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Those passionate poets and storytellers
melt the chains of worry
with the warmth of their song
Ali Sardar I'afri, Urdu poet

Love and Longing in Bombafl997) is the second book written by the
young Indian author Vikram Chandra. His first wottke novel entitledRed
Earth and Pouring Rair{(1995), which has received great critical acclaim,
has been awarded the David Higham Prize for Fictiand the
Commonwealth Writers Prize for the Best First Rali#d Book. Now
Chandra comes back with a work that corroboratesriastery as a modern
storyteller.

Love and Longing in Bombag a collection of five interrelated stories
set in contemporary India, displaying a rich varief plots, characters and
dénouements that are, above all, essentially huidaarmais the story
which opens the collection, establishing the fraimethe whole book, a
frame that confirms the important presence of timaal Indian oral story-
telling in Chandra’s intertextual and highly polypstic fiction.

* | can never thank Vikram Chandra enough for higlkiess, his support, his stories, his voice.
This review is also in debt to Dr. Mary E. Farralho gently read the final draft.
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We face the voice of a first-person narrator whosee, Ranjit Sharma,
will remain unknown until the very end. He speakgast tense and seems
to be depicting events that happened some yearsvagen he had just
started working at a software company in BombayjiReatroduces another
narrator, Subramaniam, represented as an oral,tele who “had a small
whispery voice, a departmental voicd’LB 3). Subramaniam is a retired
civil servant who goes to a bar in Bombay, the &isfan’'s Rest, and
delights everybody there with his stories. One loé tmembers of his
audience, our first-person narrator, recounts therytlling for us.
Nonetheless, in order to do so, many voices arevezed, so that, in
addition to the two narrators being presented, ear la rich multiplicity of
voices that speak both in present and past time.

In Dharma, the first story of the collection, Subramaniamsels about
Major General Jago Antia, who was forced to sageokin life through self-
mutilation. Then he returns to his home in Bombalyere he is haunted by a
ghost, the spirit of a small boy, who turns oub®mhimself as a child. This
man, a lonely human being above all, hears theeveic the boy who
constantly asks one same question: “Where shalPt gt the end, when he
is really able to see this spirit who comes from gast, he realizes that he
himself is the boy, and then he can answer histivauquestion: “Jehangir,
Jehangir, you're already at home.” Indeed, the gbbthe boy is the remem-
brance of lost innocence, comfort, love, homes H spirit that follows Antia
when he comes back home being not Jehangir theblbyhe adult Jago, the
mutilated soldier, the man who “knew he was stitl dorever Jago Antia,
that for him it was too late for anything but a diof solitude” (LB 28).
There is hope at the end: “yet he felt frelel’ B 28).

Shaktitells us about a love story, between the son haddaughter of
two powerful business families, which in the end able to overcome the
conflicts, due to appearances, power and money,dhig love seems to
make disappear. Sheila Bijlani and Dolly Boatwatle two matriarchs, in-
carnate the struggle for power and material gaoweétser, this is left behind
by Sanjeev, Sheila’s son, and Roxanne, Dolly’s t&rg The intervention
of another character, Ganga, who works for bothingsswomen, is
definitive in order to make the marriage possibMonetheless, this
relationship, as historical marriages did, sereetuffill the two matriarchs’
desire for wealth, when they create the sucessiBIBI. (Bijlani-Boatwalla
Bombay International Trading Group), the beginnidgr@any economical
and political events. Fortunately, this began, desal, as a true love story.
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Kamais a murder story about the secret passions ofremmpeople. Its
main character, Sartaj Singh, a Bombay police ictspevho belongs to a
family with police tradition, agrees to investigdtee murder of Chetanbhai
Ghanshyam Patel, a well-positioned man. The case igeteasingly more
and more complicated until Sartaj discovers theesqrassions of Patel and
his wife, and how their son, Kshitij, is completelgable to face that truth.
Kshitij is presented as a Rakshak, that is, a memwba fanatic group which
claims to be a cultural organization. This groupesas in coming back to a
“perfect” past of virtue and strenght, and in ortterachieve their purposes
they do not care if they Kill. The intimate life lois parents seems unbearable
to Kshitij, who, nevertheless, is let free. Whyaudspect murderer dies in the
hospital and Kshitij is the victim’s son. But Saf#aows.

Arthais a love story between two men, or, better tq &dg how a love
story is destroyed by the desire for money of ohthem. Igbal works as a
programmer for a computing company where a sortrobezzlement has
been discovered. At the same time, Rajesh, IglaVer, has disappeared.
Igbal starts looking for him, and in the way hecdigers how the possibility
of fast and easy material gain can change onessaifid how a dear friend
can reveal himself suddenly as a complete strargemwoven with these
happenings, there is also the importance of Art Beduty, represented by
the paintings of an artist, the lover of a frieffdgbal. Perhaps here Beauty
is like the test of our human condition, the exatam of its abyss and limits,
as the Argentinian author Ernesto Sabato wouldAathe end, Igbal cannot
find Rajesh. But he knows that “life never does thahould.”

Shantiis the closing story of the collection, and alse bne which ends
the storytelling frame set up in the first storpwb&maniam, the oral teller,
finds Ranijit walking, thinking about his girlfriendyesha. And, of course,
he tells him a story. However, here the settingnas the smoky bar, but
Subramaniam’s own house. The story he tells occumet945, just two
years before the paradigmatic and problematic datbe independence of
India and Pakistan. And it takes place mainly drag. Shiv (Subramaniam)
meets Shanti by chance and falls in love with héth her namé. The assis-
tant station master, Frankie Furtado, is the winelsthe development of
their relationship. Shiv listens to the tales Shgeils him on the train, cre-
ating a spiralling structure of stories within $ésrthat amazes Shiv. We

1 As Chandra told méShanti is Sanskrit for ‘peace’, or, as T. S. Eliot fodiea it in ‘The
Waste Land', it is ‘the peace that passeth undedstg’™ (personal communication, 25th July
1997).
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should not forget that the frame in which the fsteries of the collection are
included is also one of oral storytelling.

Finally, he tells her a story, one he is not dbléell anyone else, so that
it is Shanti herself who recounts Shiv’s story tarkie. After that, when
Shiv asks Shanti to marry him, she accepts withewitation. Of course, the
Shiv Subramaniam of the story is the oral tellere Tietener of his stories,
our narrator, is Ranjit Sharma, whose name we twayn at the end, when
Subramaniam’s wife appears. The raair de forcecomes when she tells
Ranijit: “You mustn't believe a word he says.” Th@sbramaniam appears
to be an unreliable narrator, one that has beenngakories up. Indeed, a
real storyteller.

The whole frame of the collection finishes as igd® with Ranjit's
voice, completing a circular narrative. Between lleginning and the end,
many voices, many stories are heard. At the ved; anijit is walking in
his city, Bombay, thinking, listening to the musit his head, filled with
longing, and love. But, above all, in constant skanf life.

In Love and Longing in Bombaye face a double narrative which juxta-
poses, within the context of oral storytelling, pasd present. Interspersed
with the frame story in the past time, that of augr of people gathering in a
Bombay bar, where they listen to Subramaniam’sespwe have memories
of the past and also narrations of the past whatbhhcup with the present.
The situations, set in contemporary Bombay, alloe tise of a wondrous
up-to-date language, a reflection of the Englishkepan present-day India,
fifty years after independence. It is a languade dfireferences to meals,
computer systems, music, and present-day custooweter, what remains
above all is the open frame of oral storytellimggditional in India, a special
compositional feature to which Chandra gives bwth his unmistakable
hedge, “Listen.” Here, skillfully, the author updatihe context and makes it
appear, in a natural way, an almost familiar onterAall, what really mat-
ters is the fact of storytelling, as in his firsbrk, the noveRed Earth and
Pouring Rain.The trace of the Indian oral traditions unifies thearative
work of Chandra hitherto.

