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Introduction

The Encyclopedia of the Novel is an advanced
desktop reference source on the novel as a
literary genre. International in scope, its arti-
cles focus on the history, terminology, and
concepts essential to studying the genre. While
available to the beginner, the Encyclopedia is
aimed at a wider, more experienced audience.
Its goal is to assist specialists, graduate stu-
dents, and teachers who are working in fields
ancillary to their areas of expertise, and also to
help the interested general reader looking for
detailed, reliable information. As the first
reference source entirely devoted to the global
history, theory, form of the novel, the Ency-
clopedia offers extensive coverage of advanced
concepts in those areas.

Given that no consensus exists on what
constitutes a “novel,” the editors had to
consider the scope of this project carefully.
Novels, we thought, ought to be in prose,
and yet we have important novels that use
verse (Jean Toomer) and others written
entirely in verse (Elizabeth Barrett Brown-
ing). Novels should at least have a narrative,
and yet we have novels without narrative
(Alain Robbe-Grillet, Marguerite Duras).
We also have novels without characters
(Samuel Beckett), novels that are not fiction
(Truman Capote), and countless novels that
include one or all of these elements at some
point within them. Today, the closest scho-
lars come to a consensus is perhaps the
broad agreement on the explanatory power
of Mikhail Bakhtin’s claim that the novel is
not, in fact, a genre but is rather an anti-
genre, a form of writing that parodies any
literary form that stands still long enough to
be identifiable.

And these are only the problems that arise
within a restricted definition of the novel
as a product of Western modernity. Recog-
nizable novels elsewhere predate the
eighteenth-century, the traditional starting
point for discussions of the modern novel,
including the Chinese Sanguo yanyi
(Romance of the Three Kingdoms), from
1552. Much older fictional or semi-fictional
narrative forms long predate modernity:
Petronius’s Satyricon and Chariton’s Callir-
hoe, both from the first century cg, along
with China’s Shih-chi (ca. 85 BCE, Historical
Records) and South Asia’s katha and champu
works of the late first and early second
millennium. The entries on “Ancient
Narratives” discuss all of these, either as
novels or in relation to the novel genre.

In its global scope and temporal breadth,
this Encyclopedia can serve as a resource for
scholars interested in tracing the conjunc-
tions among national traditions and among
older and new narrative forms. It can serve
as a starting point for mapping kinships and
for understanding a particular novelistic
traditions, like national canons, as part of
a truly global context.

Scholars of novel studies lack a term like
poetry for novels, e.g., an all-encompassing,
loosely defined generic label that escapes the
sense of immediacy imparted by the definite
article in the novel. Few would argue that
poetry is synonymous with the poem; the
former refers to a capacious, abstract cate-
gory of writing, while the latter references a
concrete literary form. However, in critical
work on novels, the novel has long per-
formed double duty, serving both of these
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xviii INTRODUCTION

necessary functions, so much so that its
definite article is sometimes placed in quo-
tation marks—“the” novel—to clarify that
the writer means a heterogeneous rather
than homogeneous concept. This volume
takes a capacious approach to its namesake,
incorporating the fullest range of writings
that scholars call “novels” and giving sig-
nificant attention to the debate itself.

The editorial team consists of four scho-
lars who work on different geographical
traditions of the novel. Peter Melville Logan
writes on the British novel, Olakunle George
specializes in the African novel, Susan Hege-
man the American novel and literary theory,
and Efrain Kristal the novel in Latin Amer-
ica. During the course of this project, they all
took on new areas of responsibility. Profes-
sor Logan oversaw articles on book history
and the novel in Britain. Professor George
took charge of pieces on Africa, Asia, the
Middle East, and Eastern Europe, as well as
those on novel subgenres. Professor Hege-
man oversaw entries on North America,
Central Europe, and the contributions on
theory. Professor Kristal supervised articles
on Latin America, Western Europe, and the
entries on literary form. Assisting this
knowledgeable team was the international
consortium of scholars who made up the
Advisory Board for the volume, and the
editors are profoundly grateful to them for
their guidance and generosity.

This Encyclopedia could not have been
written without the pioneering work of Paul
Schellinger, who produced the invaluable En-
cyclopedia of the Novel (1999, 2 vols.). That
work devoted the majority of its entries to an
international roster of individual novels and
novelists, and the reader looking for such
information is advised to go directly to that
source. Because of Professor Schellinger’s
work, the present volume is able to focus solely
on the historical, formal, and theoretical as-
pects of novels, and the editors are indebted to
his work for that opportunity.

ENCYCLOPEDIA DESIGN

The Encyclopedia consists of 145 separate
articles written by solicited contributors.
With few exceptions, all articles have been
peer-reviewed. In the selection of entries,
preference has been given to larger synthetic
entries on broad topics, with more specific
topics considered within that context. Crit-
ical information that could not be included
in the lengthier pieces is given in short
entries. Entries are extensively cross-refer-
enced both within the article and through a
list of related entries following each article.
Subtopics of longer entries are also refer-
enced as blind entries within the alphabet-
ical flow of the Encyclopedia and within the
comprehensive index. Each entry includes a
bibliography for further reading.

Entries fall into four conceptual catego-
ries. The largest group consists of articles on
formal and theoretical aspects of the genre.
These discuss elements within novels (such
as story, plot, character), stylistic matters
(rhetoric, narrative perspective), and major
subgenres (Historical Novel, Domestic
Novel), with a selective emphasis on those
common to several national or regional
traditions. Entries on the theory of the novel
and its terminology include articles on crit-
ical theory, narrative theory, genre theory,
and the longstanding debates over histories
and definitions of the novel. The goal in
these articles is not to serve as a substitute
for a comprehensive study of these rich
topics but to describe in detail potentially
unfamiliar terms and critical premises that
scholars of the novel are likely to encounter
in their research, and also to supply begin-
ning points for further study.

Historical entries describe novels and nov-
el writing in different areas of the world.
Identifying regional labels proved to be a
complex task because of differences in how
scholars define these geographical fields.
The United States, for example, is one of
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the very few regions of the world that groups
novels by ethnicity. Linguistic categories are
more common; in the Caribbean and South
Asia, different languages produce novels that
may identify more with the country of lin-
guistic origin than with the multilingual
region of origin. In much of the world,
nationality is a dominant rubric in grouping
novels and novelists, and that poses pro-
blems of its own, both because of the fluidity
of nation-states and because of difficulties
within the concept of national literatures in
general. Rather than inventing a consistent,
rational taxonomy bearing little relationship
to the world of novel studies today, the
editors chose a course of “rigorous incon-
sistency” by adhering to actual practices in
scholarship as much as possible.

The novel has an intimate relationship to
the mediating role of print. Entries on the
history of the book discuss the materiality of
the novel, such as the technology of novels
and of their circulation, as these conditions
bear on novelistic form and content. The
episodic demands of serialization, for ex-
ample, affected the structure of plot, while
market needs often dictated that postcolo-
nial novelists write in the language of the
empire. Typography, paper, copyright
law—all contributed to shaping the genre,
and continue to do so, as in the emergence
of the cell-phone novel in Japan.

A small group of entries look at correlate
areas that bear on the history of the novel
and on the critical study of the genre. Some
of these consider the influence of other
genres of writing, such as journalism and
life writing. Others consider the impact that

INTRODUCTION XiXx

new technologies, such as photography and
book illustration, have had on novels.

In designing the Encyclopedia, the editors
took into consideration one of the central
contradictions the project entailed. While it
is a global reference work, its contributors
are by definition well-established specialists
in regional or conceptual subfields. This is
fine for historical entries, but it can present a
dilemma for many other topics. The
concept of authorship, for instance, has
different histories in different places, and
a comprehensive treatment of the topic
would be itself a life’s work that could easily
fill this entire Encyclopedia. Instead, the
editors selected experts with a thorough
knowledge of the subject in a given place
and asked them to consider patterns and
problems that might be applicable else-
where, while at the same time expanding
the range of reference beyond any single
national context. Thus someone working
on a topic such as authorship should find
a useful articulation of conceptual issues
that have applicability beyond the regional
specifics it mentions.

In order to be as generous as possible in
referencing other works, a condensed cita-
tion style has been adopted throughout.
While brief, each citation should provide
the minimum information necessary to lo-
cate a given book or article. Bibliographies
at the end of the article are generally in-
tended as a brief list of further reading for
the researcher who needs to know where to
begin. Other references are cited parenthet-
ically in the text, as needed, and readers are
well advised to consider these as well.
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Actor, Actant see Character; Narrative
Structure

Adaptation/
Appropriation

JULIE SANDERS

Descriptions of the novel as a form almost
inevitably discuss the use of INTERTEXTUALITY,
allusion, and quotation as some of its major
narrative strategies. Canonical examples of
the nineteenth-century novel are frequently
constructed around an architecture of cita-
tions, epigraphs, and cross-references. For
example, we can look to Charles Dickens’s
invocations of William Shakespeare both
as language and as performance in Nicholas
Nickleby (1838-39) and Great Expectations
(1861), or many of George Eliot’s shaping
epigraphs in Middlemarch (1871-72), de-
rived from her vast reading knowledge.
Postmodern novels, albeit in sometimes
fragmented form, have as their vertebrae
the literature that precedes them (see
MODERNISM). Angela Carter’s self-conscious
bricolage of poetry, novels, and films in her
fiction and short stories provides one obvi-
ous example. Her Nights at the Circus (1984)
derives imaginative energy from Dickensian
style and aesthetics, while Wise Children
(1991) provides an intricate response not
just to Shakespeare’s plays but the complex
global and cultural history of Shakespearean
adaptation and afterlives. All of these works
are relevant to a discussion of the novel as

an inherently appropriative and adaptive
genre, but when we talk about adaptation
with reference to the novel, we are usually
describing a more sustained relationship
between specific texts. Such a relationship
serves as a direct invitation to read inter-
textually, with knowledge of at least two
texts or works simultaneously, allowing for
interaction with each. It is for these reasons
that the emergent field of adaptation stu-
dies often invokes parallel fields of schol-
arship, such as reception theory, the study
of reader response, and cognitive poetics
(see COGNITIVE THEORY).

VOICING THE MARGINALIZED
CHARACTER

Discussions of adaptation and the novel
focus on novels that serve as facilitating
examples of the general conventions or
methods of practice within the field. Two
touchstone works of this kind are Jean
Rhys’s Wide Sargasso Sea (1966) and J. M.
Coetzee’s deeply metafictional Foe (1986).

In its reorienting of Charlotte Bronté’s
Jane Eyre (1847), Wide Sargasso Sea prolep-
tically brings into view many of the chief
critical concerns with that novel during
the late twentieth and early twenty-first
centuries (Su, 392). Rhys’s novel presents
the viewpoint of the marginalized and
oppressed character Bertha Rochester,
Mr. Rochester’s “mad” first wife, who is
confined to the upper storey of Thornfield
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2 ADAPTATION/APPROPRIATION

Hall in Jane Eyre (see NARRATIVE PERSPECTIVE).
Rhys responds in combative fashion to
Bertha’s reduction to a rabid, animalized
creature, only briefly visible in the narrative,
who bites any intruders to her chamber and
persistently seeks to destroy both herself and
the site of her incarceration through acts of
arson. In Rhys’s novel, Bertha becomes An-
toinette Mason and is ascribed not only
large sections of first-person narrative but
is given a complex and detailed history
prior to her appearance in Bronté’s novel.
Rhys therefore mobilizes a response to the
cultural and racial politics of Jane Eyre—
rewriting, or “writing back,” as postcolonial
theorists have termed it, from an informed
position—and to its perceived proto-
feminist politics, which equate marriage
with slavery and bondage in problematic
metaphors embedded within the text (see
FEMINIST THEORY).

Artist Paula Rego’s 2003 series of illus-
trated responses to Jane Eyre has been
filtered through and influenced in turn
by Rhys’s novel. Rego’s Jane is a dark,
muscular figure who shares elements with
Bertha as described in Jane Eyre. Rego’s
interpretation engages with the sexual and
racial politics of Bronté’s text articulated
by the feminist critics Sandra Gilbert and
Susan Gubar, who describe Bertha as
Jane’s “darkest double” (360). But Rego’s
vision is also shaped by Rhys’s critique of
the original novel because it implicitly
valorizes Jane at Bertha’s expense. This
suggests a rich pattern of influence where-
by adaptations become shaping texts in
themselves (Kaplan, 31-34).

Rhys’s strategy—according a narrative
voice to a marginalized character—has been
adapted and adopted by other novelists
working in this sphere. Many of these are
women writers, which further suggests an
implicit examination of feminist politics
taking place in this particular manifestation
of adaptation (see GENDER THEORY). For

example, in Ahab’s Wife, or The Star-Gazer
(1999), Sena Jeter Naslund fashions a 650-
page novel from a few glancing references in
Herman Melville’s oceangoing Moby-Dick
(1851) to the wife and child who Captain
Ahab has left behind, onshore in Nantucket.
Naslund appropriates material from both
real life and fictional nineteenth-century
narratives of women who escaped to sea
cross-dressed as cabin boys. She uses them
to create a vivid fictional voice for her
fictional protagonist, Una Spenser. This
results in a pastiche, not only of a whole
range of factual and fictional texts from the
period of her main source-text, but also of
one of Melville’s prime literary methods.
The character’s name invokes Una, from
Book I of Edmund Spenser’s Elizabethan
epiCc poem The Faerie Queene (1590-96),
and thereby locates Melville’s own epic
quest in a far longer literary tradition, one
which, incidentally, features cross-dressed
heroines who demonstrate agency and brav-
ery in the face of danger. Similarly, Marina
Warner’s Indigo (1992), a reimagining of
Shakespeare’s The Tempest (1611) in novel
form, ascribes central roles to Miranda,
Prospero’s daughter in the play who is
subject to his paternal and political will, and
Sycorax, dead before the play begins but
invoked and described through the voices
of others.

POSTCOLONIAL
RECONFIGURATIONS

Warner created a novel that is also a post-
colonial reexamination of The Tempest, and
here she finds kinship not only with other
authors who adapted The Tempest into novel
form—including the Canadian works Pros-
pero on the Island (1971) by Audrey Thomas,
and Margaret Laurence’s The Diviners
(1974)—but also with the Australian writer
Peter Carey, whose Jack Maggs (1997)
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accords both a voice and a detailed history
to Dickens’s transported convict Magwitch,
from Great Expectations. Dickens’s first-
person narrator Pip is reduced to the mar-
ginalized character of Henry Phipps, who is
presented with little invitation for sympa-
thy from the reader. Like Naslund’s Ahab’s
Wife, Carey’s self-consciously postcolonial
response to Great Expectations pastiches a
whole range of nineteenth-century literary
strategies, from those of the DETECTIVE novel
and sensation fiction through to Australian
convict confessionals.

Carey wrote Jack Maggs in direct dia-
logue with Edward Said’s claim, in Culture
and Imperialism, that Great Expectations
enacts both a “penal” and an “imperial”
sentence on Magwitch, prohibiting his re-
turn to the metropolitan center (xvi). In
thinking about how this affected Australian
ideas of identity, Carey finds an obvious
precursor in Coetzee’s Foe. Foe grapples
with perhaps the ultimate “master-
narrative,” Daniel Defoe’s Robinson Crusoe
(1719-22). Coetzee invents the figure of
Susan Barton, who shares many of
“Cruso’s” island experiences. The slippage
of the e from the spelling is a typical
Coetzee move, signaling the textuality of
his novel, and referring to the 1719 unli-
censed edition of the novel that adopted
this  spelling (see TYPOGRAPHY). The
novel plays more widely with eighteenth-
century printing conventions in its use of
quotation marks, enacting literary imita-
tion at the level of form as well as content.
Coetzee opts to have both Susan and Fri-
day, a character who is silent in this novel
due to his tongue having been removed in
mysterious circumstances, confront their
“author” Foe, whose name reflects Defoe’s
famous change of his surname to foster a
more upper-class publishing identity. The
novel explores deep questions about Au-
THORSHIP, authority, ownership, identity,
and integrity in increasingly convoluted
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narrative turns that leave the reader uncer-
tain whether any of what was described
“happened.”

CHALLENGING AND CONFIRMING
THE CANON

Robinson Crusoe has spawned numerous
adaptations, rewritings, and responses in
both prose and alternate genres. One notable
example is Michel Tournier’s post-Freudian,
PSYCHOANALYTIC Friday, or the Other Island
(1967). Coetzee’s pragmatic version of
Crusoe’s island is a deliberate response to
the eroticized spaces and soils of Tournier’s
setting, again demonstrating the impact of
adaptation on other adaptations.

Derek Attridge and others have argued
that works such as Wide Sargasso Sea and
Foe ultimately reinforce rather than chal-
lenge the canon of English literature in
writing back to canonical master-texts in
this way (19). It remains true that re-
sponses to canonical works lie at the heart
of much adaptive writing. We could argue
this is a simple matter of knowledge: to
read intertextually assumes a prior knowl-
edge of a source-text, and therefore the
texts turned to for the process of adapta-
tion are almost invariably those already
circulating with some force within the
cultural domain. Nevertheless, it is striking
that nineteenth-century novelists such as
Charlotte and Emily Bronté, Dickens,
Joseph Conrad, and Fyodor Dostoyevsky
have all proven to be prime sites of con-
temporary literary activity. “Vic lit” in
general, as all European literature of the
mid- to late nineteenth century has imp-
ishly been termed, is a recurring site of
adaptation, and it is salient to ask why that
might be the case. Cora Kaplan, examining
modern obsessions with “Victoriana,” as
she describes it, suggests that the reason
is a complex combination of “historical

(c) 2011 John Wiley & Sons, Inc. All Rights Reserved.



4 ADAPTATION/APPROPRIATION

investigation, aesthetic appreciation
entertainment,” and our continuing inter-
est in issues of crLass, gender, and empire,
which the Victorian period (1837-1901)
contains and contests in ways relevant to
our own time (5).

But it is fair to say, in any survey of novel
adaptation, that it is not solely Victorian
fiction or indeed the nineteenth and twen-
tieth centuries that have proven to be pro-
ductive sites of engagement. Texts from the
medieval and early modern canons have
also served their turn. In Tokyo Cancelled
(2005), Rana Dasgupta transfers the trav-
eling tale-telling of Geoffrey Chaucer’s The
Canterbury Tales to a modern airport. Jane
Smiley’s Ten Days in the Hills (2007) re-
locates Giovanni Boccaccio’s collection of
stories, the Decameron (ca. 1348-53), from
a plague-ridden Tuscany to the Hollywood
hills at the outbreak of the Iraq War in
March 2003. In turn, Smiley is able to play
with resonances between her novel and
Boccaccio’s work, highlighting how she can
write a far more explicit sex comedy than
he was able to produce in a medieval
context, while also updating the politics to
her own culture and time. This method
reveals another key aspect of the process
of adaptation, which plays on the pleasures
incipient within both similarity and
difference.

THEORETICAL AND CULTURAL
CONTEXTS

Adaptations can be a means of tracking the
theoretical and cultural preoccupations of
given moments and periods. They often
reflect the pressing concerns of their own
time by “updating” and relocating their
source text, all in the interest of resonance,
relevance, and topicality, or what French
theorist Gérard Genette terms cultural
“proximization” (304). In Smiley’s 1992

novel, A Thousand Acres, there is a sustained
response to Shakespeare’s tragedy King Lear
(ca. 1605) from a feminist perspective, fea-
turing a female narrator based on Goneril
from the play. But Smiley’s novel is also an
act of “proximization” that relocates its plot
to an American Midwest farming commu-
nity and demonstrates the influence of the
ecological politics and environmental con-
cerns of Smiley’s own era, along with the
subject of recovered memory, which was
then in the news.

IDEAS OF AUTHORSHIP

In postmodern fiction, the process of adap-
tation has most frequently played out a
contemporary concern with the reevalua-
tion of the role of writing and questions of
authorial identity and integrity. Numerous
novels have appeared which adapt “real
lives” or available biographies into fiction,
but it is telling how many of these are
responses to a writer’s life. Henry James is
examined in both Colm Téibin’s The Master
(2004) and David Lodge’s Author Author
(2005). Helen Dunmore’s Zennor in Dark-
ness (1993) concentrates on D. H. Law-
rence’s sojourn in Cornwall during WWIL
Carey’s aforementioned Jack Maggs revisits
early Dickens in the shape of Tobias Oates, a
characterization that, in its examination of
Dickens’s complicated family life and sexual
liaisons as well as his journalistic roots,
appears itself to be informed by the work
of novelist Peter Ackroyd, whose literary life
Dickens (1990) combined fact with fiction,
imagined dialogue, and even dreamscape to
account for the writer’s work. Ackroyd has
himself had a sustained career writing nov-
elistic responses to writers and their works.
Individuals he has refashioned through fic-
tion include Thomas Chatterton (1752-70),
John Milton (1608-74), Charles Lamb
(1775-1834), Mary Lamb (1764-1847), and
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Oscar Wilde. Bringing those literary connec-
tions full circle, his first novel, The Great Fire
of London (1982), is a rewriting of Dickens’s
Little Dorrit (1855-57).

Michael Cunningham’s The Hours (1998)
adapts and appropriates Virginia Woolf’s
1925 novel Mrs. Dalloway by employing the
title Woolf once used for her novel in prog-
ress, and by borrowing Woolfian aesthetics,
such as stream of consciousness (see PSYCHO-
LOGICAL). But he also includes characters
from other Woolf texts in newly imagined
contexts. The “Mrs Brown” of Woolf’s es-
says on fiction is reenvisaged as a 1949 Los
Angeles housewife trapped by the expecta-
tions of her gender and role as wife and
mother, and Woolf herself is seen both in
the process of writing Mrs. Dalloway and in
the act of ending her life in 1941. Cunning-
ham speculates that this action has become
the prism through which much of her writ-
ing is understood and he himself revisited
the suicide through a series of texts, includ-
ing Woolf's own letters, diaries, and her
suicide note to her husband Leonard Woolf.
In Flaubert’s Parrot (1984) Julian Barnes
goes one step beyond the conventional lit-
erary biography to consider the literary
biographer himself as a subject.

SHADOW TEXTS

There are numerous contemporary novels
in which other works act as shadow texts,
such as The Tempest in relation to John
Fowles’s The Magus (1965, rev. ed. 1977),
or indeed the same play within Iris
Murdoch’s The Sea, The Sea (1978). Father
and Son (1907), an autobiography by liter-
ary critic Edmund Gosse, provides intertex-
tuality for the opening sections of Peter
Carey’s Oscar and Lucinda (1988). Henry
James, a rich source of fictional reworkings,
also stands behind the aesthetic approach
and tone of Alan Hollinghurst’s The Line of
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Beauty (2004). To underline the point, Hol-
linghurst plants a discussion of James’s visits
to English country houses at the heart of the
novel, encouraging knowing readers to in-
fuse their interpretations of the later novel
with their understandings of Jamesian
themes and topics. Zadie Smith has de-
scribed her 2005 novel, On Beauty, as a
contemporary reworking of E. M. Forster’s
Howards End (1910), and in Dorian (2002)
Will Self writes a robust modern version of
Oscar Wilde’s fin-de-siecle novel The Pic-
ture of Dorian Gray (1891). James Joyce’s
Ulysses (1922), with its crucial invocations
of both Homer’s epic The Odyssey (ninth or
eighth century Bce) and Shakespeare’s Ham-
let (ca. 1603) in the midst of its compendi-
ous chapters, might be regarded as an Ur-
text in this respect. Chapter headings in
early versions of that novel signaled these
relationships explicitly. The contextual re-
lationship is more suppressed in later ver-
sions but remains crucial to a full under-
standing of many of Joyce’s operating
themes, such as the relationship between
fathers and sons, and the idea of a journey,
both spiritual and material. The “Cyclops”
and “Circe” sections are perhaps the best-
known examples of an intertextual reading
that brings Joyce’s full meaning and method
into the light.

Sometimes entire genres or modes of
writing perform the function of shadow texts
in adaptational novels. Myth and fairytale
provide two particularly potent examples
of this idea in operation (see MYTHOLOGY).
Joyce’s Ulysses, in its mythic invocations,
enacts its own individualistic version of
this form of adaptation. Two theoretical
schools already mentioned, feminism and
postcolonialism, have demonstrated a par-
ticular investment in “re-visioning” texts in
this manner, to use a term derived from
feminist poet Adrienne Rich (1929-).
Carter’s novels and short-story collections,
such as The Magic Toyshop (1967) and The
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Bloody Chamber (1979), repeatedly ascribe
greater agency to the conventionally passive
or acted-upon heroines of fairytale narra-
tives, and in many instances rewrite the
conventional endings of these well-known
stories. In this way, novels self-consciously
engage with literary archetypes, forging their
own individual take on familiar themes in
the process.

The idea of shadow texts in adaptive
works can also refer to those instances when
the physical text or actuality of a novel,
along with its reception, form the driving
force of the invention. The centrality of
Dickens’s Great Expectations to the child-
narrator of New Zealand author Lloyd
Jones’s Mister Pip (2007) illustrates this kind
of narrative effect. In the course of the novel
Dickens’s text is devoured by the children of
the island school, who are hungry for
knowledge of a world other than their own,
tribally riven community; burned by scorn-
ful troops; remembered and paraphrased as
an act of reconstituted memory by the chil-
dren; and revisited in adult life by Matilda,
the narrator. The power of literature in all
these revisits and returns, culturally, polit-
ically, and spiritually, is palpable.

QUESTIONS OF ORIGINALITY

Questions of homage, pastiche, and plagia-
rism naturally accrue around a topic such as
adaptation. Graham Swift’s 1996 novel, Last
Orders, charts a postwar grouping of male
friends and their journey to the English
seaside to scatter the ashes of one of their
group. It upset critics concerned with rigid
notions of originality when, subsequent to
Swift winning the Booker Prize that year,
close connections were found between the
novel and William Faulkner’s classic of
American modernism, As I Lay Dying
(1930). The argument was strange in several
regards, since those who knew Faulkner’s

novel would have recognized an obvious
homage, not only in the polyphonic mono-
logues that form the basis of Swift’s narra-
tive structure but even in the typeface of
capitalized chapter headings mostly provid-
ed by the characters’ forenames.

Already an acknowledged admirer of
Faulkner’s style, including his evocations of
landscape and environment, Swift is a deep-
ly allusive writer. Last Orders possesses ad-
ditional examples of intertextuality from the
English canon, including Old English
poetry, The Canterbury Tales, and the
poems of T. S. Eliot, indicating in turn that
poetry as a genre is as available for adapta-
tion as the novel itself. Swift’s work also
engages with the wartime film A Canterbury
Tale (1944), a production of director Michael
Powell and screenwriter Emeric Pressburger.
This raises larger theoretical questions about
writing: are we judging novels of this kind by
a post-Romantic valorization of “originality”
rather than celebrating an earlier notion of
the skills involved in mimesis and imitation?
In “Tradition and the Individual Talent”
(1919), T. S. Eliot argues that imitation and
response is actually a key to higher creativity;
it has itself become a critical debating point
on this issue.

DRAMA, FILM, AND THEATER
ADAPTATIONS

Until now we have largely considered novels
that respond to other novels, with some
additional recourse to poetry. But the novel
has fed creative energies in other genres as
well, particularly drama, television, and
film. Despite a sometimes pejorative as-
sumption that theater can only act as a
parasite in this relationship, feeding off the
creation of its host genre, many far-from-
conventional reworkings of “classic” novels
for the stage can be identified. While a
populist mode such as the musical is readily
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associated with the act of adaptation, as in
the example of the twentieth-century mu-
sical version of Victor Hugo’s novel Les
Misérables (1862, The Wretched Poor), the-
ater in the work of companies at the cutting
edge of performative practice demonstrate a
highly engaged art of adaptation. The Chi-
cago-based company Steppenwolf or the
Shared Experience and Kneehigh Theatre
companies in the U.K. are good examples.
Shared Experience, in particular, has created
strong physical theater interpretations of
novels such as Leo Tolstoy’s Voyna i mir
(1865-69, War and Peace) and Anna
Karenina (1875-77). They have been much
influenced by the Royal Shakespeare
Company’s staging of Dickens’s Nicholas
Nickleby in 1980, which was adapted by
playwright David Edgar and performed in
Stratford-upon-Avon, London’s West End,
and on Broadway over two years. The
production ran for over eight and a half
hours, with 39 actors sharing 150 roles
between them. At various times, this ensem-
ble could suggest the urban bustle of
London or the moving theater of a stage-
coach journey, as required by the plot.
In addition, they constantly moved in and
out of character to share large chunks of
Dickens’s omniscient narration. So, for ex-
ample, the detailed account of Wackford
Squeers’s physiognomy in the novel was
delivered onstage by an actor-narrator at
the same time that the audience caught
their first sight of the actor performing that
role. It remains a remarkable example of
a creative relationship between the physical
act of embodiment that is theater and the
intricacies of narrative technique in the
novel.

Steppenwolf has created renowned pro-
ductions of John Steinbeck’s Of Mice and
Men (1937) and Mark Twain’s Adventures of
Huckleberry Finn (1884-5). That a number of
these productions were aimed at the youth
market is indicative of certain market
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conditions and of the synergistic relationship
between theater, canon, and educational
syllabi. One recent example of this synergy
is Philip Pullman’s His Dark Materials
trilogy—The Golden Compass (1995), The
Subtle Knife (1997), and The Amber Spyglass
(2000)—which is an acknowledged response
to John Milton’s epic poem Paradise Lost
(1667). As well as being adapted for radio
drama and the first novel as a CGI-heavy
film, the books were re-created as a two-part
theater performance, physicalizing the nar-
rative with its stunning stage puppetry,
dance, and movement to represent Pullman’s
complex world of humans and “daemons.”

Television in North America and the
U.K., through the work of channels such as
PBS, CBC, and the BBC, have presented
adaptations of novels by Jane Austen,
Dickens, George Eliot, and others. The films
produced by Ismail Merchant and directed
by James Ivory in the 1980s and 1990s were a
large-screen extension of this tradition. See,
for example, their cinematic interpretations
of Forster’s novels A Room with a View
(1908) and Howards End, filmed in 1985
and 1992, respectively. These kinds of ad-
aptation, careful in their re-creation of pe-
riod “authenticity,” have become linked in
Anglo-American public consciousness with
the wider sphere of the heritage industry. In
the UK the best-known writer of such
screenplays for the small screen is Andrew
Davies. His recent ventures include multi-
part adaptations of Dickens’s Bleak House
(1852-53) and Little Dorrit, produced in
2005 and 2008, respectively, which in their
half-hour episodic structures seek to recap-
ture some of the effects of reading the novel
in periodical form in the nineteenth century
(see SERIALIZATION). In turn it has been ar-
gued that the television form has itself im-
pacted the structure of modern novels
(Cardwell; McFarlane, 195).

Some film versions of novels may retain
the historical setting and context of their
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8 ADAPTATION/APPROPRIATION

sources, but this should notlead us to ignore
the point that the shift into the new medium
encourages innovative creative input and
fresh acts of interpretation. Deploying Jay
David Bolter and Richard Grusin’s theory of
“replacement” as a key part of the adapta-
tional process, we can see in these films
working examples of the view that
“replacement is at its most radical when the
new space is of a different medium” (44).
David Lean’s film adaptations of Dickens
are often regarded as masterpieces of the
form. His 1946 production of Great Expec-
tations and 1948 production of Oliver Twist
(1838) provide dark cinematic responses to
the novels. Thomas Hardy is another nov-
elist whose work has received much atten-
tion from filmmakers, including John
Schlesinger’s 1967 adaptation of Far From
the Madding Crowd (1874) and Roman
Polanski’s 1979 Tess, based on Tess of the
d’Urbervilles  (1891). But Hardy has
also proved ripe for cinematic remediation
that moves more into the realm of appro-
priation than adaptation: The Mayor of
Casterbridge (1886) was reworked within
the genre of the Western as The Claim
(2001), by director Michael Winterbottom.
More humorous cinematic updates can be
found in the U.S. high-school genre, notably
with Amy Heckerling’s Clueless (1995), a
knowing and arch “re-vision” of Austen’s
1816 Emma set in the world of Beverly Hills
conspicuous consumption.

Adaptation from page to screen can of-
ten be an insightful transition that allows
the two media and the two works to exist
alongside each other in their own right,
displaying the strengths of their own spe-
cific media. Joe Wright’s 2007 film of
Ian McEwan’s novel Atonement (2001),
which itself involves a conscious pastiche
of Elizabeth Bowen’s novels, among other
things, is a useful facilitating example in
this regard. A deeply textual novel, with
layers of texts within texts and a series of

unreliable narrations, many regarded
Atonement as virtually impossible to adapt
into a film. Wright’s skill, along with that of
his screenplay writer, the playwright Chris-
topher Hampton, was to find cinematic
equivalents for the intertextuality of the
novel. Hampton’s background again de-
monstrates that the role of playwrights in
reimagining novels for the screen as well as
the stage should be considered more deeply
as a creative act. In the light of innovative
work of this kind, literary criticism has
been able to rid itself of the shackles of
what has been called “fidelity criticism,”
which concentrates on how a film or ad-
aptation is “unfaithful” to its source (D.
Cartmell and 1. Whelehan, 2007, Cambridge
Companion to Literature on Screen, 3).

Some adaptations move so far beyond
their source-text and have such cultural
impact in their own right that their status
as an adaptation fades into the background
over time. Such texts are often deemed to
be appropriations, rather than straight
adaptations. One example is Francis Ford
Coppola’s Apocalypse Now (1979), a brutal
and haunting rethinking of Conrad’s
Congo-based novella, Heart of Darkness
(1902), set during the Vietnam War
(1954-75). Nonetheless it remains true that
an understanding of Coppola’s film is en-
riched by experiencing it intertextually, just
as one might experience a reading of Wide
Sargasso Sea.

MULTIMEDIA AND THE NOVEL
AS ADAPTATION

Adaptation, it should also be stressed, has
a multidirectional flow in generic terms. It is
not just a case of novels being adapted, or
adapting themselves, but also the form itself
is now regularly adapting material from
other media and genres. Shakespeare has
long been the prime site for this kind of
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activity. Examples include Alan Isler’s The
Prince of West End Avenue (1994), which
along with Swift’s Ever After (1992) and Iris
Murdoch’s The Black Prince (1973), re-
sponds to Hamlet; Gloria Naylor’s Mama
Day (1988), which reworks The Tempest in
a southern American idiom and from an
African American perspective; and British
novelist Kate Atkinson’s deeply allusive
Human Croquet (1997), which revisits As
You Like It (ca. 1600) as well as a range of
well-known Shakespearean lines and char-
acters. Isler’s novel was in turn adapted into
a one-man stage performance in 2004 by
American actor Kerry Shale, which is fur-
ther evidence of the plurality of approach
and the multiplicity of responses that ad-
aptation appears to encourage and nurture.
Novels are finding renewed cultural life in
new media forms such as computer games,
digital art, and avatar-based sites on the
internet. Similarly, film is revitalized in
book form, particularly in the youth market,
which is proving to be a vibrant locale in this
regard. And as the GrapHIC NOVEL finds its
place in mainstream culture—the sites and
spaces for response, revision, and rework-
ing, the key processes of adaptation—
the potential for the novel to continue to
position itself at the center of this activity
seems certain.

Wolfgang Iser famously described the
reading process as the action of “gaps” being
filled, and nowhere does this description
seem more resonant than when we think of
the act of reading or viewing an adaptation
(2001, 181). What remains to be stressed in
this overview of the practice and the varying
forms it takes is the deep sense of pleasure
that the act of gap-filling, the tracing of
the relationship between source-text and
the new creative work, instills in the active
reader.

SEE ALSO: Bakhtin, Comparativism,
Copyright/Libel, Parody/Satire.
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Aesthetic Novel see Decadent Novel

African American Novel
TUIRE VALKEAKARI

The early formation of the African Ameri-
can novel was a simultaneously social and
literary process that drew from, and fed into,
the struggle against slavery and segregation.
The relationship between politics and art
has been a topical issue within this literary
tradition ever since, generating intense and
sophisticated discussions among African
American novelists and their readers about
the social responsibility of the artist and the
intrinsic value of art. In the twentieth cen-
tury and beyond, African American novels
have frequently addressed such themes as
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10 AFRICAN AMERICAN NOVEL

racial tensions and conflicts in various
regions of the U.S., the communal and
individual consequences of the early twen-
tieth-century Great Migration of African
Americans from the Southern countryside
to Northern cities, black suffering and black
achievement, the African American struggle
for full human and civil rights and socio-
economic equality, African American
women’s concerns, and the profoundly con-
sequential ways in which RAcE, cLass, and
GENDER intersect in American society. Since
its known inception in 1853, when Clotel; or,
the President’s Daughter by William Wells
Brown first appeared in print, the African
American novel has evolved into a multi-
faceted literary tradition that is both socially
aware and artistically complex and diverse.

THE ANTEBELLUM AND CIVIL
WAR ERAS

The study of early African American fiction
is “a decidedly unstable field,” as Christo-
pher Mulvey observes, and the currently
accepted list of African American novels of
the antebellum (ca. 1815-60) and Civil
War (1861-65) eras is “unexpectedly
provisional” (17). The list includes Brown’s
Clotel (which he later rewrote three times,
under the respective main titles of Miralda,
or The Beautiful Quadroon; Clotelle: A Tale
of the Southern States; and Clotelle; or the
Colored Heroine), Frank J. Webb’s The
Garies and Their Friends (1857), Hannah
Crafts’s The Bondwoman’s Narrative (MS
ca. 1853-61), Harriet E. Wilson’s largely
autobiographical Our Nig; or, Sketches from
the Life of a Free Black, In a Two-Story White
House, North; Showing That Slavery’s Sha-
dows Fall Even There (1859), Martin R.
Delany’s Blake; or, the Huts of America
(1859, 1861-62), and Julia C. Collins’s The
Curse of Caste; or, The Slave Bride, an un-
finished novel serialized in The Christian

Recorder, the newspaper of the African
Methodist Episcopal Church, in 1865 (see
SERIALIZATION). This list may still evolve and
expand. For example, Blake was initially
serialized in The Anglo-African Magazine
and The Weekly Anglo-African, but it re-
mained practically forgotten until reprinted
under the editorship of Floyd J. Miller in 1970
(see REPRINTS). Scholar Henry Louis Gates, Jr.
established the identity of Our Nig's author
in 1982 and published The Bondwoman’s
Narrative for the first time in 2002.

Critics presently debate the status of sev-
eral of these works in the canon. For exam-
ple, when William L. Andrews and Mitch
Kachun republished The Curse of Caste in
2006, they called it “the earliest published
novel by an African American woman yet to
be discovered,” arguing that Our Nig, the
standard-bearer of this title, is more accu-
rately described as a “novelized auto-
biography” than as a novel (xiv, lvi). On
the other hand, some critics have suggested
that The Curse of Caste should not be clas-
sified as a novel proper because Collins died
before completing it. Also, some have hes-
itated to designate The Bondwoman’s Nar-
rative as an early African American novel in
the strictest sense of the term because
Crafts’s MS remained unpublished until the
early twenty-first century (see DEFINITIONS).
There have also been calls for further au-
thentication of her identity. These ongoing
discussions demonstrate that the recon-
struction of the early African American
novel is a living and evolving process.

Nevertheless, scholars who study African
American novels written before and during
the Civil War generally agree on several key
points. First, these novels were inspired and
influenced by autobiographical narratives of
former slaves, including Frederick Douglass’s
1845 abolitionist bestseller, Narrative of the
Life of Frederick Douglass, an American Slave,
Written by Himself, and Brown’s widely cir-
culated 1847 Narrative of William W. Brown,
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A Fugitive Slave, Written by Himself. Second,
such popular white American and British
novels as Harriet Beecher Stowe’s Uncle
Tom’s Cabin (1851-52) and Charles
Dickens’s Bleak House (1852-53), notable
for their sentimental social criticism, also
functioned as important sources of intertex-
tual and stylistic influence (see INTERTEXTUALITY).
Third, African American novels of the
antebellum and Civil War eras actively
promoted the abolition of slavery and em-
phasized the precarious predicament of
blacks, both free and fugitive, in the North.
Fourth, while most of the earliest African
American novelists primarily addressed
their social message to white audiences,
their work at the same time contributed
to the formation of a collective African
American identity in the U.S.

Brown’s Clotel, currently considered the
first novel by an African American, not only
drew on the narrative conventions of ex-
slaves’ autobiographies, including Brown’s
own Narrative, but also complicated them
significantly (see LiFE WRITING). Employing
a range of voices, Clotel offers glimpses into
the lives of several groups of the plantation
economy: slaves, their masters, and various
white intermediaries and beneficiaries of the
“peculiar institution.” The motifs of racial
passing and the “tragic mulatta” (a biracial
woman occupying an ambivalent liminal
position between the black and white
worlds), both recurrent tropes in African
American novels written before, during, and
after the Civil War, feature prominently in
Brown’s cautionary tale of Southern misce-
genation. The 1853 version of Clotel opens
with Thomas Jefferson’s (1743-1826) slave
mistress (named Currer in the novel) and
her two daughters fathered by him (Clotel
and her sister) on the auction block. Clotel
eventually finds herself a fugitive sur-
rounded by captors. Loath to surrender, she
commits suicide by flinging herself into the
Potomac River at a location close to the
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White House. This choice of setting for the
final tragedy, together with the reference to
Jefferson as Clotel’s father, implicitly evokes
the founding documents of the American
republic and presents a powerful critique of
any proslavery interpretation of them.

Crafts’s The Bondwoman’s Narrative
chronicles the experience of a young slave
woman who ultimately flees to the North.
Like Clotel, this novel develops the tragic
mulatta motif and explores the intertwined
existence of plantation economy and plan-
tation SEXUALITY in the South. Wilson’s Our
Nig, the first bound novel by an African
American published in the U.S.—its prede-
cessors, Clotel and The Garies, were printed
in England—tells the story of a “free” wom-
an of mixed race who lives in the North
under conditions closely resembling South-
ern slavery. Our Nig not only offers yet
another fictionalized account of the white
possession of biracial and black female bod-
ies in the antebellum era but also debunks
the myth of the North as a guaranteed safe
haven for African Americans.

Webb’s The Garies and Their Friends
focuses on the story of a white Southern
man, his biracial slave-turned-wife, and
their children, as they establish a life for
themselves in Philadelphia. This novel, with
its portrayal of an interracial marriage (a
topic also discussed in Our Nig) and with its
interrogation of interracialism, or “race
mixing,” versus integrationism (a move-
ment toward a peaceful coexistence of sep-
arately definable “races”), provides another
example of the wide scope of topics ad-
dressed in the earliest African American
novels. Delany’s Blake, a radical work ex-
ploring the possibilities of slave insurrec-
tion, further broadens this scope. Blake
portrays a West Indian man who, having
become a slave in the U.S., travels through-
out the American South seeking support for
his plan for a general slave uprising. He then
flees to Canada, returns to the U.S., and
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eventually goes to Cuba, an object of South-
ern U.S. states’ expansionist dreams at the
time, in order to lead a slave revolt there.
Delany’s narrative, with its protagonist con-
stantly crossing borders, demonstrates an
early black transnational radicalism that sets
its sights on a black solidarity poised to
transcend geopolitical boundaries.

FROM THE POSTBELLUM YEARS
TO THE 1910s

After the Civil War and Emancipation
(1863), African American novelists faced
both new opportunities and new challenges.
Because the need to oppose slavery, the
cause that had initially brought the African
American novel into being, no longer ex-
isted, it was politically possible to rethink
and further expand the thematic scope of
the subgenre. Yet a number of obstacles
remained, hindering the free development
of this nascent literary tradition. Racial seg-
regation and prejudice made it difficult for
aspiring black authors to have access to what
a creative writer needed in order to write,
including an adequate and affordable edu-
cation. Also, African American novelists
were newcomers to the American literary
marketplace, with few connections to white
publishers beyond what had been the abo-
litionist press.

