

, . .
the common fallacy, are actualiy opposites: -
: ) : v b 22

The selfish person does not lIove himself toe much but too

little; in fact he. hates himself. This lack ‘of fondness and.

care. for. himgelf, whick is only one expression of his lack of
productiveness, leaves him empty and frustrated. He is neces-'.
sarily unhappy and amxiously concerned to snatch from life the
satisfactions which he blocks himself from attaining. He seems

to care too much for himself but actually he only makes an un-
successful agtempt to cover up and compensate for his failure: .
to care for his real self. . . It is true that selfish persons

~are incagable:§£'13¥ing others, but thex are not capable of loving
themselves either. . .

. -

e

. Hawkes &s at pains to establish Hugh's morality as puritanical and
! 2

unfulfillihg;.fec'it is in his somewhat satanic quest for the chastity.

belt and his determined use of it that Hugh evolves fully as an unsympa-

thetic character. During the meeting:between him and Cyril 1n'the grape
arBouf'Hugh truly exposes his degradation. This lengthy scene (by far

the longest at 31 pages) treats Fiona's frustration at Hugh's sexual

- -' '\ .
refusals, Cvril's discovery of the belt on Catherine, the climactic meeting
Ah ..~ ’ .

betﬁeen Hugh and Cyril, Cyril's removal of the belt. and, finally, Fiona's

fulfillment; in*this way, the grape arbour portion is strategically situ-

a . N

ated in the structural centre of this. symmetrical episode. . ..

.
\

, Beginning by gloating over his own cunning, Hugh reveals hisr"idea;ism"

"for what it ip:‘ a superficial disguise for masking feelings of self-pity,

inadequacy and selfishness. Just how shallow Hugh's idealism actuélly

i;;ban‘be seeh by comparing his iesponse to Cyril at one point to his ..

.

actions immediately followiag their conversation. Hugh is adamant as he

-

L o ) ' . &
replies to Cyrid's efforts to "reassure him to accept the arrangement

»
- -

which'wéuld make Fiona his ‘mistress: "'Thére's nothing you can say. 4
Nothing " (247)‘ Yet Hugh seemingly heads dtrectly from the arbour to o
Fionavs bed and from there ¢o a place of apparent permanence dn the céﬁ— .

[ f’ LY

pleted.guaternion. HOWever,.Hugh_sfbehaviour after the mEeting with Cyril
. S . : ) 3, -

«s
a
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~ >

‘only serves to point out the extent to whith he is ruled by his repressive

needs as, far fronl“completing Love's natural structure™ (260), Hugh "is

)
still at the mercy of his inner and thoroughly isolated sexual life,"

and the bizarre manner of his,death reinforces this,

It is wgile at the mercy of repressive sexual forces that Hugh has
his "accident” .in his photography studio. Few readers would be apt to
re;pond so violently against Cyril if Hugh had not died. Héwkes remarks

that he deliberately misled the reader by attempting to inculpate Cyril

in the "accident,"

makinglit look like a_sufcide and, consequently, a
- , ) 4) - N . - '
"moral judgment" on him.~3D In fact, Hugh's death is almost inevitable
Y . . ' v
given his precarious _way of achieving sexual release (268). Symbolically,

f

his death reinforces and gives final meaning to a host of death images -

. - - J
and associations connected with him.throughout the novel. That Hugh is
. 'L . - V
"the man who died for love" is ironic though consistent with theinverted

use of Christian syhbolism in The Blood Orénges.za It also suggests para-

ey

dox in Cyril}s terms, for love is always .3 "creative force in Illiria,.not

~

something whichcan be renoonced;id:this way. Converse;y, Cyril reveals

: . ¢ , .
himself as the man.who lives for.Love, who, as an embodiment of Eros,

. o A .
throughout' his life has "simply appeared at .Love's wilh” (2).

The Iink between sexuality and death in the novel is forged lafgely

through the character of Hugh and through the further asso<1ation &ukesnmkes
between Hugh gnd'thelgepressive and rep?gsoed inhabitants ofuthe region-—‘
of whom Rosella is a fit’representative-—those whose origins 1ie in his-

.
b ¢

torical darkness"'(68).. Hugh ‘8 expeditions are, 1nyariably, into a heart .
' J ’ . o * .

of darkness, whetheu to photograph a pepsant nude in a darkened banp, to

M 7

.

descend to the depths%pf a ruinéd'fortress or to conduce a ritualistic ,:-'4 -

1
N

>

burial of a dedd dog' oHugh is dccustomed to keeping the shutters of his “n

.y I N ) ,

o
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studio perpetually closed, and Cyril and Fiona discover him dead in the

"brytal darkness" of his studio (265). The squat church where Cyril - sees .

-, % - . . , . . ‘
the wooden armgg?xplicitly linked to Hugh, is "dungdonlike" with "rude

rectangular holes” for windows 418). Rosella?E% Hugh's last peasant nude
and a virgin who spurns all lovegs; she.is like Hugh in the repression
'of her sexual self. Not only is she metaphorically associated with dgrk—
ness but scenes where she is prominent take place 5& night or in the dark
(49, 61, 94).

In the FceAe which describes the grouﬁ's descent into the fortress,

the associations among darkness and decay, sacrifice and sexual repression

n

cohere and reinforce one another in what Becomesfdéfined as an internalized . .