Therefore, above all,ove and Longing in Bombags a fictional depic-
tion of oral narration, recovers the relevant pneseof the oral storytelling
tradition in contemporary India. Through these lanilt and enticing pages,
three elements connected with orality relate tdestber: voices, music and
silences. They define how tlepeaking personas Mikhail Bakhtin would
say, feels in each moment. The dialogue created gnvaices, music
(chiefly ghazal$ and silences surrounds the stories of the cadlectreating
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a curious sense of comfort and confidence. Foaints, he depicts a voice
“wrapped around silences like a call from the otkide of the moon”L(LB
231), a music “ethereal and distant, which musiehasen always there but
only now in my ears”l(LB 174), or a silence which was “wet and fresh and
everywhere green’L(B 231). Definitely, it is poetry that moves Chandra’s
pen.

Furthermore, in a novel written in English, Chanohtaoduces a lot of
Indian words, mainly from Hindi (his mother tongud&) begin with, the
story titles are, metatextually, Indian culturdierents. At the same time, dif-
ferent accents from some of the many languagesespik India are men-
tioned, accents that make this English sound difterindeed, Chandra’s
English reflects the language used by Indians, hetrtorm depicted in
British grammar books. It is, we would say, the Esigused by somebody
who fells chiefly in Hindi, a language that revetilat the intimate bond be-
tween language and ethnic identity is insepardbis.not in vain that one of
his characters, probably voicing Chandra’s own ¢fiusays that “ethnic
means real’l(LB 169).

In his second book, this collection of short steyiChandra places at the
centre of his narrations such universal humanrigslias love and longing,
displaying a varied range of love relations, reweplhis broad-minded
vision, comprehensive and deeply human. The stofié¢®ove and Longing
in Bombayrepresent romantic love, filial love, perverteddpdamaged love,
lost love, found love and absolute longing.

As the author behind the writing of this collectjavhich he lets flow in
the characters’ own voices, Chandra displays aopraf psychological
capacity to describe feelings, emotions and thajghbre than actions and
happenings. He is able to enter the personaligach one of his characters.
He knows them very well. And that allows us to wstknd their life stories
as if they were real people, mainly because these hmeen depicted from
within.

Once more, as iRed Earth and Pouring RaiVikram Chandra shows
us the power of stories as memory, both of pastpaesent time; stories like
life, stories like India herself, a contemporargimwhich is multicultural,
pluralist, heterogeneous, half-caste, transculiueetiuge magical meeting
place of races, cultures, tales, voices and timiesoughout these stories,
Vikram shows us his present-day India, a countay fifity years after its in-
dependence from the British domination lives a cempeality of poverty,
overpopulation and tremendous social differencdslewat the same time, it
is able to reveal, among these shadows, its ovistiaréxpressions as dou-
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ble-rooted in modernity and tradition. It is thisghcy of the past which
seems to remain after all, namely, the importantetorytelling, voices
heard, face-to-face conversations, human touch.raflitton that young
generations, plunged into our paradoxical modanedi still trust. In other
words, by means of Chandra’s writing, in which operformances are
emphasized above all, India is represented as tipfaity of voices telling
universal human stories. On the other hand, hesllews us the memory of
traditional India, which is not in books and offiti“Histories,” but in
everyday stories of the people, in their daily censations, those which are
not written but told, retold, and above all, lived.

Finally, conclusions are left open to the readersigination, perhaps as
an attempt to make them also feel the need tol teeh, in order to make
them tell stories of their own. Vikram Chandra iseal storyteller indeed,
one who goes on giving us stories in an endlessegsothat, hopefully, has
just begun. Perhaps, as one of the characterssindhection, he is “silenced
by stories that appear abruptly in his hedd’R 183), stories that, written on
paper, we are also able to listen to, somehow.

DORA SALES SALVADOR
UNIVERSITAT JAUME | DE CASTELLO
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Chantal Cornut-Gentille D’Arcy and

José Angel Garcia Landa, eds.,

Gender, |-deology: Essays on Theory, Fiction and Film.
Amsterdam and Atlanta: Rodopi, 1996. 465 p.

While collections of new critical writings are irie@ably subject to editorial
contingencies, their strength is that they can ideveaders with varied con-
stellations of fresh perspectives and complementavy departuressender,
I-deology: Essays on Theory, Fiction and Fillimsterdam and Atlanta,
GA: Rodopi, 1996) is such a volume. Edited by Cha@tarnut-Gentille
D’Arcy and José Angel Garcia Landa, it contains tyetine essays which
offer readers a textured overview of the theorétipgestions and textual
analyses one can bring to bear on intersectioggmder and ideology within
literary and film studies. Organized in three royglequal sections—
"Theory,” “Fiction,” and “Film"—these essays at onamver diverse
materials and yet come across as focused and iallygreenforcing. Most
were written by members of the Zaragoza universiigulty, which may
partly account for the volume’s cohesion. But thense of unity is also
indebted to the editors’ effort to guide and organitheir diverse
contributions within a shared discourse that aimslucidate a common
subject matter.

While all three sections @ender, I-deologwre informed by recent de-
velopments in critical and gender theory, the essagluded in the “Theory”
section pursue them centrally, and in so doing idewa foundation for the
subsequent “Fiction” and “Film” sections. “Theorybrcerns the agendas,
methodologies, and ideologies which have beeniimifog contemporary de-
bates about literary and filmic representationgerider, notably variants of
poststructuralist and New Historical thinking. THe&ction” and “Film” sec-
tions apply these and related theoretical stramdpécific texts, and do so in
a flexibly eclectic manner. As such, these twoisastprovide readers with
case studies against which one may assess theagfity and potentials of
the theoretical approaches probed in the firsti@ect-urthermore, with
“Fiction” and “Film” focusing on narrative mediana with “film” limited
here to fiction film, these two sections dovetaitiazcho one another despite
the fact that the two media consitute radicallfeté#nt modes of representa-
tion (or “languages,” or “signifying systems”). tead of being torn asunder
by such multiple undertakings, the volume is helgkther by a selection and
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organization of essays which end up constitutinghale made up of mutu-
ally elucidating parts.

As the inclusion of “Gender” in the title signalbjs book’s project is to
elaborate a feminist orientation towards filmic aiterary representations of
gendered identities. Significantly, this orientatis not theoretical or critical
in the sense of semiotics, psychoanalysis, deaat&in, New Historicism,
or for that matter New Criticism. Feminism is aipc$, and as such it gives
direction to theories and practices of textualrimtetation. The questions it
raises concern the social use of textual productioth reception. It fosters
attention to ways texts help shape the collectiemliogical imaginary, to the
position of texts within specific historic contexéad to the meanings which
emerge from texts as they are considered singly iancklation to one
another. The essays assembled here respond to thessions by
unmasking the inscription of gender in fiction diheh. Using the tools made
available through recent developments in theoryaititism, they stand as
interventions in the political consequences of alddieology.