However, just as the African American
novel had initially emerged against the odds,
including slavery’s cultural and legal pro-
scription against black literacy, by the same
token it also persisted. Scholars have tradi-
tionally regarded the era between the Civil
War and the Harlem Renaissance, which
flourished in the 1920s, as a relatively
quiet period in the development of the
African American novel, but this view is
currently being revised. The years from
Reconstruction (1865-77) through the
1910s saw the publication of novels by the

indefatigable orator, writer, and activist
Frances Ellen Watkins Harper; the prolific
novelists Charles W. Chesnutt, Pauline E.
Hopkins, and Sutton E. Griggs; the Har-
vard-educated polymath and activist W. E.
B. Du Bois; and the equally multitalented
James Weldon Johnson.

Harper wrote four novels: Minnie’s Sac-
rifice (1869), Sowing and Reaping (1876-77),
Trial and Triumph (1888-89), and Iola Ler-
oy, or Shadows Uplifted (1892). The first
three, originally serialized in The Christian
Recorder, remained eclipsed from scholarly
view until published in book form, under
Frances Smith Foster’s editorship, in 1994.
As Foster notes, these texts “speak about and
to African Americans themselves,” forming
the first known substantial body of fiction
written specifically for African American
readers (xxviii). Harper’s novels illustrate
and dramatize issues that she considered
vital for inspiring African Americans. Her
works portray strong and noble African
American women, emphasize the impor-
tance of personal commitment to the Afri-
can American cause, and advocate temper-
ance. They also determinedly deconstruct
such myths as the “chivalrous South” and
the “contented slave,” and diversify the
function of the trope of the biracial woman
in the African American novel.

Chesnutt, having attracted favorable at-
tention as a writer of short fiction, worked as
a full-time author from 1899 to 1905 and
completed his first three novels during those
years. By this time, his identity as a black
author was commonly known, influencing
the reception of his work by white
contemporaries in the era often called the
nadir of American race relations. The House
Behind the Cedars (1900), a tragic tale of
miscegenation, passing, illegitimacy, racial
identity, and social place, was relatively well
received, but The Marrow of Tradition
(1901), a fictionalized account of the 1898
anti-black race riot in Wilmington, North
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Carolina, proved too “controversial” for
Chesnutt’s white readers. After publishing
The Colonel’s Dream (1905), Chesnutt re-
turned to his court-reporting business in
order to secure a steady income. Five later
novels by him, entitled Mandy Oxendine: A
Novel (1997), Paul Marchand, F.M.C. (1998),
The Quarry (1999), A Business Career
(2005), and Evelyn’s Husband (2005), were
published posthumously and prompted
renewed scholarly interest in his life, career,
and literary production.

Other well-known novels from this era
include Hopkins’s Contending Forces: A Ro-
mance Illustrative of Negro Life North and
South (1900) and her three magazine novels,
Hagar’s Daughter: A Story of Southern Caste
Prejudice (1901-2), Winona: A Tale of Negro
Life in the South and Southwest (1902), and
Of One Blood; or, The Hidden Self (1902-3),
initially serialized in the Colored American
Magazine and published in one volume
in 1988; Paul Dunbar’s The Sport of the
Gods (1902); Griggs’s The Hindered Hand:
or, The Reign of the Repressionist (1905); Du
Bois’s The Quest of the Silver Fleece (1911);
and Johnson’s The Autobiography of an
Ex-Colored Man (1912). This list is not
exhaustive. In recent years, scholars have
called attention to lesser-known works
and have significantly expanded the tradi-
tional modes of contextualizing and inter-
preting the “postbellum, pre-Harlem”
African American novel (Fabi; McCaskill
and Gebhard).

THE HARLEM RENAISSANCE

In the first decades of the twentieth century,
when African Americans migrated en masse
to Northern cities and black Caribbeans also
started to make their presence felt there, the
term “Negro novel” gradually became part
of the regular vocabulary of American lite-
rati. The 1920s black arts movement known
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as the Harlem Renaissance—with its prom-
inent black mentors and networkers, in-
cluding Du Bois and Johnson as well as
philosopher Alain Locke (1885-1954) and
sociologist Charles S. Johnson (1893-1956),
and its temporal overlap with the Jazz Age—
gave African American authors unprece-
dented national visibility. Many of the
best-known literary artists of the Harlem
Renaissance were poets, but writers of long
fiction also played an important role in
the movement, strengthening the position
of the novel in the tradition of African
American letters. The presence of the novel
and novelists is a key factor complicating the
identification of a precise time span for the
Renaissance. While the 1920s are usually
considered the core years of the Renais-
sance, more novels by African American
authors appeared in the 1930s than in the
preceding decade. Several writers associated
with the Renaissance published their debut
novels in this period. Such works include
Langston Hughes’s Not Without Laughter
(1930), George Schuyler’s Black No More
(1931), Countee Cullen’s One Way to
Heaven (1932), and Zora Neale Hurston’s
Jonah’s Gourd Vine (1934).

Harlem Renaissance novelists both built
on and broke away from the African Amer-
ican literary tradition of the previous dec-
ades. Some of them, like Jessie Fauset, con-
tinued to emphasize the importance of
African American fiction as a vehicle of
racial uplift and primarily worked within
the form of the novel of manners. Others,
like the Jamaican-born poet-novelist Claude
McKay, were more eager to experiment
with both content and novelistic form.
Either way, this era’s novelists of African
descent powerfully demonstrated their
need and ability to rearticulate the meaning
of black identity on their own terms, rather
than on terms dictated by white society.

One of the pioneering texts of the Harlem
Renaissance was the modernist and lyrical
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Cane (1923), by Jean Toomer, who later in
life preferred to be called an “American”
writer in an effort to highlight the relativity
of “race” (see MODERNISM). Although Cane, a
hybrid mixture of prose, poetry, impres-
sionistic sketches, and drama, does not
squarely fit within the confines of any single
genre, it is usually discussed under the
heading of the African American novel. In
Cane, Toomer at first pays homage to his
Southern heritage, then depicts urban,
modern life in Chicago and Washington,
D.C., and finally portrays a former black
Northerner, an atypical, Southbound mi-
grant, as a teacher at a black college in
Georgia. These shifting settings indirectly
speak of Toomer’s intense search for a fluid
self-definition, a quest anticipating his later
desire to demythologize the concept of race.

Quicksand (1928), by Nella Larsen, a
nurse, librarian, and writer of Danish and
West Indian descent, also perceptively por-
trays shifts and differences between the rural
and the urban. During her brief but impres-
sive literary career, Larsen published two
refined short novels, including Passing
(1929), that gave thoughtful and sophisti-
cated expression to the predicament of bi-
racial women in the segregated American
society of the 1920s. Quicksand tells the
story of a modern woman of black and
white heritage who attempts, and tragically
fails, to escape her predicament as a racial
and sexual subaltern by romantically (re)
turning to the rustic and the religious. She
initially explores her options at various lo-
cations on both sides of the Atlantic Ocean.
After testing the social roles available for an
unmarried biracial woman and finding
them wanting both in the urban U.S. and
in urban Europe, she eventually responds
to the call of revivalist Christianity, marries
an African American preacher, and moves
with him to his native Alabama. However,
her leap of faith tragically ends in quicksand,
with a never-ending cycle of childbirth

resulting in an existential crisis from which
she can no longer resurrect herself.

Hurston, often considered one of the
most intriguing personalities of the Harlem
Renaissance, created a very different female
and feminist (or, to quote Alice Walker,
“womanist”) novelistic voice in this era. In
the 1930s, when the peak of the Renaissance
was already over, she published her first
novels, including Their Eyes Were Watching
God (1937), using a black Floridian dialect
and highlighting the importance of black
Southern folklore for the African American
literary tradition. Their Eyes is about an
African American woman who lives in var-
ious black communities in Florida, marries
three times, survives a major hurricane and
its horrible aftermath, and over the years
goes through a process of personal growth
that results in strength, wisdom, and inde-
pendence. Hurston was largely forgotten
after the decline of her career in the 1940s
and died in obscurity. However, Alice
Walker’s rediscovery of Hurston’s literary
and ethnographic work launched a new
interest in her writing in the 1970s. Today,
Hurston is one of the most frequently read
African American novelists, and Their Eyes
is routinely taught in high schools, colleges,
and universities.

Other novels from this era include There
is Confusion (1924), Plum Bun: A Novel
without a Moral (1929), The Chinaberry
Tree: A Novel of American Life (1931), and
Comedy, American Style (1933) by Fauset;
The Dark Princess (1928) by Du Bois; The
Walls of Jericho (1928) and The Conjure Man
Dies: A Mystery Tale of Dark Harlem (1932)
by Rudolph Fischer; The Blacker the Berry
(1929), Infants of the Spring (1932), and The
Interne (1932) by Wallace Thurman; Home
to Harlem (1928), Banjo: A Story without a
Plot (1929), and Banana Bottom (1933) by
McKay (who became an American citizen in
1940); God Sends Sunday (1931) and Black
Thunder (1936) by Arna Bontemps; and
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Moses, Man of the Mountain (1939) by
Hurston. Although a wealth of scholarship
on the Harlem Renaissance already exists,
critics continue to find new perspectives on
the content, form, and cultural, racial, and
sexual politics of the African American
novel of the 1920s and 1930s.

THE 1940s AND 1950s: WRIGHT,
ELLISON, AND BALDWIN

The 1940s and 1950s are remembered as the
era when the novelistic breakthroughs of
Richard Wright, Ralph Ellison, and James
Baldwin inarguably placed the African
American novel on the American and in-
ternational literary maps to stay. While
Wright initially tested his “blueprint” for
black writing, to echo the title of his famous
1937 essay in Uncle Tom’s Children (1938),
a collection of four stories set in the segre-
gated South, he burst onto the literary scene
with Native Son in 1940. This fierce, natu-
ralistic debut novel about crime and pun-
ishment is an admixture of the age-old
American racial and sexual taboo motif of
a black man interacting with a white wom-
an, a recontextualized lynching narrative, a
realistic portrayal of black inner-city pov-
erty, a MARXiST theorization of U.S. social
formations, and a profound frustration at
what the narrative depicts as well-inten-
tioned whites’ inability to recognize the
complex and heavily consequential inter-
sectionality of class and race in American
society. For good or ill, the favorable recep-
tion of Native Son labeled Wright as a writer
of realist and naturalist “protest novels” (see
NATURALISM, REALISM). Baldwin famously at-
tacked Wright for this inclination in the
1949 essay “Everybody’s Protest Novel,”
accusing Wright of producing in Native
Son a propagandist work that diminishes
the human complexity of the African Amer-
ican male protagonist, Bigger Thomas. The
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essay, not surprisingly, ended the two
authors’ friendship.

Ralph Ellison achieved literary fame with
Invisible Man (1952), a modernist, exper-
imental novel investigating the complexity
of socially and individually responsible ac-
tion in the U.S. before the civil rights
movement. This jazz-influenced, stylistical-
ly virtuosic blues narrative tells the story of
an intricate dialectic of hope and disillu-
sionment in the life of a young Southern
black migrant in New York City, explores
the interconnectedness of black and white
American destinies, and interrogates black
identity, responsibility, (self-)sacrifice, and
self-empowerment. This now-classic rendi-
tion of the theme of a young man’s odyssey
in a changing U.S. continues to inspire both
existential reflection and stylistic experi-
mentation. It is difficult to overestimate
Invisible Man’s importance for the later
development of the African American novel
and the American novel in general. Ellison’s
second novel remained a perpetual work-
in-progress that was eventually published
posthumously, in heavily edited form, un-
der the title Juneteenth in 1999.

The year 1953, when Invisible Man won
the National Book Award, saw the publica-
tion of Baldwin’s first novel, Go Tell It on the
Mountain, a BILDUNGSROMAN with autobio-
graphical elements, about coming of age
under the eyes of a strict father figure in a
profoundly religious household in Harlem.
Baldwin’s moving narrative about the
yearning and anguish of body and soul has
inspired later African American novels
about fathers, sons, and religious commit-
ment, such as Ernest J. Gaines’s In My
Father’s House (1978), and about evangelical
Afro-Protestant condemnation of homosex-
uality, as in Randall Kenan’s A Visitation of
Spirits (1989) (See QUEER NOVEL).

Other African American novels from
these decades include The Street (1946),
Country Place (1947), and The Narrows
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(1953) by Ann Petry; Seraph on the Suwanee
(1948) by Hurston; The Living Is Easy (1948)
by Dorothy West; Maud Martha (1953) by
Gwendolyn Brooks; Youngblood (1954) by
John Oliver Killens; The Outsider (1953),
Savage Holiday (1954), and The Long Dream
(1958) written by Wright during his French
exile; Giovanni’s Room (1956) by Baldwin,
also written in France; Tambourines to Glory
(1958) by Hughes; and Brown Girl, Brown-
stones (1959) by Paule Marshall. William
Attaway, Carl Offord, Chester Himes, Cur-
tis Lucas, Alden Bland, Willard Motley,
William Gardner Smith, and Willard Savoy
also published novels during this era.

THE 1960s TO THE PRESENT

Since the 1960s and particularly the 1970s,
the number of African American novelists
and novels has grown exponentially,
amounting to a veritable explosion of cre-
ativity. The discussion below will, inevita-
bly, be abbreviated. Further information can
be found in Bernard W. Bell’s wide-ranging
2004 study, which focuses mainly on novels
published between 1983 and 2001 but dis-
cusses earlier eras as well.

From approximately the mid-1960s to
the mid-1970s, Black Power’s artistic sib-
ling, the Black Arts Movement (BAM), with
its fierce advocacy of what its proponents
saw as the inseparable unity of the artistic
and the political, helped black communities
to keep alive their vision of the importance
of creative production, even during the
years when the civil rights era gradually
waned. BAM authors did not choose the
novel as their primary medium; in live
communal gatherings, the needs of collec-
tive identity-building, sharing, and exhor-
tation were better met by poetry and drama.
Yet novels were published, too, including
The Man Who Cried I Am (1967), by John A.
Williams. Poet, playwright, and activist

Amiri Baraka (formerly known as LeRoi
Jones), one of the leading lights of BAM,
published The System of Dante’s Hell (1965)
in the same year he declared himself a black
cultural nationalist. Whether The System is a
BAM novel or represents a transitional
period in Baraka’s development is open to
debate. In any case, the heightened black
cultural consciousness influenced many no-
vels not directly associated with BAM. For
example, Toni Morrison’s The Bluest Eye
(1970) conducted a profound and insightful
dialogue with the era’s “Black Is Beautiful”
motto.

In addition to Morrison, writers who
embarked on their novelistic careers in the
BAM era but are not primarily viewed as
BAM authors include such variously orient-
ed novelists as Margaret Walker, Ernest J.
Gaines, painter and writer Clarence Major,
Leon Forrest, Ishmael Reed, and John Edgar
Wideman. Walker’s first novel, Jubilee
(1966), was the first neo-slave narrative, a
retelling of the slave experience by means of
a contemporary novel. This genre found
further expression in, for example, Alex
Haley’s Roots: The Saga of an American
Family (1976), which was adapted as a
popular television series in 1977 (see
ADAPTATION). However, the question of
whether Haley’s “saga” is a novel or a more
historiographical text has been subject to
intense debate. Other neo-slave narratives
include Flight to Canada (1976), by Ishmael
Reed; Kindred (1979), by Octavia E. Butler;
The Oxherding Tale (1982) and Middle
Passage (1990), by Charles Johnson; Dessa
Rose (1986), by Sherley Anne Williams; the
Pulitzer Prize-winning Beloved (1987), by
Morrison; Family (1991), by J. California
Cooper; and Fragments of the Ark (1994), by
Louise Meriwether. Most of these works
actively test and expand the boundaries of
the genre of the neo-slave narrative. For
example, Gaines’s The Autobiography of
Miss Jane Pittman (1971, TV adaptation
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1974) recounts the story of a black Southern
woman born into slavery who lives a long
and full life and eventually witnesses the civil
rights movement.

While M. Walker and Gaines write in a
realistic and reflective mode, Reed, in par-
ticular, is a satiric and iconoclastic author
who parodies any dogmatic artistic or po-
litical agenda, though he is profoundly
aware both artistically and politically (see
PARODY). His novels from the 1960s and
1970s include The Free-Lance Pallbearers
(1967), Yellow Back Radio Broke-Down
(1969), Mumbo Jumbo (1972), and The Last
Days of Louisiana Red (1974). Wideman,
another original voice and a winner of var-
ious prestigious awards, is a prolific and
versatile writer of both fiction and auto-
biography. He has had an exceptionally long
career as a novelist: his first novel, A Glance
Away, was published in 1967 and his tenth
one, Fanon, in 2008. Philadelphia Fire
(1990), The Cattle Killing (1996), and
Fanon are examples of novels in which
Wideman utilizes postmodernist meta-
fictional devices to combine the nar-
rator’s, and not infrequently, the author’s,
personal self-reflection with a keen scru-
tiny of history and historiography (see
METAFICTION, MODERNISM).

Toward the end of the BAM era and after
it, the 1970s and 1980s witnessed an un-
precedented rise of African American wom-
en novelists, including Morrison, Toni Cade
Bambara, Alice Walker, Gayl Jones, and
Gloria Naylor. These authors have written
extensively about black women’s experience
in the U.S. While deploying a plethora of
literary styles and addressing a wide range of
topics, they call attention to the ways in
which racist, sexist, and class-based modes
of oppression interlock in American society.
They also portray African American
women’s journeys from cultural and polit-
ical subalternity to agency and emphasize
the importance of black female bonding.
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Several African American women novelists
have won major literary awards, including
Alice Walker’s 1983 National Book Award
and Pulitzer Prize for Fiction for The Color
Purple (1982) and Morrison’s 1993 distinc-
tion as the first African American novelist to
win the Nobel Prize for Literature. The
events in the nine novels Morrison has
published to date, The Bluest Eye (1970),
Sula (1973), Song of Solomon (1977), Tar
Baby (1981), Beloved (1987), Jazz (1992),
Paradise (1998), Love (2003), and A Mercy
(2008), are set in various historical contexts,
including slavery, the Great Migration, the
world war periods, the civil rights move-
ment, and beyond, and cover a wide range
of geographical locations. Since Morrison
draws on both historical and psychological
knowledge, the social and political conse-
quences of TIME and place are powerfully
reflected in the complex interior spaces
of her fictional characters (see spACE). Stylis-
tically, Morrison’s distinctive lyrical prose is
in constant creative dialogue with various
literary and historical sources, as well as with
the vernacular roots of the African American
literary tradition.

Recent decades have seen new genres
firmly take root within African American
literature: sciENCE FICTION and speculative
fiction (Samuel R. Delany, Jr. and Octavia
E. Butler), the DETECTIVE NOVEL (Barbara
Neely and Walter Mosley), popular fiction
(Terry McMillan), and fiction by the “hip-
hop generation” (Colson Whitehead). By
now, the African American novel has grown
into a multivocal and diverse tradition that
demonstrates a keen awareness of its past
and continuously transforms itself in dia-
logue with the present and the future.

The rise of academic black studies pro-
grams and departments in the wake of the
civil rights movement enabled and empow-
ered scholars of African American literature
to dedicate their energies to researching the
autobiographical and belletristic traditions
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of African American letters. As a result, the
study of African American literature, in-
cluding the novel, is now a flourishing field
of scholarship. Currently, creative writers
actively produce new works, and scholars
continue to both theorize and historically
reconstruct the tradition of the African
American novel.

BIBLIOGRAPHY

Andrews, W.L. and M. Kachun, eds. (2006),
“Editors’ Introduction,” in Curse of Caste.

Bell, B.W. (1987), Afro-American Novel and Its
Tradition.

Bell, B.W. (2004), Contemporary African American
Novel.

Bone, R.A. (1958), Negro Novel in America.

Byerman, K. (2005), Remembering the Past in
Contemporary African American Fiction.

Carby, H.V. (1987), Reconstructing Womanhood.

Christian, B. (1980), Black Women Novelists.

Christian, B. (1985), Black Feminist Criticism.

Fabi, M.G. (2004), “Reconstructing the Race,” in
Cambridge Companion to the African American
Novel, ed. M. Graham.

Foster, E.S. (1994), “Introduction,” in Minnie’s
Sacrifice, by F.E.W. Harper.

Gates, H.L., Jr. (1988), Signifying Monkey.

Gloster, H. (1948), Negro Voices in American Fiction.

Hutchinson, G. (1995), Harlem Renaissance in Black
and White.

McCaskill, B. and C. Gebhard, eds. (2006), Post-
Bellum, Pre-Harlem.

Mulvey, C. (2004), “Freeing the Voice, Creating the
Self,” in Cambridge Companion to the African
American Novel, ed. M. Graham.

Reid-Pharr, R. (1997), “Introduction,” in Garies
and Their Friends, by F. Webb.

Stepto, R.B. (1979), From Behind the Veil.

Wall, C.A. (1995), Women of the Harlem
Renaissance.

Allegorical Novel see Narrative
Amatory Novel see British Isles (18th
Century)

American Novel see African American

Novel; Asian American Novel; Early
American Novel; Jewish American Novel;
Latina/o American Novel; United States
(19th Century); United States (20th
Century)

Ancient Narratives
of China

YANG YE

In the Chinese tradition, fiction was, for a
long time, generally considered to be low-
brow and trivial as a literary genre. The
Chinese term for fiction, xiao shuo (literally
“small talk”), was used as early as in the
Monograph on Arts in the History of the Han,
a work from the first century ck, during
China’s Early Imperial Period, where it was
defined as “street gossip, talk of the town,
and hearsay from travelers,” and those who
engaged in the composition of xiao shuo
were placed at the very last in the categori-
zation of authors. Over many centuries, a
large variety of miscellaneous writings fell
under the genre of xiao shuo, or fiction,
including MYTHOLOGY, fable, anecdote, and
the supernatural tale.

Compared to other forms of fiction, the
novel was a latecomer in the Chinese tradi-
tion, as it remained unknown until the end
of the Mongol Yuan Dynasty (1279-1368),
the first of two imperial Chinese dynasties
when the Chinese people were governed by
an ethnic minority. From the beginning of
their rule, the Mongol monarchs abolished
the civil service examinations, which had
been a major channel for the educated Chi-
nese to get appointed in government since
the Sui Dynasty (589-618). Even when the
examinations were resumed later, they had
lost their significance to the learned Chinese
who were thus marginalized in society, as
they found little use for their literary talent
in the composition of poetry and nonfic-
tional prose, long regarded as the highbrow

(c) 2011 John Wiley & Sons, Inc. All Rights Reserved.



and serious literary genres in the tradition.
The decline of these genres, however, was a
mixed blessing for Chinese literature, as it
led to the rise of drama and fiction, espe-
cially the novel, in the period.

The first Chinese novel, the Sanguo yanyi
(1522, known in the West as Romance of the
Three Kingdoms), was generally attributed,
not without some controversy, to Luo
Guanzhong, about whose life little is
known except that he was active at the end
of the Yuan Dynasty. The novel takes the
reader through nearly a century of the
chaotic history of Early Imperial China,
giving an exciting account of the numerous
historical events up to the year 280 ck,
ranging from intricate court intrigues and
sweeping warfare, beginning with the
downfall and disintegration of the Han
Empire, the subsequent rise of three impe-
rial states—each claiming to hold the heav-
enly mandate for the entire nation—to the
eventual reunification of the country under
the Jin Empire. Another early novel, the
Shuihu zhuan (1614, Water Margin), which
tells the story of a fraternal band of phil-
anthropic robbers during the Northern
Song Dynasty (960-1126), was also attrib-
uted to Luo Guanzhong, though with con-
siderable revision by another author, Shi
Nai’an.

As represented by these two works, the
rise of the Chinese novel in the fourteenth
century developed from the profession of
storytelling which, as a form of popular
entertainment, dated back to the Song dy-
nasty. Professional storytellers learned
some of their NARRATIVE TECHNIQUE from the
missionary activity of Buddhist monks dur-
ing the earlier Tang Dynasty (618-907),
who would elaborate on the stories from
the Sanskrit sutras while preaching to a
general audience. Such elaborations devel-
oped into a kind of prosi-metric text, the
bian wen (“Transformation Text”), which
bears some similarity to the medieval
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European chantefable, a mixture of verse
(singing) and prose (storytelling).

Unlike their European counterparts, early
Chinese novelists, such as Luo Guanzhong
and Shi Nai’an, did not have anything like
Homer’s Iliad and Odyssey (ninth or eighth
century BCE) as their classic narrative models
from antiquity. The earliest anthology of
Chinese poetry, the Shi jing (Book of Songs),
was used by Master Confucius (551-479
BCE), the great educator and a central figure
in ancient China, as one of the primary texts
in his curriculum. It contains a few songs
which tell the stories of ancient tribal leaders.
Categorized as “Dynastic Legends” by their
renowned English translator, Arthur Waley
(1889-1966), these songs may be considered
as mini-epics in content. For example, poem
#245, Sheng ming (“Giving Birth to People”),
tells the story of a legendary leader named
Hou Ji. After treading on the big toe of God’s
footprint, his mother gets pregnant and gives
birth to him. Deserted and left in the wild, he
is protected by cattle, sheep and birds. Then
he grows up to become the founder of
agriculture. However, in limited length of
no more than sixty to seventy lines, these
songs are rather undeveloped as narratives.
For their primary source of inspiration,
China’s earliest novelists relied on a body of
ancient narratives, contained primarily in
works of history.

ANCIENT NARRATIVES IN EARLY
HISTORY CLASSICS

In ancient China, the boundaries between
history and literature were rather blurred.
Both served as narrative discourse that in-
teracted with their historical situations,
authors, and readers. As late as the sixth
century CE, as evidenced in Liu Xie’s (ca.
465—ca. 532) monumental work of literary
criticism, the Wenxin diaolong (Literary
Mind and the Carving of Dragons), history
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was placed, along with other forms of writ-
ings which included the Confucian classics
and poetry, under the general category of
wen, a word which etymologically referred
to “pattern,” although it gradually evolved
in later ages into a Chinese equivalent for the
English word “literature” in the latter’s
more strict usage. Just as the sun, moon,
and stars constitute the “celestial pattern”
(tian wen), and the mountains and the rivers
the “earthly pattern” (di wen), all forms of
writings form the “human pattern” (ren
wen), or the pattern of human mind.

It was during the reign of Emperor Wu
(“Martial Emperor,” r. 141-87 BcE) of the
imperial Han Dynasty (206 Bce—220 cE)
that Confucianism gained its dominance
over other schools of intellectual thought
in Chinese civilization. Ancient texts, pre-
sumably used by the Master himself for his
students, were canonized as jing (“Books” or
“Scriptures”), and became part of the basic
education of aristocrats and government
officials.

Two works of history were among them.
The Shu jing (Book of Documents, pub. in
English The Shoo King or the Book of His-
torical Documents) includes different types
of speeches given by leaders of the state,
chronologically arranged, from the ancient
royal dynasties. The Chun qiu (Spring and
Autumn Annals, pub. in English The Ch’un
Ts’eu, with Tso Chuen), a chronological
history (722-481 Bce) of Confucius’s native
Lu Dukedom, was the very first of its kind
in China. None of these two works, how-
ever, may be considered as narrative in
nature. The former, one of the earliest texts
from antiquity, was composed in an ab-
struse language which had become obscure
even to scholars of the Han Dynasty. The
latter, in its brief, laconic accounts, is to the
modern eye no more than a simple table of
historical events. However, one of the
works generated by the latter, the Zuo
zhuan (Zuo Commentary on Spring and

Autumn Annals), turned out to be China’s
earliest narrative history.

Attributed to Zuo Qiuming, a younger
contemporary of Confucius, Zuo Commen-
tary is widely accepted by scholars today as
an “authentic” text from no later than the
fourth century BCE, containing material
from even earlier times. It consists of pro-
tracted accounts, or rather “elaborations,”
of the events listed in Spring and Autumn
Annals, much enlivened with dialogues and
descriptive details. For example, from a one-
line register in Spring and Autumn Annals,
“Count of Zheng prevailed over Duan at
Yan,” Zuo Commentary offers a lengthy,
complicated and dramatic account of the
Count’s ambivalent relationship with his
mother owing to her preference that his
younger brother Duan should be the ruler,
the conflict and struggle between
the brothers, the triumph of the Count, and
the eventual reconciliation between the
Count and his mother. In particular, the
accounts of the five major wars which took
place during the period are strong in literary
elements. They tell a vivid story of the
complex causes and effects of the wars and
the interrelations of the various political
parties engaged in them, covering both the
maneuvering prior to the warfare, as repre-
sented by intense diplomatic activity, and its
aftermath. In addition, many historical fig-
ures of the period come alive from the
characterization in the episodic description.

Another work of strong narrative nature
appeared from the subsequent period of
Warring States (476—221 BcE), when China
entered an era of division before its even-
tual unification under the Qin Empire,
China’s first imperial dynasty (221-206
BCE). During this period, some of the more
powerful feudal states began to annex smal-
ler neighboring states to consolidate their
rule, and later, the leaders of these states
began to give themselves the title of “king.”
In their constant struggles for dominance,
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they relied on the advice of professional
political strategists, who used wit and
eloquence as their “selling points” in per-
suading the rulers. The Zhanguo ce (Records
of the Warring States), a book about the
activity of these strategists, was compiled by
Liu Xiang (ca. 77 BcE—6 BcE) of the Han
Dynasty, who was said to have direct access
to the archives of the imperial library. It was
based on various early sources from the
archives, especially the work of Kuai Tong,
a scholar who lived in the early years of the
Han Dynasty. Conventionally categorized
as a work of history, much of its content is
more fictitious than factual. Notwithstand-
ing its highly dubious historical authentic-
ity, the book contains lively dialogues and
speeches of the strategists and some other
historical figures of the time, with much
rhetorical flourish. Not infrequently bom-
bastic and flamboyant in expression and
tone, the speeches sparkle with sharp wit
and sardonic humor, displaying the per-
sonality of the speakers. In particular, the
book provides a model for later writers to
use DIALOGUE for characterization.

Both Zuo Commentary and Intrigues of the
Warring States became a part of the required
reading for educated Chinese through the
ages, and their influence went beyond that
of average works of history. In fact, the Dong
Zhou lieguo zhi (Records of the Various States
of the Eastern Zhou), a popular historical
novel attributed to Cai Yuanfang of the eight-
eeenth century, incorporated a large amount
of material directly from these two works.

SIMA QIAN’S HISTORICAL RECORDS

In the Chinese tradition, Sima Qian’s Shi ji
(Historical Records) has always been consid-
ered not only a work of history but also a
monument of literature, even after these two
disciplines gradually gained their respective
status and began to be considered as different

ANCIENT NARRATIVES OF CHINA 21

GENRES of writing. In the former category, the
work initiated the historiographic structure
which had since become the fixed format for
almost all later dynastic histories; in the latter
it stands as a model par excellence for a variety
of genres, from the belles-lettres prose (which,
along with poetry, represents the highest form
of traditional literature prior to Late Imperial
China) to novels and shorter fiction, and
became an inexhaustible source for later
adaptations of various art forms, including
drama, opera, and even modern cinema.
The author, Sima Qian, was appointed to
the post of his father, the official Grand
Historian of the central government, after
the latter’s death. Having access to the im-
perial archives, he continued his father’s
unfinished work of writing a general history.
In 99 BcE, he made the political blunder of
defending a military general who had sur-
rendered to the Xiongnu, the nomadic
tribes from Inner Asia who were a constant
threat on China’s northwestern border, and
was thrown into prison and sentenced to
death. Eventually he accepted the only other
option: he suffered the humiliation of cas-
tration and became a palace eunuch, as
prescribed by the law of the time, so as to
live on to complete his history.
Throughout literary history, East or
West, adversity and misfortune have often
turned out to be a catalyst for masterworks.
The eventual completion of Sima Qian’s
monumental book was a personal triumph
for its author. In its quintuple structure of
five parts, it covers the history of nearly three
millennia on a comprehensive scale, cover-
ing political, military, cultural, and eco-
nomic aspects. The first part consists of
twelve Basic Annals, with the first five de-
voted to the prehistoric legendary kings and
dynasties from the ancient royal Xia Dynas-
ty to the imperial Qin Dynasty, and the
other seven devoted to individual rulers
from the First Emperor of the Qin to the
Martial Emperor of the Han, under whose
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reign the author lived. The second part is
made up of ten Chronological Tables,
covering various historical periods. These
are followed by the third part in eight
Monographs, each of which gives a dia-
chronic survey of specific topics such as
Rituals, Music, Legal Codes, and Astrono-
my. The fourth part includes thirty chapters
on Hereditary Houses, devoted mostly to
feudal lords of various periods but also,
interestingly, Chen Sheng (d. 208 Bck), the
leader of the revolt which led to the termi-
nation of the Qin dynasty, and Confucius
(551-479 BCE), the towering cultural figure.
The last part consists of seventy chapters,
mostly biographies of historical figures and
a number of social groups, six accounts of
frontier regions that include Xiongnu, Kor-
ea, Ferghana, and Vietnam, to be concluded
by a Self-Account of the author himself.

While earlier works of history, including
Zuo Commentary, concentrated on events,
Historical Records shifted the nucleus of at-
tention to people. Many of the chapters,
especially the part concerning the more recent
history of the Han, provided an emotional
outlet for the author’s pent-up indignation at
social injustice. This is most evident in some
of the biographies in the work—his constant
love and sympathy for those who, like him,
encountered misfortune in life, his hate and
anger toward those who prospered through
inflicting pain and suffering on others—all
these may be regarded as Sima Qian’s re-
sponse to the challenge of his personal tragedy
(see LIFE WRITING).

HISTORICAL RECORDS AS ANCIENT
NARRATIVE: A COMPARISON WITH
CLASSICS OF WESTERN HISTORY

As ancient narrative, Historical Records
bears more comparison with ancient works
of Greek history such as Herodotus’s His-
tories (fifth century Bce) and Thucydides’s

Peloponnesian War (fifth century BcE) than
with the Homeric epics. All these works of
history, East or West, went through a kind of
“pregeneric plot structure” and a “poetic
process” (1979, 60-61), in Hayden White’s
terms (1979, Tropics of Discourse, 60—61), in
the manipulation of their material (which
reminds us of the Russian Formalist concept
of fabula and sjuzet; see FOrRMALISM). They all
use various literary devices to create dramatic
effects, and share a concern with the didactic
import of the account, an emphasis on the
importance of the individual, skepticism of
and relative lack of interest in the supernat-
ural, and a heavy reliance on semi-fictitious—
sometimes simply fictitious—conversations
and speeches placed in the mouths of their
historical figures like characters in fiction.
Most importantly, they all present their story
in a kind of dramatic “plot” which, as White
argues, “is not a structural component of
fictional or mythical stories alone; it is crucial
to the historical representations of events as
well” (1987, Content of the Form, 51).

Like Herodotus, in his life Sima Qian
traveled widely and showed a strong interest
in regions beyond the central empire. As
Burton Watson has pointed out, he was
restricted by the limitations of geography
and means of transportation, and was there-
fore unable to witness any foreign culture
that was (or that he could have considered)
more “civilized” and had a longer history
than his own, as Herodotus had during his
trip to ancient Egypt. Even so, some modern
Russian scholars of the history of China and
Inner Asia have pointed out the significant
scholarship and trustworthiness of materi-
als as displayed in the accounts of north-
western border regions in Historical Records.
In terms of research and scholarship, how-
ever, Sima Qian is somewhat closer to
Herodotus than to Thucydides, as he had
an inclination to rely on anecdotes and
hearsay without verifying them with con-
crete historical evidence.
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The structure of Historical Records is dif-
ferent from that of the Greeks, partially be-
cause the Greeks were primarily writing about
a certain period only, while Sima Qian tried to
cover a much longer history. The best part of
the Chinese work, though, is in the sections
related to the founding and development of
the author’s own Han Dynasty, which count
among them five Basic Annals, three Chro-
nological Tables, all eight Monographs, about
ten of the Hereditary Houses, and some
sixteen Biographies. Among these, the reader
may find much that is overlapping, but never
redundant—one of the greatest merits of
the work. In particular, the narratives about
Emperor Gaozu (256—195 Bck), the founder
of the dynasty, show the author as a great
master of storytelling. In describing each of
the historical figures of this period, including
Gaozu and his major rival, Xiang Yu
(232202 BCE), as well as the numerous con-
sultants on both sides, the author keeps shift-
ing his angles of observation and perspective
in the various chapters and sections. It is
almost like watching a traditional Chinese
landscape in the form of a long horizontal
scroll; instead of a central focus, as in Euro-
pean painting since the Renaissance, what we
have is a kind of “shifting perspective.” In
such a polycentric, even polyphonic struc-
ture, the capitalized, singular History has
become a number of small-case, plural his-
tories. Without resorting to the numerous
usages of digressions and asides, as we so
often find in the straightforward, primarily
linear narration of the Greeks, Sima Qian
presents a lively panoramic view of the age,
and historical figures that come alive through
his multilayered description. Such a special
feature of Historical Records certainly offers a
source of inspiration, in later ages, for China’s
professional storytellers and early novelists to
treat complex stories with multiple plotlines.

Sima Qian also shares an interest with
Plutarch (46-119 cg), whose Vitae consists
of twenty-three pairs of Greek and Roman
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figures. Quite a few of Sima Qian’s biog-
raphies are that of two figures in the same
field, juxtaposed for the sake of compari-
son. For example, two literary authors, Qu
Yuan (ca. 339-287 BcE) and Jia Yi (201-169
BCE), who belonged to two different histor-
ical periods, are placed in the same chapter.
A chapter of the biographies of good, wor-
thy officials is followed by one of the cruel,
evil ones. However, Sima Qian differs from
Plutarch in a number of ways. Plutarch was
obviously interested only in the elite states-
men and military generals whom he saw as
symbols of noble character and heroic per-
sonality; even Aristotle was left out from
Vitae, probably from the author’s Platonic
view that poets should be kept out of the
ideal Republic. Sima Qian’s interest was far
more comprehensive. Not only did he in-
clude poets and other literary authors, but he
also devoted much of his work to other types
of civilians and obscure people of humble
social status, such as businessmen, court
jesters, chivalrous warriors, herbal doctors,
and even fortunetellers.

In terms of style, Sima Qian seems to be
more terse and matter-of-fact in comparison
to the Westerners, especially to Herodotus.
The Greeks already had the great Homeric
epics as a model of narration, and they were
able to describe group and collective scenes as
well as individuals, whereas Sima Qian’s nar-
ration seems to concentrate on the latter. It
would be difficult to find in Historical Records
such detailed and vivid scenes as in the
last few books of Herodotus, like the battles
of Marathon and Thermopylae and the sea
battle at Salamis between the Greek and the
Persian navies, or the moving description of
the ill-fated Sicilian expedition in Books 6 and
7 of Thucydides, which was acclaimed by John
Stuart Mill (1806-73) as “the most powerful
and affecting piece of narrative perhaps in all
literature” (1867, “Inaugural Address”).

However, Sima Qian’s language is also
vivid and fresh in his own way, demon-
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strating that the great historian was also
insightful about the human psyche, as his
monumental work is fully expressive of the
spectrum of human emotions, to convey the
gamut of the “Seven Emotions”—in Bud-
dhist terminology—of joy, anger, sorrow,
fear, love, hate, and desire. As the French
critic Charles Augustin Sainte-Beuve
(1804-69) has argued, a true classic is from
“an author who has enriched the human
mind and increased its treasures . . . revealed
some eternal passion in that heart where all
seemed known and discovered . .. who has
spoken to all in his own peculiar style, a style
that is found to be also that of the whole
world, a style new without neologism, new
and old, easily contemporary with all time”
(1850, “What is a Classic?”). In that sense, it
is no wonder Historical Records has been
placed in the highest echelon in the Chinese
literary canon, and served as a model for the
early Chinese novelists.

ANCIENT NARRATIVES IN WORKS
OF HISTORY AFTER HISTORICAL
RECORDS

After Historical Records, the first work of
history modeled on its structure was the
Han shu (History of the Han Dynasty), a
labor of love from two generations. It was
started by Ban Biao (3-54 cE), who wrote
a sequel to Historical Records in 65 chapters
on events after Sima Qian’s lifetime. His son
Ban Gu (32-92) continued on the basis of
his father’s work, adopted a large amount of
material from Historical Records, and con-
tributed with his own expansion. Eventually
it was completed, under imperial commis-
sion, by Ban Gu’s younger sister, Ban Zhao
(ca. 49—ca. 120). Considerably longer than
Historical Records, it focuses solely on
the Han Dynasty, from the founding of the
empire to the death of Wang Mang, the
Usurper, covering the period from 206 BcE

to 23 ce. In this way it became a model in its
own right for all later dynastic histories in
China. Both Historical Records and History
of the Han Dynasty have been celebrated as
classics and reached a wide audience, and for
a long time, from the later Han Dynasty to
the Tang Dynasty, the latter even found
more admirers among its readers than the
former.

The next work in the long line of official
histories, the Sanguo zhi (History of the Three
States), became the direct model of inspi-
ration for China’s first novel. It was written
by Chen Shou (233-97), who witnessed a
large part of the chaotic period of the so-
called “Three Kingdoms” of the Wei, the
Shu, and the Wu, but lived well after the
reunification of the nation under the Jin
Dynasty. Of the five parts found in Historical
Records and History of the Han Dynasty,
Chen Shou adopted only the Annals for
the sovereigns, and the Biographies and
Accounts, treating nearly five hundred in-
dividuals and a few neighboring countries,
including Korea and Japan. He originally
composed the work as three separate histo-
ries, and it remained as such until it was first
printed as one single work in the Song
Dynasty. More than a century after Chen
Shou’s death, the work was greatly enriched
and expanded by the Commentary, complet-
ed in 429, by another historian, Pei Songzhi
(372—451), who incorporated valuable ma-
terial from hundreds of various sources
found during his lifetime, much of them
narrative in nature; many of the original
sources are no longer extant today. Like his
predecessors from Zuo Qiuming to Sima
Qian, he included anecdotes and hearsay in
his work. The history and the attached
Commentary, a combined effort of Chen
Shou and Pei Songzhi, laid a solid founda-
tion for China’s first novel; indeed, many of
the dialogues and detailed descriptions
in the latter have been found to be cited
directly from the former.
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ANCIENT NARRATIVES IN OTHER
EARLY CHINESE WORKS

Of course, ancient narratives were not re-
stricted to works of history only, but also
were found in other classics from early China.
The Lun yu (Analects), a book about Con-
fucius compiled by the Master’s disciples and
the disciples’ disciples, contains in its twenty
sections a total of nearly six hundred passages;
while most consist of the Master’s sayings or
his conversations with disciples and fol-
lowers, some offer details of his manner and
way of living, including the way he sits and
walks, even his idiosyncratic eating habits.
These seemingly fragmented passages, like a
thousand pieces of broken mirror, provide a
vivid picture of the Master himself as seen in
the eyes of his contemporaries when assem-
bled. Because of the celebration of Confu-
cianism in the Han Dynasty, the book gained
great popularity. During the Southern Song
Dynasty (1126-1279), the great Confucian
scholar Zhu Xi (1130-1200) made it one of
the “Four Books,” the essential texts for his
students. Starting from the early fourteenth
century, the “Four Books” became part
of the basic curriculum required for the
civic service examinations. Analects was
thus integrated into China’s collective
consciousness.

The subsequent period of Warring States
was not only one of constant warfare, but
also known as an epoch of “A Hundred
Schools of Contending Thoughts,” and
some of the books that emerged in the
period, from the numerous thinkers and
their disciples, also contain ancient narra-
tives which became models for later writers.
Of these books, the Zhuang zi (Zuangzi),
attributed to Master Zhuang Zhou
(369-286 BcE) and his disciples, has long
been acclaimed for its strong literary merits.
Like the Dao de jing (Book of Integrity and the
Way), attributed to Laozi (fifth century BcE)
or Master Lao Dan, an older contemporary
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of Confucius, but probably also from the
Warring States period, Zhuangzi has been
considered a classic text of Daoism which,
along with Confucianism and Buddhism,
formed the Three Teachings in Chinese
civilization. Unlike Book of Integrity and the
Way, which is terse in language and cryptic
in content, Zhuangzi is marked by its fertile
imagination and abundant usage of fable
and myth. In its numerous conversations
and stories, it creates a vividly graphic pic-
ture, largely fictitious, of Master Zhuang
himself, who may be regarded as the persona
of the work.