- ? '
quest. Since th¥s scene is critical to a proper understanding of Hugh's

characteqr, particularly as he embodies the forces of anti-art in the novel, -
it will be. examined in detail. Early in this excursion Cyril identifies

the ruined fortress with "the dark caves of the heart" and "Self-
-3 :

imprisonment” (189). Pégﬁiously, Cyzr4l had asigcihged,tﬁe "ruined peni- .
tential structure"” with disorder, "as if the éléarly~wisibleAlron base

and broken stones and streaks of lichen were portentous, related in some

way to our presently idyllie lives" (118). The fortre;s'becomes immédiately

linked to ‘Hugh, who proposes an expedition there dn Ehe future: Its des=-+

¢ ke ' ' .
'cription_also recalls the eaxlier*scehe i1n which Hugh is compared to "some

V'
‘
»

"fallen ston€. figure gandblasted, so to speak, by cernturies of cruel weather"

1
1 P r

(8&). Phe imagistic link between Hugh as he masturbates in the crab grass
and the fallen fortress already associates the building with rePresséd

sexuality, and Cyril remafks that "a ruinéd fortress was' not a safe p\ﬁc

.
- ¥

for a man like Hugh" (118) Still, CyriI ds able to 1mpose order for now,

.

'y
and the tapestry {;mains secuxe, despite Hugh's partial exclusions from“



¥

has moved on agaim, drawn irrevocably to the heart of his compulsive

189
the "sacred circle."
With the fortress in the distance, Cyril can sustain harmony; how-
‘ever, as they make their approékh to the ruined structure, Cyril feels
'thatjthey are leaving the secure borders of Illxria behind to encounter

"severance, isolation.. .- . world of bluie sky, black sea, penitential for-

tress" (190). Cyril again- exhibtts his need for order as he urges the

. grou# to stay tggether, but Hugh has already moVed far ahead, taking Fiona

3
with him. Momentarily, they converge to study some graffitti which, at

first; Cyril assumes he'will be. able t& interp?et. But Cyril_is‘only_adepti~

e s

“in the langugge‘of I11lyria where "even the dialogue of the frogéhis'raptur-

‘ous" (1). The "large and undeciéhe?aqlg'éfgns"Qon'the walls are "private -~

sex legends,"™ not universalized declarations of lbve. Sﬁtmislng their = -

. : b .

[ . . ~.‘ - ,,

repressive nature, Cyril takes~them‘to.be appeals to big*boned virginal

woﬁen, sangs to a'young girl" or "ribald declarations”of pne grizzlqg,

* = IS

fisherman's love for andther and much younger fisherman" (190) Given

- t

their cbnt%nx, perhaps Hugh is their mare fit 1nterpreter, however, Hugh

’ &

ca

" - -

quest™ (189). \” . . ) e ’ ~

& h »
. " As the expedition continues, the 'mental states of the four characters
. . . . _ . i - »

undergo changes.- Catheriﬁé and Fiona become aware that Hugh is deﬁying

-4 [
‘ . .

them something, Cyril exper%%nces mixed feeifngs tawacd the expedition,

and Hygh becomnes 8o’ fixed and obsessed h1ﬁﬂﬂ Quest that the feelings of

" others.are completely discoudfed. Catherine s resignatien eventually gives

.way to frustration and annoyatce. She complains of claustrophobia inside

- s - 3 “"

the fortness and accuaes Hugh of being aelfish "'Hugh's not ‘about to

-

change his mind. He'll deny us the same way he denies the ehildren'"£5198)

Ftona, at f{Fst’, seems enthusiastic but then becomes bored and expxeases
. _ R

-t
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& .
her desire to go swimming. Cyril's "empathy" with Hugh remains strong

until the point when he recalls a "trivial morning incident™ about Hugh

which he believes, in some obscure way, might explain his present behaviour

(198-9).: At first, Cyril ironically assumes"thai the expedition was moti-

" vated b "'Hugh's- rather boyish .interest in old fortresses'" so they all
y

become "like a bunch of kids" in gheir'desire-for adventure (191, 199).
, However, Hugh tersely contradicts Cyril's remark concerning the apparently

innocent nature of the expediﬁion, sayiné ambiguously that he dreamed of

[y

an object within the fortress. From thfs point on uatil they reach the

-

bottom of the shaft, Hugh's silence along with his pronounceq unconcern

for othe;é'(he takes little care to direct others safely with his torch

and he barely géspondé when Fiona falls) convey his total immersion in

N N 7 -
- .

his dream: The dream allys{gﬁ recalls the earlier episode describing .
i Hugh{s—pﬁotographic ékpedition "into the gld world offéex" 160) ; Cyfii
_ notes at this point that Hugh s‘eems\co be "struggling against the gudden

urreasonable dictates.of his dream” (64).

.
-

Hugh isolates himself from others in the "intensity of‘[hfs] descent”

" into his dnconscious;_eéxual being. Symbolically,.Hugh's quest is com-
pleteif unlike other expeditions undertaken in ‘the novel during which thé

mgmbgts,,gsually'WLth.the exception of Hugh; celebrate sekuality and achieve

‘a sﬁirifhal community_iﬁ the process. Hugh's quest becomes an effort of

"his clp&tl}_secretﬁaelfﬁ :o'déstroy the pﬁity of the quaternion, "to bury
N - A . .'.". L \ . .
our love in the Bottom of this dismal place and in some cul-de-sac, so to

- -

oo
.
‘ ~ .

speak, af'hiQ own regfésgive naturé" b&96); The digcovery of ‘the object

<o [y

. ‘qf‘HugE's quest at the bottom of the éhéft—in.ghe innermost recesses of
the’structuxé éignéis the spiritual Beathtof'thélgroup, and this is implicit..
i Catherine's comment that they dre "'Buried . . . Buried alive'" (202). i .

Y S, L . L n PP -



the growing fruit, that's for su;e.

L)

During the‘depcent; Hﬁgh's psychdc sterility is-revealed.chrough.

= .
! . *

images of decay, sacrifice .and sexuality. The presence of "obétgcles tqv .

-

passage’ blocking the "dark mouth" of ‘the entrance suggesfs_that the area |

they are about to enter 1s one of forbidden sexuality. ‘The~iﬁagery sugg;stg

B
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deprivation and forture, and there is a foreshadowing here of the chastity®",

belt itself which has a similar function of denying access: '"briars clot-

ting the entrahce way, the ringbolts and fallen }oék, the iron bars driven

4 - N

into the rounded ‘mrch and now bent aside" (191). After proceeding through

the entrance which was "low.-and rounded and deeﬁﬁkthey find themselves

surrounded by walls with small openings leading to a “labyrinth of pits

and tunnels."