In part, such demystification invokes and exparlgopean and
American feminist work on literature and film asds evolved over the last
three decades. Published in 1996, this volumegiaaties in a project which
has been transforming the ways we understand drtaltural production—
notably in terms of how cultural artifacts and sbeelations (political and
economic as well as gendered) intersect in theymtoah of ideology. While
the “Theory” section ofGender, I|-deologyreviews and critiques the
theoretical foundations of these developments, “fietion” and “Film”
sections supplement past work with additional cskelies that further
document ways those same cultural artifacts whiokirish social and
political formations can also create ideologicainfations can also create
ideological spaces for change. That this work isighoto bear on two of the
most accessible media—media that blur the “high/loulture divide and
use verisimilitude (in plot, character, etc.) tcomote identification and
empathy—makes it all the more useful.

An additional strength of this particular antholag the clarity and ac-
cessibility of its essays. While the volume is jabbut bursting at the seams
with its 465 pages which contains a richness ofyessthe essays are clear
and mostly short. Even the theoretical ones are eled concise in a genre
of scholarship notorious for its obscurantism. Thenmitment here is
clearly to readability—to familiarizing readers idlifficult but nonetheless
important debates which have been guiding femiu$iural work since the
1960s, and to providing us with models of approaghthese debates
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through applied critical readings. This goal is Hiert assisted by a
comprehensive introduction which lays out the beokoncerns in a
systematic manner. As José Angel Garcia Landa exgpédithe conclusion
of this essay, at issue is ultimately the demyistifycapabilities of literature,
of feminist criticism and theory, and of culturansiotics. In this volume,
such demystification has a liminal function, forhelps expand readers’
awareness of ways figurative discourse guides nderstanding and action.

At the same time, the availability of appropriataterials is almost al-
ways a challenge for editors of such collections] all the more so when
the goal is to be comprehensive when what the fj@ltls at a given point
in time may not make that possible. As an Amerimrnewer, | am struck
by ways the scholarship published in this collettimcluding the helpful
bibliographies appended to each essay, is at orfleeted through a fresh
European perspective | find very salutary, and yetl$o insufficient in the
space given to considerations of race, social cksd other kinds of social
marginalization as inextricable from the social titation of gender. While
this volume’s emphasis on semiotics in particudastronger than one would
find in representative American texts, attentionstial marginalities is
mostly tokenist. Ironically, this imbalance ends egsencializing gender in
contradistinction to this volume’s obvious effantde-essentialize. Treating
gender as universal—as mostly detached from itsifépesocial, historic,
economic, and political inscriptions—the volumeedsla step back from its
goal of demystifying it as a factor within socialations.

This caveat aside, the issues raised in variouaygsare important.
Among them, Pilar Hidalgo's laying out of the pdiats and difficulties en-
tangled in New Historical approaches is helpfuinaking explicit ways cul-
tural artifacts and their reception are embeddeevimiving material history
and social formations. Furthermore, the inclusiérperspectives on mas-
culinity (e.g. by JoAnne Neff van Aertselaer), @gnder identification
(Juan A. Suérez), androgyny (Ana Zamorano and Hilaolyo), and lesbian
identity (in essays about Jeanette Winterson'dofictoy Maria del Mar
Asensio, Susana Gonzalez and Susana Onega) rensrttat “gender” in-
cludes much more than a binary male-female orgtaizaf sexual and so-
cial identities and relations. Though none of thessays makes this argu-
ment explicitly, the thrust of this work is to sy that “feminism” itself
needs to be reassessed in relation to a more compiderstanding of
diverse gender constructions and their ideolodigattion within social and
political appropriation.
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This point is evident most clearly in the “Film”"c$i®n, where critical
analysis rests on a bedrock of scholarship conegnvays the viewing rela-
tions films set up for their audience’s gaze endlagtabilizing the meaning
of “gender.” That essays in the “Fiction” sectioaretowards thematic criti-
cism while those in the “Film” section lean towais emphasis on specta-
torship and reception is to be expected, considetiiat literary and film
scholarship have followed somewhat divergent pathibis respect. Though
the two media share a concern with narrative avesngto verisimilitude and
reader identification, there are specific histagasons why critical work in
the two fields headed in different directions, uihg material differences
between the two media as discourses, and the ididfereception they
therefore necessitate. Still, a comparative readfrthe differences between
the “Fiction” and “Film” sections ofGender, I-deologyis illuminating
precisely because highlights the different assumnptieach critical tradition
makes and the different questions each brings &r be its texts. For
beyond the usefulness of reading specific novets fdams with an eye to
gender, or ideolgoy, or for that matter any congabtframework, the
juxtaposition of the fiction and film criticism ithis anthology helps us
consider these two disciplines afresh.

This notion of seeing things afresh is addressedralty in Beatriz
Penas’ discussion of “making strangesiranieni¢ as Julia Kristeva adapts
it from Roman Jakobson in her work on desire anduage. Key to here is
the idea of taking the familiar and revisiting fofn a perspective that
renders it unfamiliar, and so, capable of providimgw kinds of
understanding. This concept, so fundamental to nmo@e&d postmodern
theories of art, reception, and social appropnegjois useful both as an
approach to film and fiction and as a lens througiich one may consider
Gender, I-deologyfruitfully. Though to date film scholarship on the
operations of desire tended to be anchored in -bigb¢d Freudian and
Lacanian psychoanalytic theories of reception (asally elaborated by
Christian Metz and Laura Mulvey), while word-baséeédries of reading
have largely turned to linguistics, semiotics, aletonstruction (which are
less concerned with desire, and certainly less wigfnt-based desire), an
integrating reading of the essays gathered invibisme nudges us towards
making both of these traditions “strange” and riéivig each with a mind
open to re-assessing its capabilities.

LINDA DITTMAR
UNIVERSITY OF MASSACHUSETTSBOSTON
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Janet Holmes,
Women, Men and Politeness.
New York: Longman, 1995, 254 p.

Gender is a crucial factor to take into accountmwtealing with politeness
phenomena. Holmes’ book explains through nice e¥@snand interesting
experiments how gender differences may influenak aifect linguistic po-
liteness. She reviews studies and research omathiis by a great number of
authors and she adds her own experiments and geshtained from
speakers of New Zealand English (although one woufitea the New
Zealand evidence be dealt with in more detail, <hits o elaborate it
thoroughly). The topic of research and the data ssein to be very well-
connected since New Zealand culture has been dedceb a “gendered
culture, . . . gender is the motif and preoccupatib New Zealand society,
as class is in Britain"W/MP 27). This may be an advantage for her study or
it might be a drawback since it may lead to sintiglisonclusions as | will
comment on later.

Holmes bases her analyses and investigations omnds defined in
their essence by Brown and Levinson (1987). Concayth as face (in its
two modalities: positive and negative face), FTAcéfdhreatening act),
positive and negative politeness, and the socialables influencing
politeness have been treated in this book basidallpwing Brown and
Levinson’s first drafts but adding some new touchidg®e main new stroke
here is the addition of one social factor not ideld in Brown and
Levinson'’s fine analysis of politeness: gender. Maisable will give rise to
two different politeness styles: a positively-otated politeness identified in
women’s discourse and a rather negative politengtyte in men’s
interaction.