Another work from the same period, the
Meng-zi (Mencius), was attributed to Meng
Ke or Mencius (371-289 BcE), honored in
later ages as the Second Sage of Confucian-
ism, and his disciples. Like Analects, the book
also consists largely of the thinker’s conversa-
tions with his disciples and various rulers,
though these are generally lengthier and more
complete, and they share the eloquence and
wit of those found in Intrigues of the Warring
States. In particular, the book provides a lively
account of the thinker himself, who initiated
the Confucian convention of the “pride of the
cotton-clad”—of a civilian who would nev-
ertheless maintain his dignity and pride in
front of kings and lords. Along with Analects,
Mencius was included by Zhu Xi among the
“Four Books” and thus has exerted a wide-
spread influence through the ages.

In the field of fiction or xiao shuo, the genre
which was notas highly considered as history
and the works of the masters, ancient narra-
tives were also found in a number of works.
One of the earliest of these was the San hai
jing (Classic of Mountains and Seas), a book
which was probably also from the Warring
States period, with later revisions. It contains
brief, somewhat fragmentary, records of an-
cient Chinese geography, products, tribes,
sacrificial offerings, customs, and habits,
incorporating into its narration much of the
supernatural, making it a major work (and
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there were few of them) that preserved an-
cient Chinese mythology. During China’s
Age of Division (220-589), one of the works
which fell under the category of xiao shuo but
somewhat won more respect among the
literati was Liu Yiqing’s (403—44) Shishuo
xinyu (New Account of Tales of the World), a
collection of anecdotes about celebrities in
history from the previous two centuries.
Using some thirty-six categories such as
“Virtue,” “Speech,” “Literary Talent,”
“Generosity,” “Appearance and Behavior,”
“Willfulness,” and “Frugality,” it provides
brief but often extremely vivid accounts of
these historical figures in their daily life. The
same age also saw the rise of another fictional
subgenre, the short supernatural tale, called
the zhi guai (“records of anomalies”), which
was attributed by modern scholars to the
popularity of witchcraft and the rise of Bud-
dhism during the time. Several hundred of
such tales in the three collections from
this period, Gan Bao’s (d. 336) Soushen ji
(In Search of the Supernatural: The Written
Record), Soushen houji (More Records of the
Search for the Supernatural)—attributed to
the famous poet Tao Qian (365-427), and
Liu Yiqing’s Youming lu (Records of Light
and Shade), provide a rich source of imag-
inative literature from Early Imperial China.
These short tales preceded the longer short
stories of the supernatural that emerged
during the middle period of the Tang dy-
nasty (618-907), called the chuan qi
(“passing on the strange”). However, for a
long time, these were not taken seriously as
literature.

THE COMING OF AGE OF THE
NOVEL: THE DECREASING IMPACT
OF THE ANCIENT NARRATIVES

The variety of ancient narratives in the
Chinese tradition notwithstanding, works
of history remained the major source of

inspiration for the rise of the Chinese
novel, as evidenced in Romance of the Three
Kingdoms and Water Margin. However,
compared to the former of these two
works which used an easy and plain literary
Chinese, the latter was the first Chinese
novel to adopt the vernacular language,
which distanced it further from the influ-
ence of the ancient narratives than the
former.

During the Ming dynasty (1368-1644),
civil service examinations were reestab-
lished, and those who passed the first level,
the local exams, were placed on the govern-
ment payroll so that they would work to-
ward the next level, the provincial exams,
thus creating a new large social class known
as the sheng yuan (“government students”).
Since the exams were held at long intervals,
these students had an urgent need for read-
ing matter as a break from their engagement
with serious materials like the Confucian
classics (the main subject in the exams).
Publishing became an increasingly prosper-
ous business to answer such a need, and
along with it the popularity of the novel
expanded. With the further development
and the coming of age of the genre, however,
Chinese novelists began to seek new inspi-
ration and explore more original ways of
composition.

The Xiyou ji (Journey to the West), with its
earliest extant edition from 1592, was at-
tributed, not without some controversy, to
Wu Cheng’en. It was most likely a work that
went through many revisions and elabora-
tions of material that had evolved over a
longer period of time than that of any single
author. Notwithstanding the appearance of
a complete translation in English, it remains
better known to the Western reader in
Arthur Waley’s abridged version, Monkey
(1943). The novel still assumes a historical
framework and uses a real historical figure
as one of its protagonists: the Buddhist
monk Xuan Zang, or Tripitaka (596-664),
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who singlehandedly made a round-trip pil-
grimage to India in 628-45. However, it
integrates much of the supernatural in the
long tradition by creating for Tripitaka three
disciples, Monkey, Pigsy, and Sandy, all with
superhuman martial arts skills and other
talents, as well as a White Horse which has
transformed from a Dragon Prince, to keep
the monk company on the journey and
defend him against the numerous demons,
monsters, and temptresses that they en-
counter. Hilarious in tone, the novel is full
of wild imagination, poking fun at a pan-
theon of Buddhist and Taoist deities as well
as at human society. Unlike Romance of
the Three Kingdoms and Water Margin,
Journey to the West no longer relies on
the ancient narratives from history as its
main source of inspiration, but instead
incorporates materials of a much wider
variety, including shorter supernatural
fiction and transformation texts. Some
scholars have even argued that the crea-
tion of the image of the Monkey may have
come from Hanuman in Ramayana, the
ancient Indian epic (see ANCIENT NARRA-
TIVES OF SOUTH ASIA).

The Jin ping mei (Plum in the Golden
Vase), the first printed edition of which
contained a foreword dated to the winter
of 1617, marked a large step in the devel-
opment of the Chinese novel. In a hundred
chapters and of anonymous authorship, it is
the first Chinese novel that focuses on daily
life within the enclosed world of an urban
household, telling primarily a story that
involves the relationship of the wealthy
young merchant Ximeng Qing and his nu-
merous wives, concubines, and mistresses.
Notwithstanding its explicit and often
graphic description of sex, it is a great novel
of social criticism and may also be consid-
ered as a Chinese novel of manners. The
historical background, placed in the earlier
Song dynasty, is largely a pretense, as
much of its description is devoted to the
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contemporary Late Ming society. Here the
trace of the ancient narratives is hardly
discernible, if at all; instead, the author
seemed to have incorporated materials
from a vast variety of sources, many from
popular culture, and made an almost clin-
ical observation of the world around him at
the time. Shortly afterward, there appeared
another less known novel, Xingshi yinyuan
zhuan (n.d., Marriage Destinies to Awaken the
World), which tells a story of karma and
retribution of two generations, with vivid
portrayals of how two viragoes maltreat their
henpecked husband. The publication of these
two novels marked the rise of rReaLisM in the
history of Chinese novels, and paved the
ground for the emergence of Cao Xueqin’s
Shitou ji (1791, Story of the Stone)—also
known as Honglou meng (1754, Dream of the
Red Chamber), widely acknowledged as the
greatest Chinese novel of all time.

SEE ALSO: Gothic novel.
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Ancient Narratives of
South Asia

LAWRENCE McCREA

South Asian literature, in the broadest sense
of that term, begins with the Vedic scriptures,
the earliest of which is the Rigveda (ca.
1500-1000 BcE). The earliest portions of the
Vedic corpus consist of versified hymns, typ-
ically addressed to one or more divine beings
and invoking their blessings. These hymns
contain frequent allusions to what must have
been well-known stories of the deeds of the
gods, but these are generally brief and cryptic.
A few hymns take the form of dialogues, but
these too are opaque and allusive; there is
little in the way of straightforward narrative.
The later Vedic canon, particularly the prose
texts called Brahmanas (ca. 1000-500 BCE)
that grew up around the earlier collections
of hymns, contains many, mostly brief, nar-
rative sections, some providing context for
the hymns themselves, and others explaining
or providing justifications for elements of the
elaborate rituals prescribed by the texts.

THE MAHABHARATA AND THE
RAMAYANA

Full-fledged narrative literature comes into
its own for the first time with the emergence
of the two great Sanskrit epics, the Maha-
bharata and the Ramayana. These texts
would appear to have developed out of an
oral epic tradition, and presumably under-
went a long process of development, but
took on something close to the current
shape around the beginning of the first
millennium ce. These two vast texts—the
first consisting of roughly 25,000 verses, the
latter of 100,000 even in its shortest ver-
sions—are remarkably similar in their form
and language, and represent a major break
with previous Sanskrit compositions. Both
texts, in addition to presenting stories of far
greater length and complexity than any
produced up to that time in South Asia,
have highly sophisticated NARRATIVE STRUC-
TURE, involving multiple-FRAME stories and
self-referential descriptions of their own
composition and transmission.

The Ramayana is traditionally considered
to be older than the Mahabharata, though
most modern scholars, on linguistic and
stylistic grounds, consider it to be somewhat
later (see LiNGuisTICS). It is regarded as the
“first poem,” and the poem itself describes
its own author’s discovery of the poetic
form, which he produces spontaneously
upon witnessing a bird’s sorrow at the loss
of its mate. This author, the brahmin sage
Valmiki, having discovered the verse form,
seeks a human subject worthy to be memo-
rialized by means of it and finds one in
Rama, the prince of Ayodhya. Rama is pre-
sented explicitly as a paragon of all human
virtues and is said in fact to be an incarna-
tion of the supreme god Vishnu. Deprived
of the rulership of the kingdom and forced
out into the wilderness through the machi-
nations of a scheming stepmother (who
desires the throne for her own son), Rama
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selflessly accepts his exile to defend his
father’s honor. During his sojourn in the
forest, Rama’s wife Sita is abducted by the
ten-headed demon Ravana, but, after fight-
ing a war to destroy the demon and free his
wife, Rama refuses to accept her back, again
for ostensibly selfless motives: as king, he
fears that the scandal of remaining with a
wife who has dwelt in the house of another
will pose a threat to public morals. Preg-
nant and forlorn, Sita is taken in by the
brahmin Valmiki—the inventor of poetry
and author of the Ramayana. She gives
birth to twins, whom he trains to recite
his composition. The frame story of the
Ramayana describes its own initial public
performance, in which Rama’s own tale is
told to himself by his own (as yet unrec-
ognized) twin sons.

The Mahabharata has a similarly elabo-
rate and recursive frame story and a simi-
larly involved author—Vyasa, who is
grandfather to the main protagonists and
antagonists of the story. But, it presents a far
darker image of the realities of rulership and
the human quest for power. The central
story concerns the struggle between two sets
of cousins for control of the kingdom of
Hastinapura. It culminates in a massive war
which wipes out nearly the entire warrior
class and brings despair to both winners and
losers. Its heroes, the five Pandava brothers,
are, like Rama, idealized figures, but the text
goes to great lengths to show the moral
compromises they are forced to make in
their struggle for power. The Mahabharata
also resembles the Ramayana in that it is
centrally concerned with the deeds of a
human incarnation of the god Vishnu. Yet
the narrative role of this divine manifesta-
tion is quite different. The Krishna of the
Mahabharata is not the hero of the epic and
is not presented as a moral exemplar and a
model for human, and specifically royal,
emulation, as Rama explicitly is. He appears
as a friend and adviser to the Pandavas and

is presented as something of a trickster,
manipulating events from behind the
scenes and aiding the Pandavas in their
quest for power, often by pressuring them
to adopt underhanded means against their
enemies.

Into and around the central story of the
Pandavas’ struggle for power the Mahab-
harata weaves a great deal of peripheral
material: supplementary narratives of both
human and divine action, as well as exten-
sive legal and moral instruction on, for
example, the duties of kingship. Indeed, the
Mahabharata comes to be seen as something
of a cultural encyclopedia, and famously
says of itself that “what is not found here,
is found nowhere” (1.56.34).

A somewhat later text which shares many
features with the two principal Sanskrit epics,
and which bears a similar literary and cul-
tural destiny, is the Harivamsha, or “Lineage
of Hari.” This text is traditionally regarded as
an addendum or appendix to the Mahabhar-
ata, and is concerned principally with relat-
ing the life story of the incarnate god Krishna,
in particular the story of his early life in
disguise as a cowherd and his killing of his
uncle Kamsa, who usurped the throne of his
family’s ancestral kingdom of Mathura
(events which are occasionally alluded to in
the Mahabharata, but not related at length,
despite the central position of Krishna in the
main narrative). The Harivamsha provided
the model for later accounts of Krishna’s
early life (a major focus of later Hindu
devotionalism), most notably that of the
(ninth-century) Bhagavatapurana.

Modern scholarship on the Sanskrit epics
has made much of the supposed Gengre dis-
tinction between the two texts: the Mahab-
harata is classified as itihasa or “history,” in
part because of the large amounts of legal
and didactic and supplementary narrative
material it contains. The Ramayana, be-
cause of its account of its own origin
through the genesis of the verse form, is
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classified as kavya, or “poetry.” But this
distinction is both overstated and highly
misleading. It is abundantly clear from the
later references to and discussion of these
works by poets, commentators, and literary
theorists that they were each regarded as
both itihasa and kavya—both accurate ac-
counts of historical events and works of
literary art. And it is this dual character that
is most strikingly evident in the literary
legacy of these texts.

DIDACTIC AND POETIC NARRATIVE

The Sanskrit epics come to serve as inspira-
tions and as models for two rather different
streams of literature in premodern South
Asia. In both of these streams narrative
remains a central preoccupation but is seen
as serving different purposes in each.
Viewed as itihasa (“history”), the epics be-
come the archetype for the large body of
texts known as puranas (“ancient texts”).
These voluminous compendia of traditional
lore cover a wide range of topics, conven-
tionally grouped under five headings or
lakshanas: sarga (the creation of the world),
pratisarga (“secondary creation” by lesser
gods or demiurges), vamsha (lineages of
kings), manvantaras (the ages of the world),
and vamshanucarita (the deeds of the royal
dynasties). As this list suggests, these texts
devote a great deal of attention to both
mythical and dynastic history (see MYTHOL-
0GY). In addition, they carry on much of the
religious and didactic function of the epics,
relating further narratives of the gods and
their incarnations, and prescribing modes
of worship. Like the Mahabharata before
them, they often contain long instructional
passages describing proper legal procedures
and even rules for the construction of build-
ings or the writing of poetry.

But, in addition to providing the model
for the Puranas, the two Sanskrit epics also

come to be seen as the prototypes for a
quite different sort of narrative literature:
kavya (poetry or belles-lettres). Kavya is
defined not by its form—there are both
prose and verse kavyas—but by its func-
tion: it is conceived of by the indigenous
literary tradition as a type of text concerned
primarily not with providing information
or instruction (whether religious or world-
ly), but with directly producing a pleasur-
able experience for the reader. Kavya is
recognized as comprising a wide variety of
prose and verse literary forms, as well as
drama (usually consisting of a mixture of
prose and verse). Diverse as it is, the kavya
tradition looks back to a single work, the
“first poem,” the epic Ramayana, as its
origin and archetype.

The various genres of kavya differ in the
extent to which they depend on narrative for
their aesthetic effectiveness. Some, e.g., lyric
poetry, lack any continuous narrative
thread. Others, such as drama and the later
court epic (mahakavya—Iliterally Great
Poem) are built around at least a minimal
narrative frame but rely to a considerable
extent on extended description and elabo-
rate figuration (including puns and other
forms of complicated wordplay) for their
literary effectiveness. Yet there was also a
substantial genre of narrative-driven texts
(some prose, some verse) which came to
exercise a major impact on South Asian and
ultimately world literature.

The seminal work in this tradition of
story literature was the Brihatkatha (Great
Story) of Gunadhya. This vast collection of
stories was probably composed or compiled
in roughly the second century ct. The orig-
inal version of this work is lost, with only a
few quotations preserved in the works of
later literary critics. What we know of
the work is based chiefly on several later
TRANSLATION and ADAPTATIONS. There are
three such adaptations in Sanskrit—the
Brihatkathashlokasamgraha (eighth century?,
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Summary of the Brihatkatha in Verse) of
Budhasvamin, the Kathasaritsagara (elev-
enth century, Ocean of Rivers of Story) of
Somedeva, and the Brihatkathamanjari
(eleventh century, Garland of Great Stor-
ies) of Kshemendra—as well as a partially
extant Tamil version and a condensed ver-
sion (fifth century?) in the Prakrit work
Vasudevahindi of Sanghadasa.

The Brihatkatha was composed not in
Sanskrit, the dominant literary language of
the time, but in Paishachi (Demonic), a
dialect of the Middle Indic Prakrit language
mentioned in several early grammars but
lacking any extant literature apart from the
few surviving fragments of the Brihatkatha.
The frame story found in several of the later
adaptations explains that the author’s
choice of language was determined by his
loss of a bet with the grammarian Sarvavar-
man over who could most effectively teach
the king to speak proper Sanskrit. Gunad-
hya, as the loser of the bet, was prohibited
the use of Sanskrit, and therefore composed
his story collection in Paishachi.

Like the Ramayana and especially the
Mahabharata before it, the Brihatkatha is
structured as a frame story with multiple
embedded narratives. The central story con-
cerns the sexual and political adventures of
the Udayana, the king of Kaushambi, and of
his son Naravahanadatta, whose romantic
pursuit and marriage of a series of semi-
divine princesses known as vidyadharis
(bearers of knowledge) form the primary
narrative thread. But the text, at least as far
as one can judge from later versions, ap-
pended a great many digressive and periph-
eral narratives to this central thread, be-
coming something like an encyclopedia of
stories and providing the most important
model for later story collections.

Of the many South Asian story collec-
tions composed on the model of the Bri-
hatkatha, the one that exercised the greatest
overall influence on world literature was

undoubtedly the Panchatantra. Like many
works from this period in South Asia, the
Panchatantra has a complex textual history
and exists in several widely divergent re-
scensions (see EDITING). It was probably first
compiled in the fourth or fifth century ct.
The author’s name is given as Vishnushar-
man. The work is a collection of didactic
tales, grouped into five tantras (systems),
and is designed primarily to impart lessons
in political policy and morality. Most of the
tales it contains are in the form of fables
with animal characters. Many of the stories
are drawn or adapted from earlier works,
such as the Mahabharata and the Buddhist
scriptural canon, which contains a collec-
tion of stories of the Buddha’s jatakas
(prior incarnations), many of which depict
the lives of the Buddha in animal form.

The Panchatantra proved to be ex-
tremely popular and spread rapidly be-
yond the confines of South Asia. It was
translated into Pahlavi (medieval Persian)
in the mid-sixth century and into Arabic
in 750 ce. Many stories from the Pancha-
tantra found their way into later story
collections in Arabic and Persian, as well
as in European collections, for instance, in
medieval versions of Aesop’s Fables. Per-
haps more importantly, it seems to have
popularized the form of the frame-linked
story collection in the Islamic world and
beyond, providing the model for later
works such as, most famously, the Thou-
sand and One Nights (ninth century)
and, indirectly, European works such as
The Decameron (ca. 1350), The Canter-
bury Tales (ca. 1400), and The Manuscript
Found in Saragossa (1810).

While no other South Asian story collec-
tion exercised so great an impact on world
literature, there were several others that
spread in similar ways, most notably the
Vetalapanchavimshati (Twenty-five Tales of
the Vampire) and Shukasaptati (Seventy
Tales of the Parrot), which was translated/
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adapted into Persian in the fourteenth
century as the Tutinama.

POETIC NARRATIVE IN THEORY
AND PRACTICE

However, despite the existence of this ex-
tensive and influential body of story litera-
ture in premodern South Asia, the literary
status of this narrative-driven prose genre is
somewhat ambiguous, at least in the view of
Sanskrit literary critics and aesthetic theor-
ists. These theorists draw a sharp distinction
between instructive or useful literature and
art literature (kavya), and place texts in
which narrative content is the primary con-
cern in the former category. This attitude is
summed up in an often quoted remark from
the (lost) Hridayadarpana (Mirror of the
Heart) of the tenth-century Kashmiri the-
orist Bhattanayaka: “Among the types of
literature, people distinguish ‘scripture’ as
that which depends on the preeminence of
word; that in which meaning is the essential
element is ‘narrative’ [akhyanal; but, where
both word and meaning are secondary, and
the expressive process is the main thing,
people consider this to be kavya.” In scrip-
ture it is the precise wording that matters
most—the text must be retained and recited
exactly as it always has been to be ritually
efficacious. In narrative literature (and here
Bhattanayaka is thinking primarily of reli-
gious/didactic narrative such as that found
in the Puranas), it is the meaning, the in-
formational content, and not the precise
wording, that matters above all. But poetry,
for Bhattanayaka, differs from both of these,
in that both the precise sounds and the
meaning are secondary; it is the specifically
literary and aesthetic mode of expression
that matters most. Thus, for him, poetry,
that is, aesthetically oriented literature, is
defined in part precisely by its deemphasis of
narrative. This general attitude is linked to

the tendency, already noted, to see kavya as
primarily intended to produce pleasure in
its audience, rather than to serve any infor-
mational or didactic purpose.

Thus at the theoretical level there is taken
to be a clear divide between narrative and
aesthetically oriented literature or kavya; in
the former, informational content—both
story elements and any explicit or implicit
didactic message they convey—should pre-
dominate, whereas in the latter this content
should be deemphasized and priority given
to the development of a pleasing or aestheti-
cally compelling mode of expression. In
reality what we see is less the sharp division
presupposed by Bhattanayaka’s typology
than a continuum running from more ex-
plicitly didactic works such as the Pancha-
tantra to more aesthetically minded treat-
ments of narrative. This range is reflected
perhaps most clearly in the variety of San-
skrit prose works produced from the mid-
to late first millennium. Some of these
works, like the story collections alluded to
earlier, are very much content driven, with
the primary emphasis on plot and character.
In others, however, the narrative is a fairly
minimal frame, serving primarily as a vehi-
cle for the deployment of elaborate descrip-
tion, figuration, and other literary devices
(see RHETORIC).

The Indian poetic theorists generally
recognize two genres of prose kavya: katha
(story—the genre to which the Brihatkatha
and the Panchatantra belong) and akhyayi-
ka (biography). According to the earliest
surviving work on poetic theory, the (sev-
enth-century) Kavyalamkara (Ornament
of Poetry) of Bhamaha, a “biography”
ought to be narrated by the hero himself,
and a “story” by someone other than the
hero. But, in his own Kavyadarsha (Mirror
of Poetry) Bhamaha’s near contemporary
Dandin (an important prose writer in
his own right) rejects this distinction. In
general, works labeled as “biographies” are
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historical, often dealing with contempo-
rary subjects, whereas “stories” typically
have invented plots (see LIFE WRITING).

Many agree that the most outstanding
exemplars of these two genres are the two
great works of Bana, the celebrated master of
Sanskrit prose kavya. Bana was the court
poet of Harsha (r. 606-47 ck), king of Ka-
nauj and ruler of most of North India.
Harsha was a great patron of the arts as well
as a major poet and playwright in his own
right. Bana was the author of a massive prose
biography of his patron, the Harshacharita
(Deeds of Harsha), generally regarded as the
archetype of the “biography.” (It is not,
following Bhamaha’s prescription, narrated
by Harsha himself, but Bana does devote
a large portion of the work to an autobio-
graphical account of his own early life and
his first encounter with Harsha.) The central
story concerns Harsha’s accession to the
throne after the death of his father and
brother. The action is quite limited, and
large stretches of the text are given over to
extensive descriptions, many of them in-
volving elaborate puns and other figures of
speech, as well as long lamentations of
Harsha and his family members over their
losses. It is a work as much or more
concerned with the play of language as
with the development of its story, and
seems to illustrate very well the emphasis
on the “process of expression” praised by
Bhattanayaka.

“Biographies” are on the whole far rarer
than stories, and most would seem to be
deliberately modeled on the Harshacharita.
Like it, they are often the work of poets
praising their own patrons. Notable exam-
ples include Vidyachakravartin’s Gadyakar-
namrita, written in praise of the thirteenth-
century Hoysala king Viranarasimha II,
and the (twelfth-century) Vikramankabhyu-
daya, written by the Western Chalukya king
Somesvara I1I in praise of his father, Vikra-
maditya VL

Bana’s other great prose masterpiece is
his Kadambari, one of the most celebrated
examples of the “story” genre. Far more
narrative-driven than the Harshacharita,
the Kadambari is a sprawling romance with
an intricate plot involving multiple sets of
separated lovers, past births, talking parrots,
apparent deaths, and miraculous resurrec-
tions. In itsliterary artistry, it is on a par with
the Harshacharita, but here given the intri-
cacy and careful development of the story,
narrative is necessarily a more prominent
concern here than in the former work.
While certainly the orientation of the work
is more aesthetic than didactic, it still shows
more of a balance between narrative and
figurative/linguistic concerns than the the-
orists’ typology might lead one to expect.
The same would seem to be true of many of
the most celebrated and critically acclaimed
examples of the “story,” such as the Vasa-
vadatta of Subandhu (one of the most im-
portant precedents and models for Bana’s
Kadambari) and the Dasakumaracharita
and Avantisundarikatha of Dandin (a near
contemporary of Bana’s, who seems to
have modeled his own prose works on the
Kadambari). All of these works combine an
intense devotion to figuration and the play
of language, with careful development of
plot and character, and seem to belie any
simple opposition between the art literature
and narrative as such.

This blurring between the functional cat-
egories envisioned by the theorists can like-
wise be seen in various traditions of religious
narrative. Both the Buddhist and Jaina tra-
ditions, for example, produced substantial
bodies of straightforwardly didactic hagio-
graphic narrative, often deriving ultimately
from scriptural sources, but, in both cases,
efforts were made by later figures within
these traditions to produce more aestheti-
cally ambitious, “poetic” versions of such
narratives. Prominent examples include
works such as Aryashura’s Jatakamala
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(fourth century, Garland of the Buddha’s
Past Lives) and Hemachandra’s Trishash-
tishalakapurushacarita (eleventh century,
Deeds of the Sixty-Three Great Persons).
Here too we see works that appear to be
pursuing aesthetic and didactic aims
simultaneously.

Over time, at least in the field of literary
prose, there seems to have been a gradual
drift toward a more intense focus on plot
and character development and away from
the elaborate and loving play of language
that had been so central to Bana’s work.
Toward the end of the first millennium,
there was a major surge of interest in
extended prose narrative, centered mainly
in Western and central India, much of it
produced by Jaina authors. Prominent
examples include the ninth-century Pra-
krit Lilavai of Kouhala (ninth century),
the Tilakamanjari of Dhanapala (tenth
century, Madhyapradesh), and the Udaya-
sundarikatha of Soddhala (eleventh cen-
tury, Maharashtra). These works are not
anthologies or groups of tales embedded
in a frame story, like the story collections
described above. They develop a single,
sustained plot at great length. And, unlike
earlier katha literature such as Bana’s, the
telling of a compelling story is plainly their
primary objective. Thus they would ap-
pear to shift the balance of literary interest
away from the “expressive process” and
toward the presentation of compelling
narrative content.

In addition to this resurgence of art-prose
narrative, this period also witnessed the rise
of a new genre: the champu, or mixed
prose/verse composition. The champu was
known to writers as early as Dandin, but no
examples of the genre survive prior to the
tenth century, and it appears that it was
only after this time that the genre rose to
prominence. Some of these, such as
Trivikrama’s Nalachampu (915) and King
Bhoja’s Ramayanachampu, were treatments

of epic themes or other preexisting narra-
tives, but others, such as Somadeva’s
Yashastilakcampu (951 ck, Karnataka), set
forth original stories, often very intricately
plotted. The mixed prose and verse format
provided authors with a useful device for
balancing the imperatives of narrative de-
velopment and literary artistry, allowing
them to embed the usually more ornate
and linguistically playful verses in the more
straightforward prose passages.

So one can see that, while the tension
between the imperatives of crafting ornate
literary language and of creating compelling
plot-driven narratives persisted throughout
most of the ancient and into the early me-
dieval period in South Asia, there was a
gradual shift, at least in prose kavya, toward
more content-centered and narrative-driv-
en modes of expression, attaining some-
thing close to a proto-novelistic form in the
great katha and champu works of the late
first and early second millennium.
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Ancient Narratives of
the West

DANIEL L. SELDEN

Between roughly 450 Bce and 1450 ck, read-
ers across the Levant, North Africa, and
Europe were united by complex networks
of interrelated texts, extant in an uncom-
mon variety of different languages, that
contemporary scholars call the Ancient
Novel (see DEFINITIONS). A product of
the intellectual ferment that Karl Jaspers
termed the Achsenzeit, the ancient novel
flourished as an epiphenomenon within
the multiethnic tributary empires of the
Mediterranean and Middle East—Iran,
Macedonia, Rome, Byzantium, the Cali-
phates—where it achieved both its greatest
artistic complexity and its widest geograph-
ical diffusion between the second and
twelfth centuries ce. Under Ottoman rule,
and in Christian Ethiopia, the form contin-
ued to flourish up through the nineteenth
century, but with the decline of feudal cul-
ture in the West and the advancement of the
capitalist world system, such texts all but
ceased to circulate in Europe. A small
and relatively idiosyncratic selection of this
corpus—the four Greek ROMANCEs attribut-
ed to Xenophon of Ephesus, Achilles Tatius,
Longus, and Heliodorus, together with
the Metamorphoses of Apuleius and the
surviving fragments of Petronius’s Satyri-
ka—continued to capture the imagination
of European writers in the Renaissance and
the Baroque, when they played a formative
role in the constitution of the modern novel.

Since the rediscovery of Chariton’s
Callirhoe in the mid-eighteenth century,

moreover, contemporary criticism has
for the most part focused on these seven
novels, which all date between the first and
fourth centuries ce. This predilection,
however, has skewed public appreciation
of the range of ancient fiction, which not
only requires a different point of historical
departure, but also more thorough con-
textualization within the larger parameters
of Levantine—Mediterranean culture as
a whole.

THE LIFE OF AHIQAR

The earliest extant piece of ancient novel-
istic prose is the Old Aramaic Life of Ahigar,
which survives among the Judaic papyri
produced in Egypt under the first Iranian
occupation (525-404 Bce). Once the “Two
Lands” became coercively incorporated as a
tributary holding within the rapidly ex-
panding political economy of the Levan-
tine—Mediterranean world system—con-
solidated under Iranian hegemony and
extended through the tributary empires
which followed in its wake—novels with
an international horizon began to circulate
in Aramaic, Demotic, Greek, Coptic, Ara-
bic, and so on, correlative with shifts in the
culture of imperial administration. Thus,
the Old Aramaic Ahigar, redacted at the
Jewish garrison on Elephantine, and copied
over an Achaemenid customs account dated
to 475 BCE, assumes as its geographical and
historical horizon the compass of the Iranian
empire of which Egypt now formed part. In
fact, the palimpsest that constitutes the sub-
text to the Old Aramaic Ahigar records taxes
levied on transimperial trade at Memphis in
the southwesternmost corner of the Achae-
menid domain:

On the 16th of Tybi they inspected for Egypt 1
ship of Somenes, son of Simonides, Ionian.
One large ship it is, in accordance with its
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measurements. The oil which was found in it
is oil, 50 jars. The tribute which was collected
from it and made over to the house of the king
[scil. Xerxes]: gold, 10 staters of gold, 8 she-
qels, 15 hallurs; silver, 10 karsh, 2 hallurs, 2
quarters.

Aramaean agents, presumably from Yehud
(Judaea), impose tariffs here on a Greek
merchant transporting oil from the satrapy
of Yauna (Ionia) to the satrapy of Mudraya
(Egypt), which they remit, likely by way of
the royal treasury at Memphis, to the house-
hold of the Great King at Susa in Uvja
(Elam). Performed by day and month of
the Egyptian calendar, each entry weighs the
tribute according to a mixture of Greek and
Akkadian denominations, thereby macaro-
nically preserving local specificities, at the
same time that the Aramaic registry sus-
pends them within the totality of the non-
homogenized, though clearly hierarchizing,
Achaemenid politico-economic space.

The composition that overwrites this led-
ger projects its geodialectics into historical
romance, a fictionalized account of the dis-
tinguished Assyrian court scholar Aba-enlil-
dari, divided into two clearly demarcated
parts: an introductory narrative reminiscent
of the Joseph cycle in Genesis, followed by
an eclectic set of apothegms closely related
to such sapiential literature as Proverbs. The
tale, set at the court of Esarhaddon (681-669
BCE) in Nineveh, recounts the vicissitudes of
Ahiqar, a “wise and skillful scribe,” who not
only “became counselor of all Assyria and
keeper of [Esarhaddon’s] seal” but also the
king ordered that “all the troops of Assur
should rely on his decrees.” The powerful
but childless Ahigar grooms his clever neph-
ew Nadin like a son to become his successor,
though once appointed to Esarhaddon’s
court, Nadin forges documents that impugn
Ahiqar of plotting to “subvert the land
against the king,” most malificently false
letters enjoining the Shah of Iran and the

Pharaoh of Egypt to converge upon Nineveh
under arms, from East and West, respec-
tively. The incriminating epistles adduced,
Ahiqar escapes, forfeiting his head only
through the beneficence of the executioner
who, concealing the sage in a subterranean
vault, produces the body of a decapitated
slave instead. Nonetheless, Nadin’s political
triumph proves shortlived; bereft of
Ahiqar’s instructions, Esarhaddon regrets
the precipitateness with which he had “the
father of all Assyria” dispatched. When
Nadin’s treason comes to light, Ahiqar re-
ascends from the pit, whence the king grate-
fully restores “the master of good counsel”
to his rightful office, where his first act is to
throw the turncoat Nadin into prison. There
Nadin wastes his days away, listening to
royal scribes recite the adages that he refused
to countenance in his career, in fact the
very set of apothegms that follow, seriatim,
directly on the tale.

Not only, then, do the Customs Account
and the Romance of Ahiqar adumbrate the
same geopolitical horizons but also the tax
records exemplify the basic sorts of econom-
ic transactions upon which the administra-
tive, political, and military organization of
the empire that the narrative imagines rests,
where the “Assyria” of the tale—by the mid-
fifth century Bce—functions principally as a
figure for the Iranian regime. That a pro-
vincial scribe, stationed at the outposts of
the Achaemenid domain, should copy or
recompose a tale about the meteoric rise of a
fellow Aramaean who becomes not only
master of his profession but chief official at
the court of Esarhaddon, speaks for itself as
fantasmatic aspiration. Above all, however,
the Romance of Ahiqar idealizes the poten-
tial for mobility—geographic, social, and
economic—within the Achaemenid tribu-
tary state. Under Esarhaddon, therefore, the
scribal calling not only appears as a career
open to everyone—unlike Mordecai in the
closely related Hebrew Esther—but Ahigar’s
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enemies are not “Amalekites” (i.e., ancestral
enemies of Israel). They are kin, Assyrians of
all classes, from executioner to king and
prove Ahiqar’s greatest champions at court,
in effect emphasizing that within the multi-
ethnic arena of the empire, foreigners were as
often as not friends. So Ahigar questions in
the apothegms: “My own son spied out my
house, what shall I say to strangers? He bore
false witness against me; who, then, will
declare me innocent?” Lest the litigant avail
himself too hastily, however, of imperial
redress, Ahiqar concomitantly stresses, “A
king’s word is gentle, but keener and more
cutting than a double-edged sword. His
anger is swifter than lightning: look out
for yourselfl” Here we see the importance
of the Sayings to the Romance as a whole:
distilling the distinctive plotting of the
narrative into a set of ideological proposi-
tions that appear to have no history in
themselves, they allow the tale to circulate
throughout the empire as a parable, ubiq-
uitously valid irrespective of time and place
(see IDEOLOGY). Just as the triumph of the
protagonist at the court of Esarhaddon
vouches for the aptitude of Ahigar’s adages
as “wisdom,” so the apothegms—which
retain no more than superficial local refer-
ences—asymmetrically allow the narrative
to exceed its function as a historical ac-
count of the splendeurs et miseres of an
Assyrian imperial career.

METAPHYSICS AND THE
TRIBUTARY STATE

Edouard Meyer aptly described the Life of
Ahigar as the oldest extant book of world
literature, internationally diffused among
the most disparate tongues and diverse
peoples. Over the next two millennia,
scribes successively augmented the novel,
as they translated the tale, together with its
apothegms, into all the major languages

around the Mediterranean and across the
Middle East: Demotic (Egyptian), Syriac,
Armenian, Georgian, Arabic, Ethiopic,
Greek, Serbian, Romanian, Russian, Turk-
ish. What propels this worldwide spread of
Ahiqar, however, in which no two manu-
scripts are precisely the same, issues less
from the vagaries of literary taste than from
devices that are intrinsic to the narrative per
se. The Elephantine papyrus uses the ancient
motif of the “counselor in the court of the
foreign king,” redacted specifically for a
displaced community within the multicul-
tural congeries that constituted the Achae-
menid state. In addition, Ahigar specifically
thematizes the prismatic confrontation
that the Iranian empire afforded between
the polities of Assur, Egypt, and Yehud,
capitalizing in an unprecedented way on a
diverse constellation of heretofore locally
situated GENREs—Mesopotamian wisdom
literature, the Egyptian tomb autobiogra-
phy, Old Israelite historical narration, the
Ionian political anecdote, and so forth.
Hence the text not only affords an occasion
for the interplay between speech genres
peculiar to the heteroglossic Iranian regime
(see BAKHTIN) but concomitantly, the novel
interweaves culturally heterogenous literary
types drawn specifically from those peoples
that figure in the tale. Like the empire which
the novel represents, then, the Old Aramaic
Ahigar is nothing so much as a site for the
cohabitation, condensation, and displace-
ment of ethnically specific genres, whose
imbrication propels the reader from one
culturally embedded literary formation to
the next. The reception history of the nar-
rative, as scribes recast it from one foreign
community to another, is thus nothing
more than the historical realization of
the devices of cultural-linguistic crossing
that are already thematized and enacted in
the Elephantine papyrus itself.

Most conspicuous is the splice that the
novel makes between the imperial intrigue
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of the tale and the sapiential counsel of the
dicta, which situates Ahigar at the cross-
roads of what contemporary Greek writers
in Yauna had already begun to distinguish
as politika (politics) over and against
philosophia (philosophy). If the novel su-
tures these two realms—the political and
the sapiential—it also keeps them categor-
ically distinct, which raises the question of
the relationship between them. In the first
instance, their collaboration is reciprocal:
the Assyrian (or Iranian) court provides
the political context which produced the
apothegms, while the apothegms reprise
the particularities of an Assyro-Iranian im-
perial career under the apprehension of the
universal. Historically, however, it is not
difficult to see that these two gestures are
isomorphic. Barely a generation before the
redaction of the Old Aramaic Ahigar, Dar-
ius I had reorganized the inherited tripar-
tite sociopolitical system of the Ariya into
the two-tiered imperial structure that be-
came the basis for the Levantine—Medi-
terranean tributary state. At the local level,
individual cities, countries, federations,
and allied peoples retained their own tra-
ditional forms of government, religion,
customs, and currency. Without attempt-
ing to homogenize them, geographically
proximate peoples were then grouped into
twenty distinct provinces, so that a single
satrapy might include populations as di-
verse as Thracians, Phrygians, Paphlago-
nians, Mariandynians, and Syrians. Each of
these administrative districts was in turn
overseen by a “protector” (i.e., satrap) who
reported directly to administrative Iranian
nobles and, ultimately, to the “Leader of
Leaders,” i.e., to the Great King himself.
Tribute—in kind, coin, or manpower—
comprised both a complex set of levies, fixed
by the central government on an ad hoc
basis, as well as gifts determined by the
communities themselves. These the local
populations collected according to their own

institutions, to bestow them upon the satrap
who, in turn, passed on the revenues ex-
pected by the king. Other, less regulated
forms of duty went to the satrap himself,
who might have very different relations with
the different communities under his care.
None of the surviving evidence suggests that
the central Iranian administration returned
anything directly to the subject territories as
investment for future economic growth. The
crown did, however, redistribute revenue
throughout the empire to build bridges,
maintain passable roads, oversee the mail,
regularize measurements and tolls, and se-
cure military protection—all of which facil-
itated communication between diffuse po-
pulations and fostered trans-imperial trade.

Even in the short run—and certainly by
475 Bce—Darius’s administrative reforms
enabled a relatively integrated politico-eco-
nomic system throughout the Levant and
Mediterranean East, which nonetheless—as
Samir Amin has pointed out—remained
predicated on one fundamental contradic-
tion: the local communities that the gov-
ernment supported persisted only through
their simultaneous negation by the imperial
apparatus of the Iranian state. Darius re-
presents this dialectic concretely in the in-
scriptions erected at Persepolis that memo-
rialize his reign. On the one hand, golden
tablets from the apadana, the audience
chamber that dominates the royal terrace,
portray his kingdom fantasmatically as an
integrated space, vouchsafed to him by the
one high Iranian god, radiating symmetri-
cally around his capital and held together by
his transroyal power. At the same time,
however, stone blocks set into the terrace’s
enclosure wall describe this geographic
space as filled by an open-ended series of
discrete peoples without integral connec-
tion or territorial hierarchization:

King Darius declares: This is the realm that I
possess, from the Scythians who are beyond
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Sogdiana to Kush, from Sind to Sardis—
which Ahura Mazda has bestowed upon me.
May he protect my royal home.

King Darius declares: These are the peoples
whom I hold, along with the Persian folk—
they who have feared me and brought me
tribute: the Elamite, the Mede, the Babylo-
nian, the Arab, the Assyrian, the Egyptians,
the Armenian, the Cappadocian, the Lydian,
the Greeks who are on land and those who are
on the sea, and the peoples who are beyond
the sea; the Asagartian, the Parthian, the
Drangianian, the Arian, the Bactrian, the
Sogdian, the Chorsamian, the Sattagydian,
the Arachosian, the Indian, the Gandharian,
the Scythians, the Makians.

Darius’s imperium, then, sustained itself
through two mutually contradictory polit-
ical impulses: on the one hand, a unified
state within whose boundaries all local par-
ticularities were resolved into a homoge-
nous imperial space; on the other, an eclec-
tic agglomeration of alien communities,
which persisted as irregular, arbitrary, and
potentially refractory components of an
always as yet untotalized tributary system.

The same years that saw the consolidation
of the Levantine—Mediterranean tributary
state concomitantly witnessed the “axial
breakthrough” not only of Iranian Mazda-
ism, which drew a categorical distinction
between the visible-material world (getig)
and the realm of the invisible-conceptual
(menog), but also of Ionian philosophy
which, in the western provinces of Darius’s
empire, promoted an unprecedented
“straining toward the transcendental.” At
this time, city-states such as Miletus (the
home of Thales, Anaximander, Anaxi-
menes, and, probably, Leucippus) and
Ephesus (where Heraclitus and his students
worked) constituted part of the Iranian sa-
trapy of Yauna, and hence paid regular
tribute to the Great King. So did Samos,
Pythagoras’s birthplace, where he spent his

formative years before migrating to Croton
in Magna Graecia. Particularly important
for the diffusion of Ionian ideas, moreover,
was Anaxagoras of Clazomenae—another
Iranian dependency—who came with
Xerxes’s army to Athens in 480 Bck, where
over the next thirty years he not only became
the teacher and friend of Pericles, but so
impressed his character on the whole course
of future philosophical investigation in the
city that fourth-century writers looked back
on him as the very type of the theoretic man.
Contemporaries whom he may have met
there include Protagoras and Democritus,
both of Abdera, a city-state then part of
Iranian Skudra, as well as Diogenes of Phry-
gian Apollonia, a town likewise adminis-
tered as part of the province that Darius
refers to as “Those who are beside the sea.”
Like Thales and Democritus, Plato was held
to have studied during his formative years in
the Iranian satrapy of Egypt, while Aristotle,
after leaving the Academy, spent his first
period of independence working in the
former Iranian tributary states of Lesbos
and Macedon.