The® gense of oppression ihtensifies-as_decay'is manjfested
everyvhere-—inside and outside-the fortress. 1Its walls have beem scorched
e . h A . ) . :

by fire, "streaked aqd'sééred with enormous swatches of unnatural color':

"intestinal™ pinks, ""lurid” oranges and "lifeless" purples (197). Weeds

and bird droppings encrust the. fallen pediments. The scene of devastation
vl « o - ) R

B

- provokes Cyril's ironic gecoflectfon of the-lost Illyria: "'Np juice of.

. . . - :
Fiona, committed to Hugh's expedi-

. Y
tion at this point, finds the remark cryptic" and even Catherine censofs

5 ~

him 1192). As they continue, feeling the "lepraus maSonry with th@%

hands, they are confroﬁ;ed byaﬁhe”smell,of human'excrement'(l9h). -Cyril,

s’
.

however, is-stilI\"patfially willing to forego my kind of pleasure for .

[ﬁgg; 'g)" (193), unaware that Hugh 8 pleasure wvill igvolve depriving them

'of the opportunity fer sexual® egpression, today Hugh intends that "there

2
would be no hugging 3nd Rissing" (202). Cyril supposes that Hpgh will

want to explore, the tower butw charatteristtﬂally"ﬂugb inclines towards

]
L] N R -

depths, and so they make th¥ir way through a "colds tight, irregular door- ’

less opening”--a gsymbolic equivalent to the vagina; the first two adjectives.
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3 - - : ’ ) . . 6%

suggést virginal entry. Cyril takes the torch from the rucksack and hands -
~the phallic object to Hugh, an action which s}mbolizes”the unconscious
transfer of séxual control from the champion of Love to Love's denier.

The torch is a "long-handled affair that was obviously filled with green-.

ish and partialiy corroded batteries"; these generate the "weak beams"

they usbfqo pfooeed along the 'narrow corridor" with its "slick invisible
A

walls" (194).

It is signfficant that with Fiona's fall she becomes Hugh's sacrifi-
B -
cial victim, as she is the victim, as well, of his sexual refusals. Cyril's
image of Fiona lying on her back "like the ‘remains of some lady saint

»

stretched head to toe on her tomb" (201) recalls the scene in the sguat

1

®
- -

_ «church where Fiona crouches over the skeleton of a child and kisses the ~

- - . L
I -

skull (19-20). There a revivification process seems about to occur as -,
. f . e
Fiona's life-giving qualitiés are-displayed. In the later scene, death

and 1ife have beencinvertéd with the recognition that Hugh is capable of

.
as

transforming Fiona "into a lifeless and sainted fixture in his mental
Yo, »

-

museumnm' (201).. The consequence, once again, is to connect Hugh's repres—
9- Ce
sive séiuality with death, an association strengthened through inverted

Christian symbolism. Significantly, the response Hogh makes to this

e

gexual temptaef%n is to begin a fanatical search for the chastity belt

by exploring a-"hole in the cavern floor with his torch: . . ,

-
r

In the midst of this pulpy refuse, he had poked with the torch

itself until ve "heard the dull yet timmy sound of metal on metal,
- had thrust down the head of the torch and hooked what he was
looking for and-slowly, in rigid triumph, had raised the ynmis~
takable object of his lonely search (204) ‘ .

"

<

Cyril feels he is, in some sense, an _atcomplice in Hugh's discovery
" of the belt, one:who "shared with Hugh clear-knowledge of. the [belt] . . .

as 1f 1 myself had sought it and found-4it.‘and inflicted it on the four

W . .




193
- o

A

of us" (203-4). .In a similar sense,'Skipper refers to himself as "phantom
accomplice” to his father's suicide in Second Skin. In neither case should
these admissions be misconstrued as acknowledgmeﬁts of guilt. In-‘the

course of'thgir involvemen; with others, bogh Skipper’and Cyril confr0n£
situations which compel~thém to consider and even t§ ta#e o partiai'identi~
fies which oppose their own life-views. They come face to face with a

destructiveness inherent in Man--a undiversal urge toward annihilation (of

.

self or sexual self)--and may come to enlarge their capacity for human
knowledge and undérstanding in the process. In being an "accomplice" in
his fatﬁer's de;;h, Skipper feels thé need for absolution, for a form of
beneficial and life-giving action to counter the “geeds'of death" from.
the bathroom explosion.; And so Sk}pger's wandering isle represents.a re-,
lease ffom fhe‘regl world, a place of paradisal calm and content which
follSWS sﬁfferf%gﬁ' It.bélance; Miranda's island‘énd repair% the damage

done by the past--the suicides of Skipper's father, wife aﬁd daughter=-~

-

leaving us with a seffse that life's strdggles can lead somewhere, that

the posgtive‘potentiél existing within the individual is capable of reali-

zation. Cyril's Illyria is not "justified” in the sense that it is the

]

"earned" end-product of a ceaseless striving against hostile-forces, both .

human and natural. While Cyril's pa;adise is, undeniably, an act of will,

Skipper's could almost be sgid to be additionally an act of grace.

It could be justifiably argued that Cyril's narrative represents,®

in part, an attempt at achieving "absolution." Cyril's functidn in con-
“”_tribdting to Hugh's death mai‘bé Ja}ger than we “suppose. In the end, we-
‘ %ave only Cyril's word that Hugh's‘déath was acéfﬁéntalﬂand.not motivated -+ -

byhthe dgspair of a.mam driven to force a chastity belt on his, wife or

driven to infidelity. Cyril dbes not know prior to Hugh's death, of course,
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of his use of the rope to attain sexual release, so we may wonder why he

and Fiona should be so concerned when Hugh is absént from his villa. At

‘that time Cyril anticipates Hugh's death, and Fiona reassures him: '"'Fiona,'

1 said clearly and gently, '"I'm not to blame. ." '"I'm not blaming

-

you, baby. How could I'" (264). After the discovery, Cyril still insists:

"'At least it was an accident. . . .' 'For God's sake, I understand'"

(268). Cyril, perhaps, should have been aware of Hugh's desperation during

[y

their meeting in rhe grape arbour.