The main idea from which the book starts is thamen and men have
different ways of talking and hence, of realizinglanterpreting speech acts.
In the first chapter (“Sex, politeness and langtipgéolmes points out the
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feasible reason why this is so. Women and menarsgubge in a different
way because they have different perceptions of whaguage is for.
Whereas men use language as a tool to give andhdbfarmation (the
referential function of language), women see lagguss a means of keeping
in touch (the affective or social function). Holrasludes politeness, which
is defined as “an expression of concern for théirfge of others” WMP 4),
within the affective or social function of languagasd hence, the women
being the ones who use language more in this wayem are more polite
than men.

These two different perceptions and usages of Egpgweause different
norms of interaction, which is—as Holmes pointsesaltimes—the most
plausible reason why women and men interact difire In other words,
she explains in the second chapter that what isepaxd as rude to the
women may be perfectly polite to men and vice ve(¢édviP 53).
Nevertheless, according to this, there is somettiiagdoes not quite fit into
the picture. On the one hand, there are differattems of politeness due to
gender differences, and the most plausible reaslon this is so is that
women and men have different perceptions of langu#fgperception of
language implies what is polite or rude to both vearand men, politeness is
being regarded as a factor and as a consequetice same time. In other
words, politeness is being considered as a fadtar ¢ontributes to the
assessment of what is appropriate in each contgxtedrh gender—
"politeness, or sensitivity to the needs of otheray be another contributing
factor” WMP 37)—and as the result of that assessment—“New #Adala
women tend to be more polite than meWNP 70)—since she draws this
conclusion after assessing the results of otheid’heer own experiments and
data. So, it seems to be somewhat contradictory ttiea result of the
assessment—the politeness of women and men—migttddo precisely
different ways of evaluating interaction—evaluatingat is polite and what
is not. It might be that politeness is extralingioily motivated and then, as
Mey (1993) says there would be a metapragmatid.leve

The idea presented in the first chapter pervadesvtiole book: women
and men have different ways of interacting becausmen are more posi-
tively polite than men in talking cooperatively aswapportively. This is de-
veloped throughout the book and supported by a waahge of linguistic
evidence. In the second chapter, it is shown howue rimerviewers talked
more than female interviewers whereas male interés talked less than
female interviewees, who were more sensitive tar tinéerviewer’s needs.
Moreover, men ask more response-restricting questtbat focus on the
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content, while women ask more facilitative questiomhich function as

supportive elicitations rather than as informatsaekers. Another piece of
linguistic evidence is the fact that men interrapmire than women, who use
a lot of back-channeling “to encourage others ttiooie talking and reflects
concern for their positive face needs. . . . Basltirmeling is typical of a

good listener” \WMP 56-57).

In chapter 3, Holmes analyses the use that womennzen make of
some linguistic devices which serve to increaseeduce the force of an ut-
terance. These are hedges, boosters, tag questimhqragmatic particles
such as “you know,” “I think,” “sort of,” “of couls” Their interpretation in
verbal interaction will depend on their function @anspecific context. All
these linguistic means can be orientated eitheartdsva referential, content-
focused function or an interpersonal and affedhivestion. Men tend to em-
phasise the former function while women preferl#tier.

The next two chapters—chapters 4 and 5—show how different
speech acts, compliments and apologies, can rams#ul insights about
gender differences in politeness behaviour. Onathe hand, compliments
are paid, realized and received differently by wonaed men. Women in
general pay and receive more compliments than ri@erpretation of
compliments also varies depending on the person nebeives it. Females
tend to regard compliments as positive and affeqtioliteness devices and
hence they pay and receive more than men who teodrisider them not as
positive as women. Males often see complimentsaas-threatening or at
least not as unambiguous in intentions as women Td® content of
compliments is also another point of divergence.il8/hmen usually
compliment on ability or performance, women comglith more on
appearance. The reason seems to be the subordiate ef women in
society, which plays a relevant role in both thwgliistically realization of
speech acts and in the interpretation of them. @nother hand, apologies
constitute another field to study how women and whéfier in dealing with
speech acts. Females apologise more than men dimadiiferent reasons,
and they also respond differently.

Finally, in the last chapter—chapter 6—Holmes aiqd why politeness
matters by pointing to the implications of thes#edences in women’s and
men’s politeness behaviour in two contexts: thecatianal and the profes-
sional world. All the linguistic devices seen irethrevious chapters are now
analysed in the classroom and at the office. Gettinknow the different
strategies women and men use and getting familtarthve different ways in
which they interpret speech acts can help a lobun private and public

" o
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lives. Personal relationships between women and eoald be improved if

the different politeness patterns males and femadeswvere known. A lot of
misunderstanding could be avoided—Tannen (1990)a@xplthis problem

very well. In public spheres as well, public dissiogs and decision-making
could benefit from knowing male and female typesdiscourse. Holmes
adds that, apart from knowing all this, women’destyf discourse should be
applied to all these spheres since it is more sdipeo cooperative, just
more polite. This however should be analysed morefaidy.

Thus, Holmes’ conclusion is that in the same wathase seems to exist
positive and negative politeness cultures (Browrd drevinson 1987;
Sifianou 1989; Hickey and Vazquez Orta 1994) tlesepositive and nega-
tive politeness genders. Females express more@atioe towards the other
in their discourse (positive politeness), whereadem show consideration
and respect (negative politeness). According tontés] women are more
polite using this type of politeness, that is, sguates politeness with
positive politeness. Also, women are more affectind social, so politeness
is enhanced in the affective or social functionlafiguage. These two
assertions, however, should be pondered cautiously.

Firstly, saying that women use a more positiveigmtated style of dis-
course and patterns of politeness, and thereferenare polite than men in
general—of course Holmes says there are alwaygtsns—seems to be a
very simplistic conclusion. Or it may just seenbmsimplistic because data
and results come from a very gendered-biased go@etwas said above.
Perhaps in other cultures and societies, the owosould not be so clear-
cut. In any case, positive politeness is just dde ef politeness. Negative
politeness is as important and as necessary. Sothera think one type of
politeness is more important than the other. Leextsiders positive polite-
ness as “somewhat less important” than negatividepeks (Leech 1983:
81). Yet, showing concern about the addressee’stewitory and freedom
of action (negative face) is as polite as showinggrest, admiration or
common grounds with her/him (positive face). S thct that women use
positive politeness devices more than men do doégust mean that they
are more polite. Secondly, it seems to be truewloemen are more affective
and social than men. It is also true that politereeems to be linked to the
social function of language. But the latter statehtbes not have to derive
from the former. In other words, the fact that wonslhow more affection
and consideration toward the other in verbal irdiopa does not mean that
this is politeness; it might be something else.
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Reading Holmes' book, one can have the feeling wWwamen (“other-
oriented”) are the good “guys” and men (“self-otaad,” almost, selfish)
are the bad guys of the movie. There are some eraniplwhich Holmes
seems to be bringing facts to her own territorynewben the evidence is not
so much in her favour. One example of this cando@d in chapter 5, when
she is dealing with the different strategies woraed men use to apologise.
She presents the different strategies used to giseldoy women and men.
One of the paramount differences emphasised byalkes place within the
broad mechanism of acknowledgement of responsikitine of the three
main devices to apologise). Within this, there five strategies. Two of
these: accepting the blamde.g. “It is my fault”) andexpressing self-
deficiency(e.g. “I was confused”) are more used by men thhamen. Yet
other two strategiesecognising the other is entitled to an apolo@yg.
“You are right”) andexpressing lack of interfe.g. “I didn’t mean to”") are
just used by women—although in her data the figuaes not very
significant; just 2 women for the former strateqyda’ for the latter out of
214 females. Holmes says that this shows that “woteed to use strategies
which focus on the harmony of their relationshighathe other person. . . .
Men, on the other hand, tend to use more strategiésh focus on the
relative status relationship with the other, acicgpblame and expressing
self-deficiency” WMP 163). However, it can also be said that the gjiase
of recognising the other is entitled to an apol@md expressing lack of
intent focus on the relative status relationshithwihe other since there is
really no difference between saying “You are rigbt’ saying “It is my
fault.” It is just the perspective—the functionaknsence perspective:
theme/rheme—that changes, not the meaning. Simildie strategies of
accepting blame and expressing self-deficiencyesdablish harmony in the
relationship since one is acknowledging resporigibéind hence trying to
repair a damage.