It should come as no surprise, then, that
“Greek” philosophy, particularly as consol-
idated from Thales through Plato and Aris-
totle, should have an integral connection
with the political economy of the Achaeme-
nid state. All such epistemological questions
such as the integration of perceptual diver-
sity into concepts and categories of the
mind; the search for the essence of diverse
phenomena within a single overriding prin-
ciple or arkhe (origin/sovereignty); the re-
lationship of particular to universal, acci-
dent to essence, part to whole; the transcen-
dental attempt to bridge the gap between the
manifold of things and the One that allows
for their existence—all such topics, what-
ever place they occupy in the internal evo-
lution of Hellenic thought, have also to be
understood as so many attempts to theorize
the peculiar structural characteristics of the
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tributary mode of production, in particular
the anomalous fit between individual, com-
munity, satrapy, and empire in its simulta-
neous affirmation and negation of depen-
dent polities.

In his Christian synthesis of the Platon-
ic— Aristotelian tradition, Pseudo-Diony-
sius the Areopagite, writing under Roman
tributary rule, makes this connection
particularly clear:

[God] brings everything together into unity
without confusion, into an undivided com-
munion, where each thing continues to ex-
hibit its own specific form and is in no way
adulterated through association with its op-
posite, nor is anything of the unifying preci-
sion and purity dulled. Let us therefore con-
template the one and simple nature of that
peaceful unity which joins all things to itself
and to each other, preserving them in their
distinctiveness and yet linking them together
in a universal and unconfused alliance.

One has only to replace “God” here with
Shah of Iran or Emperor of Rome to see that
whatever its philosophical pretensions, the
passage is also an idealized description of the
relationship between the ruler and the non-
homogenized agglomeration of the tribu-
tary state in which every subject people
contributed diversely to the imperium at
large without abrogating the particularities
of local practice.

Moreover, it is no coincidence that
Dionysius’s vision of unity in distinction
also provides a generalized description of
the generic play internal to the Old Aramaic
Ahiqar, in which each indigenous literary
type contributes complementarily to the
novel as a whole without thereby obliter-
ating the particularities of scribal practice
that continued to thrive locally in Assur,
Egypt, and Yehud. There is thus a funda-
mental complicity between the politico-
economic structure of the Iranian empire;

Mazdean—TIonian philosophy; and the new
novels that began to circulate within the
borders of Darius’s empire shortly after his
reforms, of which Ahigar is but the earliest
extant example. In fact, it would not be too
much to say that under the Achaemenid
Empire and its successors, the Levantine—
Mediterranean tributary state produced as
its dominant ideology what Aristotle called
“metaphysics” and, as its chief form of
literary expression, the ancient novel.

THE ALEXANDER ROMANCE

Historically, the Achaemenid Empire was the
first of a series of successive Levantine—
Mediterranean tributary states, all of which
not only covered roughly the same ground,
portions thereof, or territorial expansions
but each also adapted Darius’s politico-eco-
nomic model to changing historical circum-
stances and provided the limits within which
Hellenistic metaphysics—be it in pagan, Jew-
ish, Christian, Mazdean, or Islamic guise—
continued to flourish. Macedon, Rome,
Parthia, Byzantium, the Caliphates—these
were the tributary states which produced the
great novels of Antiquity and within whose
borders they circulated across linguistic lines
from one subject community to another.
Alongside Ahigar, the most prominent of
these works include the Enochic corpus,
Barlaam and Joasaph, the Life of Aesop, Kall
lah wa-Dimnah, Joseph and Aseneth, the Acts
of Peter, the Seven Wise Masters, Apollonius of
Tyre, and the Life of Pachomius. If we look,
however, for the most popular and wide-
spread work of this period—the “supreme
fiction,” as it were, of the Levantine—
Mediterranean tributary state and its atten-
dant ideology of metaphysics—this is un-
doubtedly the Alexander Romance, which
Ken Dowden accurately singles out as
“antiquity’s most successful novel,” a work
that survives in several dozen languages and
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over eighty different versions, none of which
can claim to be original or definitive in form
(in Reardon 1989, 650). Its overtly patchwork
makeup and continuous (re)composition, in
poetry as well as prose, is attested from the
third century Bce through the eighteenth
century CE, across a geographical expanse that
ranges from Afghanistan to Spain and Ethio-
pia to Iceland—i.e., the extended temporal
and geographical coordinates of the Levan-
tine—Mediterranean tributary states.

The Romance was the single most popular
narrative for roughly a millennium and a
half, constituting in effect a protean network
of interrelated texts disseminated over
massive tracts of Asia, Africa, and Europe.
Furthermore, alone among fictions of the
period, it was of sufficient stature to figure in
all the major sacred texts that Christians,
Muslims, Zoroastrians, and Jews produced
during this era. Significantly, it is not the
historical Alexander that has entered these
holy accounts but the Alexander of the
romance, and accordingly there are not only
pagan, but also Christian, Mazdean, Judaic,
and Islamic versions of the tale. Whereas the
historical treatments of Alexander’s life give
us the facts of the man’s military career, the
Romance attempts to capture the overall
significance of Alexander’s deeds for the
tributary epoch, not the “accidents” of his-
tory, as it were, but rather their “essence”—
what Aristotle called “the what-it-meant-
to-be” Alexander.

Nor is the correspondence between the
dissemination of the Alexander Romance
and the temporal-geographic coordinates
of the Levantine—Mediterranean tributary
states coincidental. In fact, the Romance
takes its point of departure from the same
nexus of sapiential and political concerns
that already preoccupied Ahigar: Philip II of
Macedon famously engaged Aristotle to tu-
tor his son, Alexander, and in the Romance
the philosopher generally figures either as a
character or as Alexander’s correspondent

in the plot. Moreover, what sparks
Alexander’s campaign in the Romance is
his refusal to pay tribute to the king of Iran,
in order to embark instead on forming
a Macedonian tributary empire in Iran’s
wake. Historically, Alexander’s Iranian an-
tagonist was Darius III, but collective
memory has matched him with a more
formidable opponent, the epochal imperial
reformer Darius I. So the Serbian redaction
of the Romance opens playing fast and loose
with chronology and lineage to locate
Alexander less within the domain of his-
torical exactitude, than within the register
of cultural truth:

It came to pass when Tarquin the Great ruled
Rome and the priest and prophet Jeremiah
reigned in Hebraic majesty among the Israelite
people; when Darius, the son of Cyrus, ruled
over the Lands of the East, when Porus gov-
erned India, and Nectanebo ruled Egypt, a
sorcerer and king, then Philip, who was a
heathen and a Greek, ruled theland of Phrygia
and the Macedonian earth and the Greek
islands: at that time, a son was borne to him,
and they named him Alexander.

In kindred spirit, the Persian Iskandarnama
claims Aristotle for the author of its com-
position, which by implication makes the
Romance one of the Greek metaphysician’s
authentic philosophic works. Under Aris-
totle’s tutelage, moreover, Alexander swiftly
becomes the tributary potentate par excel-
lence, who in short order reduces to depen-
dency not only Europe, Africa, India, and
the Middle East but, in some versions, Rus-
sia and China too. Thus the y-recension of
the Greek text states: “All nations became
his servants and paid him tribute. Not one of
them resisted, for they all feared him. He
crossed all the land beneath the sun; no
habitable portion remained thereover.”
Most importantly, Alexander proves a
shrewd tributary administrator, who fosters
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the independent welfare of his subject peo-
ples, allowing each its own customs and
traditions while homogenizing none. The
Syriac History of Alexander makes this
point explicitly: “Nation shall not be min-
gled with nation nor shall one man go from
his own land to another except those who
travel for the sake of merchandise, and even
of these not more than ten or twenty shall
be allowed to go. ... For we desire that
prosperity and abundance should be in
your land.” The Armenian History of the
Great World Conqueror stresses, in partic-
ular, that what ultimately proves the key
to Alexander’s imperial success is the be-
neficence he shows to the diverse popula-
tions he subjects: “Alexander, you have
maintained your power by doing kindness
to your friends. For not by war alone have
you subdued the world and its people, but
by great wisdom.”

Candace, the queen of Meroé, who
delivers this eulogy, knows whereof she
speaks. The Alexander portrayed in the
Romances is less a power-hungry potentate
than a sincere questor after philosophic
truth. In good Peripatetic tradition, then,
Alexander is curious about everything he
comes across, not only on but also above
and beneath the earth. Thus, in the prose
redaction of the Syriac memra attributed
to Jacob of Serugh, Alexander gives the
following motivations for embarking on
his worldwide expedition:

This thought has arisen in my mind: I am
wondering what is the extent of the earth, how
high are the heavens, how many are the
countries of my fellow kings, and upon what
the heavens are fixed; whether thick clouds
and winds support them, whether pillars of
fire rise up from the interior of the earth and
bear the heavens so that they do not move for
anything at all, or whether they depend on the
beck of God. This now is what I desire to go
and see: upon what the heavens rest, and what
surrounds all creation.

Not only does Alexander prove an avid
teratologist who assiduously records the
animal, vegetal, and mineral prodigies that
he encounters along the way but in the so-
called “fabulous adventures,” he constructs
a bell-jar in which he plumbs the ocean’s
depths, chains to his chariot griffons who fly
him through the heavens, and marches his
troops across the Lands of Total Darkness:
“Our friends,” he confesses in the B-recen-
sion of the Greek text, “repeatedly urged us
to turn back, but I was reluctant, because I
wanted to see the limit of the earth.” More-
over, in his quest for consummate knowl-
edge, the Latin Alexander exchanges letters
across the Ganges with the naked Brahmans,
who admonish him to abandon his heathen
ways and “serve the one God, who alone
reigns in heaven.” Not only in Christian,
Judaic, and Islamic versions of the text does
Alexander emerge as a monotheist but
also in recensions that are pagan. Most
Levantine versions of the Romance relate
Alexander’s long travails searching for
Waters of Life, while in the Syriac History
he is actually allowed “to come within and
see the Maker of all natures.”

Alexander’s peregrinations around the
world, then, are not simply a politico-eco-
nomic venture but simultaneously an un-
ending metaphysical search, as if the two
were superimposed one atop the other and
the novel were the site that revealed the
complicity between the two. It is thus pos-
sible to see how the Romance complicates
the earlier Ahigar and also why this fiction
above all others came to constitute the
greatest literary expression of the Levan-
tine—Mediterranean tributary era. On the
one hand, the Romance presents an idealized
vision of empire, in which all the diverse
communities of the inhabited world come
to coexist side by side in “a peaceful unity,”
as Pseudo-Dionysius puts it, “which joins all
[peoples] to itself and to each other, pre-
serving them in their distinctiveness and yet
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linking them together in a universal and
unconfused alliance.” On the other, this
pacific sociopolitical order turns out to be
productive of the farthest-reaching meta-
physical science, in effect bridging the
chasm between the transcendental and the
mundane that had opened up historically
with the advent of the axial age.

We see here, then, the importance of the
fact that the hero of the novel is a historical
figure, anchored in the real, and not simply a
fictional creation. To this end, the Greek Life
of Alexander the Macedonian opens with an
oracle that “the mighty and valorous king,
who has fled Egypt in old age, shall return at
some future time a youth, having circled the
world, in order to bestow upon us the
subordination of our enemies.” In this ver-
sion of the Romance, Alexander is the mon-
grel offspring of Nectanebo, the last native
king of Egypt, and Olympias, the Queen of
Macedon, conjoining the Egyptian and the
Greek. Simultaneously, as the prophetic
once and future king, he stands both as the
guarantee that such a world had been real-
ized in the past and as a promise that—for
this very reason—it remains continuously
open to the future. Hence the utopian di-
mension of the novel, which offers readers
the vision of a differentiated world pacified
and united where each community finds its
proper place within the whole—though not
without internal tension—as part of an ideal
tributary order that is always henceforward
yet to be achieved. Alexander dies young, his
empire still in the process of consolidation,
but his legacy to the world is hope.

CHARITON, CALLIRHOE

Virgil’s Aeneid may have bequeathed to Me-
dieval and Modern Europe its basic myth for
the westering of culture, but it did so only at
the expense of the imperial East, which it
either represents as always already in ruins

(Troy), or rejects as a site of luxuriance and
moral decay (Carthage). By contrast, the
irrepressible Romance succeeded in uniting
readers across the better part of the Eurasian
and North African land mass for over a
millennium and a half: this is the ancient
narrative—and not Gilgamesh, Leyli o
Majnun, or the Ramayana—that Mongols,
Ethiopians, and Scotsall read and which fired
their collective imagination. In keeping with
the spirit of the tale, each community or
nation harbored its own version of the nar-
rative that, despite all local particularities,
still participated in the ecumenical literary
venture as a whole.

Scriptural systems of this magnitude con-
stitute discrete—if ultimately also overlap-
ping—*“text networks,” autopoietic bodies
of related compositions whose origins large-
ly escape us and whose evolution in the Late
Antique still remained far from complete.
Within such self-organizing fields, however,
neither origin nor terminus was much at
issue. In fact, what most typified the scrip-
tural networks of the Levantine—Mediter-
ranean tributary period was not their stabil-
ity but rather their set toward proliferation,
where entropy increased in the course of
each new (re)inscription. With no Ur-text
and lacking any definitive redaction, text
networks such as the Romance remained
fundamentally decentered, which makes it
virtually impossible to chart with any cer-
tainty either their historical development or
their full global diffusion. Faced, moreover,
with contradictory renditions, each member
of the text network figured by way of sim-
ilarity to and difference from the other works
that concomitantly comprised the field—in
effect, a transtextual projection of Ferdinand
de Saussure’s synchronic notion of linguistic
“value” (see LINGUISTICS).

The text network constituted the most
common type of diffusional patterning for
the ancient novel. It is against the backdrop
of the multiple, therefore, that we need to
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understand such singular and largely uni-
form works as the five “ideal” Greek ro-
mances (Chariton, Xenophon of Ephesus,
Achilles Tatius, Longus, Heliodorus), as
well as Petronius’s Satyrika and Apuleius’s
Metamorphoses, all of which originated un-
der Roman imperial rule. Fundamentally,
the one mode of composition constitutes
the dialectical negation of the other. Thus,
whereas the Latin Res gestae Alexandri
Macedonis opens with the anonymous fer-
untur (“they say”), and circulated without
attribution, Callirhoe (first century cE)
begins with a signature, naming the author
of the novel and foregrounding the act of
his narration: “My name is Chariton, of
Aphrodisias, and I am clerk to the attorney
Athenagoras. I am going to tell you the
story of a love affair that took place in
Syracuse.”

Chariton Aphrodiseus, a writer nowhere
else attested, may well be a pseudonym—the
name evokes the Graces, as well as Aphro-
dite—a narrative device to credit the novel’s
composition to a suppositious individual,
whose credentials it therefore becomes nec-
essary to provide. In contradistinction to the
Romance, moreover, Chariton asserts both
the unity of the pathos erotikon (novel’s
action), along with its ostensible unity of
place (Syracuse). The work survives in
a single manuscript, and—while there is
ample testimony that later Hellenic nove-
lists read Callirhoe—there is no evidence
that it circulated in any language other than
Greek. This singularity, then, evident at so
many levels of the composition, effectively
functions as a dialectical inversion of the
text network where, in its multiformity,
even such well-known authors as Nezami
or Alexandre de Bernay, contemporaries
who composed poetical accounts of the
Great Conqueror in Transcaucasia and Nor-
mandy, respectively, situated their work
within the broader spectrum of the Alexan-
der literary traditions.

Negation likewise determines both char-
acter and plot in Callirhoe, which—as op-
posed to the explicitly public parameters of
Ahigar, Barlaam and Joasaph, or Kaltlah
wa-Dimnah (“Kalilah and Dimnah”)—
narrows its focus to a private love affair
between two otherwise unknown Syracu-
sans. In effect, the Ionian Chariton, writing
from the Roman province of Asia, chooses
as his subject the erotic interests of two
Dorians from the West, thereby notionally
encompassing the entirety of the
“panhellenic” world. The very constriction
of this focus served, among other things, to
interpellate Greek literati as a distinct com-
munity of readers over and against other
ethnically diverse, transimperial audiences
for the novel, doing so in part through the
narrative’s pointed promotion of Greek
language, identity, and values. Not for noth-
ing then, Chariton’s novel appeals directly
to classical Greek history, taking as its prin-
cipal referent Hermocrates of Syracuse, the
Greek commander who famously repelled
the Athenian attack on Sicily in 415-413 BCE.
Set against Hermocrates’s efforts to safe-
guard Syracusan patrial demokratia
(“democracy”) from foreign assault, his
daughter Callirhoe’s adventures rupture the
insularity of this narrative FRAME: married to
the first stranger upon whom she literally
stumbles, abducted by pirates, and hounded
by would-be lovers, Callirhoe’s protracted
peregrinations initially traverse the Greek
world—from Syracuse to Athens to Mile-
tus—only to press inwards from Ionia
through the western satrapies of Iran: from
Caria and Cilicia south across the Trans-
euphrates, and down through Assyria to
Babylon, capital of Artaxerxes, King of
Kings. Acclaimed in the great audience hall
the most stunning woman in all Europe and
the East, Callirhoe subsequently returns full
circle, this time by way of Syria and Cyprus
back to Syracuse, her home. The charmed
haven of democratic Graecitas thus opens
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for a moment onto the spectacle of the
imperial Other, but closes itself off again
as the heroine returns—her “faithfulness”
intact—to Magna Graecia. Accordingly the
happy ending, in which the entire citizen
collective (demos) throngs the Syracusan
assembly to weep for joy at Callirhoe’s res-
titution, is one from which non-Hellenic
readers of Greek, who filled the Eastern
Empire, can only have been all too conscious
that they stood excluded.

Like Ahigar, then, Callirhoe overlays
one geography upon another: whereas
Chariton’s post-Herodotean world of the
fifth century BCE sets Greece over against
Persia as two antithetical political spheres,
the ambit that Callirhoe’s journey traces
circumscribes the heartland of the
Levantine—Mediterranean tributary state
as it had expanded under Roman rule of
the first century ce. For Chariton, howev-
er, empire has ceased to constitute a space
of “peaceful unity which joins all peoples
to itself and to each other,” but appears
rather as an inexhaustible source of radical
displacement and paradoxical conjunc-
ture, where only by exception does the
“orphan pear]l” pass smoothly from hand
to hand: “One township escorted Callir-
hoe to the next, one satrap gave her into
the care of his neighbor, for beauty carried
all subjects away.” Chariton, however, har-
bors no illusions about what he describes
as the “sullen spectacle” of tributary em-
pire, so the next sentence adds: “It was on
the expectation that this woman would
wield great authority that each hastened
to offer her alien hospitalities.” Unexpect-
edly, then, though hardly by chance,
Egypt erupts into violence in the final
installment of the novel:

Events now took a different turn. The Egyp-
tians, Artaxerxes learned, had murdered the
royal satrap and invested a king from among
thelocals. He had marched out from Memphis

and passed through Pelusium and was already
overwhelming Syria and Phoenicia, to the
point where their cities were offering no more
resistance; it was as though a torrent or a fire
had suddenly assailed them.

Mindful of Thermopylae, Greek mercenar-
ies make common cause with Egypt against
Persian domination, though despite stun-
ning victories at Tyre and Aradus, their
combined numbers ultimately prove insuf-
ficient in the face of the Iranians’ over-
whelming forces: when the vanquished
Pharaoh chooses death over -captivity,
Artaxerxes’s troops immediately move in
to crush the provincial insurrection and
efficiently reestablish politico-economic
order.

Significantly, the sanctions that the Great
King imposes suggest no notable duress: so
far as possible, Egyptians, Phoenicians, and
Cypriots resettle where they will, while Cal-
lirhoe cordially enjoins the Persian queen to
correspond with her across the Levantine—
Mediterranean domain, now shared—as in
Chariton’s own day—between Rome and
Iran. Alone among the Roman provinces,
however, Egypt stands conspicuously
absent from the harmony that tunes the
novel’s close. Rather, “cut off from the
whole,” her political dissatisfactions re-
main unnamed as well as unaddressed—
an oversight which, in this case, realisti-
cally reflects Egypt’s abiding history of
resistance to all political subordination
within the Levantine—Mediterranean
tributary order. The closure of the Greek
story, then, stands in marked contrast to
the irresolution of the Egyptian subplot,
whose imperial subjects Chariton repre-
sents as disaffected, recalcitrant, and effec-
tively shut out from the societal renewal
with which the drama closes.

On the one hand, then, Chariton’s Cal-
lirhoe unfolds within precisely the same
geopolitical coordinates as Ahigar and the
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Romance: the multiethnic compass of the
Levantine—Mediterranean tributary
state. Moreover, knowledge and truth
transpire here by way of passage across
this imperial domain and through the
awful Other: “Here the goddess brought
the truth to light and revealed the un-
known to each other.” In contrast, how-
ever, to text networks such as Ahigar or
the Romance, Callirhoe overtly resists the
notion that, as Saadi of Shiraz (ca.
1213-91) famously asserted, “mankind
are like members of one body,” staking
out instead a more isolationist position.
All peoples may stand “mutually en-
chained,” but the one point at which
Greeks, Persians, Phoenicians, and Egyp-
tians actually come together in Callir-
hoe—at the sack of Tyre—is the moment
of greatest violence in the novel. Accord-
ingly, Chariton retreats into an ethnocen-
trism that appears regressive, though it
would be a mistake to see Callirhoe as
anachronistic. Rather, what Chariton
stresses is the particular over and against
the universal, and in this we see how
Callirhoe finds its place within the same
nexus of geohistorical concerns as do the
novels of the text networks: in both it is a
question of how the part relates to the whole.
Whereas text networks such as Ahigar or the
Romance incline primarily—to quote Ploti-
nus—toward “the one principal constituting
the unity of many forms of life and enclosing
the several members within the unity,” Char-
iton stresses that “each several member must
have its own task, ... each its own moment,
bringing its touch of sweet or bitter.” By its
very constitution, then, the Levantine—
Mediterranean tributary state gave rise to
both perspectives which, as mutually negat-
ing, not only require one another but together
realistically represent the historical tensions
endemic to the political economy of the
Levantine—Mediterranean tributary system.

THE ANCIENT NOVEL DISAPPEARS

Ancient narratives had a precise historical
function that resists incorporation into any
homogenizing HISTORY OF THE NOVEL. As
the characteristic fiction of the Levantine—
Mediterranean tributary state—stretching
from the Iranian empire through Rome to
the Ottoman regime—the ancient novel
aided readers in negotiating the political,
economic, and ethnological complexities of
the tributary regime, in particular its pecu-
liar dialectic between the persistence of local
communities under government protec-
tion, and their concomitant negation by the
apparatus of the state. Text networks on the
scale of the Romance united readers across
Eurasia without homogenizing them in a
utopian vision of the world, while novels
such as Callirhoe foregrounded communal
difference and competing claims for ethnic
superiority within the arena of empire.
Some narratives—Esther, for example—
thematize the risks run by ethnic enclaves
within the tributary state; others, such as
Apuleius’s Metamorphoses (second century
ce) or Heliodorus’s Aethiopica (fourth
century), explore conversion and marriage
as tropes for crossing from one community
to another, or for conjoining them.
A minority remain unremittingly jingoistic.
In Rumi (ca. 1207-73) we read not only
that “cohesion is a mercy, and isolation a
torment,” but also that “the best place is
where one is at home.” With the superses-
sion of this dialectic, the ancient novel in-
evitably became obsolete. In works such as
Ibn Tufayl’s Hayy ibn Yaqzan (ca. 1180) one
witnesses the birth of a different humanism,
based on an individuality that is entirely
self-organized and independent of any com-
munity or state, prefiguring, in this regard,
both René Descartes (1596—1650) and the
“transcendental homelessness” that Georg
LUKACS saw as the principal defining feature
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of the modern novel. Correlatively Le divisa-
ment dou monde (ca. 1300, Description of the
World), credited to Marco Polo, provided
the Mediterranean with a new mapping of
the world which is no longer conceptualized
as reticulatively communal, but rather as a
series of discrete and largely independent
loci, defined less by their tributary relation-
ship to imperial power than as a series of
potential markets waiting for the exploita-
tion of motivated merchants.

Balascian is a province where the people
worship Maomet and have their own lan-
guage. It is a great kingdom and the succes-
sion is hereditary. Their line is descended
from Alexander and the daughter of king
Darius, the Persian sire. The kings all still call
themselves Culcarnein in Saracen, their lan-
guage (which is Alexander in French) out of
their love for Alexander the Great. This prov-
ince produces precious stones which they call
balasci. They are very beautiful and of great
value, and come from the rocks of the moun-
tains, from which they are excavated. There
are other mountains where lapis lazuli is
found, which is the best and finest in the
world, as well as mountains in which there
are great veins of silver.

Not only has the life of Alexander been
reduced here to a piece of local trivia but
Polo simultaneously displaces the Peripatetic
drive for knowledge of the natural world
onto a reckoning of stones and metals:
balasci, lapis lazuli, silver—all there, ready
and waiting to be mined, bartered, and com-
mitted to the trader’s hand. With the rise of
merchant capitalism and the modern nation-
state, the ancient novel disappears. When
European writers from Miguel de Cervantes
Saavedra to Madame de Lafayette and Sam-
uel Richardson, returned to ancient fictional
devices as a foundation for the modern novel,
they appealed almost exclusively to the Greek
and Latin corpus, but they no longer under-
stood what such narratives had meant.
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SEE ALSO: Ancient Narratives of China,
Ancient Narratives of South Asia,
Intertextuality.
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Andes

CHRYSTIAN ZEGARRA

No comprehensive history of the Andean
novel, or of any Andean nation, has ever
been attempted. There are, however, some
important commonalities in the novels of
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Bolivia, Ecuador, and Peru. The lion’s share
of novelists of the region has favored ReaLISM
even when exploring experimental literary
forms. The Andean novel has also been
significantly, although not exclusively, in-
formed by efforts to explore the cultural,
historical, and political dilemmas associated
with the indigenous world, including the
violence and exploitation that indigenous
peoples have suffered at the hands of landed
oligarchs, mining interests, clergy, corrupt
government officials, terrorists, and military
men. In the second half of the twentieth
century the Andean novel was profoundly
informed by demographic changes which
took place when many indigenous popula-
tions migrated from rural to urban settings.
More recently, novelists have explored the
effects of globalization, neoliberalism, and
new technologies. It is therefore possible to
identify some commonalities and continu-
ities in the novel of the Andean region from
its earliest expressions in the nineteenth
century until the present, with novels such
as Edmundo Paz Soldan’s El delirio de Tur-
ing (2004, Turing’s Delirium), which ad-
dresses the dilemmas of a miner’s son in
the age of cyberspace and globalization,
while shedding light on the political and
cultural context in which Evo Morales
(1959-) emerged as the first indigenous
president of Bolivia and as an enemy of
neoliberalism. In a similar vein Daniel
Alarcén’s Lost City Radio (2007), a Peruvian
novel written in English, obliquely addresses
the residual effects of a period of political
violence associated with the dirty war that
engaged the Shining Path movement and
the Peruvian armed forces (1992-2000).
The “radio” in the novel’s title is the hinge
that connects the indigenous peoples of the
Andes with urban populations, both of
whom are dealing with the effects of terror,
grief, and trauma.

The first Andean novel of significance is
arguably El Padre Horan (1848, Father

Horan) by Narciso Aréstegui. The Peruvian
novelist Clorinda Matto de Turner un-
earthed it from the archives of the local
newspaper in which it had been published
in installments. She was looking for literary
antecedents to her own attempts to pro-
mote the NATIONAL novel in Peru, and to
those of other late nineteenth-century
Peruvian novelists such as Mercedes
Cabello de Carbonera, author of El con-
spirador (1892, The Conspirator), one of
the earliest novels about a Latin American
dictator  (see DICTATORSHIP). Matto de
Turner was correct in claiming Aréstegui
as a Peruvian novelist. But he could also be
claimed as a precursor to the Bolivian novel
or to the Andean novel at large. His novel is
set in the border region between contem-
porary Peru and Bolivia, at a historical
moment when Peru and Bolivia could have
merged into a single nation. Indeed, from
1836 until 1839 the two nations were a
confederation under a common head of
state. In his novel Aréstegui depicts both
Quechua and Aymara speakers. In Peru
and Ecuador the indigenous language that
predominates is Quechua, in several var-
iants, all of which differ considerably from
Aymara, whose speakers are based primar-
ily in Bolivia. El Padre Horan is a novel
about a priest who uses his position in
the church to take sexual and economic
advantage of indigenous peoples and the
wives and daughters of the well-to-do.
Inasmuch as Aréstegui’s novel is at least
partially concerned with the corruption of
powerful individuals and the exploitation of
indigenous peoples, it is also an antecedent
to many other Andean novels which would
follow. For reasons that are both political
and literary, critics such as Ismael Mdrquez
have argued that the study of the Andean
novel must pay special attention to the
“crucial effect that native Indian popula-
tions, history, and cultures have had on the
genre” (142). Marquez continues in a long
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line of literary critics of Andean literature
for whom indigenismo is a fundamental
concept. The term indigenismo (and its re-
lated adjective indigenista) was coined as a
literary category by José Carlos Maridtegui
in his seminal book Siete ensayos de inter-
pretacion de la realidad peruana (1928, Seven
Interpretive Essays on Peruvian Reality).
Maridtegui identified the principal histori-
cal problem of Peru as the usurpation of
indigenous lands by the Spanish colonizers
and their descendants. He envisaged
a Peruvian future in which the indigenous
peoples would regain the collective owner-
ship of their ancestral lands in ways that
would coincide with the aspirations of
twentieth-century socialism. For Mar-
idtegui, indigenista novels are the work of
nonindigenous individuals committed to
exploring the realities of the indigenous
peoples, with the expectation that the novel
would play a role in the historical process
that would empower indigenous peoples
and redress the injustices committed against
them. Anticipating notions such as Edward
Said’s “orientalism,” Maridtegui deplores
the kind of novel he calls indianista,
which romanticizes or dehistoricizes indig-
enous peoples.

It was Mariategui’s hope that indigenismo
would be understood one day as a necessary
step towards a literature he called indigena,
anticipating the moment when indigenous
peoples would write directly about their
own reality. Maridtegui’s influential views
continue to inform the approaches to the
Andean novel by Peruvian, Bolivian, and
Ecuadorian literary critics. They also have
had both an immediate and a lasting impact
on the history of the Peruvian novel. Several
writers, including César Vallejo in his Tung-
steno (1931, Tungsten) and José Maria Ar-
guedas in Todas las sangres (1970, All the
Bloods), which took
Maridtegui’s ideas to heart as they antici-
pated a socialist revolution in Peru.

wrote novels
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Maridtegui’s concepts were used to look
to the future as well as back on the literary
past of Peru, Ecuador, and Bolivia. They
have been used widely to analyze Matto de
Turner’s Aves sin nido (1889, Birds Without
a Nest), a novel about the failed attempt by
some enlightened Peruvians to better the lot
of indigenous peoples who are abused by
priests, judges, and the corrupt rulers of
small Andean towns. The other major nine-
teenth-century Andean novel is Cumanda o
un drama entre salvajes (1879, Cumanda) by
the Ecuadorian Juan Ledn Mera. The novel
imagines the situation of the indigenous
peoples as the Spanish colonial period
comes to an end.

According to Antonio Cornejo Polar, the
predominant characteristic of the indigen-
ista novel is its cultural heterogeneity. Cor-
nejo Polar explores the political implica-
tions of the fact that novels about the in-
digenous world are all written in Spanish,
even though many of the characters are
monolingual Quechua or Aymara speakers.
Additionally, he points out that the novel-
istic GENRE itself is Western rather than
indigenous. For Cornejo Polar it is impor-
tant to keep in mind that indigenista novels
are generally produced in an urban setting
for an urban public, even though they depict
situations that occur in the rural world.
Thus the heterogeneity of the indigenista
novel is the product of a conflicted and
divided Andean world.

In the first half of the twentieth century
the most representative novels of Bolivia,
Ecuador, and Peru are all indigenista. These
include Raza de bronce (1919, Race of
Bronze) by the Bolivian Alcides Arguedas,
Huasipungo (1934, The Villagers) by the
Ecuadorian Jorge Icaza, and El mundo es
ancho y ajeno (1941, Broad and Alien is the
World) by the Peruvian Ciro Alegria.
Alegria’s novel narrates the struggle of the
villagers of Rumi, a community located in
the northern highlands of Peru, against the
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abuses of landowners linked to export inter-
ests bent on usurping communal lands.
After his death Rosendo Maqui, the peace-
ful, wise, and conciliatory communal leader,
is replaced by the more energetic Benito
Castro, a mestizo who has had contact with
the urban world and who is more aggressive
about the rights of his community. Castro
fails in his attempt to restore a sense of unity
to his community, which has disappeared,
but the novel constitutes a powerful political
indictment of the humiliating condition of
indigenous populations.

Huasipungo, the masterwork of Ecuador-
ian indigenismo, is based on the brutal
exploitation of the indigenous peoples who
are trying to hold on to their huasipungos,
plots of land allotted in a sharecropping
system. In the novel the indigenous people
face relentless abuse, especially when they
attempt to defend their rights. The abuse
increases when foreign companies collude
with their local associates to usurp indig-
enous lands and the indigenous labor force
to create a road that would facilitate the
exportation of Ecuador’s natural resources.
The novel is informed by the disputes
between powerful landowners, based in the
highlands, in conflict with national inter-
ests, based in the coastal regions of the
nation, which are associated with interna-
tional capital. The Bolivian novelist Alcides
Arguedas was despondent about the fate of
the indigenous peoples, and in his essay
“Pueblo enfermo” (1909, “Sick Nation”) he
expresses the view that only the rapid mod-
ernization of his nation can save his coun-
try from its misery. His novel Raza de
bronce is informed by this same paternal-
istic view of the indigenous people he
ultimately considers an inferior race in
need of protection. In the novel the sexual
violation and murder of its pregnant in-
digenous heroine becomes an allegory of
the treatment of an indigenous people in
need of paternalistic protection from abu-

sive landowners who quash their aspira-
tions for a better life. Arguedas’s views on
modernization are consistent with those of
the Bolivian export mining elite, in com-
petition with the landowning oligarchy
for indigenous labor. Even though indigen-
ismo was the dominant genre in the first
half of the twentieth century, there were
some important novelists who explored
experimental modernist approaches, such
as Pablo Palacios from Ecuador and Martin
Adén from Peru.

In 1958, Peruvian writer and anthropol-
ogist José Maria Arguedas published Los
rios profundos (Deep Rivers), a high point of
Andean literature. Ernesto, the novel’s pro-
tagonist, grows up in the care of indigenous
peasants but is removed from them and
taken to a boarding school. There he is
treated by his schoolmates with the same
racism they, and the local authorities, direct
to indigenous people. However, at the same
time the local indigenous people are wary
of his Western status. In his solitude, he
takes refuge and solace in the music and
the spiritual universe of the indigenous
people. He shares their magical connec-
tions to nature and sympathizes with their
struggle for justice. Angel Rama considers
Los rios profundos to be a major novel and
a vantage point from which to approach
Latin American narrative, as it captures
what he calls “transculturation,” the cul-
tural and political interactions, tensions,
and conflicts between dominant and sub-
altern cultures in Latin America. Arguedas
was troubled by the migration of the in-
digenous populations from the rural to the
urban world because he feared the loss
of their ancestral connections to a culture
germane to the Andean region. He ex-
pressed his pessimistic outlook about this
process in the significant novel, El zorro de
arriba y el zorro de abajo (1971, The Fox
from Up Above and the Fox from Down
Below).
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The advent of Arguedas’s novels, a high
point in the literary representation of
the Andean world, coincided with the rise
of an urban narrative informed by the
urban immigration of indigenous peoples.
Enrique Congrains Martin was a pioneer in
the exploration of the shanty-town.
Alfredo Bryce Echenique, the greatest
humorist in Peruvian narrative fiction,
explored the rise of a new ruling sector in
Peru, one which displaced the oligarchy
associated with the ownership of vast land-
holdings. Mario Vargas Llosa made his
literary mark with La ciudad y los perros
(1963, Time of the Hero), a novel in which
the conflicts of the Peruvian nation are
played out in the confines of a corrupt
military academy. Vargas Llosa is best
known as one of the key figures of the new
Latin American novel. He has been cele-
brated for his technical mastery of narrative
planes of spack and TIME in novels that
explore social corruption, political fanati-
cism, and the compensations of literature
and of the imagination. His Conversacion
en la catedral (1969, Conversation in the
Cathedral), arguably the greatest Peruvian
novel, is set in Lima as a fulcrum from
which to assess the dilemmas of the nation.
His other works include novels set in the
Peruvian jungle and coastal deserts—La
casa verde (1965, The Green House) is a
tour de force in a post-Faulknerian style—
novels set in the Andes, including Lituma
en los andes (1993, Death in the Andes), and
a book-length monograph on Arguedas,
the Peruvian novelist he admired more
than any other.

In the period of MAGICAL REALISM, im-
portant contributions in the Andean
world include the writings of the Ecua-
dorian Demetrio Aguilera Malta and
others. The Andean novel also addressed
the cosmopolitan concerns of the 1960s
and 1970s. Entre Marx y una mujer des-
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nuda (1976, Between Marx and a Naked
Woman), for example, is a novel by the
Ecuadorian Jorge Enrique Adoum, which
explores predicaments germane to the
Andean region from a perspective in-
formed by developments in political and
PSYCHOLOGICAL literature in the context of
an experimental novel. Edgardo Rivera
Martinez renewed the indigenista novel
with a nuanced sensibility for the interior
world of his characters. There are also
fascinating HISTORICAL NOVELS like those
by the Bolivian novelist Ramén Rocha
Monroy (1950). In Potosi 1600 (2002)
Rocha Monroy re-creates the Spanish
Colonial period in the Andes, focusing
on the dynamics of a mining center with
a huge indigenous population, that creat-
ed one of the most extraordinary cities in
the Western hemisphere. Other novelists
from the Andean nations that contributed
to the novel are the Bolivians Marcelo
Quiroga Santa Cruz and Jesus Urzagasti;
the Ecuadorians Pedro Jorge Vera, Miguel
Donoso Pareja, and Ivan Egiiez; and
the Peruvians Manuel Scorza, Carlos
Eduardo Zavaleta, Osvaldo Reinoso, and
Luis Loaysa.

Cosmospolitan concerns have emerged
in the Andean novel in a process that
has not yet been fully assessed. A cohort
of writers with new sensibilities are re-
interpreting the past or trying to move
away from older paradigms, including
Edmundo Paz Soldan, Juan Claudio
Lechin, and Giovanna Rivero from Boli-
via; Javier Vdzconez, Leonardo Valencia,
and Gabriela Alemdn from Ecuador;
Alonso Cueto, Fernando Iwasaki, Santia-
go Roncagliolo, and Giovanna Pollarolo
from Peru. These writers are in the pro-
cess of redefining the genre in the age of
globalization and transnationalism.

SEE ALSO: Race Theory, Translation Theory.
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Anthropology

JAMES BUZARD

As long as there have been travelers en-
countering societies and customs foreign
to them, there has been something like
anthropology. The Histories of the Greek
writer Herodotus (fifth century Bce) exhib-
it much of what we would now call anthro-
pological or ethnographic curiosity about
Persian, Egyptian, and other ways of life.
And they contain, knowingly or not, a good
deal of fiction as well. The “traveler’s tale”
has borne a reputation for unreliability,
fancifulness, and fabrication for many cen-
turies, so one might conceivably begin an
account of the relationship between the
novel, as a sustained fictional narrative,
and anthropology in the days of the ancient
Greeks. Homer’s widely traveled Odysseus,
the “man of many ways,” was a consum-
mate fabulist. One strand out of the many
that gave rise to the novel GENRE was surely
the report of a journey to strange lands,
fictionalized in such subgenres as the uto-
pian tale and surfacing in works often
claimed as immediate progenitors of the
modern novel form, such as Aphra Behn’s
Oroonoko (1688) and Daniel Defoe’s
Robinson Crusoe (1719-22).

A more focused account of the novel and
anthropology, however, best begins much
more recently, at the point of transition
commonly perceived to have taken place
within the discipline of anthropology in the
opening decades of the twentieth century.
Around that time a shift of paradigms oc-
curred in which a discipline that understood
its object, human culture, as a singular,
universal phenomenon began to give way
to one that focused on plural, distinctive
cultures. Under the former paradigm, the
emphasis was temporal, the method com-
parative. The institutions, technologies, and
arts of many societies were compared with
each other to determine where each ranked
in a hierarchy running from primitive to
more fully evolved, from “savagery” to civ-
ilization. Over the last three decades of the
nineteenth century, as anthropology be-
came ever more firmly established among
the academic professions, the efforts of its
practitioners reflected the influence of
Charles Darwin (1809-82) and other natu-
ral scientists who had enacted a paradigm
shift of their own, away from the static
taxonomies of the eighteenth century.

ANTHROPOLOGY IN THE
NINETEENTH AND TWENTIETH
CENTURIES

Anthropology would study evolution in the
social domain as Darwin and others studied
itin the natural. The most direct application
of Darwin’s thought to the social world, and
the crudest, was “social Darwinism,” which
many have attacked as legitimizing laissez-
faire economics and the widening gulf be-
tween rich and poor that characterized the
“Gilded Age” following the American Civil
War (1861-65). If human interaction
could be seen as the kind of pitiless com-
petition for survival that Darwin’s theory of
natural selection seemed to represent, then
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governments and misguided ameliorative
institutions needed to get out of the way,
let the fight commence, and let the “best”
man win. Novels of the late nineteenth-
century school of fiction known as NATURALISM
specialized in the examination of Darwin-
ian social landscapes and of individuals’
subjection to the remorseless workings of
social law.

More benign forms of anthropological
developmentalism feature in the work of
E. B. Tylor (1832-1917), Lewis Henry
Morgan (1818-81), Henry Maine (1822-88),
and John Ferguson McLennan (1827-81),
who proposed varying accounts of the pro-
cesses by which such vital institutions as
law and marriage had evolved, and whose
arguments gave new dimension to such
novelistic conventions as the BILDUNGSRO-
MAN and the marriage plot. One further
subset of evolutionist COMPARATIVISM began
to emerge toward the end of the nineteenth
century as a number of scholars, most
notably J. G. Frazer (1854-1941), focused
their attention on the study of myrHOLOGY
and RELIGION, claiming to discover basic
recurrent motifs in the legends and beliefs
of societies widely separated from each
other in TIME or SPACE.

The type of anthropology that rose to
dominance in the twentieth century, which
is often called “ethnography,” rejected the
universal scope, the comparative method,
and the emphasis on the evolution of social
forms over time. The new model promoted
the study of single cultures as functionally
integrated systems, and it developed the
method of “participant observation,” which
required anthropologists to live among their
subjects for an appreciable amount of
time. Through the efforts of pioneers like
Franz Boas (1858-1942), Bronislaw Mali-
nowski (1884-1942), and others, the anthro-
pologist as fieldworker, who acquired “the
native’s point of view” through “immersion”
in the foreign culture, replaced the
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“armchair” anthropologist of the nineteenth
century, who had assembled his universal
histories out of scholarly documents and
reports sent to him by an army of amateur
travelers. Alien social practices, institutions,
and beliefs that initially might seem bizarre
or even savage to the outside observer would
thereby come to make sense within the
distinctive totality of the culture. No prac-
tice, institution, or belief could be grasped in
isolation, but only as part of a web connect-
ing all the elements of a particular way of life.
Rather than regarding the differences be-
tween human societies primarily in terms
of temporal progression from primitive to
civilized, twentieth-century fieldworkers
construed the significant differences of the
human social world as spatial. One could
envision, and sometimes produce, ethno-
graphic maps of the world indicating the
territory of the globe belonging to each
culture, and the boundaries between cultures
were sometimes treated as impermeable.