. The action in the present may also point to this need for absolution.

A

Cyril recognizes as part of his role in the present to reassure Catherine

that he was not the cause of the disaster, as she believed he was. He

. can only do this by "explaining Hugh's death," not only to Catherine but

[ . .
to the reader as well. This entails much more than a recounting of the

apparent circumstances of Hugh's death; it also involves a careful recon-
struction of the immediate past and of Hugh's character as he perceived
it. Even thoﬁgh Cyril's narrative may be somewhat coloured by Hugh's later

actions, it is clear ‘that Hugh is a man consumed by fear and jealousies

and reigned over by repressive urges. 'As Cyril was pursuing "sensuous

) 7
rationality among the bright leaves' (203), Hugh was, all the while, "ob-

viously determined to fill our days . . . with . . . the obscure tensions

of his owrd unnecessary misery"” (86), his "self-created pain" (174). It

bedomes épparent through the dialogue between Cyril and Hugh in the g;ébe

arbour that Hugh's first and overriding concern-is for himself and not

his';arniage or his wife. Finally, in defeat, Hugh gives way to abasement

and self;piﬁy: "1So 1 don't count. Don't count at all'" (248); "}Y;u've
. . o

got your maéhood . . . letme have mine. . .'" (249).. At last, he meoans,

"'1'm not worth it boy. Not worth it. . . C1'm losing out all arouna,
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don't you see'" (250). Indeedy the de?th—force is "losing out" as the
"ruined" arbour &s once again Eégaining signg of life: - "There was a ’
sweetness on the nighf air that engulfed my cologne, Hugh was behind me"
(252-3). As Cy{il returns to Catherine, éhe darkness which was beginning
to beset Illyria is dissipating, "And already the seeds of dawn Were

planted in‘the might's thigh" (253); sexual rebirth becomes a vital pos-—

sibility.

'Realities of the Imagipatién"

Through its narrator, The Blood Oranges offers an insight into the
imaginative being and the prans&uting power of metaphoric thought. 'Nearly
.all images in the outer world for Cyril have a close bearing on the imagin-
ative self. Occasionally in Second Skin we see a fusion of landscape and
inner,being, but jn The Blood Oranges landscape or an object in.the l;nd—
sc;pe seldom-exists_independent of self; it is usually transformed in some
way. Sometimes, Cyril uses the word ”reali@y" to suggest his distance
from a scene or object. For example, the bus which becomes lodged in the
-canézathe day the couples meet ''was more redl™ to Cyril when He sees it
.on a later visit to Hugh's studio than "the one I requbered" (153). The
actions of time in the real world on the bus have altered it the way the
imaginaéion would never &o. In the early scene, C;ril is involved jand
implicated in the ngnts, but later he is simply a passive witness”to the
continuirg pfesence:of the rusted vehicle; he merely perceives it. Simi~:
larly, during the descené into the fortress, Cyril pauses to vigw the sea
at a distance, commenting on the "all-too~real surface" of "the inaccessible

water!' (197); at this point, the swimming party is a long way off. Cyril

sometimes feels an antipathy for that which is real as Skipper prefers the
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imaginatively reconstructed version of his mother's death to the harsh
. reality of his father's. Cyril approves of "Fiona's occasional inaccuracy .
4 . I .

. for the sake of a deeper vividness, for the sake' of an important7MOod.

Between Fiona's voice and Hugh's sometimes brusque insistence on reality o

IS

there was, for me, no choice" (138).
.This statement could be considered an implicit aéknbwledgment of ~
indebtedness'to Hawthorne or his theory of the art of Romance. The nar-

rator of "The Custom-House' chapter of The Scarlet letter refers to "details"

of everyday life being "invested with .a quality of strangeness and remote-

ness"; the imagination creates "a neutral territory, somewhere between the
. » ) ) ﬁf ] - .
real world and fairy-land, where the Actual and the Imagihary may meet,-

. , ] 24 :
‘an%$each imbue itself with the nature of the other."”", In their concern

—

with "atmospherical medium," Cyril and Fiona characterize themselves as

@ - N .
Romance "artists."’ Hugh, with his appeals to what is "real," typifies the

. 25
opposite, . .

1
\

Cyril's wdt1d-~the Illyria of the novel--is metaphorically reinforced, &

a product of continual associative links between the outer and inner worlds,

or "the"Actual and .the Imaginary." 1In The Beetle leg, landscape was made 1

‘to represent a universal psychic state of paralysis and apathy and, in a -

more limited way, scenes in The Lime Twig and Second Skin serve an expres-

sionistic purpose, too. The relationship between objects in the external ., .

world and the inner world of self is not the same in The Blood Oranges. -

Landscape and setting there form correlatives with the inner world, estab-

lishing a nexus of correspondence. It is Cyril's intent to extract what
he can from the outer world, thereby enriching the inner one. C§iil often
sees "'worlds" as interacting with or juxtaposed-to each other. The ultimate

purpose in such juxtapositions is to enlarge the inmer world through the
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assimilative powers of the imaginaffion, to make this world more comprehen-
sive through links with the outer world, and in particular, with nature.
There are essentially three methods through which the meaningful

internalizations occur in The Blood Oranges: identification or empathy;

intrusions into Illyria from outside; and parallels drawn between the two

worlds in which metaphors or 'symbols act as agents of synthesis. Through

.