In short, Holmes’' analyses of female and male alisses are
appropriate from a formal and functional perspectider assessments of
female and male patterns of politeness are ade@sateell. Yet her final
conclusion about women using more positive poliserttan men and hence
being more polite than males, and her final adaiceut adopting women’s
style of discourse in all spheres in life should thken very cautiously.
Holmes sustains that women’s style of discourseehalV these features
(WMP 222): being active listeners, giving support theiddressees,
disagreeing in a non-confrontational manner, askagjlitative questions,
using pragmatic particles in their affective funati complementing and
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apologising frequently, etc. Yet if all these featuwere used by women and
men, wouldn’t verbal interaction be— apart from ldahd boring—
artificial? |1 do not really know why but | refuse think all politeness is
about can be reduced to that. | am not sure thtdsauthentic and real
linguistic politeness. We might be mixing up defere —or even mere
flattery—and politeness. And | like to think thatlieness is something else,
something deeper than mere sycophancy. Perhapgpobtaness actually
loses its spirit when it is linguistically realizellerhaps authentic politeness
is non-verbal. If this is so, we might as well @search on another topic and
forget about linguistic politeness altogether. @rh@aps we should rather
investigate why what we call “polite” acts, sentesor phrases often seem
to be more insincere praise than real politeness.

MARIA JOSEGARCIA VIZCAINO
UNIVERSIDAD DE GRANADA
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George P. Landow, ed.

Hyper/Text/Theory.
Baltimore: Johns Hopkins UP, 1994. 381 p.

George P. Landow (Brown University) es uno de lameros del desarrollo
de herramientas informaticas aplicadas a la engafignteoria de la
literatura. Quiza mejor que intentar resumir laiedad de proyectos en que
ha trabajado remitiré a su pagina personal enneterdonde se pueden
encontrar conexiones a muchos, algunos de los <udédallo (ver
Referencias), ademas de las ediciones electrodieasrios de sus libros
sobre temas victorianos. La pagina de Landow esesdete porque desde
hace tiempo ejemplifica lo que es muy posiblemehtiituro de la pagina
personal académica en Internet, una vez se difestdamodalidad de acceso
y edicién entre un colectivo en general tan refndgta la cibernética como
es el de los literatos.

El libro que resefiamos aqui remite inevitablemahtateriorHypertext
de Landow, un texto crucial entre cuyas traduccigrzese cuentan la es-
pafiola y catalana, asi como las versiones hipeekg en disco y en
Internet que resefiamos. Los estudios de Landow tieadproliferar en
versiones cibernéticas, explotando en la practiogsstrumento que teorizan;
son pues una referencia de gran interés para géemteresa por las
implicaciones de la informatica para la literatuyrala teoria literaria.
También del volumen que nos ocupa hay edicién espaf@arcelona:
Paidds Ibérica, 1996); aunque en el area en rsdarrollo que nos ocupa,
originales, traduccionesardwarey resefias se difunden ya desfasados por
los avances técnolégicos.

Podriamos definir la hipertextualidad comtertextualidad cibernética:
una manifestacién especificamente contemporaneka detertextualidad,
dado que la base material para esta modalidaderteal se ha desarrollado
sélo recientemente, especialmente en lo que tsoa aplicaciones criticas y
literarias (Nelson 1981, Delany y Landow 1991). Cotmerramienta
informéatica la hipertextualidad ya tiene la venégadntigliedad de unas tres
décadas, y su prehistoria se remonta de hecho prilmeros afios de la
cibernética (Bush 1945).

En comparacién con el optimismo y el tono profétiedypertext,los
articulos de este volumen suenan menos ambicipdasonfrontacion de la
teoria hipertextual con distintas areas de laael@graria problematiza mu-
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chos de los aspectos supuestamente revoluciorthriashipertextualidad. A
la vez, se ve mas claramente que la problematita ldpertextualidad no es
en Ultima instancia radicalmente nueva: es la de(idger)textualidad
moderna en general, con algunos condicionamiendogriggos y técnicos
cuyo alcance preciso ayudan a determinar los &i@qui publicados. Asi,
un estudio narratolégico del concepto supuestanmeanteevolucionario de
“no linearidad” relativiza bastante su novedad gaate. Un analisis de los
elementos “liberadores” y “democraticos” del hipgto a la luz de la teoria
de la accién comunicativa de Habermas (escritoQymrles Ess) mantiene
un tono optimista pero recuerda que la libertadwuoativa no es inherente
en Ultima instancia al medio sino al contexto dod@&asu utilizacion ITT
252). Andlisis de las nociones de clausura namativlogica tal como
funcionan en el hipertexto encuentran paralelisransformas literarias
vanguardistas (Pynchon es una referencia favogtd, @aunque Beckett o
Robbe-Grillet quiza sean mas adecuados); tambiésofias como las de
Nietzsche o Wittgenstein—a la vez que insisteraemekesidad de mantener
en el acto de lectura o interpretacion hipertextuna coherencia narrativa o
I6gica que no se disuelva en la galaxia infinitacdaexiones. Uno de los
aspectos mas interesantes del volumen es el colatefaprelevancia que
sigue teniendo la reflexion critica (post)estrualista en un area que podria
parecer tan revolucionaria: Barthes, Genette, E@yd; Lacan o Deleuze y
Guattari son aqui referencias tan constantes comedn teorizadores de la
informatica propiamente dichos (como por ej. Midhdeim, Theodor H.
Nelson, J. David Bolter o el propio Landow). La combacién con un
material tan candente suele resultar tan benedfigiasa la teoria como para
el objeto de estudio; en este sentido este libestg area de reflexiéon son
fascinantes e imprescindibles. Se encontraran adidulos que ofrecen
nuevas perspectivas en la teoria de la lecturaacti@idad del papel del
lector, anunciandose por ejemplo la llegada dekeader” (“escrilector?”)
hipertextual que combina efectivamente los papidesutor y de lector. Hay
articulos magistrales en su uso de la interdis@pkdad, y que merecen de
por si el conjunto del volumen. Martin E. RosenbégfBhysics and
Hypertext: Liberation and Complicity in Art and Pgdgy”) explica los
paralelismos entre distintas teorias del (hipe®tepor un lado y los
paradigmas fisicos de la dinamica y la termodinarpir otro, sobre la base
de sus concepciones del tiempo reversibles o isibles (una reflexion
fundamentada sobre conceptos de Bergson y Prigoginierés comparable
en su propia linea tienen los ensayos de StuarttMop (“Rhizome and
Resistance: Hypertext and the Dreams of a New @i)tude J. Yellowlees
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Douglas (sobre la problemética de la clausura) @&denar Liestal, quien
confronta los conceptos de la teoria hipertextoal la retérica clasica y la
narratologia. Otros trabajos hay que aun siendoindedable interés
adolecen de oscuridad y complicacion innecesadaso el de Terence
Harpold (una reflexion lacaniana sobre la actuatifertextual), o de una
curiosa irrelevancia para los propdésitos de edigmven, como el de Gregory
Ulmer. Se hubieran agradecido indices de nombremtgrias (la seccion
mas “hipertextual” de un volumen impreso falta aguinque si hay notas
abundantes y muchas referencias bibliogréaficaditigad).