DEVELOPMENTS IN
ANTHROPOLOGY AND THE NOVEL

The novel has important relations to both of
these phases of anthropology. The rise to
dominance of the evolutionist paradigm in
nineteenth-century science is roughly con-
temporaneous with the emergence of the
bildungsroman, in which the protagonist’s
development from potentiality to self-real-
ization forms the matter of the plot. The
bildungsroman has also been described as
“the symbolic form that more than any
other has portrayed and promoted modern
socialization,” opening up an anthropolog-
ical perspective on the procedure by which
individuals internalize the values of their
cultures as they grow (F. Moretti, 1987, Way
of the World, 10). Prominent examples of
the form include Stendhal’s Le rouge et le
noir (1830, Scarlet and Black), Honoré de
Balzac’s Illusions perdues (1837-43, Lost
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Hlusions), Charlotte Bronté’s Jane Eyre
(1847), and Charles Dickens’s David Cop-
perfield (1849-50). Balzac’s novel is part of
his career-long series, La comeédie humaine
(The Human Comedy), the goal of which
was to represent French society in all its
aspects. This ambition resembles that of the
modern ethnographer, who aims to pro-
duce an exhaustive account of that distinc-
tive web of relations that constitutes the
single culture. Novels such as George Eliot’s
The Mill on the Floss (1860) or Thomas
Hardy’s tales of the fictional English county
of Wessex may be seen as combining ele-
ments of nineteenth- and twentieth-century
anthropology, for they yoke representation
of a circumscribed REGIONAL culture with the
deep historical background associated with
evolutionism.

That subset of comparativism repre-
sented by Frazer influenced many novelists
and fostered an important school of criti-
cism. Frazer’s magnum opus The Golden
Bough (in several editions between 1890 and
1922) treats human thought as proceeding
through three historical phases: magical,
religious, and (just then emerging) scientif-
ic. Spreading throughout history and across
the globe, eventually growing to twelve
volumes, Frazer’s study advances the thesis
that two archetypal figures, the “dying god”
and the “scapegoat,” underlie virtually all of
human myth and religion, and that at some
early moment the two were fused into one,
in a combination still vital in the Christian-
ity of “civilized” Western Europe. The dying
god figure, a sacrificial victim killed and
reborn in a younger avatar, addressed
humanity’s primitive desire to ensure agri-
cultural and procreative fertility. The scape-
goat addressed a community’s desire to
purge itself periodically of sin or contami-
nation. Whatever the surface differences
between eras or societies, everywhere and
at all times humanity was engaged in re-
enacting the cyclical drama of “purgation,

purification, and regeneration” (J. B. Vickery,
1973, Literary Impact of the Golden Bough,
63). Frazer’s intellectual outlook owed
much to Scottish Enlightenment philoso-
phers of history and to the Romantic-era
novels of Walter Scott, which typically
juxtapose “primitive and civilized societies,
examining the connections between them”
(R. Crawford, 1990, “Frazer and Scottish
Romanticism,” in Sir James Frazer and the
Literary Imagination, ed. R. Fraser, 21).

Thanks not only to Frazer but also to
Sigmund Freud (1856-1939), the persis-
tence of the primitive behind the fagade of
modern life became a major theme of
modernist literature and the arts, figuring
in such novels as Joseph Conrad’s Heart of
Darkness (1900), D. H. Lawrence’s Women
in Love (1920), and James Joyce’s Ulysses
(1922) and Finnegans Wake (1939) (see
MODERNISM). These and many other works
also exhibit a fascination with fertility rites
and the death-and-rebirth cycle. Frazer was
among the leading inspirations for myth or
archetypal criticism, a significant move-
ment in literary studies during the 1940s
and 1950s, the crowning achievement of
which was Northrop Frye’s Anatomy of
Criticism (1957).

A related school in the study of narrative
fiction had links with structuralist anthro-
pology, largely developed by Claude Lévi-
Strauss (1908-2009), who observed that
myths from many different cultures bear a
remarkable number of common elements
(see sTRUCTURALISM). The goal was to discover
the fundamental storytelling logic, the con-
ceptual toolkit shared by all human beings,
constant over time and operating beneath
the surface of stories ostensibly unlike one
another. An important precursor was Vla-
dimir Propp (1895-1970), who claimed to
have discovered the “morphology” or basic
structure of folktales (1928, Morphology of
the Folktale). The quasi-scientific structural
analysis of narrative, eventually labeled
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“narratology,” evolved into a highly techni-
cal subdiscipline that flourished in the 1960s
and 1970s (see NARRATIVE).

THE “ETHNOGRAPHIC
IMAGINATION”

In recent years, the novel’s relationship to
twentieth-century fieldwork ethnography
has received considerable attention. There
has long been an intuitive sense that the
novel, particularly the nineteenth-century
novel of RreaLisM, bears some relation to
a social science devoted to the “thick
description” (C. Geertz, 1973, Interpretation
of Cultures, chap. 1) of distinctive cultures
and the “manners and morals” germane to
them (L. Trilling, 1950, Liberal Imagina-
tion). Not only did it make sense to regard
the novelist as a type of anthropologist, but
the anthropologist must also be “a novelist
able to evoke the life of a whole society”
(M. Mauss, 2007, Manual of Enthnography,
trans. D. Lussier, 7). Nevertheless, one of
the best books on the prehistory of the
modern, plural “culture-concept,” Christo-
pher Herbert’s Culture and Anomie, dissents
from these assumptions and mainly dissoci-
ates the novel genre from the ethnographic
imagination.

Among the studies that have attempted to
probe this connection are Morroe Berger’s
Real and Imagined Worlds (1977) and
Richard Handler and Daniel Segal’s Jane
Austen and the Fiction of Culture. Both
Michael Elliott and Brad Evans focus on late
nineteenth-century American writing, par-
ticularly as it came to grips with racial and
regional differences. For Elliott, modern eth-
nography and the literary realism that pre-
ceded it “developed similar strategies” for
addressing the “representation of group-
based difference” (xiv). Evans considers the
thirty-year hiatus between the entrance of
culture into Anglo-American anthropology
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(ca. 1870) and its adoption by modern eth-
nography (ca. 1910), contending that the
anachronistic application of the culture-
concept onto these crucial decades obscures
the view of how variously difference was
represented in them and of the forces then
at work that delayed the accession of
“cultures.” These two books treat such cel-
ebrated authors as Henry James, William
Dean Howells, Joel Chandler Harris, and
Zora Neale Hurston, along with a host of
lesser-known figures. Another important
study of the American context, also not
limited to the novel, is Susan Hegeman’s
Patterns for America, which diverges from
Elliott and Evans in stressing the affinities
between modern ethnography and its liter-
ary contemporary, American modernism.
The key to this linkage is to be found in
twentieth-century anthropology’s “spatial
reorganization of human differences,” re-
ferred to above (32). What connects the
social science and the aesthetic movement
is their common “rejection of the models of
teleological progress” that informed so
much of Victorian intellectual life (35).
Also committed to exploring the links
between ethnography and modernism, tak-
ing in British and Irish poets, novelists, and
critics along with American ones, is Marc
Manganaro’s Culture, 1922. Here the notion
of functional integration is paramount. For
example, in a chapter on Joyce, Manganaro
notes the “filiations” among the aesthetic
theory famously presented in A Portrait of
the Artist as a Young Man (1916), Joyce’s
concept of the revelatory “epiphany,” and
“those ethnographic-magical moments
when the materials of anthropological in-
quiry—the low, drab, and ordinary” come
together in the vision of a single cultural
network (136). Gregory Castle’s Modernism
and the Celtic Revival offers a specifically
Irish focus, which examines the relationship
between the nascent ethnographic imagina-
tion and Celtic cultural nationalism around
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the turn of the twentieth century (see
NATIONAL). Carey Snyder’s recent work
treats British modernist fiction exclusively,
showing how novelists such as Virginia
Woolf, E. M. Forster, Joseph Conrad,
and H. G. Wells “significantly engaged the
ethnographic discourse of their day—
sometimes mirroring and sometimes crit-
ically commenting on its assumptions and
practices” (7). The late nineteenth- and
early twentieth-century novels Snyder
treats deal with the colonial contexts out
of which fieldworking ethnography
emerged, and they seem to have been better
at raising the epistemological, political, and
ethical challenges those contexts evoked
than were the early ethnographers them-
selves, preoccupied as they were with pro-
fessional self-justification and dependent
as they were likely to be on colonial in-
stitutions. A similar argument is made on
behalf of African novels by Eleni Coun-
douriotis in Claiming History.

AUTOETHNOGRAPHY

A different approach is taken by James
Buzard, who treats nineteenth-century
British novels as preparing the way for
modern ethnography in reverse, by devel-
oping an “autoethnographic” mode de-
signed to represent not alien far-flung
cultures, but the novelist’s own. Buzard is
concerned not only with thematic connec-
tions between literature and the ethno-
graphic but also with formal ones. Looking
back on the novels of Scott, Dickens,
C. Bronté, and Eliot, Buzard locates in
them a “reorientation and freighting with
new significance of a fundamental aspect of
narrative, the relationship between narra-
tor and characters, or between what narra-
tologists call discourse- and story-spaces”
(125 see sTory). This basic duality in nar-
rative came to function as a precursor to

the alternation of outsiders’ and insiders’
perspectives characteristic of that modern
ethnographic writing that would focus on
the individual, spatially discrete culture.
Developments in anthropology and in the
novel in the second half of the twentieth
century have afforded another arena in
which an autoethnographic body of fiction
might emerge. In the era of decolonization
following WWII, anthropology increasingly
fell under attack for allegedly providing aid
and intellectual justification for Western
colonialism. In such landmark works of
postcolonial analysis as Edward Said’s Ori-
entalism (1979), anthropology’s methods
were regarded as furnishing coercive and
reductive stereotypes of non-Western peo-
ples that made those peoples appear suited
and even amenable to domination by Oc-
cidental powers. From this environment of
harsh critique arose a conception of the
non-Western novel as an instrument for
“talking back” to those representations of
non-Westerners imposed upon them from
without. Authors of the newly decolonized
world produced a series of novelistic rewrit-
ings of Western novels, the most notable
early example being the Nigerian Chinua
Achebe’s Things Fall Apart (1958), a work
understood as telling “the other side of the
story” of Conrad’s Heart of Darkness. In
other words, it represents Nigerian tribal life
from the inside rather than from the con-
descending perspective of the conquering
Westerner. By the end of the twentieth cen-
tury, fiction by writers from once-colonized
portions of the world had achieved remark-
able global prominence, as exemplified in
the case of Salman Rushdie, and, even when
not overtly reversing previous Western ac-
counts, such fiction exhibits increasing self-
consciousness about the obligation to pres-
entitself asan authentic, or insider’s account
of this or that segment of the non-Western
world. Inasignificantand politically charged
version of the postmodern self-referential
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text, postcolonial writers sometimes em-
braced, analyzed, cast off, or ironized their
autoethnographic burden and sometimes
appeared to do all these things at once (see
METAFICTION).

SEE ALSO: Narrative Perspective, Race
Theory, Naturalism.
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Arabic Novel (Mashreq)

WAIL S. HASSAN

One of the longest literary traditions in a
living language, Arabic literature began in
the fifth century ct (two centuries before the
start of the Islamic calendar in 622 cg), with
the oldest recorded poetry in that language.
Dubbed “Diwan al-‘Arab,” or “the Register
of the Arabs,” poetry has remained the
preeminent GeNRe throughout the history
of Arabic literature, with the poet enjoying
the status of seer, philosopher, moral au-
thority, and spokesman for the communi-
ty—so much so that the Qur’an had to state
emphatically that Muhammad was neither
poet nor priest, but a prophet with a divine
message, and that the Qur’an itself was no
poetry, but the Word of God (69:40-43).
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Various narrative genres existed alongside
poetry, but aside from Qur’anic narratives,
which as divine speech were considered to
be on a plane higher than that of literature,
the arbiters of literary taste regarded most as
inferior. Such narrative forms as the gissa
(story), hikaya (tale), usturah (myth), khur-
afah (fable), and sirah (saga) enjoyed
great popularity but none of the prestige of
poetry, with its elaborate prosody and high-
ly formal diction and imagery. And whereas
works belonging to those narrative genres
were of unknown authorship, as is always
the case in oral cultures, poetry brought
distinction to the individual poet who com-
posed it. Annual trading fairs held in
various parts of Arabia served as poetry
conventions, at which panels of respected
authorities judged the poems recited by
representatives of different tribes. This func-
tioned as a formal mechanism for canoniz-
ing great poets and recognizing emerging
ones, whose fame would spread far and
wide, enhancing the prestige of their tribes.
No such forums honored narrative genres in
pre-Islamic Arabia.

Islam turned Arabic from an oral into a
literate culture. After the death of Muham-
mad, it became necessary to preserve in
writing not only the text of Islam’s holy
bookbut also the prophet’s hadith (sayings),
which together with the Qur’an constitute
the main sources of Islamic doctrine and
legislation. This gave rise to a host of schol-
arly disciplines concerned with the inter-
pretation of the Qur’an and the hadith, as
well as the study of the Arabic language and
its literature. However, that historic switch
from orality to literacy did nothing to di-
minish the status of poetry as the most
important genre of Arabic literature;
the oral recitation of poetry remains now
the highlight of literary festivals in the
Arab world, with celebrated poets drawing
audiences in the thousands. Yet the spread
of writing and reading made possible the
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development of new branches of learning
and of literature, including narrative genres.

The first great narrative work in Arabic
was Kalila wa Dimna, a translation, via Per-
sian, of the Sanskrit Panchatantra, a collec-
tion of beast fables, by the eighth-century
litterateur Ibn al-Muqaffa’. However, the
best-known work of Arabic fiction is un-
doubtedly Kitab alf layla wa layla (Book of
the Thousand and One Nights), also known in
English under the mistranslated title, The
Arabian Nights. A compilation of stories of
Chinese, Indian, Persian, and Arabic origins
(the names of the main characters are
Persian and the FrAME story is set vaguely in
the lands between India and China, clearly
denoting a faraway, exotic locale for the
stories’ Arab audiences), it is a work of
complicated textual history that exerted a
tremendous influence on the literary imag-
ination of both Arab and European
writers, the latter being introduced to it by
means of successive TRANSLATIONS from the
eighteenth-century onward. Enjoying mass
appeal through the medium of the hakawati,
or oral storyteller who entertained crowds at
coffeehouses and festivals, the work’s literary
reputation in the Arab world nevertheless
remained low, a function of its prosaic style
and sensationalism, until the middle of the
twentieth century, when major Arab scholars
began to study it and novelists to rework its
themes and motifs.

Very different was the reputation of the
maqama, a narrative genre that emerged in
the eleventh century and continued well
into the twentieth. The maqama combined
poetry and the highly stylized prose char-
acteristic of adab (belles-lettres) with the
thematic concerns and narrative tastes of
the lower echelons of society, thus securing
both literary and popular appeal. Formal-
ized by Badi’ al-Zaman al-Hamadhani in
the tenth century and popularized by Abu
Muhammad al-Qasim al-Hariri in the elev-
enth, the magama related the adventures of

wandering rogues and mendicants and is
said to have influenced the rise of pica-
RESQUE fiction in Spain during the late
Middle Ages. As one critic contends, the
maqama’s enduring popularity, its use of
travel and adventure as a framework, its use
of narrative framing and multiple narra-
tors, its mixture of styles, and its alterna-
tion of humorous and serious tone, allowed
the magama to play a key role in facilitating
the emergence of the Arabic novel in the
late nineteenth and early twentieth century
(Omri). It was in that genre, for example,
that the first French novels were translated
into Arabic in the nineteenth century (see
TRANSLATION); this development, along with
the original maqamas and Arabized Euro-
pean novels written at the time, helped
domesticate and popularize the novel.

CONTEXTS OF THE NOVEL

The colonial period in the Arab world—the
region stretching from the Persian Gulf to the
Atlantic Ocean, most of which had been part
of the Ottoman Empire since the seventeenth
century—began with the French invasion of
Egypt in 1798. The French occupation of
Egypt lasted only three years, but in 1830
France annexed Algeria, then occupied
Tunisia in 1881 and Morocco in 1912. Spain
occupied parts of Morocco in 1886, and
Italy occupied Libya in 1911. In 1882, Britain
occupied Egypt and then the Sudan in 1898.
In the aftermath of WWI, the remaining parts
of the Arab world—Greater Syria (which the
colonialists divided into what is now Syria,
Lebanon, Jordan, and Palestine), Iraq, and
the Persian Gulf—were divided into British
and French colonies and protectorates, except
for parts of the Arabian peninsula which
remained relatively independent.

Insofar as it addresses the issues arising
from Arab societies’ experience under
European colonialism, modern Arabic

(c) 2011 John Wiley & Sons, Inc. All Rights Reserved.



literature may be said to be postcolonial.
Yet it must also be noted that during the
preceding three centuries, the Arab world
had been dominated by the increasingly
weak and decadent Ottoman Empire.
Anti-Ottoman movements began to emerge
in the nineteenth century, culminating with
Arab collaboration with the Allies in WWI.
At the same time, however, the European
colonial threat led to a movement called the
Nahda (revival), which aimed first at bor-
rowing European science and technology
but eventually exposed Arab intellectuals to
European culture, thought, and literature.
Nahda intellectuals saw their task as one of
selective borrowing from Europe while at the
same time striving for authenticity with re-
gard to Arab cultural identity. Together with
the renewed interest in classical Arabic liter-
ature, which came to be seen as the repository
of Arab cultural identity, European literary
styles, genres, and movements became a
source of influence. Much of modern Arabic
literature is, therefore, the product of both
anti-Ottoman and anti-colonialist impulses,
some of which paradoxically aimed at achiev-
ing their goal through the selective adoption
of Europe’s modernity while at the same
time resisting its cultural imperialism. Thus
in a broad sense, a great deal of modern
Arabic literature negotiates this complex
response to Europe, encompassing such
themes as the reassessment of the Arab Is-
lamic cultural tradition; social, political, and
religious critique; the status of women; re-
sistance to colonialism and imperialism;
the challenges of nation-statehood and pan-
Arab nationalism; and the Arab—Israeli con-
flict, among others.

These themes are not always explicitly or
directly tied to colonialism, but they arise
out of a social milieu that has been affected
in many ways by the multiple forms of
political and cultural domination in the
Arab world. In the late nineteenth and
early twentieth centuries, for example, the
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renewed interest in classical Arabic litera-
ture was to a great extent an attempt to
articulate a cultural identity associated with
Arab civilization at the height of its power.
Not surprisingly, therefore, poetry, which
Arabs have always considered to be one of
their greatest cultural achievements, re-
claimed its function as the expression of
social values and aspirations, as well as
becoming an important organ of social and
political mobilization. The classical poet
was first and foremost a public figure, both
in pre-Islamic times, when he championed
his tribe and satirized its enemies, or after
Islam, when he used the conventional ode
for personal or political ends, praising or
denouncing a prince or governor. In all
cases the poet adopted the stance of a sage
who formulated maxims and gave memo-
rable poetic expression to prized moral
values. In other words, classical Arabic po-
etry was a powerful form of public discourse
in which the poet consciously assumed the
role of spokesman for the community. It is
precisely such a role that poets in Egypt,
then later in Iraq, Syria, Palestine, and else-
where assumed, as they voiced their oppo-
sition to, and rallied the masses against,
foreign occupation.

The novel also participated in the nation-
alist project (see NATIONAL). Although it was
imported from Europe, the abundance of
other narrative genres in Arabic literature
informed and facilitated the appropriation
of the novel. For example, intended for
entertainment, social commentary, and
moral instruction, the maqama genre was
used in the nineteenth century by the
Lebanese Nasif al-Yaziji and Ahmad Faris
al-Shidyaq as part of the effort to recover
and disseminate the classical heritage in an
age of rising anti-Ottoman sentiment,
spreading literacy and increasing the avail-
ability of print materials. Al-Yaziji’'s work
harkened back to al-Hariri, evoking his
protagonist Abu-Zayd al-Suruji, while
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al-Shidyaq’s Al-Saq ‘ala al-Saq fi ma huwa
al-Fariyaq (1855, Al-Fariyaq’s Crossed
Legs) confronted the cultural ascendancy of
Europe and its impact on Arab culture.
Muhammad al-Muwailihi’s Hadith ‘Isa Ibn
Hisham (1898-1902, The Tale of ‘Isa Ibn
Hisham), the title of which clearly establishes
a link with al-Hamadhani’s work across a
thousand years, satirized Westernization,
corruption, and other social and moral ills.

THE EMERGENCE OF THE NOVEL

The novel as such began with loose transla-
tions and adaptations of European novels
in the rhymed prose characteristic of the
maqama. The pioneer of the Nahda and
founder of the first school of translation,
Rifa’ah Rafi’ al-Tahtawi, translated Frangois
Fénelon’s Les aventures de Télemaque (1699,
The Adventures of Telemachus) in 1867,
followed in 1871 by Bishara Shadid’s trans-
lation of Alexandre Dumas’s Le Comte
de Monte Cristo (1844-45, The Count of
Monte Cristo), and in 1872 Muhammad
‘Uthman Jalal Arabized Bernardin de
Saint-Pierre’s Paul et Virginie (1788). Yusuf
Sarkis and Salim al-Bustani during the
1870s, and others during the 1880s—
1890s, popularized the genre of the histori-
cal RoMaNCE through translations published
serially in magazines (see SERIALIZATION). By
one estimate, more than a hundred novels
were translated or adapted from French
alone by the end of the first decade of the
twentieth century (Badawi, 93). Transla-
tions from English, particularly of Walter
Scott, Arthur Conan Doyle, William Make-
peace Thackeray, and Charles Dickens, as
well as other European writers, also ap-
peared eventually. Other writers turned to
Arab Islamic history for themes and wrote
original novels that served as a vehicle for
moral instruction. Jurji Zaidan popularized
this trend, along with Salim al-Bustani,

Niqula Haddad, Ya’qub Sarruf, Mahmud
Tahir Haqqji, and others.

Women writers also contributed to the
emerging genre during the same period.
The first Arab woman to write a novel was
‘A’ishah Taymur, and her Nata’ij al-ahwal
fi al-aqwal wa al-af ‘al (1887-88, The Re-
sults of Speech and Action) at once betrays
the influence of the magama—the title uses
the rhymed prose characteristic of the
genre and of much Arabic prose in the
nineteenth century—and of the newly
translated French novels, particularly in
the construction of a unified plot rather
than the episodic structure of the maqama,
something that represents an important
step in the development of the Arabic novel
(Zeidan, 62—-63). Other women writers,
such as Alice al-Bustani (daughter of the
above-mentioned translator) and Zaynab
Fawwaz (an important figure in early Arab
feminism), also wrote novels during the
1890s that, like many works by their male
counterparts, had moral instruction as
their objective (see FEMINIST).

The conventional, though now highly
disputed view among literary historians is
that the Arabic novel proper began in 1913
with the publication of the Egyptian
Muhammad Husayn Haykal’s Zaynab.
According to Haykal (who wrote the novel
in Paris, London, and Geneva and published
itin Cairo anonymously for fear that writing
fiction might compromise his professional
reputation as a lawyer), the novel’s focus on
the Egyptian peasantry was intended as
part of the rising tide of nationalism that
led to the 1919 revolution against the British
occupation (Badawi, 105). Those who see
Zaynab as the first Arabic novel cite its
explicit focus on contemporary conditions,
comparable to the European novel during
the two preceding centuries, its unadorned
prose style that breaks with the conventions
of the maqama (see NARRATIVE TECHNIQUE), its
limited REALISM (which is mixed with lyricism
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and romantic idealization of the country-
side), and its unified (rather than episodic)
plot.

The development of the novel written in
Arabic was relatively slow in the three dec-
ades following the publication of Haykal’s
Zaynab. Not surprisingly, novelists tackled
the relations between the Arab world and
Europe with various degrees of emphasis
during the colonial period. Two of the
novels that appeared during that period,
Tawfiq al-Hakim’s ‘Usfur min al-sharq
(1938, A Bird from the East) and Yahya
Haqqi’s Qindil Umm Hashim (1944, A
Saint’s Lamp), depicted Egyptian students
who travel to Paris and London, respective-
ly, to pursue their higher education. They
fall in love with European women, and those
romantic affairs provide the opportunity
for exploring the complexities of Arab—
European relations, as well as for criticism
of outdated customs in Arab societies. This
pattern continues in the post-independence
period (the 1950s and after throughout the
Arab world) to inform a great many novels,
most famous of which is the Lebanese Su-
hayl 1dris’s Al-hayy al-latini (1953, The
Latin Quarter) and the Sudanese Tayeb
Salih’s  Mawsim  al-hijra ila al-shamal
(1966, Season of Migration to the North).
One of the most important Arabic novels,
Season of Migration, uses two narrators of
different generations, both of whom travel
to England to study, and multiple, some-
times contradictory narrative viewpoints to
depict the violence of colonialism and the
psychological damage that racism and sex-
ism inflict on the protagonist and the wom-
en he encounters in London, as well as the
violent social upheavals caused by the clash
of European and indigenous cultures in the
Sudanese context (see NARRATIVE PERSPEC-
TIvE). While unstinting in its condemnation
of colonialism, the novel attacked in equal
measure native patriarchal values and the
corruption of the postcolonial ruling elite.
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NAGUIB MAHFOUZ

Naguib Mahfouz (also written Najib
Mabhfuz) is credited with single-handedly
establishing the novel as a preeminent genre
of modern Arabic literature. Over the course
of seven decades, he published more than
forty novels and short story collections,
many of which are landmarks in modern
Arabic fiction, in addition to seven volumes
of articles, several more of interviews, and
twenty film scripts. Awarded the Nobel
Prize in Literature in 1988, Mahfouz studied
philosophy at Cairo University during the
early 1930s and then worked as a civil ser-
vant in a number of ministries until his
retirement. Mahfouz read extensively in the
European novel early in his writing career,
which began with the ambitious plan of
writing forty historical novels set in ancient
Egypt. He only wrote three such novels
during the late 1930s and early 1940s, of
which Kifah Tibah (1941, Thebes at War) is
best known for allegorizing Egypt’s success-
ful struggle against foreign occupiers, with
the Hyksos clearly standing for the British.
After the 1952 revolution, that novel became
required reading in Egyptian schools—the
first time that a novel was enshrined in
official culture and an indication of how far
the genre had come since Haykal published
Zaynab anonymously four decades earlier.

Mahfouz abandoned his grand plan when
he realized that realistic fiction was better
suited to chronicling and analyzing modern
Egypt. With that began a new phase of his
career that, from 1943 to 1957, saw the
publication of eight novels, including some
of his best-known works. Zuqaq al-midaqq
(1947, Midaq Alley) vividly depicts the in-
habitants of an alley in one of Cairo’s older,
lower-middle-class neighborhoods during
World War II, focusing on a beautiful and
ambitious young woman who becomes a
prostitute catering to British soldiers. The
novel displayed Mahfouz’s great skill at
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drawing a memorable cast of characters and
weaving a complex plot that slowly builds
toward a dramatic, symbolically charged
climax. The Cairo Trilogy, written over a
four-year period in the early 1950s and
published in 1956-57, is a monumental
work that traces the transformations in
Egyptian society from the late nineteenth
century to the eve of WWII through the saga
of the ‘A’bd al-Jawwad family. This rich
panorama of events and characters put on
full display Mahfouz’s mastery of the nar-
rative craft and firmly established his
reputation as Egypt and the Arab world’s
preeminent novelist.

After the Trilogy, Mahfouz embarked ona
long series of experimental as well as realistic
novels that commented directly and indi-
rectly (freedom of speech being at times
limited or nonexistent) on political and
social conditions in Egypt (see CENSORSHIP).
Awlad Haritna (1959, translated twice as
Children of Gebelawi and as Children of the
Alley), became immediately controversial to
religious authorities for allegorizing the
Qur’anic stories of Adam, Moses, Jesus, and
Mohammed, whose sanctity as prophets
was seen to have been violated through
fictional representation. Ironically, Mahfouz
had intended the novel as a political allegory
warning President Gamal ‘Abd al-Nasir’s
(Nasser) regime against the corruption of
its revolutionary ideals by authoritarian rule,
areading that was lost in the clamor over the
novel’s alleged sacrilege (see NARRATIVE).
When the Nobel Committee mentioned the
novel among Mahfouz’s works that earned
him the 1988 award, the controversy over
Awlad Haritna erupted again and an Egyp-
tian radical cleric issued a fatwa against
Mahfouz that led a young militant to stab
the 81-year-old writer in the neck outside his
residence in Cairo in 1992. Mahfouz sur-
vived, but the injury left him unable to write
for several years and only for short periods of
time afterwards.

During the 1960s—1980s, Mahfouz’s no-
vels were on the whole shorter and more
experimental than his realistic novels. Works
like Al-lis wa al-kilab (1961, The Thief and
the Dogs) and Miramar (1967) experimented
with stream of consciousness (see PSYCHO-
roGicaL) and multiple narrators, while Al-
maraya (1972, Mirrors), Layali alf layla
(1982, Arabian Nights and Days), and Rihlat
ibn Fattouma (1983, The Journey of Ibn
Fattouma) drew inspiration from medieval
Arabic biographical dictionaries, the Thou-
sand and One Nights, and The Travels of Ibn
Battuta, respectively. Mahfouz also returned
to ancient Egypt in Amam al-‘arsh (1983,
Before the Throne), in which he put on trial,
before Osiris, Egypt’s rulers from ancient
times down to Nasir and Sadat, and Al-‘@’ish
fi al-haqiqa (1985, Akhenaten, Dweller in
Truth). Mahfouz’s last major works were
Asda’ al-sira al-dhatiyyah (1994, Echoes of
an Autobiography) and Ahlam fatrat al-
naqaha (2005, The Dreams of Departure).

OTHER NOVELISTS

Since the 1950s, scores of other writers
throughout the Arab world have written
countless novels of great thematic and for-
mal diversity. Beyond the common lan-
guage, this diversity makes it impossible to
speak of unique or distinctive features of the
Arabic novel without running the risk of
reductiveness and essentialism. Novelists
from Lebanon (Tawfiq Yusuf Awwad, Layla
Ba’albaki, Layla ‘Usayran, Emily Nasrallah,
Hannan al-Shaykh, Ilyas Khury), Syria
(Hanna Mina, Haydar Haydar, Hani al-
Rahib, Muti’ Safadi, Collette al-Khuri,
Ghadah al-Samman, Halim Barakat), Pales-
tine (Jabra Ibrahim Jabra, Ghassan Kanafani,
Emile Habibi, Sahar Khalifa, Lyanah Badr),
Iraq (Dhu al-Nun Ayyub, Gha’ib Tu’'ma
Farman, Layla ‘Usayran), Kuwait (Isma’il
Fahd Isma’il), Saudi Arabia (‘Abd al-Rahman
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Munif, Raja’ al-‘Alim, Raja’ al-Sani’), Egypt
(‘Abd al-Rahman al-Sharqawi, Latifa al-
Zayyat, Yusuf Idris, Fathi Ghanim, Nawal
al-Sadaawi, Sun’allah Ibrahim, Yusuf al-
Qa’id, Gamal al-Ghitani, Salwa Bakr), Sudan
(Tayeb Salih), Libya (Ibrahim al-Kuni),
Tunisia (Mahmoud al-Messadi, Bashir al-
Khurayyif, Arroussia al-Nalouh), Algeria
(Ahmad Rida Huhu, al-Taher Wattar, ‘Abd
al-Hamid ibn Hadduqah, Wasini al-A’raj,
Ahlam Mustaghnami), and Morocco (‘Abd
al-Karim Ghallab, ‘Abdallah al-’Arawi
[Laroui], ‘Abd al-Majid Bin Jallan, Muham-
mad Barradah, Muhammad Shukri, Mu-
hammad Zafzaf) have written—sometimes
with local and sometimes with pan-Arab
emphasis—about Arab cultural identity, the
struggle for independence, the Arab— Israeli
conflict, the Lebanese Civil War, the status of
women, and personal and political freedom,
among other concerns.

Often excluded from discussions of the
Arabic novel are Arab novelists who have
written in other languages. Written in
English, Lebanese Ameen Rihani’s The Book
of Khalid (1911) was the first Arab American
novel, focusing on the fortunes of two
Lebanese immigrants to the U.S. who earn
their living from peddling Holy Land exot-
ica, a common occupation at that time. The
novel is remarkable for its attempt to fuse
Arabic and European narrative styles and
conventions, using the rhymed prose and
wordplay of the Arabic magama and insert-
ing untranslated Arabic words into English,
at the same time that it draws explicitly on
Miguel de Cervantes Saavedra’s Don Qui-
xote (1605, 1615) and Thomas Carlyle’s
Sartor Resartus (1836), all the while taking
as its main theme a Nahda-inspired project
of cultural translation and synthesis. The
large number of Anglophone Arab novelists
that followed includes the Palestinians Jabra
Ibrahim Jabra, who also wrote in Arabic,
and Yasmin Zahran; Lebanese Mikhai’l
Nu’aymah (Naimy), Nabil Saleh, and Rabih
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Alameddine; Jordanian Fadia Faqir; Egyp-
tians Waugih Ghali, Ahdaf Soueif, and Sa-
mia Serageldine; Sudanese Jamal Mahjoub
and Leila Aboulela; Libyan Hisham Matar;
Tunisian Sabiha al-Khemir, and Moroccans
Anouar Majid and Laila Lalami. A growing
number of Arab-American and Arab-Cana-
dian novelists—including Diana Abu-Jaber,
Kathryn Abdul-Baki, Saad Elkhadem, Rawi
Hage, D. H. Melhem, Frances Noble, Laila
Halaby, and Mohja Kahf—depict in multi-
ple ways the experiences of Arab immigrants
and those born to Arab parents or grand-
parents in North America. Their Hispano-
phone and Lusophone counterparts in
South America include Gregory Mansour
and Juan José Saer (Argentina); Milton
Hatoum, Salim Miguel, Alberto Mussa, and
Radaun Nassar (Brazil); and Luis Fayad
(Colombia). Francophone fiction is scarce
in the Mashreq, but its writers include
André Chedid and Elizabeth Dahab (Egypt)
and Etel Adnan, Amin Maalouf, and Eve-
lyne Accad (Lebanon). Rafik Schami (Syria)
writes in German, Salwa Salem and Hassan
Itab (Palestine) in Italian, while Anton
Shammas writes in Hebrew. A sizable group
of Maghrebian novelists write in Dutch,
English, French, and Italian.

MAJOR THEMES

One of the most persistent themes of Arabic
literature since WWII has been the Arab—
Israeli conflict following the dispossession of
the Palestinians in 1948, then in 1967, by
Israeli settler colonialism. The year 1948 is
referred to in Arabic historiography as that
of Nakbah, or Disaster, a term that hints
not only at the scope of the plight of the
Palestinians but also the magnitude of
the historical dislocation felt throughout
the Arab world, which was reflected in the
literature produced by Palestinians and non-
Palestinian Arab writers alike. Almost all the
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Palestinian fiction by Ghassan Kanafani,
Tawfiq Fayyad, Jabra Ibrahim Jabra, Rashad
Abu Shawir, Emile Habibi, and Sahar Kha-
lifa, among others, depicts the conditions of
Palestinians both in exile and inside Israel
and the Occupied Territories. The devastat-
ing defeat of Arab armies in 1967—called
Naksah, or Setback—signaled not only the
loss of more Arab territories but also the
demise of pan-Arab nationalism, the reign-
ing IDEOLOGY at the time, which drew upon
the sense of Arab identity revived in the
nineteenth century in response to Ottoman
rule and European colonialism. This crisis of
identity, accompanied by disillusionment
and frustration with Arab regimes, resonates
in countless literary works throughout the
Arab world, most important of which are the
Syrian Halim Barakat’s ‘Awdat al-ta’ir ila al-
bahr (1969, Days of Dust), the Iraqi Layla
‘Usayran’s ‘Asafir al-fajr (1968, Birds of
Dawn) and Khat al-afa (1972, The Snake
Line), the Kuwaiti Isma’il Fahd Isma’il’s
Malaf al-hadithah 67 (1974, Case File 67),
the Moroccan Khanathah Banunah’s Al-nar
wa al-ikhtiyar (1968, Fire and Choice), and
the Syrian Hani al-Rahib’s Alf laylah wa
laylatan (1978, One Thousand and Two
Nights).

The Lebanese civil war (1975-90), the
result of a constitutionally fragile balance
of political and sectarian power upset by the
influx of Palestinian refugees into the coun-
try, continues to be a major theme of the
Arabic novel, as well as of Anglophone and
Francophone Lebanese fiction. For exam-
ple, Elias Khoury’s Al-jabal al-saghir (1977,
Little Mountain), Abwab al-madinah (1981,
Gates of the City), and Rihlat Ghandi al-
saghir (1989, The Journey of Little Ghandi)
suggest that the conflict symbolizes the state
of Arab societies in general; Hanan al-
Shaykh’s Hikayat Zahrah (1980, The Story
of Zahrah) and Etel Adnan’s Sitt Marie Rose
(1978) focus on patriarchal violence inten-
sified in the chaos of the war; and Rabih

Alameddine’s Koolaids: The Art of War
(1998) links the ravages of the war to those
of AIDS among the gay community of San
Francisco. Naturally, most of the novels
dealing with the civil war portray the psy-
chological damage it inflicted on those who
lived in its midst.

GENDER relations and the status of women
have been perennial themes in the Arabic
novel from its beginnings. Writing by and for
women increased throughout the first half of
the twentieth century as women’s move-
ments, which began late in the nineteenth
century, gathered momentum. Numerous
male novelists have critiqued patriarchy’s
hold on Arab societies, including Suhayl
Idris, Tayeb Salih, Yusuf Idris, and others,
while women like Layla Ba’albaki, Latifah
al-Zayyat, Nawal al-Sadaawi, Ghadah al-
Samman, and Hanan al-Shaykh have written
groundbreaking novels from openly feminist
perspectives. Joseph Zaydan organizes wom-
en novelists in the second half of the twen-
tieth century into two categories. The first
includes those who affirm “the quest for
personal identity” in the face of socially
prescribed gender roles, whose numbers in-
clude most notably Aminah al-Sa’id, Layla
Ba’albaki, Colette al-Khuri, Layla ‘Usayran,
and Nawal al-Sadaawi. To this growing list
one can add the work of Saudi novelists Raja’
al-‘Alim, Soheir Khashoggi, and Raja’ al-
Sani’. The second category includes those
who challenge such roles in the context of
“the quest for national identity,” such as al-
Sadaawi (again) and Latifah al-Zayyat in
Egypt; Hayam Ramzi al-Durdunji, Salwa
al-Banna, Layla ‘Usayran, Sahar Khalifah,
and Liyanah Badr in Palestine; and Ghadah
al-Samman, Hanan al-Shaykh, Emily
Nasrallah, and Umayyah Hamdan in
Lebanon. To Zaydan’s two categories can be
added novelists who write in English against
Orientalist depictions of Arabs and Islam,
such as Ahdaf Soueif, Leila Aboulela, and
Mohja Kahf.
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Finally, beyond Egypt, Lebanon, Pales-
tine, Syria, Sudan, and the Maghreb coun-
tries, which have produced the majority of
Arab novelists, ‘Abd al-Rahman Munif of
Saudi Arabia and Ibrahim al-Kuni from
Libya have added unique dimensions to the
Arabic novel. Al-Kuni’s novels depict, for
the first time, the life of Libya’s nomadic
tribes known as the Tuareg, whose culture is
not bounded by nation or region, by virtue
of their life in the great Sahara deserts. For
his part, in a series of novels culminating in
the quintet Mudun al-milh (198489, Cities
of Salt), Munif commented in a semi-myth-
ical frame on the political situation in the
Arab world and Iran. His Sibaq al-masafat
al-tawila (1979, The Marathon) is about the
toppling of the Mosaddeq government by
the CIA and the rise of the Shah to power.
His critique of the drastic social changes that
the discovery of oil engendered in Saudi
Arabia, the main theme of his quintet, led
to his exile to Iraq and stripping of his Saudi
citizenship. Munif’s quintet remains one of
the most monumental works of modern
Arabic fiction.

SEE ALSOQ: Intertextuality, North Africa
(Maghreb), Religion.
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Asian American Novel
JAMES KYUNG-JIN LEE

Since the 1970s, writers and critics have
struggled to determine the contours around
which a novel—and the larger culture from
which it derives—might be considered
“Asian American.” The Asian American
novel, according to generic convention,
might be defined as a novel written by a
person of Asian descent who resides in the
U.S. But such delineation would be put under
almost immediate crisis. For there is little if
any agreement over what constitutes any of
these terms: Asian, American, or novel.

Demographically, the “Asian American”
community is composed of people whose
ancestors or who themselves hail from wide-
ly divergent regions of Asia, as well as, for
some, the islands and archipelagos that
make up what is often referred to as the
Pacific Islands. Historically, the Asian
American novel is a relatively recent con-
struction, coinciding with the very origins of
the term “Asian American” in the latter half
of the twentieth century; like the construc-
tion of “Chicana/o” or “Latina/o” literature,
the creation of a longer Asian American
literary history is at best a conscious recon-
struction, what scholar Sau-ling Cynthia
Wong calls a “textual coalition,” and at
worst a persistent anachronism that plagues
any conceptualization. Ideologically, writers
and critics regard the Asian American novel
as the site and term around which contesta-
tions over its form and content provide the
ballast for larger political struggle over what
might constitute such a cultural communi-
ty, and for what purpose that community
exists (see IDEOLOGY).

A controversy that erupted in 1998 serves
as a useful example of these conflicts. In that
year, the Association of Asian American
Studies presented at a conference in Hawai’i
itsaward in literature to Japanese American,
Hawai’i-born writer Lois-Ann Yamanaka
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for her widely celebrated novel Blu’s Hang-
ing (1997). But many in the Association as
well as those in the larger Asian American
community in Hawai’i vigorously opposed
the decision. Protestors, mostly but not
exclusively of Filipino descent, were dis-
mayed by what they viewed as the
Association’s sanctioning of what they
considered the novel’s derogatory stereo-
types of Filipinos. Eventually, the Board of
the Association rescinded the award,
which led to an outcry from Asian Ameri-
can writers for what they viewed as
cENsorsHIP (see Fujikane and Okamura).
This conflict exposed the deep fissures
over the very concept of the Asian Amer-
ican novel. Filipino Americans and their
allies brought attention to the differential
ways that groups relate to the term “Asian
American” and suggested that it is often
deployed to put in shadow the deep dis-
continuities of resource allocation and
representational access between ethnic
groups. Perhaps more importantly, at
stake was the function of Yamanaka’s
novel itself: while those who supported
Yamanaka asserted her artistic freedom,
protestors demanded culpability on the
part of writers and critics alike for the
circulation of cultural ideas, however
the ideas are disseminated. In other words,
analysis of content must be coterminous
with an understanding of the novel as
novel; the novel serves both mimetic and
mediating roles (see DEFINITIONS). Such
conflict has been the hallmark of the his-
tory of the Asian American novel, even if
the tensions have not always reached such
an intense pitch.

EARLY ASIAN AMERICAN NOVELS

Until 1968, the term “Asian American”
did not exist. Scholars have retroactively
assigned novelists such an identity and

given Winnifred Eaton the honor of
being Asian America’s first. Some do so
reluctantly. Writing under the Japanese-
sounding pseudonym Onoto Watanna,
Eaton—a product of an English father
and Chinese mother—established her
early literary career writing romance no-
vels set in Japan. Her first, Mrs. Nume of
Japan (1899), was followed by A Japanese
Nightingale (1902), which won her broad
popular appeal and a significant follow-
ing. One might contrast Eaton’s success
in the literary marketplace with her older
sister Edith Eaton, who wrote journalistic
essays and short stories under the Chi-
nese pseudonym Sui Sin Far. Both sisters
lived amid widespread anti-Chinese sen-
timent that culminated in the Chinese
Exclusion Act of 1882, whose restriction
of Chinese immigration to the U.S.
would become the model for exclusion-
ary efforts against other ethnic groups,
Asian and otherwise. Edith, as Sui Sin
Far, devoted much of her work to railing
against unjust treatment of Chinese
Americans and struggled to portray Chi-
nese characters as figures of complexity
against the dominant view of the Chinese
as devoid of human characteristics that
could be assimilated into American cul-
tural mores. Winnifred, as Watanna, con-
structed a literary imagination set almost
exclusively in Japan, which proved quite
profitable during a time when Japanese
culture was considered with deep curiosity, if
not desirability. Although she herself never
visited Japan, Eaton would often pose for
daguerreotypes in full Japanese dress (see
PHOTOGRAPHY).