the empathetic response, Cyril reaches out to establish a bond of identity

with someone else. Cyril's relationship with Rosella involves a kind of

©

. éﬁpathy<despite the fact that they cannot communicate verbally. Yet Cyril

participates with her in snail-hunting rituals and, after heléing Rogella

<

prepare a meal of sparrows, sits down with her to feed on them. The end

. or goal of empathetic action is to arrive at a unity or oneness, to share

a commitment to the point that it becomes truly a mutual one. However, -

“in the $nail-hunting episode, Cyril's*empafhy is a force provoking laughter

and is clearly misdirected onto one so oblivious to his attentions. Cyril's_

L 4

readiness and prompt solicitude contribute to the comic design of an episode

5
which burlesques the Illyrian modes of geduction and lqve—making. The

comic.tone is promounced as Cyril has a near encounter with Rosella's

~!partially exposed buttocks" and insists on seeing this as "a kind of acci-

ryr

dental Arcadian embrace" (48). Yet Cyril perseveres in the empathetié

" response even while he is a comic foil and victim of his own pretensions;

he is still able to speculate hopefully on his "ré—entry into the pink

‘field"” (53), even if he and Rosella are the only figures there.

-

The dawn hike to their favourite hill provides a more serious instance
of empathy. Although the expedition is "Fiona's idga, of course,” group

empéﬁhy is evident in "our desire to ple;sefeach other, our gense of well~

being" (134-5). Cyril's empathy is more crucially tested in the various

3
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expeditions led by H;éh. During the photography trip Cyril is initially
reluctant, for he ﬁeels that "At best a photograph coulé-resulf-in small
satisfactioq." Desgige this minimal interest, "for ﬁﬁéh‘s,sake” Cyril

welcomes the possible challenges the expedition miéht bginé égd fhe Mare-

N -

fulness my one-armed friend might yet display" (60). He has "faith in

Hugh'" (63), which is reflected in his "quickening interest" (70) in Hugh's

methods and the'peasant girl who serves és the subject. Cyril eventually
acknowledges that he "was at last acquiring a more personal understanding
of Hugh's photographic collection" (67).

ﬁespite his misgivings concerning the fortress expedition, Cyril

is able to feel empathy with Hugh until he becomes conscious of a more
sinister purpos¢ behind it. At first,ACyril admits that:MTQday of all
days my empathy with Hugh . . . was fairly étrong" (189), and he is "par-

tially willing to forego my kind of pleasure for his¢ (193).- Character-

istically, his empathy builds so that -even after Hugh retreats inside him-

1

self in secret pursuit of his "dream," it is strong and "real enough” to

-

overcome "the little resistances of his. wif® and mine" (198). Empathy;
=) . o

- o A

even when it is viewed as comic or inappropriate is a positive, construc-

.
-

tive force in The Blood Oranges. The desire and ability to identify ‘with

.

another in pursuit of an objective reflect the reéeptive qualities of the

. mind seeking harmoany through an inner-outer synthesis. Through empathy,

Cyril exercises one of his functions as_aﬁ embodiment of Eros, the human -
instincf which seeks a union with others.

The second method whereby internalizations occur in The Blood Oranges

‘also relates to Cyril's role as a perpetuator of the life-instinet: his

" attempt to establish connections with,the;worla'arbund him--in particular,

A .
the natural world. It often happensv}gsg/@omeone or something from the

=

-

8 .
- ‘ >
\ t
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outer world intrudes into the Consciousness of the group, allowing another

N o ) ’ < . .
kind of synthesis ‘to occur: The jincomer mays .=ply be an animgl which is”’

oherenceg to the proup's

somehow able to give expression or a sense of

consciolsness at that moments The eagle which appears during one of their
& : . E .

~

R

+ Y -

morning expeditions assumes a variety of possible "meaningﬁ“'relaq}ve to

~ : . Y-
N - - . .
~

the group: - i )

2 Y \
But was the biré‘desceﬁding, drawing closer to us, a deliberate -
‘herald of the rieh desolation that lay before us, fierce bird of -
prey somehow attracted to large lover# and the cherries iﬂ;{iona‘s
bag? Was he singling ug out as further confirmation of Fiona's
essential ‘soberness and lack of fear, or even as a reminder of the
terror that once engulfed the barbarians and from which Hugh, for
instance, was still not free? (138-9). :

) ..‘ . - - ‘ ’ * i .

The baby goat which appears somewhat miraculously irf an.earlier scene man-

ages to confirm the harmony of the group; its nubile energy is discharge&

through the revitalized beheviour of Hugh and his ordinarily reluctant

.daughter, Meredith:

o Then he sprang, leapt, danced his soaring stiff-legged dance. And
while Hugh romped with the goat and I squatted beside the distasteful
Eveline, comferting her and® helping her climb'back into the discarded
pants, 1 glanced up.and saw that Meredith had stripped off her modest

- trunks and halter at last and with both thin arms raised above her .
head was leaping up and down in the black water (93).. :

Frequently,'tﬁe agent of syntheeie'is a rustic or primitive figure

often accompaﬁied by‘an,enimal or animals: a shepherd,ia goat~girl or.

b B he

‘the ”goat;fated mén." These intrusions generally follow a repeated pattern

-

in the episodes where they occur. The outsiders enter near a climactic

~

point. The goat- girl appears immediately following the sunrise and appear-

ance of the eagle, establishing a correspondence" between two worlds (142);

the "goat-faced man" takes charge of the lapnchipg of the boat into .the
.water following the arduous pnpcedure of transporting it to the shore from’

the viilage; and the shepherd intrides jdst'as Meredith's dog is to be

buried, initially creating further disorder in the group. They leave (the

- . -
]
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. The purpose, though, Ts ndt to’'bridge the disparity among individuals but..

fest-tnrough.other more primal méahé.j'ﬁhe goat-girl speaks bouyantly in-

* v - -
- . : -
.

- goat girl and the 'goat—faced man" break contact’abruptly) having focused .