En casi todos los ensayos hay una concentraciéagiado exclusiva en
sistemas hipertextuales “delimitados” y contenidossi mismos, como son
los archivos Hypercard, la novela de Michael Jogéternoon,elaborada
con el programa hipertextual Storyspace, o lasshdsedatos de Landow.
Aunque su interés es innnegable, estos textos esfrgciza una version
limitada de las posibilidades del hipertexto. Lo quedlriamos llamar al
actuacion hipertextual por definicién tendera enés alld de los limites de
Afternoonu otro texto, y expandir la red hipertextual ersehtido de una
intertextualidad mas generalizada. Internet essppuesto, el hipertexto por
excelencia, y se echa en falta en este volumentem@zacion de las
modalidades hipertextuales en red y de los progateablisquedaneb
browser$, entre los que destacan actualmente el Navigktdietscape vy el
polémico Explorer de Microso#t. Las capacidades técnicas de las
herramientas actualmente en pleno desarrollo ser@ncondicionante
importante de las formas que asuma la hipertexiaglien los estudios
literarios como en otros campos (un efecto saleddblla hipertextualidad
sera favorecer la interdisciplinariedad). Como afgu posibilidades de
desarrollo interesantes, mencionemos los buscadtirgsligentes” o
personalizados que seleccionan la informacién pdefgor el usuario a lo
largo de las diversas sesiones, 0 bien sistemastratesformacion
automatizada de texto electrénico en hipertexo amdiel establecimiento
sistematico de conexiones e informacion en el mdecon servidor, de un
conjunto de servidores seleccionados o en el ctmjde la red, mediante
sistemas estadisticos mas o menos personalizadédfrd|97 de Microsoft,
por ejemplo, ya incluye la posibilidad de editar documento como

1 Para uno de los dltimos episodios en la bataltaepespacio informatico puede verse Levy
1997. Aunque todo prondstico en este terreno prsolta patético, parece realista viendo las
actuales cotas de mercado (Netscape 54,6%, Mitraspforer 29,5%) que seran las compafiias
mayoritarias quienes determinen mediante el ddkamle los programas mas usados cuales
seran las posibilidades hipertextuales que se glcer.



20 ReviEws

hipertexto, y el Netscape Communicator esta eqoipaara permitir al
usuario medio la edicién de paginas HTML.

A pesar de los limites inherentes al conceptoiplertexto manejado en
el volumen, su lectura es muy recomendable a tadgsersonas interesadas
en la interfaz entre teoria literaria y cibernéticam area que casi por
definicién tiende invariablemente a estar infradediada. En este sentido, y
aunque no se pueda estar de acuerdo con todasotaepciones o
valoraciones sobre la hipertextualidad aqui expise&ue ya son de por si
divergentes), las reflexiones y trabajos de Landosusg colegas tienen una
importancia histérica.

JOSEANGEL GARCIA LANDA
UNIVERSIDAD DE ZARAGOZA
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Stan Smith,
W.H. Auden

(Writers and Their Work).
Plymouth: Northcote House in Association with thetish Council, 1997.
xiii + 107 pp.

This new title of the seriéd/riters and Their Worlaims to introduce W. H.
Auden and his context to a wide academic readifgiquThe book takes
into consideration some interesting biographicakemal, and includes a
detailed list of biographical, bibliographical aodtical studies on the poet.
Furthermore, it offers a concise, thorough, antirdily personal reappraisal
of Auden’s major literary production, while makimgnstant references to
his main literary and ideological influences—theelémdic sagas, Old
English poetry, the Bible, Shakesperare, T. S. BAbtB. Yeats, Karl Marx,
Sigmund Freud and Bertolt Brecht, to mention bumneoof the most
relevant—and brings to the fore the influence herid upon other
important literary intellectuals such as Christaptsherwood, with whom
he wrote plays in collaboration, and his threeeagjues at Christ Church
(Oxford), who eventually came to be labelled as“theden group”: C. Day
Lewis (named Poet Laureate in 1968), Louis MacNeicd &tephen
Spender, who printed by hand the first collectibAoden’s poems in 1928.
Stan Smith’s book strives, on the whole, to oferchronological
scrutiny of Auden’s literary and personal evolutiédxwcordingly, Smith di-
vides the outline of his literary life of Auden anfive chronological phases,
respectively entitled “We are Lived by Powers,” “@e Frontier,” “Truth is
Elsewhere,” “The Inconstant Ones” and “Going Homelfick are in turn
subdivided into smaller sections, whose headingse hthe merit of
highlighting the most important aspects or circianses of the particular
period under analysis. However, and in spite oftBmiefforts to stick to a
strict chronological criterion, his strong familigr with the poet’s works
occasionally makes him move backwards and forwandsch, no doubt,
allows him to establish illuminating associationsdarelate apparently
different or disconnected aspects of Auden’s pradoc Yet, what may be
of great interest for readers who are already fanikd with Auden’s
writings might conversely contribute to puzzlingwe®mers to his work,
who might at times find it difficult to make senskthese connections.
Finally, although the book may at first sight seemmerely introductory
study, this is not quite so. Smith’s awareness oflenn critical approaches,
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together with his extensive knowledge of Auden’srkydeads him to
corroborate his continuous assessments of tharjtesocial, and cultural
climate in which Auden lived and wrote by quotirtgease from most of his
poems, thus assuming that the reader is minimatiyainted with the poet’s
life and writings. Yet, however difficult it may s@times be for newcomers
to Auden’'s work to follow, they will nonetheless ség manage to
understand the reasons why he has been, andsstibgarded as a crucial
and controversial twentieth-century critic, manlaifers and poet. Not only
was he politically committed—he tried to interptlé times and deal with
intellectual and moral problems of public concermst-hlso succeeded in
expressing his own inner world of fantasy and dreAsican be deduced
after reading Smith’'s book, although Auden’'s poemghen taken
individually, are often obscure, they create, whiken together, a
meaningful poetic unity crammed with symbolic lacajses and mythical
characters and situations, which undoubtedly marnagencapsulate and
illustrate the worries and meditations of a lefagiwriter and thinker whose
lifetime was as intense as to span two world wides,Russian and Chinese
revolutions, the rise and fall of fascism, and ¢hdecades of cold war.

M. DOLORESHERRERO
UNIVERSIDAD DE ZARAGOZA
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Coleccion“Taller de Estudios Norteamericanos”.
Secretariado de Publicaciones de la Universiddceda, 1992-

Esta singular coleccién de textos norteamericanosecaeser destacada,
entre otras muchas cosas, porque su interés piishaeside en presentar
textos que han podido caer en el olvido de edlasi@omerciales por su
falta de ganancia econdmica a corto plazo. Sermdeteacar textos claves,
algunos antiguos, no confundir con anticuados,ofexbn aspectos que a
veces sorprenden por su actualidad.