Foryears, scholarslooked with derisionon
what they construed as W. Eaton’s false
assumption of Japanese identity. More re-
cently, however, noting that Eaton wrote ina
period during which notions of RACE were
closely tied to biological justifications for
racial hierarchy, critics have marveled at
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Eaton’s ironic displacement of such theories
by renarrating racial identities as developed
through cultural process rather than biolog-
ical essence. The Heart of Hyacinth (1903)
tells the story of a young girl whose birth
parents are (white) American, but she is
raised by a Japanese foster mother in Japan.
Hyacinth, as she is called, dresses, speaks,
acts, and identifies as Japanese, even as
she recognizes her physical difference from
her Japanese friends. The ensuing conflict
and resolution over her identity astonish-
ingly do not grant the West cultural priority,
but instead suggest a kind of coded racial
hybridity that would surely have been anath-
ema to biological racists of Eaton’s time.
Eaton was certainly an anomalous
figure, given that her father’s English
nationality and merchant status gave her
access to the U.S. unavailable to the vast
majority of Chinese, and later others of
Asian descent. Likewise, long before the
mass migration to the U.S. by people from
Korea after 1965, Korean immigrant
Younghill Kang fled persecution from Jap-
anese colonial occupiers in the early 1920s,
just a few years before the National Origins
Act of 1924 would have made such flight
impossible. Educated in both Confucian
and Western traditions, Kang began writ-
ing stories in English shortly after his
arrival and in 1931 published The Grass
Roof, a fictional tale about a young Korean
living in the twilight of Korea’s feudal
society and in the midst of Japanese co-
lonial occupation. His subsequent novel,
East Goes West (1937), chronicles his
protagonist’s journey to reconcile his
“Eastern” learning with living in the West.
Throughout the novel, Kang is at pains to
reconcile Confucian teaching in modern,
even modernist, contexts, by depicting his
narrator as a cultural outsider who acts
very much like a Benjaminian flaneur, but
with a racial difference that puts him in
curious relation to other minority groups,
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most notably African Americans, by the
novel’s end.

Autobiography will become a touch-
stone for controversy later in the 1970s (see
LIFE WRITING), but for early Asian American
writers autobiographical fiction seemed
to reconcile for novelists the competing
interests of artistic imagination with the
ambassadorial imperative to represent a
“community.” Carlos Bulosan’s America Is
in the Heart (1946) follows a narrator with
Bulosan’s namesake who is clearly a com-
posite of different Filipino immigrants liv-
ing in the U.S. during the era of the Great
Depression (1930-39). Like Kang, Bulosan
was keenly aware of shifting currents of
formal preference, and fused socialist real-
ism (see Russia 20th C) and traditional
BILDUNGSROMAN, in effect to make the case
that true “growth” of the individual could
only take place when socialism was fully
realized. It is perhaps because he did not
employ the autobiographical mode that
John Okada’s No-No Boy (1957) failed to
win over audiences. A veteran of WWII,
Okada’s novel chronicles the story of a “no-
no boy,” a Japanese American man who
refused to serve in the U.S. military while
their families were caged in internment
camps throughout the war’s duration.
Oscillating between extreme ReaLIsM and
moments of a stream-of-consciousness
mode of narration (see PSYCHOLOGICAL),
No-No Boy dared to draw moral equiva-
lence between returning veterans and the
“no-no boys” as differing but related re-
sponses to the state-sanctioned racism of
the Internment. But Okada wrote during
the Cold War period, when hints of dissent
were largely frowned upon, most especially
in the Japanese American community for
whom the Internment still left deep scars.
It would take another, more radical gen-
eration to resurrect Okada and to place
his novel at the center of the developing,
still contested, Asian American “canon.”
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POST-1965 ASIAN AMERICAN
NOVELS

In 1968, a young graduate student named
Yuji Ichioka coined the term “Asian Amer-
ican” in the heat of political turmoil in the
U.S. Informed by Third World movements
around the globe, insurgencies by other
minority groups in the U.S., and wide-scale
protest against the war in Vietnam, those
who rallied as Asian American deployed the
term ironically in defiance of the quietism
that seemed to pervade their communities.
Six years later, four young men—TJeffrey
Paul Chan, Shawn Wong, Lawson Inada,
and most importantly, Frank Chin—edited
a collection titled Aiiieeeeee! An Anthology of
Asian American Literature (1974), not the
first but arguably the most polemical state-
ment on Asian American literature. In their
introductory essay, the editors of Aiiieeeeee!
excoriate Asian American writers for em-
ploying the autobiographical form that
serves to resolve Asian American identity
through confessional assimilation, the im-
perative to belong by way of dominant
standards. For the editors, the challenge
perforce was to develop an alternative
language that spoke to Asian American
experience without concern for white ap-
proval. Ironically, their call for cultural self-
determination was actually an anti-mimetic
stance, as they sought to create a literary
history based on a common aesthetic un-
derpinning, not one caught up in sociolog-
ical accuracy. Their sense of Asian American
aesthetics was brawny, masculine, and re-
fused easy resolution to common under-
standings of Americanism. Later, Wong and
Chin would try their hand at demonstrating
this aesthetic in their own novels, Homebase
(1979) and American Knees (1995) for
Wong, and Donald Duk (1991) for Chin.
Chin continues to lash out at what he
regards as “fake” Asian American novelists,
the very novelists who are regarded by most

others as having given the Asian American
novel its mass popularity and its academic
narrative of cultural coherence. He directs
his harshest criticism at women writers,
most notably Maxine Hong Kingston and
Amy Tan. Kingston’s first book, The Wom-
an Warrior (1975), is at times considered
autobiography, at others a collection of
short stories, and on rare occasions even
ANTHROPOLOGY (though not by Asian Amer-
icans). But it is widely regarded as the most
important literary work, for both reasons
critical and popular, by an Asian American
in the final quarter of the twentieth century.
Using the oral tradition of “talk-story” that
Kingston learned while writing in Hawai’i,
The Woman Warrior chronicles the struggle
of young Maxine to make sense of the stories
her mother teaches her while growing up in
Stockton, California, or as she wonders at
one point, “What is Chinese tradition and
what is the movies?” Kingston would later
write stories in the more recognizably nov-
elistic vein—Tripmaster Monkey (1989) and
The Fifth Book of Peace (2003), though even
here Kingston’s playful blurring of genre has
continued to confound, delight, or enrage
readers and critics.

Tan’s Joy Luck Club (1988) took the King-
stonian trope of mother—daughter struggle
and broadened it as a cultural conundrum.
What enraged Chin about Tan’s novel was
its tendency to turn culture into essence by
aestheticizing it, so that the novel turned
into ethnography. On this point, Chin finds
curious alliance with rEMINIST critics, who
regard the novel as an example of “sugar
sisterhood” that leaves intact conventional
notions of GENDER, RACE, and power. But
Tan’s redeployment of Kingston’s opening
was only one of many efflorescences of a
contemporary renaissance of Asian Ameri-
can novels. Readers of the 1990s and the
beginning of the twenty-first century bore
witness to an explosion of writing that
is breathtaking in its breadth and depth.
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Such novelists include Chang-rae Lee,
whose investigation into contemporary
Korean American identity in Native Speaker
(1995) has since given way to novels that
feature non-Korean and even non-Asian
protagonists, in The Gesture Life (1999) and
Aloft (2004), respectively. South Asian
American novelists such as Bharati Mukher-
jee and, more recently, Jhumpa Lahiri, are
the most obvious examples of those whose
ethnic origins hail from the Indian subcon-
tinent, and their novels such as Jasmine
(1999) and The Namesake (2004) return
again to questions of belonging and assim-
ilation, tinged by their particular social loca-
tions of gender, class, ethnicity, and race.
Vietnamese Americans such as Lan Cao and
her elegiac novel Monkey Bridge (1997) craft
prose that tries to approximate a language of
trauma borne from war and exile.

Still others move beyond U.S. borders,
even sometimes “return” to Asia, or view
the world as its frame for their storytelling:
Joy Kogawa’s Obasan (1981) lyrically
chronicled the struggles of Japanese
Canadians’ own rendition of the Intern-
ment and ushered in an alternative Asian
Canadian literary history that had remained
in the shadow of Asian American literature;
Jessica Hagedorn’s satirical play with popu-
lar culture, both Filipino and American, in
Dogeaters (1990) takes us to the Philippines
before the regime (1966—86) of Ferdinand
Marcos, and exposes the ideological under-
pinnings of a transnational Filipino identity
whose relationship to U.S. imperialism is
simultaneously disavowed and embraced;
and Karen Tei Yamashita’s Tropic of Orange
(1997) places Asian Americans alongside
other minority groups in a rearticulation of
both physical and discursive geographies in
her investigation of contemporary Los An-
geles, with definitive imprints from Gabriel
Garcla Mdrquez and cable television. So
varied in style and structure is the contem-
porary Asian American novel, so diverse are
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the relative commitments of writers to the
category itself, and so numerous are its
practitioners, it is ironically its successful
arrival as a substantial and sustainable body
of literature that threatens to break apart the
very contours of the Asian American novel
that once gave it such political meaning and
cultural significance.

SEE ALSO: African American Novel, Jewish
American Novel, Latina/o American Novel,
National Literature, Regional Novel.
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Author

RYAN JAMES KERNAN

The author has been traditionally under-
stood as the sole originator of the written
work, as the figure possessed with the vision,
creativity, intellect, experience, knowledge,
and skill requisite to combine all of these
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factors into a literary medium. Conceived
within this paradigm, the author, as both
creator and controller, inscribes her or his
text with an inviolable authority and au-
thenticity. Authority is a function of his
ownership of the idea, and authenticity
derives from the author’s unique position
as the ultimate authority on the meaning or
truth of his text. This notion of the author—
sometimes labeled as humanist because it
posits the classical Cartesian unitary subject
as the work’s originating consciousness—
has occupied a relatively stable position in
the history of modern thought and is still
not without its proponents and apologists.

A HISTORY OF THE TERM

The word author and its predecessor auctor
were interchangeable when the former first
came into usage in the Middle Ages and
referred either to a writer who was consid-
ered to be a source of authority or to an
“author” who wrote in strict adherence to
an established expert. Every discipline in the
trivium had auctores that established its
founding rules and principles (Cicero in
rhetoric, Aristotle in dialectic, the ancient
poets in grammar). The same was true for
the quadrivium (Ptolemy in astronomy,
Constantine in medicine, a God-authored
Bible in theology, Boethius in arithmetic).
The scribe’s good reputation rested on his
ability to interpret or explain problems in
terms that both reified the ideas of these
auctores and sanctioned the moral and
political authority of medieval culture.
With the decline of feudalism and its cul-
tural constraints in the fifteenth century,
the term “author” became increasingly as-
sociated with its current usage, referring to
the figure responsible for the creation of
literary works. Nevertheless, the “author”
remained the beneficiary of the esteem
formerly ascribed to auctores well into the

early twentieth century, and, with the con-
solidation of COPYRIGHT laws, was frequently
the financial beneficiary as well.

NEW CRITICISM AND RUSSIAN
FORMALISM

Beginning in the 1920s, New Criticism and
Russian FORMALISM began to challenge
the traditional, or humanist, notion of the
author. Critics from these camps refuted the
idea that the author could understand his
own work as comprehensively as could a
trained critic and denied the centrality (and
even the importance) of the author’s im-
plicit or explicit intentions to an authorita-
tive interpretation of the text (see EDITING).
For example, the American New Critics W.
K. Wimsatt and Monroe Beardsley not only
argued that “the design or intention of the
author is neither available nor desirable as
a standard for judging the success of a work
of literary art” but also that the “demotion”
of the author’s intention was indispensable
to the work of literary criticism (1946, “The
Intentional Fallacy”). The New Critic’s
task was to scrutinize the textual level of
the “autonomous” or “autotelic” literary
work—to examine the “internal evidence”
of “the work itself.” Similarly, the leading
exponents of Russian formalism such as
Boris Fichman, Roman Jakobson, Viktor
Shklovsky, Boris Tomashevskii, and Yury
Tynianov saw the literary work as an object
distinct from both its author and his society.
Their critical methodology primarily con-
cerned itself with “literariness,” a quality
that they saw as both the distinguishing
feature of literature and the exclusive prop-
erty of the text’s artistic devices.

STRUCTURALISM

With the advent of strucTURALISM and the
concomitant notion that the source of
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meaning is not in an individual’s experi-
ence but rather in the patterns, IDEOLOGY,
and systems that govern culture and lan-
guage itself, the author’s position in literary
criticism became still more decentered. The
structuralist claims that language “speaks
us” and provides the subject with only the
illusion of autonomy led to a widespread
conception of the text as an embodiment of
culture. For example, structuralist-MARXIST
Louis Althusser’s seminal essay “Ideology
and Ideological State Apparatuses” (1971,
in Lenin and Philosophy and Other Essays)
rejects the notion that a work’s author can
be its final guarantor of meaning. This is
the case because writers (like all indivi-
duals) internalize and act in accordance
with what Althusser labels ISAs, or Ideo-
logical State Apparatuses. These institu-
tions generate the ideologies in which
we come to believe, but also produce
“distortions” that cause us to misrecognize
or to misrepresent ourselves as self-realized
human beings unalienated by the machin-
ery of capitalism. Hence, literary and sci-
entific efforts to authoritatively portray
“existence” are necessarily plagued by the
fact that texts do not represent “the system
of the real relations which govern the ex-
istence of individuals,” but rather “the
imaginary relation of those individuals to
the real relations in which they live.”

POSTSTRUCTURALISM

Perhaps the most famous challenges to the
traditional notions of the author and his
relationship to textual authority come from
the poststructuralist critique contained in
Roland Barthes’s “The Death of the Author”
(1968). Barthes’s essay refutes the very idea
that the author is the source of the text by, in
part, arguing that AUTHORSHIP—a concept
traditionally associated with the author’s
legal right to the work—is a multidimen-

AUTHOR 71

sional space where the demands of language,
discourse, and tradition collide. The author,
or Barthes’s scriptor, is therefore best con-
ceived of not so much as a creator but rather
as a rearranger of nothing less than the
whole of writing, and the text’s unity is not
to be sought in its origin (with him) but in
its destination (in the domain of the READER).
Hence, corollary to the “death of the
author,” Barthes’s “readerly text,” and the
critical “tyranny of the God author” are the
“birth of the reader,” his “writerly text,” and
a continuing allowance for openness of
interpretation. The reader is positioned as
actively engaged in a creative process that
creates the text anew, while the residue of
authority lies with the literary critic.
Several of the tenets that underpin
Barthes’s argument “to kill the author” find
deconstructionist predecessors in ideas set
forth by Jacques Derrida in Of Grammatology
(1967) and have been embraced in the works
of several other notable critics like Edward
Said (1975, Beginnings) and J. Hillis Miller
(1982, Fiction and Repetition). Nevertheless,
“The Death of the Author” did not escape
its poststructuralist critiques and Michel
Foucault’s “What is an Author?” (1969) is
arguably the most notable among them. Fou-
cault does not see the author as the creator of
the text but rather as the construction of
discourse—where discourse is understood to
be a body of thought and writing united by a
common object of study, a common meth-
odology, or a set of common terms and ideas.
The author exists as a product of the text,
whilethe textexistsaspartofawider discourse
in which the author is also said to be included
(or, more precisely, to be a function within).
Since the author continues to play a crucial
part in the material life of culture—Foucault
hypothetically argues that the disappearance
of the author would (among other things)
eliminate the warrant for criticism and prove
devastating to the idea of the work—he can-
not be dispensed with in the manner Barthes
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prescribes. Rather, the “author function”
must be accounted for as “the ideological
figure by which one marks the manner in
which we fear the proliferation of meaning,”
and the remnants of the traditional under-
standing of the author are best ascribed to
figures that Foucault labels “fundamental
authors,” figures like Freud or Marx whose
writings can be said to found discourses
and disciplines that are discontinuous with
previous ones.

TRADITIONALIST OBJECTIONS
TO THE POSTSTRUCTURALIST
CHALLENGE

Traditional critics (neo-Aristotelian, bio-
graphical, historical, and formalist) have
raised strong objections to the “death of
the author” and the denial of the “author
function,” generally arguing that the
concept of the author checks against the
unmitigated multiplication of textual inter-
pretations, especially ones competing or
contrary. E. D. Hirsch is among the most
conservative, and posits that there can be
one and only one “valid interpretation”—
that which captures the author’s meaning
(1973, Validity in Interpretation). Thinkers
who have “banished the original author”
only to then have “usurped his place” are,
for Hirsch, guilty of leading literary criti-
cism “unerringly to some of [its] present-
day confusions” concerning canonical texts
and textual authority itself.

THE IMPLIED AUTHOR

Several critics who have challenged both the
validity of biographical criticism and New
Criticism’s eradication of the author have
focused increased attention on the idea of
the implied author (James A. Parr being
among the most prominent), building on

the work of Wayne C. Booth, whose Rhetoric
of Fiction (1961) first set forth the term. The
implied author is the real author’s “virtual”
or “second self,” a figure discernible by
readers who (in Booth’s estimation) will
always infer the existence of an author be-
hind any text they encounter. This “second
self” consciously and unconsciously chooses
what we read but is also the “ideal, literary,
created version of the real man . .. the sum
of his own choices.” In this sense, the im-
plied author is an amalgam (usually com-
posed of: the narrator created by the real
author, the virtual author created without
the real author’s private bias, a particular
side of the author in a given work, the whole
group that made or effected the work, and
the “core of norms and choices” that govern
a work’s style, tone, and technique).

For example, Parr—who prefers to use
the designation “inferred author” instead of
“implied author”—argues that the “inferred
author” of Miguel de Cervantes Saavedra’s
sequel to Don Quixote (1605, 1615) adopts a
consistent attitude of “festive mockery,”
despite the cacophony of narrative voices
that inhabit the work’s paratextual prolo-
gues as well as its chapters (see METAFICTION).
This cacophony is not only the result of the
fact that the narrator of Don Quixote qua-
lifies the text as a translated history written
by the fictional character Cide Hamete Ben-
engeli, but also the result of an unusual
literary twist surrounding the work’s ap-
pearance in print. Cervantes was outraged
by an unidentified Aragonese author who
published a work entitled Second Volume of
Ingenious Gentleman Don Quixote of La
Mancha: by the Licenciado (doctorate) Alon-
so Fernandez de Avellaneda of Tordesillas in
September 1614, and he responded by writ-
ing elements of the book into his own
sequel. Thus in Cervantes’s text, Don
Quixote and Sancho Panza kidnap one of
Avellaneda’s main characters and also over-
hear talk of Avellaneda’s pirated version of
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their adventures: “Believe me, your graces,”
said Sancho, “the Sancho and Don Quixote
in that history are not the ones who appear
in the history composed by Cide Hamete
Benengeli, the ones who are us: my master is
valiant, intelligent, and in love, and I'm
simple, amusing, and not a glutton or
drunkard.” The “implied narrator” of the
above passage offers the reader a voice that
Cervantes created, that presents a certain
sardonic side of the author, and that is also
the product of an (albeit small) group that
effected the work; while Sancho’s objections
to the inaccuracies contained in “that his-
tory” point to another “implied narrator”
whose work is governed by a separate and
distinct “core of norms and choices.”

CONTEMPORARY RESTORATIONS
OF THE AUTHOR

Current theorists working in the fields of
minority studies, feminism, queer theory,
and postcolonial studies have posed some of
the most serious challenges to the poststruc-
turalist displacement of the author’s status as
the unmediated consciousness at the origin
of a work (see RACE, FEMINIST, QUEER). These
challenges often concern themselves with
how systems of oppression (including critical
approaches to literature, aesthetic conven-
tions, and language itself) operate to erase
particular voices or identities, as well as with
how texts can be inscribed with distinct
minority outlooks or perspectives. For ex-
ample, the French feminists Luce Irigaray
and Hélene Cixous have both argued that
woman must “write herself” into language to
redress the inequities produced by the fun-
damentally patriarchal foundations of lan-
guage and literature. Prominent critics like
Houston Baker argue that the “deep aspects
of culture” inscribed in African American
literary texts are predicated on the “culturally
specific values and experiences” of black
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authors. In a similar vein, the postcolonial
subject’s aspiration to affirm a speaking- and
writing-self—one whose unique interiority is
meant to represent an oppressed (or formerly
oppressed) collective—is necessarily invested
in the preservation of a certain relation be-
tween author and text.

SEE ALSO: Frame, Genre Theory,
Intertextuality, Life Writing, Narrative
Perspective, Publishing, Translation Theory.
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Authorship

GEOFFREY TURNOVSKY

What is an author? Michel Foucault posed
the question in the title of a now classic
lecture delivered in 1969 to the Sociéete
frangaise de la philosophie, calling it “slightly
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odd” (1977, “What Is an Author,” in
Language, Counter-Memory, Practice, ed.
D. Bouchard).

Given how influential the essay has be-
come, it is today more likely to be this
characterization itself which strikes us as
strange. Perhaps, though, Foucault was
identifying less the question’s originali-
ty—others had asked it before him—than
its underlying paradox, which is that it
interrogates a concept whose force lies large-
ly in its goes-without-saying aspect. In his
lecture, he addressed two criticisms of his
recent study, Les mots et les choses (1966, The
Order of Things), which had taken him to
task, first, for inaccurately representing the
ideas of specific intellectuals, say Buffon
or Marx; and second, for creating
“monstrous families” through unconven-
tional groupings of writers. He articulated
surprise not at these criticisms per se, with
which he did not disagree, but at a blind spot
in his own reflection to which they pointed.
For The Order of Things set out to track
broad shifts in cultural discourses; it was not
concerned with conveying the thought of
any individual or the coherence of a group
of thinkers. By invoking names, Foucault
attracted criticism that was, in his view,
quite beside the point. Yet he had cited them
anyway, without a thought to their poten-
tially errant meaning in the context. Why?
“[Wlhy did I use the names of authors in
The Order of Things?” he asked (114). The
lecture, at one level, thus sought to account
for a reflex that Foucault had himself ne-
glected to control: How, why, and when did
the author become such an automatic and
instinctive point of reference for evoking
ideas, concepts and stories?

Foucault’s question played up the histor-
ical contingency of an ideal whose self-ev-
idence had endowed it with a “natural”
quality. Foucault argued that authorship
reflects a decisive shift in our conceptuali-
zation and valuation of texts, one by which a

text comes to acquire its principal meaning
and value through its association with
a single person who stands “outside and
precedes it” (115), and to whom the text
points. Foucault’s lecture enumerated what
he took to be the key characteristics of
“authored” texts, and scholars have since
picked up on the central themes that he laid
out. They have, in addition, been drawn to
how authoriality transforms not just the
texts but the individuals associated with
them, individuals who will be defined as
they were defined in Antoine Furetiere’s
famous seventeenth-century dictionary:
“authors: it is said of all those who have
brought to light some kind of book” (1690,
Dictionnaire). Furetiere’s definition sug-
gests an obvious answer to Foucault’s ques-
tion. However, the ways in which a person’s
identity might be constituted by a primary
relationship to a book, considered in all of
its legal, political, economic, social, cultural,
and aesthetic dimensions, opens up a range
of complex issues, which the study of au-
thorship addresses. To ask “what is an
author” is to interrogate the nature of in-
tellectual authority and freedom of expres-
sion; it is to ask about the meaning of
originality, and about the role of writer in
society, among other pressing questions.

AUTHORSHIP AS LEGAL
APPROPRIATION

For Foucault, an “authored” text is, first of
all, an “object of appropriation,” that is,
owned by an individual and, as a result,
subject to legal control. We can understand
such control in a variety of ways. It might
refer to the surveillance of writers in new
CENSORSHIP regimes associated with the for-
mation of centralized states in early modern
Europe, and with the desire to regulate the
circulation of print, especially after the trans-
formative role played by the moveable type
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press in the rapid dissemination of Protes-
tantism (see TYPOGRAPHY). In this view,
authors emerged to the degree that political
and religious authorities needed individuals
whom they could make responsible— and
punish—for the existence of heterodox
tracts. Official book-trade regulations from
the sixteenth and seventeenth centuries do
indeed insist that the writer’s name, along
with that of the printer/publisher, be
highlighted on the title page of each copy;
and it is plausible that such legislation
“invented” a new type of intellectual identity
based on the strict association of an individ-
ual to a written (and printed) text (see
PUBLISHING).

Such stipulations were, however, sys-
tematically flouted, with the result that
anonymity proved to be a widespread and
acceptable authorial mode in the Old Re-
gime intellectual field. La Rochefoucauld
or Madame de Lafayette would clearly
headline any list of the “great French
authors of the seventeenth century.” Yet
both refused to attach their names to pub-
lished works, which circulated openly
nonetheless. We might ask if the ordi-
nances controlling the circulation of print
articulated new concepts of authorial iden-
tity in the effort to monitor and control
subversive writing, or if conversely, they
simply sought to bring into their purview
practices that had previously evolved out-
side of its purview. The question is certainly
difficult to resolve; it is perhaps one of the
defining traits of authorship that the rela-
tionship it posits between the writer and
the authorities enforcing political order
would always remain so ambiguous.

An alternative view of “appropriation”
considers the author not as the effect of the
regulation of print but as the outcome of
new legal conceptions of personal rights and
freedoms. The author is conceived as the
“owner” of texts, a status affirmed in prin-
ciples of literary or intellectual property
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which—whether formally codified in law
or simply followed in custom—recognize
the work, and the value of the work, to be
functions of an individual’s efforts and orig-
inality. Rather than censorship trials or
print-trade decrees, this author appears his-
torically as an interested party in lawsuits
against counterfeiters or in contentious ne-
gotiations with printers over payments,
where his or her litigiousness and commer-
cial savvy are taken to reflect an underlying,
defining desire for autonomy. At first
glance, this is the independence of the pro-
fessional seeking to make a living without
having to rely on traditional forms of aris-
tocratic and royal patronage, which are pre-
sumed to impose constraints on the writer’s
free expression by forcing deference before
social rank. In this respect, the story of the
writer’s growing capacity to “live by the
pen” is simultaneously construed as an ac-
count of intellectual liberation, one that
tightly correlates the rise of an entrepre-
neurial mode of authorship with the devel-
opment of the writer as a freethinking and
unbeholden critic.

The proprietary model has been influen-
tial for studies focusing on England, in part
due to what is normally considered to be the
earlier commercialization of the English
literary field in the eighteenth century. It
could, of course, be argued that the literary
field has always been commercialized, and
in fact, a great deal of fruitful recent schol-
arship has shown that writers were inter-
vening in the commercial production of
their works from the earliest years of the
printing press. The question is then less
about the appearance of opportunities for
professionalization through the sale of
works, than about the ways in which writers
availed themselves of opportunities that had
long existed. Decisive for the English case
was the willingness of established figures to
become directly involved in the commercial
publication of their writings, and moreover,
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to incorporate—rather than conceal—this
involvement into their self-justifying autho-
rial discourse as a clear sign of their indepen-
dence, bringing their accumulated symbolic
capital to bear on the rhetorical move. When
his translations of Homer’s epics proved to be
a tremendous financial success in the 1720s,
earning him an unprecedented payday,
Alexander Pope (1688-1744) did not play
down his earnings from the enterprise but
highlighted them as linchpins of a newfound
intellectual liberty, “Indebted to no Prince or
Peer alive,” as he wrote (Imitations of Horace,
Epistle 2:2).

Correlatively, if the situation in France
has, in the eyes of scholars, always seemed
to lag behind Britain, it is to some extent
because we must wait until the late eigh-
teenth and even the nineteenth century
before we find well-known writers ready
to build their identities on the basis of
their engagements with the print trade, as
income earners and holders of intellectual
property rights. Until then, such contacts
were stridently negated, surfacing in au-
thorial discourse only insofar as they were
repudiated in “anti-professional” ges-
tures—refusing payments and affecting
disinterest before the possibilities offered
by the commercial press—which conveyed
the elite honorability of the writer. Even
those figures that we normally associate in
France with the “autonomy” of the modern
intellectual, namely Enlightenment-era
philosophes such as Voltaire(1694-1778) or
Jean le Rond d’Alembert (1717-83), re-
mained faithful to older prejudices against
the involvement of the writer in literary
commerce. Only when the iconic play-
wright Pierre Beaumarchais (1732-99) ral-
lied in favor of better pay for the dramatic
authors producing for the Comedie
francaise in the 1770s by organizing the
Sociéte des auteurs dramatiques (society of
writers of drama), is the “revolution of
authors” thought to have arrived in France.

AUTHORSHIP AS WORK

Such an assessment construes Beau-
marchais’s engagement with the authorial
condition to be spurred primarily by the
ideal of the independent professional, al-
though, as Brown argues, his polemics
suggest that it was in fact driven by
a desire not to liberate writers from an
Old Regime political and social hierarchy
in which he had an enormous amount at
stake (as a financier and sometime agent of
the French monarchy), but to renegotiate
their status within that system. It also
sidesteps the fact that, if the strongest
claims to proprietary authorship in eigh-
teenth-century France did not come from
the Gallic equivalents of Pope, Samuel
Johnson, or Daniel Defoe, they do exist in
two other sources, both of which highlight
key problems for historical accounts of the
author. For one, we find them in the
pamphleteering of second-tier writers who
decried the “tyranny” of profiteering pub-
lishers in forceful, angry claims. Insofar,
though, as they emanated not from the
reasoned engagement of heavyweights but
from the brute survival struggles of ob-
scure figures and, in particular, out of their
failures and hopelessness rather than their
triumphs, these interventions have not
captured the imaginations of scholars
loath to elevate unheralded and often bitter
writers—the lawyer and polemicist Simon-
Nicolas-Henri Linguet (1736-94) is one of
the better known—as heroes in the fight
for authorial rights.

More significantly, perhaps, we also find
early reflections of the proprietary author
in the legal arguments of the Printers’ and
Booksellers’ Guild of Paris, which, from the
1720s, increasingly questioned the privilege
system by which the book trade had long
been regulated. Bestowing on publishers
short-term monopolies to print and sell
particular works, privileges had been issued
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since the early sixteenth century to help
publishers recoup their investments in an
industry characterized by high upfront
costs (in the Old typographical Regime,
paper accounted for the largest production
expense; see PAPER AND PRINT). Moreover, as
the word suggests, privileges offered ex-
emptions from a general rule, granted by
the liberality of the King. The Guild main-
tained, however, that the “rights” conveyed
by privileges were not rooted in monarchi-
cal goodwill but were based in natural law
which stipulated that publishers buying
works in free transactions from their
writers properly owned these works, since
those who had applied their labor and
originality in creating them had a basic
prerogative to transfer possession to
whomever they chose. As such, the rights
of publishers could not be limited, as were
traditionally the protections offered by the
privilege. In this framework, the author
takes shape as a philosophical construct
serving the Guild’s Lockean arguments in
favor of permanent rather than temporary
property rights. The concept functioned,
moreover, as a rhetorical device infusing
the publishers’ cause with moral urgency.
For, they claimed, at stake was not merely
the profitability of merchants but more
saliently the intellectual health of the na-
tion, since without permanent rights, great
thinkers could not be adequately paid and
would therefore not produce the works that
brought glory to the kingdom.

Such rhetoric was central as well to the
petitions of English printers, who mobilized
after the lapse in 1694 of the Licensing Act
that had granted the London Stationers
Company a virtual monopoly on printing
in England (it had been regularly renewed
throughout the seventeenth century), for-
mulating some of the clearest depictions of
the independent professional writer to be
encountered in eighteenth-century Europe.
These images were, of course, opportunistic
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and fictitious, bearing little relation to any
recognizable reality experienced by writers
living off eclectic sources of income and
protection. Nonetheless, it formed the basis
for powerful mythologies of the author as a
new type of intellectual, which marked a
sharp break with earlier models of the writ-
er, whose identity was more likely to be
articulated in and through integration into
an aristocratic world of leisure. Construed
now in terms of their position within
a commercial production system, authors
were valorized by their work, which ought
to command the compensation paid for
other forms of industry: “The most common
artisan . . . in his trade lives from the labors of
his own hands. Why do the labors of intel-
ligence, works of genius, not provide the
same advantages ...?” asked one French
pamphleteer in 1770 (Charles-Joseph Fe-
nouillot de Falbaire, Avis aux gens de lettres,
37-38). In the new mode, writers ceased to
downplay their creations as trivialities
thrown together in haste for the sole purpose
of elite entertainment and instead empha-
sized their efforts, struggles, and sacrifice.

AUTHORSHIP, ECONOMIC
STRUGGLES, AND MORAL
TRANSCENDENCE

Images of writers’ tireless labors and eco-
nomic hardships were fundamental to the
property argument. They were also central
to the paradoxical nature of authorial pro-
fessionalism. In the pro-author polemics,
“literary property” was often presented as,
in a way, more proprietary than other forms
of ownership, that is, a zero-degree form,
which if denied called into question all
rights, including to land and to the products
of physical labor. In a complex 1763 text
written for the Parisian Guild in their legal
battles against the royal administration,
Denis Diderot wrote:
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What is the good that a man can possess, if a
work of intellect, the unique fruit of his
education, of his studies, of his sleepless
nights, of his time, of his research, of his
observations, if the most precious hours, the
most beautiful moments of his life, if his own
thoughts, the feelings in his heart, that part of
him which is the most cherished, which never
perishes, and which immortalizes him, does
not belong to him? (Lettre sur le commerce de
la librairie)

He went on to ask: “Who has a greater right
than the author to transfer his work by gift
or sale?” Ostensibly advancing the Parisian
publishers’ case for permanent rights to
intellectual property, Diderot was in truth
demonstrating the unsaleability of a “good”
that embodied not just labor and raw ma-
terials but the thought and soul of
its creator. While certainly no government
could contemplate curtailing the in-
dividual’s proprietary claim to his or her
own mind, imagination, and being, by the
same token, what writer could contemplate
selling these “most cherished” parts of him
or herself?

As one of the more powerful figurations
of the modern intellectual, the proprietary
author has always been traversed by the
contradiction of being defined by an auton-
omy that rested on what was, at the end of
the day, an impossible act—selling his or her
work—which freed the writer from depen-
dency on nobility, yet instantly discredited
him or her as a crass mercenary. The par-
adox invites us to rethink the proprietary
claims on which modern authorial indepen-
dence has been based. We assume that they
were advanced in good faith, seeking vali-
dation in legal rights and payments from
publishers. But the claims were always far
more equivocal, because ultimately the last
thing that the writer wanted was for them to
be granted and to receive a decent return
commensurate with his or her evolution as a
full-fledged “professional.” If the modern

author’s birth can be discovered in the
claims of writers to the same rights and
entitlements enjoyed by anyone who has to
work for a living, it is only to the extent that,
unlike with “normal” workers, these claims
are inevitably rebuffed, most of all by greedy
publishers who refuse to pay a fair price. The
pursuit of intellectual autonomy through
the profitable sale of literary works thereby
elevates the writer as the voice of a new
authority to speak the truth only so long as
the effort ends in failure. The author thus
emerges not in legal or economic victories,
but as the outcome of a more complex
conceptual development whereby an expec-
tation of rights and income becomes estab-
lished, widespread, and accepted as just,
whereas the reality of such remuneration
does not. The author is defined by the
tension, manifest in the inequity of his or
her situation.

Images of the writer’s “exploitation,”
which articulate both the rising expecta-
tions and the disappointing reality, and in
particular the sharp discrepancy between
the two, proliferate as key figurations of the
ambiguity of the authorial condition. They
reflect various themes, including the notion
that the author was born of a demographic
crisis in the eighteenth century caused by a
spike in the desirability of the vocation.
Samuel Johnson’s 1753 reference to the
“Age of Authors” describes the glut in
terms of an “epidemical conspiracy for the
destruction of paper” (Adventurer 115, 11
Dec. 1753). At the same time, the images
point to the singularity of the individual
whose dedication in such adverse circum-
stances manifests an extraordinary nature,
characterized by disinterest and painful
sacrifice. Exemplified by Alfred de Vigny’s
romantic portrayal of Thomas Chatterton
in his successful 1834 play, the writer suffers
for a greater cause, choosing deprivation,
poverty, and in a supreme gesture of sac-
rifice, his or her own death in order to
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ensure the integrity and truth of the work.
The author stands as a transcendent figure,
as described by Paul Bénichou, who ex-
plores the “consecration of the writer” in
the Romantic period. With the decline of
the Church’s power in the late eighteenth
century, Bénichou argues, it was the writer
who filled the vacuum, taking on a secular
priestly function by tending to the spiri-
tual wellbeing of the people.

In this view, authorship describes not just
a specific activity—writing books—but also
the moral qualities of the person engaged in
it. We might propose that authorship im-
bues the activity of writing books with a
moral disposition, and conversely links an
ethical outlook with an intellectual practice
construed as especially apt for its articula-
tion. One becomes an author to the extent
that, in putting pen to paper (and publish-
ing the resulting text), one stakes a claim to
righteousness and takes responsibility, for
instance, by standing behind the work rath-
er than cowering behind a veil of anonymity.
By the same token, the rise of the author
reflects the appropriation of writing—and
the book—as the most suitable media for
expressing basic truths about the self. It
might be added that, in a modern authorial
regime, these truths are assumed to be gen-
erally positive ones—writing books is a
privileged means for communicating an
individual’s intelligence, depth, honesty,
goodness, and insight. Yet this was not
always the case in the early modern era.
Montaigne’s modernity in so identifying
himself with his own book contrasts starkly
with another tradition, according to which a
published book casts suspicion on its writer,
in as much as it reflects the pride or self-
importance of the person who, believing it
deserves such monumentalization, wants to
see his or her writing in print. Nicolas
Boileau advised aspiring poets, in his Art
poétique (1674): “Rid yourself . . . of autho-
rial arrogance.”
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AUTHORIAL INDIVIDUALISM

Either way, the association of book writing
with a certain temperament and character
highlights the way in which authorial dis-
course isolates the individual, as Foucault
noted. This authorial individualism has
been critiqued in recent scholarship from
a number of angles. Adrian Johns and Ro-
bert Darnton have contested the status of
the “author” as the sole source of a text’s
meaning by exploring the larger social and
commercial dynamics in the context of
which the author stands as merely one agent
within a diverse group of artisans, mer-
chants, and businesspeople as well as cen-
sors, patrons, and bureaucrats. Pierre
Bourdieu’s theory of the “cultural field”
similarly maintains that the value associated
with authors (as well as with artists) does
not emanate “charismatically” from their
peculiar genius, but is constructed in an
extended network of agents, dealers, pub-
licists, and critics (we might add entertain-
ment and media corporations, advertisers,
and so on), all of whom contribute to the
“production of belief” in this value (1993).

In fact, Voltaire anticipated such analy-
ses in a 1733 letter to a government official,
a text that has been celebrated as an early
call for press freedom in France. Voltaire
attacks censorship by focusing on the eco-
nomic costs of banning books, which are
then published abroad to the benefit of
Dutch, Swiss, or English printers. To illus-
trate the point, he enumerates the potential
beneficiaries of press freedom in France
who lose out, including the author (he is
speaking particularly about the authors of
“bad novels”), but only as one among
many sustained by the book trade, along
with the foundry worker, the printer, the
papermaker, the binder, and the wine mer-
chant, “to whom all of these bring their
money” (“Lettre a un premier commis,”
20 June 1733). Such contextualization
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demystifies the ideal of the singular author;
but it does miss a key aspect of the latter’s
logic (pursuing a different agenda, Voltaire
was of course not attempting to character-
ize this ideal). Namely, the singularity of
the figure is not the result of ignoring the
reality of the broader cultural market but
manifests instead an intensifying awareness
of the commercialization of literary life. As
an articulation of modernity, the transcen-
dent view of the author is from the begin-
ning an engagement with the writer’s
immersion within a larger industrial oper-
ation, one that plays out, however, in a
staunch resistance to this immersion
which, in opposition to it, upholds the
author as the sole possible source of the
work’s value, while in the process subor-
dinating all the other agents and mechan-
isms of the book trade before the primacy
of this source, to the point where these
agents and mechanisms are called upon to
disappear.

“[1]n a right order, the Publisher is made
for the author and not the author for the
Publisher,” wrote Pierre-Jacques Blondel in
a 1725 pamphlet, “Mémoire sur les vexa-
tions qu’exercent les libraires et imprimeurs
de Paris.” In a 1785 article appearing in the
Berlinische Monatsschrift, Immanuel Kant
(1724-1804) downscaled the role of pub-
lishers to that of a “silent instrument” that
merely allows the writer’s discourse to reach
the public (“Von der Unrechtmassigkeit des
Biichernachdrucks”). Their function is de-
fined negatively not positively, with their
most essential contribution being to stay out
of the way and not impede, obstruct, or
distort the author’s discourse. Authorship,
in this respect, amounts to a constant effort
of pushback. For a writer becomes an author
to the extent that he or she engages the
publication process through a tremendous
anxiety about how his or her work might be
altered in the course of its transformation
from manuscript into printed edition

and assumes throughout a defensive posture
of vigilance and resistance to potential
changes. Authorship in turn reconfigures
the book trade by narrowly identifying it in
terms of the production of a writer’s work.
In other words, the fundamental unity of the
publishing industry will, in the authorial
framework, be tied to its effectiveness in
disseminating not “books”—whether this
term refers to material objects (say, books
as luxury items) or to vessels of information
and knowledge—but the words, ideas, feel-
ings, and moral outlook of a particular,
culturally esteemed category of person. The
portraits of James Joyce, Toni Morrison,
Edith Wharton, and others that adorn the
walls of Barnes and Noble bookstores re-
affirm such a vision of the book trade
(illustrating as well the degree to which,
like the “proprietary author,” it can be co-
opted for commercial interests), even as
these larger-than-life images can be asso-
ciated with only the tiniest fraction of the
merchandise sold in the stores.

Another critique of authorial individual-
ism, what Martha Woodmansee has called
“the author effect,” focuses not on the di-
verse agents engaged in the production of a
book but on the multiplicity of contributors
who might be involved in the composition
of a single work. The modern notion of
authorship resists collaboration, a practice
that, in its various forms (co-writing, com-
piling, ghostwriting), has not only played a
crucial role in the history of writing and
print, but which, again, accounts for a far
greater proportion of publications than
those to which a transcendent concept of
authorship might be attached. Nonetheless,
the “singular relationship” between writer
and work at the core of the definition of
authorship is construed as a necessary and
exclusive one. An author is not just someone
“who writes a book,” to recall Furetiere’s
phrase, but one who, in being named on the
title page, advances a claim to being the
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one and only individual who could have
written it.