- -

the consciousness of the group and raised it to a higher level than it.

was before. This consciousneSs,leads the memhe@ of the group to be more’

’ - &

aware of their closeness to nature and natural. beings and o£ten promotes

: . o ’ !
a sexual release (as in the paSSage above} 93). N - /
nAltﬁ0ugh'nonefof thes€ rustics can comhunicate verbally with members
« . ,\ ’ vooo-
, ) . o SR ‘ ‘ .
of 'the group, they manage to convey thelr ungderstanding, concern or inter-

1

"barbaric syllables". and uses "giriish pantomime” to gommunicate "her

" PN

judgménk, her’appreciation,’ her right . to associate herself with our mystery,h

A
] &

our beauty" (l44). The shepherd\caimlﬁ (but. wrongly) appraises the situa-
. ~ ' - N - . .

.

[ I . 3 -'.l . -
tion and takes'control\of the burial, solemnly bestoging his “sympathy

through‘his actions and unspoken thbughtsc : T -
“he also knew what it was like to bury children, that only men could
work together in the sefvice of death, that-death was for men, that
now his only interest was in the one= ~armed man and bare-chested man
and the coffim. The rest of it (our wives, our children) meant
nothing to him. Only death mattered. He had Jjoined us only because
~of the coffin (224). : Do D :

In‘each instance human bonds are eetablisned wnich éré;rboted‘in something.

'Q'deeper than language. Yet the effect of sudh contacts is not slmply to

¥ ’

show the underlying humanity that individuals repreSentative of different

- -~
. .

1cu1tures share, we are made aware not so much of similarities as. of differ-

A
3

ences: '"The distance between the goat-girl and” singer of sex could not

be bridged by a single kiss, prolonged .or not,.agréeable'or,not" (145)5

. n “ &, ) .
to be fully conscious of what any ose individual can offer another; recep-
tiveness) again, is involved and the necessity of remaining open to other
.- © o ¢ PR ;‘ ‘ ‘ 3
contacts, particularly with those whiose lives lie closde to,natu;af law.

- ™~



o s

L]
- ' ' ‘ H
Oonly with the "goat-faced man" are the differences overgome' to the .

: point where a "spiritual'relatfonship" {s reached (133). The fusion or

'synthe51s is. suggested here in-the ritual of toasting the boat. _ The old .

N

han.himself brings the tray with the "colorless" liquio‘to Cyril and

LN

Catherine; . ;
{

‘He extended the tray, raised one shoulder, ‘looked: into Catherine's .

'eyes and into mine. Little more thamr a commonplace event, an

instant in time, only a small disreputable old man with a gray shirt

‘ripped open to the waist .and partially unbuttoned trousers loose at .

the large hips. But thanks to his agility and bright blue eyes and

stubby fingers, I realized immediately thdt he was a friendly guide

who at a glance had read Catherine’s past and mine in the very shape

. pf our middle-aged bodies that were so much largeq than his (128-9).
2

In a sense, Cyril and Catherine are the intrudetS'dn this scene but, like

. .
- .
0 . . -

athe'rusticsF—;,thé goat-girl and shephet ~~the deformed villaéet is a repre-
i A ’
sentative of the natural order or law - The goat-faced man exhibits this
' 'J‘; ,g’ . 4 ‘:..'g‘
natural order as he takes ¢ommand of the white boat, gulding.it over the

- waves. His‘position of authority in his Qorld'reéembleslﬂyril's in ,

I1lyria, and he too wrests for it with a representative of the moral order-—

»

a priest (127 130) It is not primarily the old man's authority to which

Cyril responds,’however, but rather his sexual vitality; he embodies not

.

sogfal or- moral authority, but natural authority:

Cathetine and I were staring up into the orange brilliance of the old ~~ * '

“ man's aged nakedness, and his shanks were dripping, his buttocks were
dripping,. his obviously unspent passion was hanging down and rotating
loosely like a tongue of flame (133). '

v a

Although in life~ style'%nd thought those individuals representing a sophis— .

ticdted society and those representing a primitive one are irreconcilably
- . M ‘\ ) . 6 ‘ .
removed from,one another, the spontaneous interchange between them is some-
. w© . L . N

how a source of mutual renewal or creates an atmosphere where renewal
? . L. ’
becomes pogsible. It 1s the contact itself, made significant through the

investment of the seff, not simply language, which permits the excharnge
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. . sense. Metaphof does riot act on everyday reality in a synthesizing capacity,

.

to be constructive and meaningful.

The third methiod whereby internalization takes pléce is through meta~
) _ : ‘ e iy

L) : > <!

phoric assoctatioens,

Metaphoric thought moré than heightens or enriches {
) i ) :

life in Illyria; ityﬁglps to create the conditions thrbugh théh I1}lyria’
>Qis‘"prought into befﬁg." Birds, flowers, statues, trees and luminary

»

orbs are made to servé as mediators between external reality and subjective

P L] '
-

consciéuéness, linkiﬁg together perception and coﬁceptidn. Generally,’

' symbols in The Blood Oranges are conmected with nature:as are those out~
{ o

siders (animal and human)swho act as agents suffusing Illyria with their
: R : '
natural being. As manifesfhtidhs of nature, such symbels pear witness to

. v
natutre's renewing and regenerating qualities. Cyril's art, more than '

H

Skipper's, is closely™tied to nature and natural'férégs.

4 L4

Cyril{is a deliberapé’symbolizer‘who uses images symbolically to-

reinforce connections between the inner and-.outer worlds. As a conscious

h
—_

symbolizer cababig of a lyric intensity, Cyril resembles Melville's Ishmael.

LI

Iphmael's intent within his narrative is to effect & fusion of "fact™ and’ -

- ., Ps

-

"”fanéy,ﬁubut he uses a different means for doing so: Factual detail often

gives way to flights of 'fancy as the self imposes an imagipative order on

) 3

the mundane, routine or ordinary. Ishmael often begins a chapter hy

deééfibing an activity telated to whaling and ends on a metaphorical, .

v . . . 4
e ¢

speculative level. The transformations are swift with the effect that

we are jarred out of ‘our usual planes of-thought through the disjunctions

'

' s . i
which occur. ) Lo T T . - . ‘
~ L - - .