Se presentan textos en edicion bilinglie, cosa darancontrar en el
mercado de hoy en dia, ya que compromete de masgpecial a los
traductores: no pueden saltarse ni una sola com&aducir segun les
convenga o parezca, ya que el texto original esf@rdaso al lado de su
traduccion. Por todo el mundo es sabido que existanhas formas de
traducir correctamente un mismo texto, y esto pesuente hace a esta
coleccion interesante para estudiantes, o aficmmad la traduccion,
pudiendo de esta manera ejercitar y practicardi§td arte. Otra ventaja de
la presentacion de la obra en edicién bilinglieaesel que se pueden acercar
textos a quienes no saben o no dominan la lengylasey teniendo asi la
coleccién un caracter interdisciplinar tanto a hiueiversitario como de
secundaria.

La coleccién, que empez6 a publicarse en 1992 taales cuatro sec-
ciones reflejadas en cuatro diferentes colored; exsa, verde y salmon, que
corresponden a su caracter literario, histéricgjospolitico, y textos mis-
celaneos respectivamente.

Dentro del grupo azul, es decir, dentro del grilifevario de textos
publicados encontramos a Whitmakina mirada retrospectiva a los
caminos recorridos Sinclair Lewis: EI miedo americano a la literatura
Henry JamesEl arte de la ficcion Philip Rahv:Rostro palido y piel rojay
Michael A. Rockland:Redescubriendo Américavelville: Bartleby, el
escribiente Dean HowellsLa critica y la ficcién Charlotte Perkins Gilman:
El empapelado amarillo. La wisteria gigant®axwell Anderson:Textos
sobre el teatro norteamericang ©’Neill y Thornton Wilder:Textos sobre
el teatro norteamericano ;IIRaymond ChandleiEl simple arte de matay
Henry Adamd:a dinamo y la virgen Textos acompafiados por
introducciones de Derrick, Lopéz Gavilan, GonzéaleZzadAleja, Rodriguez
Celada, Rosado Castillo, Gonzéalez Groba, Diaz S@mehCoy Ferrer.
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En el grupo de textos histéricos podemos enconéans comolLa
declaracion de la independencja.a declaracién de Seneca Fallilliam
Bradford:De la plantacion de Plymouth (una seleccjdvarios Presidentes:
Discursos inauguralesMargaret FullerEl gran proceso judicialo Sui Sin
Far: Paginas del archivo mental de una euro-asiatiEstos textos vienen
con introducciones realizadas por Hernandez Séarighdr, Beltran
Llavador, FernAndez Rabadan, Mufioz-Torrero, BaenaDa3is.

Dentro del grupo de textos socio-politicos estancoln Steffens:La
verglenza de las ciudade®laudah EquianoAutobiografia, (Seleccién)
Zora Neale HurstonjMi gente! jMi gente! Thomas Nelson Pagd:os
surefios durante la reconstrucciéW. E. B. Du Boislas almas del pueblo
negrg George Washington CableEl sur silenciosp Gerald Vizenor:
Literatura india nativo americanay Jarana Leela vida y experiencia
religiosa de Jarana LeeCon introducciones que corren a cargo de
Rodriguez Celada, Polo Benito, Manuel Cuenca, Be&dinchez, Manzanas,
Fraile Marcos y Saban Godoy.

El dltimo bloque, o grupo, corresponde a los textoiscelaneos:
Emerson:El intelectual americanoDiscurso a la Facultad de Teologia
Nathaniel HawthornePrefacios John KouwenhoverQué tiene América de
‘Americano; Thoreau: Una vida sin principios Van introducidos por
Derrick, Lopéz Gavilan, Montes Mozo, Rockland, CayrEr.

También estan en preparacién entre muchos intefgisaos titulos:
Robert Brusteir8i un artista quiere ser rico, famoso y populadayez
serio y respetado, sufre de esquizofrenia cultuvdilliam Kennedy:Una
entrevista M. L. King: Sermones y discursot. Hughes:Oscuridad en
Espafia John Smith: Historia general de Virginia Sacco y Vanzetti:
Discurso finaj Booker T. WashingtonrAscenso desde la esclavitudiarriet
Jacobs:Incidentes en la vida de una esclawa Mrs Mary Rowlandson:
Narracién del cautiverio indio

Se intenta englobar bajo la etiqueta, tan generdltiempo especifica
como es la de “American Studies”, (sin excluir a&ia), las raices ocultas
de lo contemporaneo en la historia del pensamismt@l, cultural, literario
0 politico de norteamerica. Cada obra tiene unadntcion y notas real-
izadas por un especialista, poniendo la obra egostiexto con matices
politicos, sociolégicos, econdmicos, ideologicitgrarios, etc. Pero el tra-
ductor o el introductor no es lo esencial de estadcion, no existe la inten-
cion de vender ningin ejemplar por él o ellos, e aqui tiene importancia
primaria es el texto, que luego ha sido traducidiotreducido como ayuda
para el lector. Como prueba de ello no apareceodiada ni el nombre del
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introductor ni del traductor; para averiguarlo hgye adentrarse en las
primeras paginas del libro. No hay que olvidar gleritico no ofrece mas
que una opinibn mas a la lectura de un determintXto, es una
herramienta mas que podemos utilizar si nos comresas argumentos. Asi
estos textos pueden provocar interesantes debgie&micas, vy
discrepancias, que demasiadas veces brillan pausencia en las aulas.
Resumiendo, es una coleccion interesante por rsadeacontenido, por
su aparicion en edicion bilingle, y por qué engadisrpor su precio, ya que
hoy en dia, y mas para los estudiantes, puedetaesul lujo el comprarse
un libro. La coleccién del “Taller de Estudios Nortesivanos” es de algin
modo utépica al no seguir recomendaciones econémigdaolégicas o de
ningun otro tipo a la hora de seleccionar los t&xfoe van a ser publicados.
El Unico criterio seguido es de su importancia ezultura norteamericana, y
por ello son interesantes para cualquiera que @jaiggrcarse a esta cultura.

ELVIRA JENSENCASADO
UNIVERSIDAD DE SALAMANCA
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Alice Thompson
Justine
Edinburgh: Virago Press, 1997. 137 p.

In 1996 Alice Thompson became the first female $dotivriter to win the
James Tait Black Memorial Prize for Fiction with Hiest novel,Justine In
1991, when she was a student at Oxford UniverKitiing Times a novella,
was published by Penguin. After completing her RitDHenry James, she
moved to the Shetland Isles where she wiistine Nowadays, she is a
novelist in residence for St. Andrew’s University.

Justineinvestigates the world in which fiction works, iation which
needs the help of the reader to interpret its mulaning—and which also
needs the reader to open the uncut pages of thel nath the paper knife
supplied with it; a fiction printed with gaps angbses (blank pages, ellipses,
flashbacks and -forwards) in an attempt to createriien account of the
narrator's unconscious mind.

In this new way of writing “what to express” anltlotv to express it” are
blended in the same framework. Alice Thompson appres closer and
closer the way in which the human mind works, tgyia find a new way of
expression for the psychological novel. This new vwgags hermetic as the
human mind can be to us, and as elliptical as tlneam mind is. The novel
is therefore an attempt to create a unified meanihigh can no longer be
achieved within its fiction, because only the reackn supply the ultimate
meaning: “That’s for you to find out'J(136). And though her narrative style
is very descriptive and profusely decorated witlkereadorned gothic adjec-
tives, the whole story goes round a certain unknbowth one is never able
to discover, round the unknown which is hiddenhe tarkness of one’s
mind. Therefore, to a certain extent, the readeaigyht in “the black art of
manipulation and the casting of spelll' 1), in the manipulation of the au-
thor’s prose, in the dichotomy of the prose whittbves readers to know ev-
erything and the prose which makes them ignorerthia facts:

The style in which my flat [novel] is decorated ggveverything away
about me. A gift to you which includes the fact tththere is
something about me that will never be given awayL)(

Justine is a dream, a two-faced woman, a paintingabove all an ob-
ject of desire, especially a projection of maleigegustineis the story of a
man in a continuous search for Beauty, both spiritund physical, pleasant
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and hurtful, not ethereal but sexual, a beauty kitiansgresses every aes-
thetic theory because of its masochism.