AUTHORSHIP, GENDER,
AND THE NOVEL

The focus on authorial singularity and
collaboration has particular implications
for GenDER effects. Joan DeJean has ex-
plored how the sociable, interactive ambi-
ance of the seventeenth-century salon was
conducive to women’s writing. The mod-
ern authorial regime, conversely, built on
individual legal and economic rights that
historically women could not unproblema-
tically claim, was certainly less amenable.
Rousseau’s affirmations of his authorship
play out in combative letters with his pub-
lishers; but writers such as Frangoise de
Graffigny and Isabelle de Charriere had less
access to such media, having to rely on
male intermediaries in dealing with their
editors (see EDITING). They could not as a
result assert themselves in the same ways.
Inasmuch as it articulated a shift from
private to public sphere, from interactive
to solitary intellectual practices, and from
social to commercial circulation, author-
ship, in the framework of the eighteenth
and nineteenth century, defined an a priori
male identity, more so in any case than
various earlier models of the writer, such as
that exemplified by the salon-based
“novelists” (referring to the Old Regime
prose-fictional forms romans and nouvelles)
Madeleine de Scudéry, Lafayette, and the
Duchesse de Montpensier. And if, ultimate-
ly, more and more women sought to
make a life in literature as the Old Regime
cultural establishment collapsed with the
Revolution of 1789, as Carla Hesse (2001)
has shown, they did so in the face of
new kinds of obstacles which, while perhaps
less cLass-determined (clearly, some type of
elite social integration was a precondition
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for female writing in the seventeenth centu-
ry), were more specifically gendered.

What is the author of a novel? The issue
of gender opens onto this question since
long and short prose narrative forms were
privileged Genres for women’s writing in
the early modern literary field. The novel
would also become a privileged mode for
the author. Indeed, by the nineteenth
century in Europe, it was the unrivalled
instrument for communicating the pro-
found insights and moral vision of an
individual. How prose fiction evolved from
a non-canonical form tied to the intimate,
exclusive conversations of an aristocratic
clique to the dominant medium through
which an intellectual and a secular spiritual
leader spoke to a broad public is well
beyond the purview of this entry. It is
notable, however, that the “rise of the
novel” and the “birth of the author” in the
seventeenth through the nineteenth centu-
ry always remain in close parallel.

SEE ALSO: Copyright/Libel, History of the
Novel, Religion, Reprints, Reviewing
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Bakhtin, Mikhail

PETER HITCHCOCK

Mikhail Mikhailovich Bakhtin (1895-1975)
has emerged as a major analyst of the ways
we understand culture in general and the
novel in particular. Rediscovered in Russian
intellectual life in the late 1950s, he has since
become a significant touchstone in cultural
analysis. While he lived in relative obscurity
in the Soviet Union in his middle years, by
the end of his life Bakhtin had achieved a
major reputation in thinking about GENRE,
DISCOURSE, TIME and sPAcCE, ethics, and his-
torical poetics. Some of the terms we asso-
ciate with his work, such as chronotope,
dialogism, the carnivalesque, the grotesque,
architectonics, exotopy, heteroglossia, and
eventness have become influential keywords
in contemporary critique. With conferences,
journals, institutes, and a large body of
secondary material devoted to his work,
Bakhtin has become an iconic figure in
writing and research in the humanities,
but not one who is beyond controversy and
heated academic dispute. For instance,
there has been much disagreement over
Bakhtin’s authorship of several texts by
Ivan Ivanovich Kanaev (1893—-1963), Pavel
Nikolaevich Medvedev (1891-1938), and
Valerian Nikolaevich Voloshinov (ca.
1894-1936), associates of what would be-
come known as the Bakhtin Circle. This is
not the place to enter this debate, but clearly

the attribution in particular of Formalny
metod v literaturovedeni (1928, The Formal
Method in Literary Scholarship) by Medve-
dev and Marksizm i filosofiya yazyka (1929,
Marxism and the Philosophy of Language) by
Voloshinov to Bakhtin extends and deepens
the critical range of his interests. There is
also evidence Bakhtin plagiarized Ernst
Cassirer (1874-1945), among others, for his
book on Rabelais, although for the most
part this has not hurt Bakhtin’s burgeoning
reputation (Poole).

Bakhtin was born in Orel, south of
Moscow but, because his father was a bank
executive who was transferred frequently,
the family moved frequently during his
youth before he began attending St. Peters-
burg (Petrograd) University in 1914. A clas-
sicist, Bakhtin became well-versed in the
main currents of Western philosophy, and
was caught up in the revolutionary fervor
of the time primarily because of the
philosophical issues it raised. In Nevel and
then later Vitebsk (both in what is now
Belarus) Bakhtin associated with a number
of critical young thinkers, including
Voloshinov, Medvedev, and Lev Pumpianski
(1891-1940), and engaged in vital discus-
sions that would inform his worldview for
the rest of his life. Some of these debates
turned on what was appropriate to the rev-
olutionary period; some, like the centrality
of Neo-Kantianism, were more abstract in
nature. Bakhtin married in Vitebsk and

The Encyclopedia of the Novel Edited by Peter Melville Logan
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returned to Petrograd/Leningrad in 1924.
By 1929 he ran afoul of the new authoritar-
ianism and intolerance in Soviet life and
was accused of working for the Russian
Orthodox Church. His sentence, ten years
in the Solovetsky Islands labor camp, meant
certain death, but because of the interven-
tion of friends and his poor health (Bakhtin
suffered from osteomyelitis, a bone disease
that would eventually require the amputation
of his right leg in 1938) he was “granted” six
years of internal exile in Kazakhstan.

Bakhtin had his first academic appoint-
ment in 1936 at Mordovia State Teachers
College in Saransk as an instructor in
Russian and world literature. Because of the
purges and Bakhtin’s unorthodoxy (religion
notwithstanding) he maintained a low pro-
file until he defended his dissertation on
Frangois Rabelais in 1946 in Moscow but
then quickly returned to Saransk, where he
taught until his retirement in 1961. Thanks
to the diligence of some graduate students
who had become followers of his ideas
Bakhtin’s last years were notably busy, both
with organizing older texts and developing
new ideas. He died in Moscow from em-
physema in 1975.

Not all of Bakhtin’s concepts are focused
on the novel (he is as much a philosopher
of I and Other as anything else), but the
novel was an important fulcrum in his
thinking and his contributions to the study
of the novel are inestimable. Even in his
early philosophical essays, some of which
are collected in Art and Answerability (1990)
and Toward a Philosophy of the Act (1993),
Bakhtin reveals a trenchant commitment to
the novel’s possibility as a preeminent mode
of human expression. Yet these works also
display a thinker concerned about matters
like auTHORSHIP and responsibility (aesthetic
and social) in general. In part this reflects the
influence of neo-Kantianism on Bakhtin’s
ideas at that time, particularly the work
ofHermann Cohen (1842-1918) and the

Marburg School. But the more Bakhtin
considered Being and the substance of the
“I” the more his thought suggests not just
a philosophical method but also a way of
writing and reading. For instance, when
considering Bakhtin’s tripartite scheme for
identity (I-for-myself, I-for-an Other, an
Other-for-me) or the vexed but reciprocal
relationship between “author” and “hero,”
one is also coming to terms with the con-
nections between writers and readers of
texts. Bakhtin does not just urge a laudable
responsibility across all of these relations,
but a sense of co-participation and co-pro-
duction in such processes, activities where
ideas like “outsideness,” “eventness,” and
“unfinalizability” mark the insufficiency
of individualist or monadic conceptions
of self in what is basically social parti-
cipation. Vmnenakhodimost (exotopy, or
“outsideness”), in this light, is actually
about the importance of perspective in ful-
filling the aesthetic work of a text, that it can
be completed, as it were, in its interaction
with another person, outside, or beyond
the text, and certainly beyond the idea of
an author as the sole arbiter of that text’s
creation. Similarly, “eventness” accentuates
both the process of Being as itself an event,
something concrete and specific, and the
sense that its tempero-spatial coordinates
include the participation of another in
Being’s formation. Event, therefore, is about
co-being, and again this is consistent
with Bakhtin’s elaboration of authoring.
“Unfinalizability” is both about an openness
in Being and in what makes a text textual,
and as such lies at the root of what we under-
stand from Bakhtin as dialogism, an exten-
sion in the possibility of Being dependent on
interaction; a dialogue, therefore, that resists
and refuses the closure of a final word.
While some critics have attempted to
unify all of Bakhtin’s concepts under
umbrella terms like “architectonics” or
“prosaics,” the elaboration of dialogism in
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his work tends to favor an openness to
reflexivity, revision and, frankly, contradic-
tion. Bakhtin’s major works on the novel
include Problemy tvorchestva Dostoyevskogo
(1929, Problems of Dostoyevsky’s Poetics),
Tvorchestvo Fransua Rable i narodnaya
kultura srednevekovya i Renessansa (1965,
Rabelais and His World), and an incomplete
and largely lost manuscript on Johann
Wolfgang von Goethe and the BILDUNGSRO-
MaN. The English language collection, The
Dialogic Imagination (1975), while not a
book “imagined” by Bakhtin, is also never-
theless a vital expression of Bakhtin’s major
novelistic concerns. The “disputed texts”
meanwhile, provide a materialist under-
standing of criticism and specific branches
of linguistics.

In the book on Fyodor Dostoyevsky,
Bakhtin emphasizes the author’s spatial pre-
rogatives, the ways in which characters are
situated by perspective, by their mutually
determining positions in space. At this level,
the dialogic refers not just to extant ex-
changes of dialogue but to the spatial
dynamics in which such dialogue becomes
possible. Similarly, Bakhtin is less at pains to
show Dostoyevsky caught up in an idea of
representation but is more concerned to
explore how ideas themselves get repre-
sented in the novels. This means both re-
specting authorial intent while also permit-
ting “loopholes” in meaning and existence
as that which might escape the traditional
dyad of author and character. The result is a
reading of Dostoyevsky overdetermined by
a multiplicity of possible voices, perspec-
tives in dialogue and disputation gathered
up by the term “polyphony.” When we think
of such voices we must not only consider
speakers but conditions, the forces that give
multiplicity its materiality at any one mo-
ment. The full range of discursive possibility
from which polyphony may be drawn is
called “heteroglossia” and it is the abstruse
profusion of heteroglossia that ensures life in
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and through the word. It is unclear some-
times whether Dostoyevsky’s work can bear
the weight of Bakhtin’s conceptual universe
and it is useful, therefore, to use the
“problems” in the book’s title to refer also
to the substance of Bakhtin’s dialogic para-
digm (in a sense, of course, such contention
is the very proof of Bakhtin’s position).

The book on Frangois Rabelais is looser
conceptually but because of the subject is
more alive critically. One might say Bakhtin
finds in Rabelais a critical condition for
laughter as a resource of hope in a world
that had seemed to subtend it. This does not
mean Bakhtin simply articulates a ribald
answer to the dark days of WWII and Sta-
linism, although that form of resistance is
notable, but rather he finds in Rabelais’s
discursive reverie some important keys to
the rejuvenation of public energy. In the
ritual overturning and ridicule of social
hierarchy, scenes of carnivalesque excess,
Bakhtin does not locate revolutionary desire
as such, but nevertheless he appreciates
deeply its spirit of renewal and the life-
giving forms of popular culture in general
(see coMmeDY). Rabelais’s attention to the
lurid and scatological aspects of French
public discourse, themselves subject to Ra-
belaisian exaggeration and hyperbole, un-
masks the prejudices in piety and the con-
nections between privacy and privation.
To view this as a bottom-up analysis of the
world order would itself be an exaggeration,
but Bakhtin usefully elaborates how human
excess, an exuberance epitomized by the
human body and its processes, reserves the
right to question the imposition of right in
hierarchical or official discourses. And this,
of course, largely defines the terrain of the
novel’s raison d’étre and its dialogic
inconstancy.

Bakhtin’s interest in Goethe in part melds
the philosophical and novelistic aspects of
his critical method and underlines the fact
that his poetics had both a genealogical and
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historical import. Without Bakhtin’s bil-
dungsroman project we can only conjecture
the full extent to which Goethe was influ-
ential in his sustained investigations of the
novel’s potential. Like Rabelais, Goethe, for
Bakhtin, was an example of a writer who
took from ancient literature a vision of a
“fully exteriorized individual” (Dialogic
Imagination, 136) and placed it on a new
plane. The exteriority in question is that of
the “popular chronotope of the public
square” (135) and the new plane accords
with Bakhtin’s conception of novelness
or novelization. The connection between
ancient literature (primarily Greek and
Roman texts) and Bakhtin’s favorite nove-
lists does not reflect the formal consistency
of the novel but is symptomatic of what
he believes is its special task: to reveal the
limits of any extant literary system and to
challenge the nature of its prescriptions.
When Goethe refers to world literature it
is, for Bakhtin, a worldliness premised on
the novel’s interrogative propensity; indeed,
it renders dialogic worlds. To say this breaks
from conventional histories of the novel
and formal exegeses would be an under-
statement (see HISTORY).

But Bakhtin’s critical tenacity and idio-
syncrasy can make for some practical mis-
adventures. He comes close to hypostatizing
the novel by privileging it and, while his
resistance to deadening modes of REALISM
is refreshing, he wants the novel to do too
much work culturally, just as he wants
philosophy to do too much spiritually. And,
although he might want to avoid the dead
ends of character analysis, for instance, the
lure of dialogism as dialogue has inspired
a generation of critics to do just that, in a
many-voiced manner, of course. Similarly,
an adherence to the novel’s democratizing
instincts has been read to sanction a kind of
aesthetic liberalism at some remove from
the realities of cultural hierarchization in an
otherwise democratic exchange. It is notable

that in his later essays Bakhtin both fell
foul to such exuberance himself while at
the same time offering a somewhat more
circumspect appreciation of the novel’s
contribution to dialogic interaction. In the
essays gathered for the collection Speech
Genres and Other Late Essays (1986) one
notes that Bakhtin’s concern for modes of
social expressivity finds speech itself a pri-
mary genre, while the novel is listed as a
secondary one. Genres of speech condition
everyday interaction in a manner to which
the novel contributes but does not neces-
sarily lead. True, such genres are malleable,
but their levels of structural determination
in the everyday are read as decisive in a way
that in the novel they might be merely
symptomatic. This is not to demote the
literary and its importance for Bakhtin but
is rather to remark upon a conceptual nu-
ance that Bakhtin himself found difficult to
apply across the range of his critical inter-
ests. There are many reasons for this, in-
cluding perhaps the effects of a paucity of
genuine intellectual dialogue for long per-
iods of Bakhtin’s life, but it does mean that
summary assessments of his work, like the
theory of dialogism itself, are highly sensi-
tive to the position from which the percep-
tion of it begins.

Fortunately, the key works in Bakhtin
studies are aware of this difficulty and
address it in a variety of innovative
ways. An early foray into this field is
Tzvetan Todorov’s The Dialogical Principle
(1984). Two more substantial contribu-
tions are Katerina Clark and Michael
Holquist’s Mikhail Bakhtin (1984) and
Gary Saul Morson and Caryl Emerson’s
Mikhail Bakhtin (1990). The coincidence
of titles should not be taken to mean a
consonance of critical positions. Emerson’s
The First Hundred Years of Mikhail Bakhtin
(1997) provides a thoughtful reconsidera-
tion of key debates, while Ken Hirschkop’s
Mikhail Bakhtin (1999) offers a polemical
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analysis alive to Bakhtinian possibilities as
well as limits. Galin Tihanov’s Master and
Slave (2000) is a pertinent intellectual and
critical history of Bakhtin in relation to
Lukacs. Holquist’s Dialogism (1990) gives
a lively overview of core Bakhtinian con-
cepts. There are dozens of edited essay
collections and conference proceedings
now available, and for references one
should consult the Bakhtin Centre, http://
www.shef.ac.uk/bakhtin/. The Centre (ini-
tiated by David Shepherd, now directed by
Craig Brandist) at the University of
Sheffield is by far the most useful reference
point for Bakhtin studies in any language
and over the years has provided not only a
venue for Bakhtin conferences and indi-
vidual lectures but has acted as a research
hub for Bakhtin scholars from around the
world. One of its core missions has been to
translate and edit a projected seven-volume
collected works of Bakhtin being produced
in Russia. It is hoped that this translation
might also be available digitally, an exten-
sion in genre that Bakhtin would surely
have appreciated.

SEE ALSO: Definitions of the Novel,
Formalism, Intertextuality, Georg Lukacs,
Novel Theory (20th century), Parody/satire.
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Baltic States

FLORIN BERINDEANU

This entry focuses on the Baltic countries of
Estonia, Latvia, and Lithuania. The Baltic
countries are at the intersection of Western
and Eastern elements that combine to make
them distinctively hybrid societies. From
the linguistic point of view, Latvian and
Lithuanian are among the oldest languages,
as they belong to the Sanskrit family of Indo-
European culture. There is thus a blending
of major European faiths in Baltic culture
(Western Catholicism, Protestantism, and
Slavic Orthodoxy), and linguistic amalgam-
ation (Germanic and Slavic) which feed
and inform the narrative structures and
literary output as a whole. Baltic cultures
also benefit from other influences, e.g.,
Scandinavian, Russian, and Jewish. And at
a strictly political level, in any analysis of
modern Baltic societies it is fundamental to
consider their annexation by the Soviet
Union for almost eighty years, a historical
experience that has had deep consequences
for cultural life.

The narrative output of the Baltic coun-
tries is fairly limited, for two reasons. The
first has to do with the prevalence of oral
rather than written literature. The other
follows as a consequence of the prevalence
of oral literature in the three Baltic coun-
tries, i.e., a relatively later emergence of
specifically national literature. In this re-
spect, it is significant that one of the major
semioticians of our time, the Lithuanian
Algirdas Julius Greimas (1917-92), pub-
lished his study of Lithuanian mythology
in the wake of Vladimir Propp’s
(1895-1970) Morphology of the Folktale
(1928). Although little is known about the
ancient folklore and mythology of Baltic
countries, they are assumed to constitute
the fundamental basis for the beginnings
of the written literature. The reception of
Baltic narrative is still notably reduced
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outside the territory, but Baltic mythology
and more rarely narrative have influenced
well-known German and Scandinavian
authors, as well as Russian and Polish ones.

ESTONIAN NARRATIVE

The northernmost country of the Baltic
republics is a vivid example of the dominant
primordial culture. Estonia has an impres-
sive oral tradition that has only partly sur-
vived. With the enthusiasm for folklore and
oral literature stimulated by the Romantic
ideas traveling east, so to speak, Estonia’s
rich heritage of fairytales, songs, and other
traditional narrative forms (sayings, prov-
erbs, riddles) had to wait until the late
nineteenth century, when the Rev. Jakob
Hurt (1839-1907) urged the nation to
collect its treasure. Very few written in-
scriptions in Estonian, and certainly no
literature, have been found prior to the
publication of the Wanradti ja Koelli kate-
kismus (1535, Short Catechism), Estonia’s
first ever book. Written by two clergymen,
Johann Koll (d. 1540) and Simon Wanradt
(1500-67), the book is a liturgical text whose
translation into Estonian was for devotional
and educational purposes. Nonetheless,
Estonian literature did not begin to flourish
until the late nineteenth century with
Eduard Vilde a prolific novelist and short-
story writer whose work spanned the early
1880s until his death in 1933. It is interesting
to examine Vilde’s narrative accomplish-
ments from a broad cultural point of
view. Influenced by French reatism and
NaTURALISM (Honoré de Balzac and Emile
Zola in particular), in his realistic novel
Kilmale maale (1896, To the Cold Land)
and a few years later in his historical trilogy,
Vilde shows a modern Estonia caught be-
tween the West and its increasingly threat-
ening neighbor, Russia, who would soon
incorporate Estonia into the Soviet Union.

Despite the post-revolutionary defeat
of the tsarist occupation in 1905 and its
declaration of independence in 1918,
Estonia remained close to the Soviet
Union, which generated in Estonian intel-
lectuals the desire to rekindle the ties to the
Western culture which had been abruptly
interrupted by those events. The opposi-
tion of Estonian writers during the harsh
Soviet years was expressed mainly through
exile and silence. After independence,
many writers enjoyed a new capacity for
political expression and occupied political
roles that allowed them to be particularly
attentive to the still fragile democracy.
From this point forward, two major themes
continuously intersect: that of indepen-
dence and Estonian identity, and the ne-
cessity to not lose contact with what was
seen as the advanced cultures of the West.
Friedebert Tuglas, Villem Griinthal-Ridala,
and August Gailit dominated the narrative
scene of Estonian literature as they took up
the cry of their predecessor, the neo-Ro-
mantic poet Gustav Suits (1883-1956),
who stressed the need to remain Estonian
while also becoming European. At the same
time, other influences from the neighbor-
ing Scandinavian countries (especially
Norway and Sweden) were finding their
way into the Estonian novel. Oskar Luts’s
It Is Written was influenced by Knut Ham-
sun, while Gailit, from his exile in Sweden,
produced short stories blending the theme
of exile with that of discovering different
social realities. Social criticism dominates
the prose of Anton Hansen Tammsaare,
whose short stories display a biting sar-
casm reminiscent of underground Soviet
authors such as Daniil Harms, Ilya IIf, and
Yevgeni Petrov. In Korboja peremees (1922,
The Master of the Korboja) and the massive
Tode ja oigus (192633, Truth and Justice,
5 vols.), Tammsaare’s fiction explores
social conflicts interlaced with deep ro-
mantic feeling.
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After the late explosion of Estonian nar-
rative in the second half of the nineteenth
century, the twentieth century vigorously
continued the realistic tradition of novel
writing, combined with new aesthetic modes
such as sURREALISM and existentialism. Karl
Ristikivi is a good example. His novels,
almost entirely centered around exile, are
populated by characters who seem to in-
habit concomitantly fantastic worlds. One
such example is his narrative Souls’ Night
(1953), which shows the stylistic influence
of Herman Hesse. With two other major
Estonian novelists of recent decades, Arvo
Migi and Valev Uibopuu, the analysis of
the individual in history became central,
thereby allowing us to see how Estonian
narrative still connects to its foundational
roots, as well as to the search for the Other
imposed by the frequent condition of exile.
Very recently, Estonia has had, in Jan
Kross, a serious candidate for the Nobel
Prize for literature. He is one of the most
representative novelists since the 1970s,
and his novels describe the European vo-
cation of Estonians, one that could not be
stifled even during the dark years of Soviet
dictatorship.

LITHUANIAN NARRATIVE

Lithuania has an equally old history among
Baltic countries which, like that of Estonia,
is little known in its earliest details. Embrac-
ing the Catholic faith toward the end of the
fourteenth century, Lithuania connected
quickly to Western culture through its
important Catholic neighbor, Poland.
Geographical distance vis-a-vis the West is
not so much an issue with Lithuania as it is
with Estonia, and this greatly contributed to
the relatively early publication of books in
the country. Francis Skorina published the
first books in Lithuanian in Vilnius in the
early sixteenth century, and from then on
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Lithuania was permanently in touch with
the West through two important Slavonic
centers, Krakéw and Prague. Another deci-
sive factor in the development of Lithuanian
literature was the impact of the Reformation
on the consolidation of the vernacular lan-
guage in multiethnic areas like Prussia.
Although many literary works written in
Lithuanian between the fifteenth and eigh-
teenth centuries have been lost, it is very
unlikely that they included secular compo-
sitions. The translation of Aesop’s fables
into Lithuanian in 1706 is arguably the first
work of fiction published in the vernacular.
It was widely based on the linguistic ideol-
ogy of Michael Morlin (1641-1708) who, in
a Latin treatise dedicated to the Lithuanian
language, stressed the importance of spoken
language and folklore for the formation of
a NATIONAL literary language. After the fall
of the Polish-Lithuanian state and the
country’s incorporation into the Russian
Empire in 1795, Lithuanian literature cap-
tured the echoes of Enlightenment ideology
and tried to adapt it to the cultural needs
of the Lithuanian-speaking audience. Many
ideas of the French Enlightenment and, with
Jean-Jacques Rousseau, essential aspects of
Romantic ideology came from Poland.
Wilhelm von Humboldt (1767-1835) and
Johann Gottfried Herder (1744—1803) are
other sources of sustaining the desire for
literary change in Lithuania. Herder, in
particular, is credited with the introduction
of Romantic ideas such as the importance of
folklore, lyricism, and a national ethos into
the newborn Lithuanian literature. Silvestras
Valitinas and Simonas StaneviCius are the
most representative nineteenth-century
writers whose narrative literature is heavily
focused on the revival of local folklore, the
value of contemplation in the midst of na-
ture, and the importance of education in
the formation of a national spirit. The almost
necessary stage of literary realism that dom-
inates the last half of the nineteenth century
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and the beginning of the twentieth in the
wake of the big social movements that
affected all of Europe paved the way to
redefining literature as independent from
political propaganda.

Unlike the other two Baltic countries,
until recently Lithuania had to defend its
sovereignty from various directions, partic-
ularly from Poland and Germany. Along
with the obvious political fragility, such a
situation was also conducive to new ideas
and to a permanent effervescence in artistic
creation. Lithuanian intellectuals travel a
lot, moving from country to country or
going into exile without forgetting their
own national language and literature. From
the artists’ perspective, therefore, what is
unstable from the social and political point
of view becomes an important asset that can
be exploited in their work. In less than halfa
century, Lithuanian literature absorbed and
adapted the fundamental aesthetic ideas of
the West. Perhaps the most famous modern
Lithuanian writer, Jurgis Baltrusaitis, intro-
duced the symbolist aesthetic through
prolific translations from Russian, Scandi-
navian, French, and Italian writers in addi-
tion to his original poetic and essayistic
output. In his novel The First Years
(1936), Juozas Paukstelis renews the conflict
between romantic sensibility committed to
lofty ideals and the crude reality of social
tensions and economic stresses typical of
modern urban life. The longing for a myth-
ical past is rendered obsolete and comical
in the way in which the main character is
portrayed by Jonas Marcinkevicius in his
Benjaminas Kordusas (1937). Here, realist
technique is craftily handled in a way that
blends with the nostalgic aura of times past
and aristocratic ideals, reminiscent of Ivan
Goncharov’s Oblomov (1859). A similarly
elegiac note, albeit without the comedy and
caricature to be found in Marcinkevicius, is
present in the novels of Juozas Baltusis. His
novel Sakme apie Juza (1979, The Tale of

Juza) is a fresco of the changing condition of
the Lithuanian peasantry, both economically
and spiritually.

The insertion of popular songs, folklore,
and rural expressions represents the pro-
nounced streak of nostalgia for a mythical
past that dominates Lithuanian literature.
The lyrical vein characteristic of many Lith-
uanian writers translates into a notable
preference for the poetic genre. Indeed, very
often the narrative itself is consistently im-
bued with poetic tones and descriptive pas-
sages centered on nature and the feelings it
triggers as subjective response from indivi-
duals. When authors like Bronius Radze-
viCius draw their fictional inspiration from
the interest in foreign writers like Blaise
Pascal (1623-62), Albert Camus, or Thom-
as Wolfe, such sources are used to elaborate
on the mythologization of rural life.

The thread of invoking the age of folksong
and traditional society remains a constant in
Lithuanian literature, old and new. Even
contemporary writers like Ramuinas Klimas
use popular motifs in their novels. Klimas
experiments with language and NARRATIVE
PERSPECTIVE and in this sense, he is perhaps
the most postmodern of the contemporary
Lithuanian authors, as he convincingly de-
monstrates in his Ginte ir jos zmogus (1981,
Ginté and Her Man). What distinguishes
him from other Lithuanian novelists is a
keen linguistic sense that combines popular
speech, jargon, and idiom (see DISCOURSE) to
re-create in fictional narrative something
similar to a history of spoken Lithuanian.
This trait, combined with subtle and
ingenious manipulation of plot and tempo-
ral perspective, make his writing emblematic
of the two dimensions that are typical of the
Lithuanian ethos in novel writing: the local
(rendered linguistically) and the external
(often expressed thematically).

Postmodernism in art and literature is
considered a landmark in Lithuanian cul-
tural life in general. In addition to its strictly
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aesthetic meaning which has been adopted
from the precursors of postmodern think-
ing, Lithuanian artists convey, through their
recourse to postmodernist ideas, a clear
historical meaning. It represents the mo-
ment of liberation from the imposed burden
of MarxisT ideology that was demanded to be
at the core of any artistic creation. Thus, for
instance, Saulius Tomas Kondrotas jettisons
any referential discourse in his fiction, re-
placing it with playful narrative strategies
that border on allegory. In his novel Ir
apsiniauks zvelgiantys pro langa (1985, The
Faces of Those Looking through the Win-
dow will Cloud Over), Kondrotas chooses
elliptic and ambiguous narrative informa-
tion, through which he insinuates political
changes in a traditionally allegorical man-
ner. Themes of freedom and nonconformity
are pronounced in literature. Interestingly,
and rather unusually, many contemporary
Lithuanian writers have a scientific back-
ground: many studied engineering, medi-
cine, or architecture, while others came
to literature by way of the visual arts. The
latter is the case of Jurga Ivanauskaité, a
young writer who was deeply influenced by
the “hippie” movement and was the first to
adopt a rEMINIST approach to fiction. One of
the most imaginative and adventurous no-
velists of the new generation, Ivanauskaite
combines SURREALISM, psychoanalysis (see
PSYCHOANALYTIC), and GENDER discourse
in her later writings, most notably in Gar-
dens of Hell (1992). There is also a sort
of “forbidden” theme in contemporary
literature that is tackled mostly by the
Lithuanian writers in exile. This includes
the tense relationship between Lithuanians
and Russians, and especially the guilt com-
plex related to the violent outbursts of anti-
Semitism in 1941. The haunting sense of
guilt, and the near-impossibility of speaking
about it in a context where the subject
remains a hideous taboo, are present in the
novella Isaac (1960) by Antanas Skema. In
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this work, the protagonist gradually decides
to transform the impossibility of erasing his
crime (at the beginning at the novel he kills
Isaac) into a sort of irrepressible passion for
self-victimization. The conclusion of the
novel gathers all the influences that animate
Skema’s art: existentialism, the theory of
split personality, madness, and the image of
the world as a confining mental asylum.

LATVIAN NARRATIVE

As I indicated earlier, Baltic countries have
in common a recurrent longing for the
ancient past, and Latvia is no exception.
The interest in folklore and all that repre-
sents the rhapsodic mentality of traditional
society is even more enhanced by the fact
that Herder moved to Latvia in 1764, where
he studied and collected samples of the
Latvian songs he would put into his Volks-
lieder (1779, Folk Songs) and Stimmen der
Volker in Liedern (1807, The Voices of Peoples
in Songs). As in most European countries,
Latvian literature began with translations
from biblical and ecclesiastic texts. Since
religious texts circulated for many centuries
as the primary educational source to
accompany spiritual growth, Latvian
literature in the vernacular would have to
wait—as in Estonia and Lithuania—until
the mid-nineteenth century. Perhaps for
this reason, REALISM and Romanticism are
the main aesthetic directions in all literary
genres. Realism is employed by novelists,
like Rudolfs Blaumanis, when the intention
is to suggest how changes of the individual
are caused by social transformations.
Imported almost simultaneously, Romanti-
cism is most suited for novellas and novels
that stress the idea of universal freedom and
spirituality: this is the direction taken in the
fiction of Janis Poruks, a kind of Thomas
Mann of Latvian literature. Poruks inaugu-
rates the line of individual Romanticism
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which finds a different expression in the
several volumes of fairytale collections writ-
ten by Karlis Skalb, viewed by many com-
mentators as the Hans Christian Andersen
of Latvian literature.

At the beginning of the twentieth century,
Latvian prose was enriched by the DECADENT
novels of the writer and painter Janis
Jaunsudrabins. Novels like Caucasus
(1920), Naves deja (1924, The Death
Dance), and Capri (1939) depict—in simple
terms sustained by the use of provincial
expressions and oral-expressive modes—
female characters caught in social situations
that lead to their moral decay. The decadent
aesthetic connected to linguistic symbolism
is one of the most common themes in
Latvian narrative of the first decades of the
twentieth century. The influence of Oscar
Wilde, Emilé Verhaeren, and Gabriele
D’Annunzio permeated the fiction of many
Latvian writers of the time, who saw the
decadent aesthetic as the most suitable me-
dium to explore the intricacies of human
emotions. Even where there are traces of
other aesthetic influences and interests
(most commonly, expressionism), Latvian
writers use such experiments as short-lived
deviations from other forms of decadence.
More recent Latvian novelists like Antons
Rupainis and Knuts Lesin$ develop what
appears to be a constant of Latvian narra-
tive: namely, that of complex plot orches-
tration and the narrative technique of INTER-
TEXTUALITY. Rupainis, the author of novels
set in monastic environments, tries to em-
ulate a semiotic tradition in fiction made
famous by Umberto Eco. For his part, Lesins
is another exponent of interdisciplinary
DISCOURSE—in his case, literature and music.
Lesips, in fact, belongs to an important
trend in Latvian contemporary fiction that
approaches narration and music as areas for
investigating the human soul. Probably the
most representative of this is the well-
known Latvian composer, Margeris Zarips.

At the age of 60 Zarins wrote his first novel,
which immediately became an international
success. Mock Faustus or The Corrected
Complemented Cooking-Book CCC is a fic-
tional reply to the acclaimed The Master and
Margarita by Mikhail Bulgakov. Zarips, who
in 1990 became Latvian Minister of Culture,
uses the myth of Faust, Goethe’s epic, and
Bulgakov’s novel to address the issue of
creation in a totalitarian system from the
point of view of the active intellectual who
never surrenders belief in the impact of
action for the collective good.

Where novelists like Zarins and Lesins
represent the intellectual side of Latvian
prose, another direction of the past decades
focuses on the effects of determinate his-
torical situations on individual destiny.
Aleksandrs Pelecis’s novels engage the recent
history of Latvia and show how it can be
seen to illustrate human psychology. The
postmodern theory of fragmentation is per-
haps best expressed by Peleci§’s ironic and
subtle tone, one that avoids nostalgia and
obsolete meditation and instead opts for
frequent digressions and sarcasm that re-
mind us of the satiric vein of Zarins. The
horrific sense of the Other that Baltic
artists—who for strategic reasons never em-
braced communism—had toward the Sovi-
et Union is suggestively portrayed in
Pelecis’s novel Siberia Book. With the suc-
cession of occupation and temporary liber-
ation from the great belligerent forces,
Peleci$ insists on rendering ironic the pro-
found collective trauma of Latvian people
through most of the twentieth century.
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Bildungsroman/

Kunstlerroman
JOSEPH R. SLAUGHTER

Bildungsroman is the technical German term
for the “novel of formation,” popularly
known as the coming-of-age novel. There is
no complete consensus on what constitutes a
bildungsroman; the term can be capacious
enough to cover any story of social initiation
that may be found in any culture, or it can be
so narrowly construed that, as one critic has
quipped, only three and a half examples
may be included among a small group of
late eighteenth-century German novels, of
which Johann Wolfgang von Goethe’s
Wilhelm Meisters Lehrjahre (1795-96, The
Apprenticeship of Wilhelm Meister) is typi-
cally taken to be the epitome (Sammons).
However, the original impulse for the
GENRE is generally traced to the philosophi-
cal humanism of the German Romantics—
including Johann Gottfried von Herder
(1744-1803), Friedrich von Schiller (1759—
1805), Georg Wilhelm Friedrich Hegel
(1770-1831), Goethe, and Wilhelm von
Humboldt (1767-1835). In its ideal form,

the bildungsroman narrates “the reconcili-
ation of the problematic individual . .. with
concrete social reality,” in whose structures
and institutions the protagonist finds
“responses to the innermost demands of his
soul” (Lukécs, 132-33). In other words, the
early idealistic German novels imagine the
possibility of the individual and society
achieving a mutually beneficial and fulfilling
harmony (see LUKACS, PHILOSOPHICAL).

As confidence in this optimistic vision
of reconciliation has eroded since the eigh-
teenth century, the term’s scope has expand-
ed to cover almost any novel that narrates
the struggle between the rebellious inclina-
tions of the individual and the conformist
demands of society. If the great mass of
novels we read as bildungsromane do not
manifest the idealism of the early examples,
we might conclude that the genre persists
more in the breach of its original conven-
tions than in their observance. Nonetheless,
theorists have continually tried to articulate
definitions of the bildungsroman that might
account not only for the German emergence
and European transformation of the form
over the course of the nineteenth century,
but also for the genre’s deformation in the
twentieth century and the expansion of its
concerns and constituency in the eras of
women’s liberation, civil rights struggles,
decolonization, and globalization. For ana-
Iytical purposes, we can organize those de-
finitions according to their emphasis on
particular aspects of the bildungsroman: its
plot, humanist theme, or social function.
This framework helps to explain the lasting
appeal (for writers, readers, and publishers)
of the bildungsroman, its elastic capacity,
and its steady proliferation in the body of
world literature.

PLOTS OF DEVELOPMENT

Since the late nineteenth century, when
Wilhelm Dilthey popularized the term
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“bildungsroman” to group together a set of
German novels—including Goethe’s novel,
Christoph Martin  Wieland’s  Agathon
(1765-66), and Friedrich Holderlin’s Hype-
rion (1797)—that portray the spiritual
growth of a young man who “finds himself,
and attains certainty about his purpose in
the world,” literary critics have often delin-
eated the genre in terms of plot elements
common to the classic examples (335).
Susanne Howe characterized the typical plot
pattern in rather mundane terms: an ado-
lescent hero “sets out on his way through the
world, meets with reverses usually due to
his own temperament, falls in with various
guides and counselors, makes many false
starts in choosing his friends, his wife, and
his life work, and finally adjusts himself in
some way to the demands of his time and
environment” (4). In nineteenth-century
novels of young men successfully coming
of age, the psychodynamics of this social
apprenticeship were often objectified in
tropes that provide still-familiar ways of
imagining personal growth: rejection of the
emotional, social, and financial security of
the family for the hazards of independence;
migration from country to city; periods of
immersion in the worldly school of the
streets; sexual initiation that “involves at
least two love affairs or sexual encounters,
one debasing, one exalting” (Buckley, 17);
selection of a mate and a profession. The
bildungsroman’s conclusion serves to dem-
onstrate, at least to the protagonist (the
Bildungsheld), that life is meaningful and
that apparently random plot events are ac-
tually linked and indispensable for becom-
ing a well-rounded, productive member of
society. Thus, at the end of Goethe’s novel,
Wilhelm is shown by the secret Society of
the Tower that the seemingly haphazard
encounters that drew him to the Society
were covertly plotted by its members.
While bildungsroman plots vary, these
basic elements remain remarkably consis-

tent among nineteenth-century European
examples, even in novels like Charles
Dickens’s Great Expectations (1861) and
Gustave Flaubert’s L’eéducation sentimentale
(1869, Sentimental Education), which iro-
nize the idealistic patterns to explore the
harsh social realities and stratifications of
modern city life. Fictions of female devel-
opment from the period also often use irony
to show some of the exclusionary assump-
tions behind the bourgeois male norms of
the genre, splitting the storyline into “a
surface plot, which affirms social conven-
tions, and a submerged plot, which encodes
rebellion” (Abel, Hirsch, and Langland, 12).
Such alterations to the normative generic
conventions illustrate “the improbability
of the Bildung plot,” in novels such as
Charlotte Bronté’s Jane Eyre (1847) and
George Eliot’s Mill on the Floss (1860), where
the mobility of young women is greatly
restricted (Fraiman, x). Alternatively, bil-
dungsromane with female protagonists
may tell stories of delayed self-discovery,
in which women seek fulfillment beyond
the confines of marriage and motherhood
(see FEMINIST, GENDER).

With the erosion of confidence in the idea
of progress generally and in the ideal of
harmonious reconciliation between the in-
dividual and society specifically, twentieth-
century bildungsromane often read like
parodies of Goethe. For instance, the pro-
tagonist of Glinter Grass’s Die Blechtrommel
(1959, The Tin Drum) lives through WWII
and the reconstruction of Europe in a
3-year-old child’s body, refusing to join the
insidious world of adults: he fathers a baby
with his stepmother, joins a band of dwarves
that entertain Nazi troops, and ends his days
in an insane asylum. The perversion of
classic plot elements in such novels reflects
the corruption of the social order, if not
of the soul. Distorted plots of alienation
have been used to great effect by writers
from socially, politically, culturally, racially,
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sexually, and economically marginalized
groups to expose the discrepancy between
the ideal of equal opportunity and the actual
discriminatory practices of modern social
formations. Similarly, bildungsromane
from colonial and postcolonial situations
often mock the dominant generic conven-
tions to show how the promises of liberal
humanism remain unfulfilled, and are un-
fulfillable, under exploitative systems. The
Goethean plot is perhaps most fully undone
in Moroccan novelist Tahar Ben Jelloun’s
L’enfant de sable (1985, The Sand Child):
a young Muslim girl is raised as a boy in
colonial Morocco, marries an invalid female
cousin, and runs off to join a traveling
burlesque show as a drag queen, where she
is abused and raped before simply vanishing
from society altogether (see CLASS, RACE).

VARIATIONS ON A HUMANIST
THEME

Critics often emphasize the teleological as-
pect of the bildungsroman plot, aligning it
with the Enlightenment themes of human
progress, social evolution, and improve-
ment. The bildungsroman was so named
because it appeared to novelize the human-
ist values of personal growth and self-
fulfillment that eighteenth-century German
philosophers theorized as Bildung—a noto-
riously untranslatable word that connotes
both form and the process of formation.
The theory of Bildung represents a philo-
sophical effort to reconcile the subjective
condition of the human being with the ob-
jective social world. Bildung is sometimes
discussed in egoistic terms as a matter of
individual self-actualization through aes-
thetic education, but for most of the early
philosophers it had a crucial secular com-
ponent (Redfield). The ultimate goal of
Bildung was to incorporate the fully realized
person into the mundane world of politics

and polities—in particular, into the realm of
the modern nation-state, where “the roles of
man and citizen coincide as far as possible”
(Humboldt, 51).

In its ideal form, the bildungsroman
tells a transition narrative of the moderni-
zation of the subject in such a way that the
“conflict between the ideal of self-determi-
nation and the equally imperious demands
of socialization” is resolved by the historical
emergence of both a just social order and
an individual who freely consents to its
demands (Moretti, 15). A strict thematic
definition of the genre might insist that a
particular novel is a bildungsroman only if it
achieves such balance; in practice, however,
the mass of bildungsromane are spread
across a spectrum of less-than-ideal resolu-
tions to the tension between personal liberty
and social constraint. The early German
novels proposed slow, incremental social
change as an alternative to violent upheaval,
narrating, in Franco Moretti’s memorable
phrase, “how the French Revolution could
have been avoided” (64). Many contempo-
rary, postcolonial examples are pessimistic
about both alternatives. In Arturo Arias’s
Después de las bombas (1979, After the
Bombs), for example, neither evolution nor
revolution seems possible; set in the wake
of the 1954 CIA-sponsored coup in Guate-
mala, the protagonist’s opportunities are as
empty as the stuffed-shirts of the puppet
dictators and the blank pages of the cen-
sored European novels he reads, trying to
imagine life beyond a city and civil order
suffocated by multinational corporations,
corpses, and fear (see CENSORSHIP).

THE SOCIAL WORK
OF THE BILDUNGSROMAN

Literary scholars have long held that the
novel emerged with the nation-state and
the bourgeoisie as the story-form most
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capable of representing the prosaic lives of
thisyoungsocial class (see NATIONAL). As “one
of the cardinal documents of bourgeois lit-
eracy,” the bildungsroman illustrated to an
emergent reading public both the opportu-
nities made possible and the limitations im-
posed by the new social formations (Swales,
148). This is one explanation for the genre’s
appearance in societies around the world,
wherever capitalist modernity is coming into
being. The bildungsroman has been consis-
tently described as a didactic genre that per-
forms what it thematizes, encouraging the
reader’s cultivation through its depiction
of the protagonist’s development (Martini).
This reflexivity is often represented within
the novels themselves, whose protagonists
tend to be not only “intensive readers of
their own lives” but also intensive readers
of literature and especially of earlier bil-
dungsromane (Kontje, 6). For instance,
Wilhelm Meister is obsessed with Hamlet,
and Hisham, the protagonist in Saudi nov-
elist Turki al-Hamad’s Adama (2003),
blends his reading of revolutionary treatises
by Frantz Fanon (1925-61), Karl Marx
(1818-83),and Che Guevara (1928-67) with
bildungsromane by Dickens, Victor Hugo,
and Maxim Gorky.