Cyril does not employ metaphor to transform experience in the ‘same

. ¢

though a kind of synthesis is achieved. Objects in the outer world are

valuable insofar as they may be used to represent or render the inner one.

e
- % .
.
o : '

4 . .
. . I" -

Zred,
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unchallenged. The real worid?goeé not_  so much need transfbrmation'as con-

'ngétions, for these give it relevance .or,significance within the- context e

5 of the fantasy world. Loss of 1lklyria necessitates a reimmersion in the

real world, ané Cyril tis conscious of his inability to survive there. Reality

9

in The ﬁiood Oranges, as in Lord Jim, is the destructive element, and Hawkes

uses an image similar to Conrad's to reinforce this.

Am I embracing air? Could that be all? Is that what it feels N
like to discover with absolute certainty that you yourself havg :
simply disappeared from the filmy field? (34). A T

- 5 -

In the section which begins with this passége, Cyril makes a rather Words-
worthiaﬁ,grogression in mental étates;2] He begins by questioning his
feelings of .displacement qnd loss. The interragatory tone persists, but

" a sense of growing confidencelbggigs to-emerge until Cyril finalﬁy'is able

to reaffirm his Bélief:; "I am a match, I hope, for the hatred of conven-

o tional enemies wherever they are" (36). S o ? o e
. # o ' . .
After Hugh's death and the consequent dissolution of Illyria, Cyril
continues to manifest his faith tBat "paradise" can be regained. “If he can-

L

not restére the past® he can; ﬁl‘legsqf through metaphoric assoqiatigns,
.1pdulge Qishexpectations of thé;fhtgréh_ Watchfqg two bifdé copulgtiﬁg on

a wall (phé wall surrounding and cuttiﬁg off Eden?); éyril beileves'the;

to be "a gign; an'embieg,ta mys;gtiodﬁ’medallibn, a“éood oﬁén? of'CaEherine's .

“recovery and'a continuance-of their relationship (15)." The sengual ‘exper- . _
. ay ° .

e : Lo . - : .
- fence of kissing the mimosa trée conjures up intimations of a future sexual

. , . <% - . ‘“ v
. relationship with Rosella: '"Perhaps I shall turn out to be Rosella's mimosa
VP S .

a - v

tree as well as her white heast” (55). "Mimos".derives from "mimus,” meaning

A - . ¢ ;o

"actor," and-in this curious epigode, the tree itself is a kind of surrogate

for a female figure. Perhaps that figure‘is Rosella;ﬁfgr Cyril only nakes’

. y . . . . “*
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. ,%gaﬂhst ﬁié lips.
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the explicit link with his 1lliserate: maid . On the other hand, the physi-

cdl description of the ' suggests Fiona!?

'encounter’ Cyrilyrefers to the »

~

tree's "particyldr depth q;'yellowg.XSQ), and’yellowzig.?Iona's colour

Just as Hugﬁ acknowledges the sexual meaning of the-grape—

(20, 271).

$

§tasting -game (186), so Eyril confesses, largely through the imagery, the

sexual intent of the kiss; iﬁ~fact, the "passionate kiss" reminds him of

the grape-tasting game (54).

The tree may symbolically portray simply

Woman herself and comically reinforce his claim that' "I have never denied

. e

»
R 4

a woman young: or-6ld" (2). At first, the tree acts as a temptfess, sedu-~

encounter:

CoA
cing him into a "sexual"

I stopped, reconsidered, turned to the mimosa tree, and with
nothing more than-a mild and rational interest in this sudden
bufgeoning, apprddched the tree and found myself standing un-
usually close:to its silént flowering. Actually, at that

» moment one of the yellow clumps was already brushing against

.. fhy vest. E stood. thére thinking of the delicate structure of
8o much airy growth and admiring this particular depth of yellow.
I was alone;’ the sun had warmed the tree, the tree was full
throated; 1 began to smell its gentle scent (54).

- s

- \j M
Now coqscious of the eroticism of the flowering tree, Cyrii begins his

. e

pseu@o—sexualchntagt by ' thrusting" his hands and face into "the vulner-

o

_able yellow substédnce" with “tenderness"

until the blossoms "yield"

At the climax Cyril "stops breathing” and feels -

14

LS )

against all the most sensitive membranes of tongue and oral cavity .

the- yeilow fuzzy preséure of the flowering tree" (54).

)

The irony may be

. that the mimosa tree is sowetimes considered -2 symbol of Platonic 10Ve,28

4

v

and, as such, the encounter may suggest a desire which is incapable of

“

attainment,,” foreshadowing his "sexless matrimony! with Cathetine,’perhaos,

or Rbsella's.rejection of "all lovers," including Cyril.
The language of 1llyria is, in good part, a symbolic, unspoken

l&nguage where virtually evety gesture [is] informed with its own hidden

IS
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megningfulnconnéqtions between the two Worlds. Among these }mages‘are

.t B -~
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sense" $38;9). This is why CYril~de$pairs°€hat Hdéh will "ever 1§aﬁn"

. ¢’ . ’ ] . ..
(92) and berates him for "not holding up his end” (42), for failing to .

respond to the 1lmperatives lmglicit in the.design. The landscape of
» - - ‘ff ‘Q =
Illyrié‘isj then, populated with potential.symbols, affording Cyrfl with

- : °

those of circularity, fecundity and sexuality. In dﬁ& way of-another, most

W -

ﬁymbols irr the novel can bé classified as belonging to one of fhese three

closely intertwined image.patterns. Weaving a constant thread throughout
the novel 1s the tapestry image which serves as a symbol both of C}ri;'s

narrative art and a benevolent equjvalent to the mythological Fates -

N IS

who spin the thread of life. = - o

The circle image suggests the obgratipn‘df the kifgf?orce in Illyria,

conveying continuity and permanence through the rhythm of reéurrepces and

,Téhewals. Many. scenes, particularly those where harmony prevails, are
. . . -~ . . %,

)

-set durfng sunrise or sunset. The sun itself becomes the focus at times,

and was turning the eéxposed skin of.all four bodies the same deepening

-
. -t

¥

bestowihg ﬁnity on the-group and manifésting its transformational powers.‘

The sun could be considered as a symbol for the 1&agin}cioﬁ, then, as it
was for the Romantic poets, a creative force which heLghtens?and alters

consciousness: "it was the sun, the sun alone that filled all our thoughts

S

.