It is in his continuous search for Beauty, in itk of collector, that he
creates his own hallucinations. This collector nestollected or possessed
by someone else; he is a man who wants to podsesast object of his de-
sires: Justine or Juliette? Or both?

For Justine pretends to have a twin sister, dejieind step by step, as
the story begins, the opium-dazed narrator beconoge and more insecure,
not only about the identity of the woman he is aggJustine or Juliette),
but about his own feelings and desires. Besidesifaign London, he lives
his “Midsummer Night's Dream,as the prologue to the novel reads:

Lovers and madmen have such seething brains,

Such shaping fantasies, that apprenhend

More than cool reason ever comprehendsMidsummer Night's
Dream,V.1.4-6)

Everything is a dream, a fantasy created by a madma lover whose
self has dissolved and merged into new charadtetege Gothic house he is
living, a decadent scene in which characters arghtevare exaggerated
beyond reality to become symbols, monsters, ideaspassions. As J. E.
Fleenor remarks, “Monsters are particularly prominén the work of
women writers, because for women the roles of rebeicast, seeker of
truth, are monstrous in themselves” (Fleenor 1833: The monster here is
the misshapen narrator who explores the obsessiatians, forbidden by
society, arising from pain, masochism and murdececahe traditional roles
of victim and abuser have been turned completeidgpdown. According
to Fleenor,

[n]Jew writers are changing the female Gothic symhuflvictimhood
and persecution into new sources of strength. uileg journeys
that lead to a personal integration, their heroingipice in the
exploration of their full human potential, and tséorm social stigma
into power. (1983: 83)

This is what happens fustine The narrator believes that everything is
under his control, that the story belongs entitelyhim. He is the owner, a
collector of characters: he would want to take ttieme, touch them, lock
them up, take them out, look at them, stroke thdrangver he wishes, as if
they were objects of art. But he must come to gwjik reality to find that
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he is another character who must fulfil his autbarill, Justine’s will. He
painfully discovers that he cannot behave as a hufeeling because his
story has been written by the woman whom he dreampdssess: “My plot
had been rewritten by her and | didn't like it doi€’ (J 39). His plot has
been written by Justine and Juliette, by the pt@es of his masculine fan-
tasies, the fantasies of a man who wants to live inasochistic relation to
his motheft For that purpose, the figure of the son (the naryanust be
stripped of all virility (of his deformed foot) the “reborn as a new sexless
figure” (Silverman 1992: 73) out of the castle, aiftthe uterus-room in
which he was enclosed. Otherwise, the figured miatbald not be invested
with the phallus.

From the very beginning, the narrator is assodiatéh his mother in
sexual and masochistic terms. His mother is futipstious of her beauty
and her sexuality:

My mother worshipped at her mirror’s shrine; sherad beauty and
her own was no exception. She would gaze at hefiaelfours and |
would catch her gazing. Idolaters came from allrae country to
pay her tribute. They came in the form of mekhb)

But she refuses to touch his deformity and hisyb&the fully enjoys her
sexuality, whereas he is punished for his deformitgl is sexually separated
from his mother. His mother is so active and pbdhiat she will turn into a
destructive woman when she becomes unable to tattnen. She will
destroy anything she is unable to achieve, andréslic way to do that is to
cut off every prominent body part, as she does btilating all the statues,
one by one, with surgical precision: legs, teetimds and ears—everything
that protrudes is cut off:

The activiy of these [castrating] women constiatsastration. Heads,
noses, feet, anything that protrudes is cut offtlym. (Theiveleit
1996: 65)

In spite of being such a strong woman, she is meamed, but is called
only “mother”; a mother shown to be protective, hiso an iron mother who

1 as Kaja Silverman points out, "Masochism is emyi@n affair between son and mother, or
to be more precise, between the male masochisaamwdd, maternal and severe woman whom
he designates as the oral mother" (1992: 73). There need for her to be the biological

mother, she may be another woman performing thet ro
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can administer torture slowly and gruesomely. Theatar is only attracted
to Justine and Juliette because of their resemblambis mother, although
the incest taboo makes such feeling towards hishenopainful and
impossible. Hence, the only way to have sexuaticglahips is with women
who do not resemble the mother, and degradingdhe object. If Justine
and Juliette had not been degraded they wouldeti#mble the mother, and
would not be acceptable as sexual partners.

The narrator often remembers being a child, andgobathed by his
mother, though she refuses to touch his deformet tbe result of a fore-
shortened leg. And she even turns her head. Btitr@&sgoes by, and his
mother is getting old, another woman has to fliér mother's role as a
sadistic mother. This new unpredictable woman isdahraired woman, who
is even more aggressive and castrating, becauss ahehore. She is able to
do what his mother did not dare: to cut his fodt ®moving his deformity,
leaving him physically immaculated. She is the woméo transforms all
his masochistic obsessions (punishment, castratibippings, sadism and
masochism) into literal truth. And, although whatdesires is to be tortured,
to be raped, a kind of struggle takes place inuhionscious, because on the
one hand, he wants to be sexually possesed, bilteoother hand, he is re-
pelled by this woman, because of her repugnant tegiops, for being too
much of a woman for him.

All his relations are defined by the sexual eletd@nis able to establish
with the different feminine characters. This relatie not based on love, un-
less it is at the same time redefined or useddéadlyi, but on pain and suffer-
ings. And though Justine is not a sensual womamt ndally makes her so
powerful and so attractive is her obssesion witlvgrg politics and posse-
sions. She is a character who celebrates womeRrisabty as well as the
pleasure of the female body. She does not hegitatapping the narrator in
a circle of impossibilities in which his reality drpersonality dissappear
when he is not able to understand what is going on.

Who are you? | asked, suddenly realizing that wWas the point to
everything, everything has gone through, the ptinthe story of
Justine J 136).

This is the very end of the novel, when the naorré fully-conscious
of his impossibilities as a character, as a narratal as the owner of the
story. He has been deceived by a two-faced womamnaan who pretended
to be Justine and Juliette, by the beautiful objeat he had been eager to
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possess, and about which we do not know anythisgy @t the very end of
the novel she still remains a mystery, becauseis@der that she is neither
Justine nor Juliette, but a mixture of both, a abtar living somewhere
between Justine and Juliette, between the needynvand the powerful
whore. She is the only character who is able te<ithe frontier between
reality and fiction whenever she pleases, beingathlg true writer of her
own story and destiny, whereas the narrator is nagd as a ghost-writer, as
the slave that has to write for her. Thus the néimedhes in the place where
it starts: in the library where the narrator istimg for us the story of Justine.
And the only conclusion that the narrator as weltlee reader can reach is
that reality, all that has been written, is thedquat of imagination, because
there is no single true view of any of the evemgicted.

CONCEPCIONSANTARROMANA
UNIVERSIDAD DE ZARAGOZA
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