%

color" (38). Water in The Blood Oranges often qonnoteé.séxuality, as it

does in The Beetle Leg. The foul, dank waters of the canal suggest-the‘

repressed sexuality of the natives of the region while the sea itself sug-

» v

gests sexuality without constraints. {The sunset over water in tb® boat-

-
~

launching episode "turned time itself into a diffusion of thick erotid

«color” (132). The union.af sun and water 1s described in sexual terms: . -

"The orahge sun descended, the open sea undulated in slow fleshy waves" (130).

'
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Significantly, this union prefigures the beglnnings of the renewed relatlon—

{)-,' . ¢ *

ship between Cyril and Catherine. Cyril is also implicitly associated with =~

-~

the sun as he is described .as "blond" and “god like

I" &\

208

.

(7) and is connected

with golden objects (such gs his eyeglaséee) and the colour gold Hugh

"was black while I %ds gold) (118)." PR

.o - T

P
P

Circularity also conveys a particular-intrinsic relationship with

the immediate past. While the pattern of the narra}iVe is linear in ‘Second

v

»~ o,

. - B . ) . N
Skin, it is circular here. Cyril attempts to recover the past through writing

- ~

2

about 1it; Skipper recites his nast largely in order- to justify his present,

1

to free himself from memory. The embodimenf<of the past in the present is

. - -

@
.

a conéiant preoccupation of Cyrtl's: His "imterest in‘coherence and full

(4

circles" (225) is demonstrated in his preservation of circular "relics'--

- uf\ )

" 'momentoes of a past which can be ordered #hd perhaps‘restcred (271). Cyril

o

is often reminded of an image in the past rechping i some form in the

' ?

“.present, and this affirms his belief‘fhat cycles are an inherent part of

Y

. existence. Recalling the day of cheir meeting, Cf;fl asks Catherine if

<

the scerie on the beach during the  boat-launching reminds her of anything
* ‘- e T *

VY

®

(127, 130); lafel; he urges, "'Doesn't it remind you of a wedding'" (131).

In one*epigode{ Cyril lies awake pondering when in the past ne‘experienced
W . - . :

s

dog's coffin into the hole pngpa;ed for 1r, he ig again reminded of the

’

earlier scene of the rescue from the floundering bus (22%).

-

‘@ the sensatipns he’is presehply,feeling 196). As Gygil nelps po;lower the
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A possible sub-classification of ‘circle imagery would include incom-

plete circles or circles.which_enclose and'cﬁt off, wvere renevwal is no
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longer possible: the chastity belt "and the rope with which Hugh accidentally
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hangs himself are examples of the latter. Hugh%;unwillingness makes the
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grour.s "gacred circle” "forever metaphysical'™ (118).

%

Until the appearahce
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pf the shepherd in the scene of the dog's burial, the group lacks order3;
they are confused and stand uncertainly jin a "semicircle"'qround.the grave

(218). A more subtle disunity is suggested in the image of Catherine and

Cyril as "the two halves of the ancient fruit together but unjoined" (126).

"The circle image may also combine with‘images of fertilfty or fécurd-
dity to suggest fullness or completion--an exalted séate of being possible
in Illyria. In the grape arbour, Cyiil is "crowned with frgit" (109) and
as "the flower god at play'" amid the fig trees he weaves for himself a
kingly yellow wreath (165)" ~Thages of fecundity ;re often closely tied
to sexual imagery. in general, positive sexual images‘téke the forﬁ of
references to vegetable or animal life: grabes, lemons, oranges, birds,
goats, rasbits‘ahd flowers. Images of négéiive or repressed sexuélity
take inanimate forms, and are invariably linked to Hugg:‘ the wooden arm,
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camera lenses, the torch used to explore the fortress and, of course, the

fortress,itself. As in Second Skin, positive images are usually drawn

from nature, and they are consequently disassociated from the more overtly

-

phallic images denoting sterile, unproductiﬁeAseXuality. ’ ~
| From the extensive and intricate networg of symbols and imagery.if
is possible to extract two images of unquestioned symbolic importance but
compleg implieations. Both the image of the:cistern and that of the her--
maphroéite statue appear in the episode.describing the visits Cyril and
Catherine make to familiar "1andmar£s." The thémé of this sectfon could
be summed up in the phrase "landscépe ;f old deaths and fresh possibiii-
"tieg" 1167),'for it con;ideré the possibilities of sexual and spiritual

rebirth through a fusion which is éexuai and artistic in essence.

In classicadl Freudian terms, the cistern:can be c¢onsidered a symbql

of the vagina while the pear tree which grows out of it represents the
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male phallus;lthus, the image presents a true fusion_of sexual identities,
Yet the tree's "heroic" nature, without doubt, involves more than what is
cobnveyed tprough this symbolism. Its "heroism" resides in its innate stri-
ving to sﬁrmount the conditions which gave rise 'to it. In terms of the
imaginative being, these strivings reflecé the attempts of the creative
self to transcend the worid of decay and disintégration; they may represent
Cyril's efforts to revive the fantasy %orld of Illyria after its dissolu-
tion. The imagination is seen here as a tree whlch "has burst the masonry"
and "now flowers higk above the large ragg@ﬁ‘ﬁole its green head once forced
throu