One educational quality depicted within
the bildungsroman and repeated for its
readers entails learning to narrate one’s life
as a novel--ideally, of course, as a bildungs-
roman. This also has a conventional man-
ifestation in first-person bildungsromane,
which often end precisely where they began,
with a scene of the protagonist sitting down
to write the story we have just read; the
story thus becomes the narrative of the
Bildungsheld’s acquisition of the skills, ha-
bits, experiences, and attitudes necessary to
write that story after the fact (Slaughter,
137). This is the paradigmatic form of the
kiinstlerroman, the apprenticeship story of
an artist, but we find it too in bildungsro-

mane of social protest, in which the protag-
onist-narrators want to emphasize the im-
probability of having gotten into a position
to tell their life story and to claim the right
to represent themselves, both literarily
and politically. Zimbabwean writer Tsitsi
Dangarembga plays upon these convention-
al expectations in Nervous Conditions (1989)
in order to undercut the liberal pretensions
of the imperial civilizing mission, revealing
in the novel’s final paragraph that the story
of colonial assimilation we have been read-
ing did not, in fact, equip her to narrate
her story. Dangarembga’s novel seems to
confirm what some postcolonial critics
have argued: not only that colonialism
made Bildung improbable but that the de-
sired pedagogical effect of the bildungsro-
man was to produce compliant colonial
subjects (Lima).

The colonial service of the bildungsro-
man seems to contravene its social function
in nineteenth-century Europe, where it
acted as a form of symbolic legitimation of
the democratic order, teaching the reader,
along with the Bildungsheld, to become
someone who “perceives the social norms
as one’s own,” “not as a fearful subject but as
a convinced citizen” (Moretti, 16). Whether
one regards this process as benign orches-
tration of harmonious consent or as malig-
nant social control, the bildungsroman has
traditionally functioned as a genre of social
incorporation, by which individuals from
historically marginalized groups make
“claims for inclusion in the franchise of
modern citizenship” (Slaughter, 132). Per-
haps this is most clear in the context of the
women’s liberation movements and the civil
rights struggles of the twentieth century,
when the bildungsroman assumed “its func-
tion as the most salient genre for the liter-
ature of social outsiders, primarily women
or minority groups” (Hirsch, 300; LeSeur).
In recent years, the bildungsroman seems to
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have traveled the globe with human rights,
appearing wherever socially and politically
disenfranchised peoples seek to assert their
rights to be included in a just, democratic
society. This function is not new; from its
inception, the bildungsroman has made
human rights claims, whether in the social
protest novels of the nineteenth and twen-
tieth century, or in the late eighteenth-cen-
tury progenitors that sought to legitimize
the emergent bourgeoisie as the dominant
social, political, cultural, and economic
class—as, that is, proper subjects of litera-
ture in their own right.

SEE ALSO: Definitions of the Novel,
Modernism, Narrative Perspective,
Narrative Structure.
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Binding see Paper and Print Technology
Biography see Life Writing

Boom Novel see Mexico; Southern Cone
(South America)

Booth, Wayne see Rhetoric and Figurative
Language

Brazil
JOSE LUIZ PASSOS

The Brazilian novel comes fromand still feeds
on the desire to make sense of the mixing of
social spaces and the fate of those who have
shaped moments of contactamong unequals.
The quest for change and fitting in is often
presented retrospectively, and in many cases
it results in a search for puzzling family ties.
From its beginnings to recent prizewinning
works, one can chart across time how plots,
structures, trends, authors, and their reader-
ship have relied on an intricate interplay
between displacement, troubled origins, and
the possibilities for a new self. Typically,
social exile—or a journey if within the
protagonist’s own community—is paired
with the ubiquity of an absent father figure.
The conflict between past expectations and
the limited opportunities protagonists have
to reconnect or fulfill their hopes yields the
grounds for the negotiation between oppos-
ing agendas: formal and colloquial registers,
highbrow and lowbrow cultures, urban and
regional spaces. Time and again the Brazilian
novel reinvents the quest of Telemachus as a
way of probing nationality, affective loss, and
social compromise.

OVERVIEW

Yet the dominant key used to frame the
development of the genre in Brazil has been
a combination of historical periodization
(see TIME) with stylistic and geographical
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clustering (see RreGIONAL). The novels are
often described as fictional scripts about the
identity of Brazil or that of its parts. The
usual argument is that the Brazilian novel
only comes into being after the 1822 political
independence from Portugal, when the local
elites began pulling together a symbolic face
for a new nation (see NATIONAL). Brazilian
Romanticism (1836-80) then mapped out
the landscape, social groups, and cultural
practices, often opposing the country to the
city and the historical to the contemporary,
as well as introducing Native Brazilians as a
source for literary originality, as in José de
Alencar’s first bestselling novel O Guarani
(1857, The Guarany). REALISM and NATURAL-
1sM (1880-1922) surveyed social dysfunc-
tions and ethnic malaises, adopting contem-
poraneous European racial discourse in an
attempt to come to terms with miscegena-
tion and the legacy of slavery (see RACE)—
which ended only in 1888 and is indicted in
many important works of the period, such as
in Aluisio Azevedo’s O cortico (1890, The
Slum). Eventually the Brazilian novel also
focused on more individualized characters
and the qualms of a troubled moral psyche,
as represented by the works of Joaquim
Maria Machado de Assis, particularly his
Dom Casmurro (1899). Symbolism and pre-
Modernism (1893-1922) reintroduced spir-
ituality and a poetic prose sensitive to the
aesthetics of physical experiences and social
performances (see SURREALISM), often
highlighting regional cultures and the
specificity of their predicaments. Nonethe-
less, at the beginning of the twentieth cen-
tury the genre still debated conflicting
ideologies about the future of a mixed-race
nation against the background of more
intense urban changes and new waves of
European immigration as in José Pereira
da Graga Aranha’s Canaa (1902, Canaan)
and Afonso Henriques de Lima Barreto’s O
Triste Fim de Policarpo Quaresma (1915;
The Sad End of Polycarp Lent).

It was only a hundred years after political
independence that MoperNisM (1922-30)
brought about a significant break with the
literary past. The Brazilian novel diversified
its lexicon by drawing on avant-garde
“primitivism”; it also acquired an ironic
perspective on the colonial heritage and on
other canonical forms then prevalent, as in
Mario de Andrade’s Macunaima (1928).
The modernistic remapping of the past
expanded on the nineteenth-century ro-
mantic survey of spack and history. An
interest in political history and in cultural
detail bloomed in the next generation. Fol-
lowing the 1930 Revolution, writers associ-
ated with the so-called Social Novel
(1930-45), often grouped together under
the loose rubric of Regionalism, depicted
socioeconomic hubs characteristic of
Brazil’s intraregional disparities. Sugarcane
and cocoa plantation clans are explored in
José Lins do Rego’s Menino de engenho
(1932, Plantation Boy) and Jorge Amado’s
Terras do sem fim (1942, The Violent Land).
Graciliano Ramos looks at migration waves
from the backcountry in Vidas secas (1938,
Barren Lives). Social banditism figures in the
Southern gaucho saga, such as Erico Lopes
Verissimo’s trilogy O tempo e o vento
(1949-62, Time and the Wind). The depic-
tion of these economic cycles and regional
communities resulted in works whose style
and vernacular rendered what then became
a long-standing paradigm for the Brazilian
novel: a truth-seeking, verisimilar represen-
tation of societal predicaments and locale
(see VERISIMILITUDE).

The Social Novel also fostered and coex-
isted with a concern for protagonists and
plots of a more deeply introspective nature.
Among some of the regional novels written
between the 1930s and 1940s, corruption of
family lines or the ruin of social fabric is
often presented through the point of view
of narrators who disagree with their past or
the present conditions they themselves have
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helped to create, as in Ramos’s Sao Bernardo
(1934) and Lucio Cardoso’s A luz no subsolo
(1936, The Light Underground). They do so
by writing very personal and fragmented
self-portraits (see LIFE WRITING). The New
Narrative (1945-64) took this perspective
a step further. Now the provincial civil ser-
vant, the hit-man from the backcountry, and
the urban housewife are inundated
with intimations of existential uneasiness
in Joao Guimaraes Rosa’s Grande sertao:
veredas (1956, The Devil to Pay in the Back-
lands) and Clarice Lispector’s A paixao se-
gundo G.H. (1964, The Passion According to
G.H.). The Brazilian novel had apparently
broken free from the epistemological con-
straints of having to hold fast to its referent.
Critics have argued it became largely about
language, and attention to language for a
moment seemed to overcome the divide
between the country and the city as a prime
national object for the GENRE (see LINGUISTICS).
But following the 1964 military coup, the
Political Novel (1964-85) underscored a
reassessment of specific urban groups and
their dilemmas, and protagonists now re-
sembled or even symbolized recent political
history, as in Anténio Callado’s Quarup
(1967); notwithstanding some considerable
self-irony, resistance and engagement
became a new standard for the novel.

As Brazil finally went through a thorough
process of redemocratization (1985-2000),
the Brazilian novel started depicting a
broader and more diverse set of social
groups and experiences. New social move-
ments gradually made their way into the
national literary market. Feminist writing
(see FEMINISM), Afro-Brazilian novelists, gay
and lesbian issues (see SEXUALITY), and eco-
logical fiction have always been a significant
part of the Brazilian novel, canonical or
non-canonical. But these discourses were
rarely acknowledged as autonomous trends,
nor could they claim until rather recently a
formal literary identity for producers and
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consumers on a national scale. Since the
mid-1980s these groups and practices have
played a vital role in Brazil’s literary system.
The Brazilian novel benefited from a more
varied portrayal of contemporary life, often
with an eye to foreign issues and global
agendas. Minority discourses, the new his-
torical narrative, detective stories, science
fiction, erotica, and cyberspace have now
become a fundamental part of the Brazilian
novel, as conceived in Marilene Felinto’s As
mulheres de Tijucopapo (1981, The Women
of Tijucopapo), Rubem Fonseca’s 1985 Bufo
& Spallanzani, Joao Almino’s Samba-
Enredo (1994, The Samba), and Ana Maria
Gongalves’s recent Um defeito de cor (2006,
A Color Blemish). One might say that the
previous focus on grand narratives about
national life and identity has been displaced
by a more pluralistic approach to social
agendas set against the context of an in-
creasingly urban Brazil, as clearly repre-
sented in recent works by Joao Almino,
Bernardo  Carvalho, Alvaro Cardoso
Gomes, Milton Hatoum, Chico Buarque,
Ricardo Lisias, Luiz Ruffato, and Cristévao
Tezza, to name just a few.

A NEW BEGINNING

The problem with the above overview is that
it represents the Brazilian novel as a practice
moving steadily toward greater social inclu-
sion, identity politics, and globalization.
To be sure, both the form and function of
these works were locally defined by specific
sociocultural situations; and as Piers Arm-
strong succinctly states, “the development
of the Brazilian novel is inseparable from
ethnic and geographic considerations”
(105). Yet the assumption that local, hybrid
communities will always generate docu-
ments whose meaning derives from contex-
tual links to space and nationality is some-
what limiting. Moreover, the matching of
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periods and styles between Brazilian cultural
history and that of Europe and the U.S. has
produced a view of the Brazilian novel
which is dependent on schemes created to
chart other traditions, even when critics try
and attempt to underscore specific practices
and topoi arguably representative of the
Brazilian case.

As a result, none of the works that were
produced in Brazil or written abroad by
Brazilian-born intellectuals prior to the
1830s are usually considered part of the
Brazilian novel. To start with the earliest
possible example, consider Teresa Margar-
ida da Silva e Orta’s Maximas de virtude e
formosura (1752, Maxims of Virtue and
Beauty). She was born in Sao Paulo, Brazil
and published her first and only novel in
Lisbon under the pseudonym Dorothea
Egrassia Tavareda Dalmira. Loosely based
on Fénelon’s Les Aventures de Télemaque
(1699, The Adventures of Telemachus), the
novel was later reissued as Aventuras de
Diofanes (1777, The Adventures of Dio-
phanes). It indicts political tyranny through
the perils of a royal family separated after a
shipwreck in the Mediterranean. As king,
queen, and princess try to return home, each
believing to be the family’s sole survivor,
they take on different social roles ranging
from becoming a slave to tutoring other
rulers and cross-dressing to escape unrequit-
ed love. When they occasionally meet with-
out realizing who the other really is, old
bonds of affinity are reaffirmed despite the
effectiveness of their own disguises. The
Enlightenment conflation between moral
character, natural law, and rationality un-
derscores the fact that, in the end, as family
ties are fully restored, individual virtues
groomed at home are the source and main-
stay of new social covenants and greater
political fairness. The Brazilian national
space proper is still absent here, but the focus
on the trials of a young princess engaged to
be married to someone who is connected to a

distant kingdom of majestic flora and fauna
reminds the reader that the education of
future rulers is a task that ought to bring
into the picture the New World with its
colonial subjects.

The pastoral motifs that characterize
Teresa Margarida’s work have resonated
throughout the upcoming canon of the
Brazilian novel. When Joaquim Manuel de
Macedo published A moreninha (1844, The
Little Brunette), which most critics consider
to be the first Brazilian novel, he also picked
up on an interesting relation between dis-
placement, family ties, and social predica-
ment. In A moreninha the changeable heart
of Augusto is won over by the looks and
demeanor of Carolina. The most important
spaces framing narrative action are the stu-
dent boarding rooms in Rio de Janeiro, the
festive ballrooms of a summer retreat man-
sion on an island, and its nearby cave. In the
latter the true identity of the protagonists is
prefigured and revealed, so that love, mod-
esty, and constancy may restore family ties
and engender a new union, symbolic of a
pact between the country and the city. One
should not underestimate the fact that tra-
versing diverse spaces may yield social in-
sights and restore putative parenthood by
way of old pledges, dowries, and tutoring.
This logic is somewhat ubiquitous in the
Brazilian novel. The protagonists’ intima-
tions of loss are closely linked to wagers and
masquerading; and in a context where in-
clusion is tied to landowning, education,
and a good family name, the metamorpho-
sis of young lovers of diverse social back-
grounds presupposes the negotiation be-
tween high and low status, the ballroom
and a cave, history and myth.

An analogous framework is also found
in Memorias de um Sargento de Milicias
(185455, Memoirs of a Militia Sergeant),
published anonymously by Manuel Antonio
de Almeida as “a Brazilian.” The novel
surveys the urban lifestyle of middle- and
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low-class social types during the reign of
King D. Jodao VI in Brazil (1807-21), fol-
lowing the transference of the Portuguese
Royal family to Rio de Janeiro at the time of
the Napoleonic Wars. The astute rule-bend-
er Leonardo, also an orphan, overcomes
social adversity by resorting to mediators:
godfathers and godmothers enable him to
move forward, and find love and a job. The
novel draws on the pPICARESQUE form and
adds a provocative Brazilian interplay be-
tween social order and disorder, which fuels
much of the plot and frames customs and
practices characteristic of late colonial Brazil
(Candido, 1970). More importantly, the
historical period depicted is presented by
the narrator as collective reminiscing, a
joyful lapse into the recent but already much
changed values of the 1810s.

But the down-to-earth and colloquial
feature of Almeida’s only novel is actually
a dissonant voice vis-a-vis the contempora-
neous Brazilian novel. Alencar, the foremost
Brazilian Romantic author, took upon him-
self the task of making a survey of the
country’s landscape and history. As Alfredo
Bosi has aptly put it, Alencar’s twenty-one
novels represent a suma romanesca of nine-
teenth-century Brazil (137). Alencar himself
divided his work into three parts, roughly
corresponding to Native Brazilian issues,
the colonial or historical legacy, and urban
life with its courtship rituals in Rio de
Janeiro during Brazil’s Second Empire
(1840-89). In his most succinct and lyrical
“Indianist” novel Iracema (1865, Iracema,
the Honey-Lips), narration emulates what
the author believed to be the rhythms and
prosody of Native Brazilian languages and
myths. The novel depicts the union between
Iracema and the Portuguese soldier Martim,
which results in the birth of a Brazilian
mestizo child. She opposes her father and
leaves her own tribe in the name of a dif-
ferent kind of love, only to wander alone and
die after giving birth. Similarly, in Alencar’s
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urban novels his belief that the genre should
engage moral sentiments and educate its
readers puts forth a conflict between true
love and economic interest. In this sense,
Senhora: perfil de mulher (1875, Senhora:
Profile of a Woman) represents the high
point of Brazilian romantic irony. The un-
derprivileged and orphaned Aurélia is aban-
doned by a fiancé who wants to marry up.
Luck eventually makes her an heir to a large
estate; she subsequently buys back her for-
mer flancé and reeducates his heart. Aurélia
sums up her sense of moral worth by re-
minding her old tutor and estate manager
that despite being legally a minor she is
actually “older” than he is, for she has been
poorer than he has ever been, and now she is
wealthier than he will ever be. Again, or-
phanhood and the transit between contrast-
ing social positions yield moral depth.

THE INWARD TURN

Within its first hundred years, the Brazilian
novel has set a consistent record of narra-
tives focusing on how a seeming withdrawal
from court life and its values allows for
the protagonist’s refashioning of identity.
Beyond Romanticism proper, love in the
Brazilian novel is a function of traversing
boundaries that are at the same time spatial,
social, and ethnic. This perception cuts
across different periods and trends. The
pastoral reduction of social life from the
complex to the simple—from the city to
the country—underscores such displace-
ment as a source of metamorphosis and
insight. It also rescues individuals and
groups from below, allowing the poor coun-
tryside student, Native Brazilians, or an
orphaned next-door girl to fit in, take a
peek at and every so often enter society to
participate in a new family life. To this end,
the Brazilian novel has surveyed social di-
vides creatively, linking opposites and at
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times challenging the conventional rhetoric
of propriety even when it eventually reiter-
ates the status quo.

In no other Brazilian writer is such a
daring move more productive than in Ma-
chado de Assis. His nine novels focus on the
conflicts found at the core of incomplete
patriarchal families whose filial or parental
surrogates strive to achieve control over
their own lives as well as those of others.
In his first works, Machado de Assis draws
on the same social constellation then avail-
able for the urban Brazilian novel: shrewd
heroines of humble upbringing conceal
their motives in order to move forward and
survive in a society that was built to exclude
them. These narratives take the genre a step
further by making the best of the late ro-
mantic inclination toward pretense as a
door into relative autonomy. Disguise al-
lows for greater chances of social mobility
and self-fashioning. This is the lesson of
Machado de Assis’s first heroines in A mao
e a luva (1970, The Hand and the Glove),
Helena (1876), and Iaia Garcia (1878). But
following Memorias postumas de Bras Cubas
(1881, Epitaph of a Small Winner), first-
person narrators and male protagonists de-
ploy elaborate fantasies to sort out the lim-
ited chances they have to fulfill their desire
to represent better pictures of themselves in
the public sphere (Passos). Disenchantment
goes hand in hand with self-reflexivity. In
Dom Casmurro (1899), for instance, a strong
drive for symmetry between the narrator’s
blissful origins and his troubled sense of
progeny makes him doubt his wife and
alienate both her as well as their only son.
Bento Santiago emulates Othello only to
find within his own diatribe moments of
self-doubt and the avoidance of responsi-
bility. The fragmented and unreliable nar-
ration, fickle and often allegorical, marks the
moment when the Brazilian novel manages
to give NARRATIVE PERSPECTIVE a nostalgic and
seductive twist in order to underscore a

doomed pact between different classes and
historical periods (Schwartz). Love manqué
brings about a paternity breakdown and it
signals the end of the old order in Brazil.
With this at hand, Machado de Assis keeps
his pastoral interest in the dignity of the
lesser privileged even when or precisely
because of the fact that they are ultimately
betrayed and sacrificed.

In the modernistic Brazilian novel, the
same gestures probing the corners of
Brazil’s building blocks—relations, spaces,
and time frames—are revisited as a magical
journey into the so-called foundational cul-
tures of the country. Mario de Andrade’s
Macunaima; o heroi sem nenhum carater
reassesses Brazil’s Romantic hybridity as a
key to the relationship between the exper-
imental potential of the novel and the mul-
tiple layers of Brazilian nationality. The
inward turn here is at the same time geo-
graphic and chronological: the Amazonian
hero travels across the entire Brazilian ter-
ritory and is able to inhabit different tem-
poralities, engaging mythical beings, histor-
ical figures, animals, and the natural ele-
ments. The connection between the lives of
Macunaima and Iracema is clear. Both are
defeated by their love for and commitment
to heterogeneity. Andrade draws on lists of
different regional words for the same object;
together with the hero’s many metamor-
phoses, his novel testifies to the Brazilian
modernistic project of accumulating refer-
ences and of cultural parody (see INTERTEX-
TUALITY). These transformations allow the
narrative form to collect and negotiate be-
tween high and low registers; oral and writ-
ten cultures; African, European, and Native
practices (Souza). The fast-paced plot de-
rives from the folktales of Northern
Amazonian tribes published in German by
the anthropologist Theodor Koch-Griinberg
(1872—-1924; see ANTHROPOLOGY). Macu-
naima repatriates these ethnographic tales,
but it presents them as the story of a single
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family exodus led by a child-minded, sex-
obsessed, and unreliable hero who changes
ethnicity as he engages other communities,
myths, and modernity itself. In the end,
Macunaima’s fascination with the low-life
side of Sao Paulo in the 1920s, as well as his
melancholy return to the Amazon, seem to
be the only possible reenchantment of mod-
ern life in Brazil through a compromise
between perpetual change and exile at home.

Perhaps the only other Brazilian novel
that matches Macunaima’s bold and inno-
vative take on cultural heritage, linguistic
diversity, and formal experimentation is
Joao Guimardes Rosa’s Grande sertao:
veredas. In Mario de Andrade’s work nar-
ration belongs to a storyteller who learns the
hero’s adventures from a parrot that had
been Macunaima’s companion during his
final days. The story of the hero’s life is
told as legend from the outset. In contrast,
Riobaldo’s confessional narrative in Grande
sertao is an ambivalent self-analysis inter-
twined with a meditation on how bravery
and righteousness, even when motivated by
a right cause, might lead from one to the
other side. Legend becomes the realm where
one may enter a transfiguration of goodness
into evil, and vice versa (see MYTHOLOGY).
Riobaldo is a jagunco, a mix between vigi-
lante and mercenary and occasional hit-
man who follows nomadic bands across
the Brazilian backcountry known as the
sertao. In a context where the state of law
is absent, the jaguncos enforce traditional
personalistic codes of conduct; their bonds
replace both the state and family ties. But
Riobaldo has a friend whom he admires,
Diadorim. The intimations of a homoerotic
friendship trigger an obsession with the
changeable aspect of objects, people, and
relations. Everything is narrated through
convoluted retrospection. His metaphysical
survey of the sertao leads him to search for
God but also to seek a pact with the Devil.
It bothers Riobaldo that the different sub-
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stances that make up the world are so inter-
mixed that a plunge into the core of any-
thing might unleash the reverse of that same
thing. Yet he also finds this feature of the
world to be hopeful. In his long, virtually
uninterrupted dialogue with a quiet interlo-
cutor—a “doctor” from the city—Riobaldo
reinvents language to fit his needs as a
storyteller. Guimaraes Rosa borrows from
old, archaic Portuguese, foreign languages,
and a wide variety of neologisms to create a
new lexicon for his narrator’s soul-searching.
In the process, his hero joins Diadorim’s
quest to avenge his father. Riobaldo changes
sides but never stops being fond of his friend.
He leads the band and abandons them, but
in the end, after a climatic knife-fight,
Diadorim is killed. When they wash his
body Riobaldo learns the true identity of
his friend, and this revelation takes the
unfulfilled love a step further into myth; it
replays the fate of many previous protago-
nists for whom surrogate ties of affection
feed on and enhance the unending motions
of an uneasy and hybrid conscience.

WITH AND WITHOUT A PAST

Clarice Lispector’s final novel A hora da
estrela (1977, The Hour of the Star) is the
moment of utter erasure of these bonds
between displacement, double conscience,
and the search for homeliness. To be sure
Iracema, Bento Santiago, Macunaima, and
Riobaldo all end up losing the familial or
affective ties that give consistency and
meaning to their lives, but they have actually
lived through and for these bonds, people,
and their past; they miss a life which has
been rich in self-determination, love, and
even bravado. In contrast, Lispector adds a
despairing twist to the fate of her heroine;
and she does so by taking to an extreme the
mix between the confessional form and a
belligerent if subtle tone characteristic of
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Dom Casmurro, Sao Bernardo, and Grande
sertao. Lispector’s protagonist lacks voice;
she struggles with language and reifies
words as she does with a soda or the repet-
itive and useless messages of a radio clock.
Thus Macabéa becomes the stale object of
her self-indulgent narrator, Rodrigo S.M.
In this doubling of authorial signatures,
Lispector is able to frame the life of her
heroine as an anathema and a threat to her
male creator. He tells the story of a poor
orphan woman from the Brazilian North-
east who migrates to Rio de Janeiro seeking a
better life—someone who is an incompetent
and unattractive typist, who will be cheated
on by her fiancé and her only female friend.
The narrator Rodrigo S.M. invents her after
seeing a template for the kind of life passing
him by on the streets. Yet in Macabéa’s utter
plainness, she becomes a challenge to him.
Her passivity and commonplace epiphanies
are his way into negativity; and in his per-
sonal plight with this attraction for his social
opposite—a supposed non-self—one can
see Lispector’s superior framing of the
splendor and mystery of otherness as a
struggle that only exists through language
(see FRAME).

The uneasy relationship between dis-
placement, floating family bonds, and self-
determination is paramount in the Brazilian
novel. Even though the ultimate criterion
for proper identity in the genre has histor-
ically been a function of space and piaLEcT
of national life as the legitimate topos, the
1960s opened up new directions in part due
to Lispector’s own mastery of a new lan-
guage for inwardness. But the Brazilian
novel time and again reminds its readers
that at the core of many of its major con-
tributions lies a thread linking the sense of
distance from modern life and economic
centers to a vigorous, self-critical depiction
of the mix between modernity and the
archaic. The appeal of such mixing is found
in the best works by Lima Barreto, José Lins

do Rego, Graciliano Ramos, José Geraldo
Vieira, Osman Lins, Jorge Amado, Autran
Dourado, Nélida Pinon, and other impor-
tant authors.

In recent years, the coming to terms with
ancestry through travel or remembrance,
the painful lure of the past, the pastoral
logic of simplicity as insight into the greater
social order have marked new trends and
diverse styles, despite predictions to the
contrary (Pinto, 2000). One can certainly
find these issues clearly articulated along
with the brother and sister incest motif in
Raduan Nassar’s Lavoura arcaica (1975,
Primal Harvest) and Milton Hatoum’s Dois
irmaos (2000, The Brothers, 2002). Intricate
searches for an actual father or the eloquent
review of family history is also an important
part of Adeus, Velho (1981, Goodbye, Old
Man) by Antonio Torres, A repiiblica dos
sonhos (1984, The Republic of Dreams) by
Nélida Pinon, Coivara da memoria (1991,
The Burning of Memory) by Francisco J. C.
Dantas, Nove noites (2002, Nine Nights) by
Bernardo Carvalho, as well as Ronaldo
Correia de Brito’s Galileia (2008, Galilee)
and Chico Buarque’s Leite derramado (2009,
Spilt Milk). In these novels, displacement
actually entails a search for family ties and
self-understanding. The quest is set against
the context of new and often global agendas
cutting across Brazilian society and redefin-
ing its traditional values and social groups
(Johnson; Pellegrini; Resende).

Yet the Brazilian enduring topos of
family breakdown told as a pastoral elegy
is perhaps best represented throughout the
five novels of Dantas. In Coivara da memoria
an unnamed narrator reviews his family
history as he awaits trial for avenging his
father. The protagonist is a public notary
under house arrest. As he prepares to face
the jury, the reader is presented with bitter-
sweet memories of his grandparents and old
life in a long-gone family sugar mill (see
MEMORY). Dantas pays a tribute to the tender
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pathos of ruins characteristic of José Lins do
Rego and Graciliano Ramos. But the exu-
berance of his lexicon, the long and winding
sentences that feed the reader’s imagination
of defeat, as well as the narrative sense of
emotional detail, all look back to Portuguese
novelist Eca de Queirds and the sagas of
Joao Guimaraes Rosa. Only a handful of
contemporary Brazilian novelists are able to
match Dantas’s command of reminiscence
in a daring quixotic mode. In his recent
novels, the inability of protagonists to carry
on the robust moral makeup of past gen-
erations produces a gap filled by remorse
and a resentment toward both present time
and powerful clans. Not surprisingly, his
latest work—the picaresque novella Cabo
Josino Viloso (2005, Officer Josino Viloso)—
depicts the comic disenchantment of a
small-town police sheriff whose ultimate
embracing of corruption is but evidence
that the most eloquent moments of the
Brazilian novel are still linked to a heart-
breaking art of perpetual loss.

SEE ALSO: Formalism, Metafiction,
Narrative Technique, Story/Discourse,
Time.
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British Isles (18th
Century)

JOHN RICHETTI

Narrative fiction in Britain in the first two
decades of the eighteenth century was not
substantially different from what it had been
in the later seventeenth century. After the
Restoration of the monarchy in 1660 and
into the early decades of the eighteenth cen-
tury, British fiction (including many trans-
lations from French and Spanish) breaks
down into a few types. The novel, as it is
now understood, did not yet exist (see
DEFINITIONS). Long prose narratives (more
than, say, a hundred printed pages) dealing
with the lives of fictional but realistically
rendered individuals did exist. For example,
Miguel de Cervantes Saavedra’s Don Quixote
(1605, 1615) is one of the founding texts of
the modern novel genre. So, too, Spanish and
French PICARESQUE fiction, a genre Cervantes’s
novel has affinities with, narrates the racy
lives of marginal characters and picaros
(rogues or criminals) and portrays the lower
levels of society: for example, the anonymous
Lazarillo de Tormes (1554), a short tale of
a resourceful servant boy, Francisco de
Quevedo’s El buscon (1604, The Swindler),
and Mateo Alemdn’s Guzman de Alfarache
(1599-1604), which narrate the adventures
of minor criminals, were all widely read in
English translations. Richard Head’s and
Francis Kirkman’s popular The English Rogue
(1665, but appearing in sequels and abridg-
ments until 1759), which was much imitated
in titles such as The French Rogue (1672) or
The Dutch Rogue (1683), is closely modeled
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on Alemdn’s book, and “Guzman” became a
synonym for rogue. At the end of the seven-
teenth century, many accounts of actual
criminals were presented in quasi-fictional
form which was influenced by the picaresque
tradition, such as Francis Kirkman’s The
Counterfeit Lady Unveiled (1673), the life of
the con woman Mary Moders (1642-73),
and Elkanah Settle’s The Complete Memoirs
of the Life of that Notorious Impostor Will
Morrell (1694).

But prose fiction in the late seventeenth
and early eighteenth centuries in Britain
(and elsewhere in Europe) encompassed a
variety of subjects and storytelling techni-
ques. What we now identify as novelistic was
simply one of many formats or perspectives.
Some popular prose narratives had novelis-
tic qualities mixed with traditional techni-
ques and purposes. For example, John
Bunyan’s The Pilgrim’s Progress (1678) is a
religious allegory of an ordinary man named
Christian and his dangerous path to salva-
tion (see NARRATIVE). Written in a plain and
homely style, with lively dialogue among a
cast of recognizable English folk in some-
times realistic settings, Christian’s story is a
dream vision, a common medieval genre,
and it is like a romance to the extent that
the hero undergoes the perils of his journey
like a medieval knight, brandishing sword
and shield to get to the heavenly city. The
Pilgrin’s Progress is also satiric in its depic-
tion of time-serving and worldly characters
(Mr. Wordly Wiseman, Pliable, Talkative)
and places like Vanity Fair (see PARODY).

AMATORY NOVELS

One very popular format during the closing
years of the seventeenth century and the
opening of the eighteenth is amatory fiction,
exemplified by Aphra Behn. Thematically,
her works continue the tradition of prose
ROMANCE extending from antiquity to late

sixteenth-century English narratives such as
Philip Sidney’s Arcadia (1590) and the widely
read (in English translation) seventeenth-
century French romances such as Honoré
d’Urté’s L’Astree (1607-33, Astree) and
Madeleine de Scudéry’s Artamene, ou le
grand Cyrus (1649-53, Artamenes; or, The
Great Cyrus). Perhaps even more influential
was La Princesse de Cleves (1678, The Princess
of Cleves) by Madame de Lafayette, an intense
and realistic psychological study of frustrated
love. Behn’s work, however, is more topical
and stylistically straightforward (at times
comic and always erotic), aimed at a wider
audience than these long and rather man-
nered aristocratic works, and her narratives
with one exception are novella length.

A more immediate source for amatory
fiction in the early eighteenth century is the
popular (anonymous) Lettres Portugaises
(1669, Portuguese Letters), five letters in
which a seduced and abandoned nun writes
to the lover who betrayed her. The recurring
plot of amatory fiction involves the seduc-
tion and betrayal of vulnerable women by
predatory aristocrats, although in Behn’s
work there are a few reversals in which
female characters are erotically dominant
(see sExUALITY). There lingers in Behn’s fic-
tion an interest in politics and in aristocratic
honor and military glory; her male charac-
ters are often soldiers and powerful politi-
cians. These themes are richly displayed in
Behn’s only full-length narrative, published
in three separate parts, Love Letters Between
a Nobleman and His Sister (1684—87). Based
on a contemporary sexual scandal, Love
Letters offers glamorized evocations of ac-
tual people as a decadent, corrupt elite
struggles for pleasure and power, love and
honor. This mixture of history and fiction is
also part of the appeal of Behn’s best known
work, Oroonoko, or, The Royal Slave (1688),
in which the narrator, Behn herself, claims
to have witnessed events in Surinam in
South America. The title character is an
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African prince who escapes from slavery in
Surinam only to be captured and tortured to
a death that he endures stoically and hero-
ically. Alternating the romantic and the
exotic with the historical, Behn offers crit-
ical observations of aristocratic decadence
and imperial cruelty and injustice even as
her other novellas revel in glamorous and
erotic attractions.

In the 1720s amatory fiction enjoyed great
success, notably in the novels of Eliza
Haywood, whose Love in Excess (1719)
launched her career as the most prominent
author in this genre. Haywood’s novels
illustrate the attractions of the amatory
formula: vicarious participation in a world
of thrilling illicit passion, the spectacle of
suffering heroines, victims of their own
irresistible sexuality and of attractive if vil-
lainous seducers. But Haywood’s romances
mark a sentimentalizing of the worldly cyn-
icism of Behn’s work; their emphasis is on
the tormented pathos of a private psycho-
sexuality rather than on the struggle for
sexual dominance and political power. The
emphasis falls on individuals, at times on
middle-crass characters in urban settings,
rather than on Behn’s aristocrats. However,
the so-called scandal chronicles she wrote,
such as Memoirs of a Certain Island Adjacent
to the Kingdom of Utopia (1725), are satirical
exposés of sexually inflected corruption in
high places. Haywood was imitating the
extremely popular The New Atalantis
(1709) of Delariviere Manley, whose work
was more satiric and politically pointed even
as it sprinkled its political scandals with tales
of sexual misconduct among the ruling class.

FACT AND FICTION:
PROTO-REALISM

Fact (however distorted by satire and polit-
ical animus) and fiction are balanced in
these works; many amatory and scandalous
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works were subtitled “secret history”; other
subtitles for novel-like narratives such as
“history” and even “true history” are com-
mon. The single most popular narrative of
these years, Daniel Defoe’s Robinson Crusoe
(1719-22), claims to be the memoirs of an
actual person, “written by himself.” Robin-
son Crusoe opens a vein of intensely realistic
narrative that marks the foundation of what
is now recognized as the English novel (see
REALISM), but it also mixes fiction with ag-
gressive claims of factuality. Defoe’s title
page describes the book as Robinson
Crusoe’s “strange surprising adventures.”
Defoe’s achievement as one of the novel’s
founders is to evoke with unprecedented
intensity and specificity the psychological
as well as the physical difficulties of an
isolated individual as he ponders the fate
that brought him to his island. His medita-
tions are PHILOSOPHICAL and deeply religious,
since a rediscovered faith reconciles him to
his predicament (see RELIGION). At the same
time, Crusoe becomes a heroic figure, not
only creating order and physical comfort on
his island but, in his defeat of cannibals and
mutineers later in the book, a master of his
fate. His earlier predicament as a slave in
North Africa and his daring escape drama-
tize his narrative’s variety of theme and
purpose. In its rendition of heroic feats,
Robinson Crusoe resembles two of Defoe’s
other narratives; Captain Singleton (1720)
and Colonel Jack (1722), one a pirate adven-
ture story, the latter a tale of a street urchin
who goes to America and becomes a planter,
soldier, and merchant. Given its non-Euro-
pean settings, Robinson Crusoe also belongs
to the genre of travel narrative, resembling
Jonathan Swift’s Gulliver’s Travels (1726),
which is a satirical fantasy and a parody of
the genre, whose hero endures, like Crusoe,
various extreme forms of danger in exotic
lands, but whose personality is secondary
to the satire Swift articulates through his
adventures.

(c) 2011 John Wiley & Sons, Inc. All Rights Reserved.



108 BRITISH ISLES (18TH CENTURY)

Robinson Crusoe has a unity of theme
lacking in Gulliver’s Travels in its focus on
the personality of the protagonist. Defoe
evokes a historically specific individual,
born in 1632 in York of a German immi-
grant family, from “the middle state” or
“the upper station of low life,” as Crusoe’s
father identifies his social status at the
beginning. Crusoe is at the same time a
representative modern individual, strug-
gling to make his way in the world and
against nature, alone in a threatening so-
ciety, fearful from his arrival on the island
of unknown enemies. In that precise evo-
cation of his hero, Defoe inaugurates the
main subject and scope of what will be the
modern novel in England (see HISTORY).
That sociohistorical frame of reference is
accompanied by a psychological intensity
that is the essence of the amatory novel. So
stories of sexual passion and stories of
adventure share an interest in representing
the interior lives of their protagonists. In
Moll Flanders (1722) and Roxana (1722),
Defoe illustrates this mixed mode, since
both of these narratives have affinities with
amatory fiction but give us narrator-
heroines who achieve, for a time at least,
forms of independence and personal
identity through action and shrewd self-
consciousness not granted to other suffering
heroines. Born in Newgate Prison, Moll
Flanders takes to crime later in life in the
face of financial desperation; her narrative is
a picaresque novel with elements of amatory
fiction as young Moll is caught up in illicit
passion with several men. Roxana has
affinities with the scandal chronicles of Man-
ley and Haywood, since the heroine is for a
time a royal mistress as well as the lover of
rich and powerful men. Roxana is also the
most intensely psychological of all Defoe’s
narratives and represents a realistic recasting
of the amatory novel as the heroine looks
back with horror and remorse on her career
as a rich courtesan (see MEMORY).

RICHARDSON AND FIELDING:
THE RISE OF THE NOVEL

Female protagonists play a crucial role in the
emerging English novel. In the patriarchal
order of eighteenth-century England, a
woman who achieves a measure of indepen-
dence through transgressive experience
such as illicit passion or, as in the case of
Moll Flanders and Roxana, criminal activ-
ity, offers a subversive understanding of
how female identity is constructed by social
forces (see FEMINIST). In dramatizing this
painful process, Defoe’s two novels look
forward to what may be the defining mo-
ment for the establishment of one main
line of the novel in England, Samuel
Richardson’s Pamela (1740).

An EPISTOLARY novel, in which the servant
heroine writes journal-like letters to her
parents about Mr. B’s (her master’s) efforts
to seduce her, Pamela was immensely pop-
ular, recognized as original by many readers.
The novel’s format was a technical innova-
tion—Pamela writing just after moments of
high excitement—that gives the narrative an
immediacy and spontaneity that readers
found compelling. Next to the predictable
formulae and mechanical characterizations
of amatory fiction, Pamela surprises by the
complexity of its teenage narrator’s re-
sponses to sexual danger. Her letters reveal
a combination of attraction to her would-be
seducer and fearful self-preservation of what
she calls her “virtue” (the novel’s subtitle is
“Virtue Rewarded,” since Pamela is even-
tually rewarded with marriage to her
wealthy master). Richardson’s profound in-
novation is to efface himself as narrator, to
imagine a character’s thoughts and feelings
and to allow them free rein, thereby estab-
lishing an area of realistic moral ambiguity
as well as vicarious involvement. Also cru-
cial for Richardson’s importance in the
HISTORY of the novel is the dramatization
of social class. As an “upper servant,” the
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companion to her master’s late mother,
Pamela is intensely literate, a great reader
as well as writer. She is also standing up to
the sexual exploitation of the lower classes
by the gentry. Her master in effect kidnaps
her and tries to rape her and then offers to
make her his mistress, but Pamela resists,
and in the end, in marrying Mr. B, she
reforms him and, by extension, the ruling
class which she now joins.

Not quite everyone was charmed by
Pamela, and the history of the English
novel at mid-century revolves around
Richardson’s champions and those who
found his novel false to human nature as
well as to social stereotypes (whereby female
servants could only be sex objects) and
hypocritical in its sanitizing of amatory
romance. The most significant attacks on
the novel were Henry Fielding’s Shamela
(1740), a short, hilarious parody of Pamela,
and Joseph Andrews (1742), which traces the
adventures of Pamela’s “brother.” Shamela
is simply a shameless hypocrite who feigns
virtuous resistance to her master’s advances
in order to manipulate him into marriage.
Shamela reveals her motives openly in her
letters to her mother, whereas Pamela, as
she writes, discovers her conflicted emo-
tions and struggles to preserve her personal
integrity. For Fielding, human nature is
transparent and recurrent, and his approach
is satirical, out to reveal for comic effect how
individuals rationalize their self-interested
behavior. Joseph Andrews and Fielding’s
masterpiece Tom Jones (1749) provide pan-
oramic views of English life and society,
depicting characters across the social spec-
trum. Fielding’s novels, like his great model,
Cervantes’s Don Quixote, feature a control-
ling narrator who guides readers through a
complicated plot and comments satirically
on the characters as he arranges comic
scenes and draws out social and moral les-
sons. And yet if we consider the plots of
both novels they seem at first to follow the
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loose pattern of picaresque narrative. But
the resolution of Fielding’s novels derives
from romance, since both titular heroes,
Tom Jones and Joseph Andrews, are found-
lings who are revealed in the end to have
upper-class identities that make them wor-
thy of happy and prosperous endings. In
their opposition to the Richardsonian
mode, Fielding’s novels illustrate the diver-
sity of narrative types in the eighteenth
century and the continuing force of tradi-
tional forms and universalizing morality.
In place of Defoe’s and Richardson’s indi-
vidualized narrators who offer, first and
foremost, experience of their subjectivities
within an objective world, Fielding’s novels
stabilize aberrant individuality and align
particular characters with comic types. As
he surveys the various abuses of mid-eigh-
teenth-century English life (e.g., the brutal
ignorance of the rural gentry, the amoral
decadence of the aristocracy, the repressive
laws against poaching, the crime-infested
highways, the incompetence of the judicia-
ry, the exploitation of the lower clergy),
Fielding’s narrator filters this world through
a comic perspective that provides moral
knowledge and universalizing assurance.
Ironic superiority to his characters is
Fielding’s stance, although that confident
sociohistorical representation becomes
deeply problematical in his last novel,
Amelia (1751), where the moral chaos of
contemporary reality seems to overwhelm
narrative confidence so that the moral sym-
metry and universalizing comedy of the
earlier novels goes by the board.

The eighteenth-century literary critic,
Samuel Johnson, suggested that the differ-
ence between Richardson’s and Fielding’s
novels lay in their conception of character:
Fielding’s he called “characters of manners,”
but Richardson’s were “characters of nature,
where a man must dive into the recesses of
the human heart” (J. Boswell, 1901, Life of
Samuel Johnson, ed. A. Glover, 366).What
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Johnson saw is that Richardson’s characters
acquire a dramatic life of their own that
goes beyond social and historical identity
toward what Johnson and other critics of
the time call “nature.” Such psychological
penetration is achieved by the intensity
of his epistolary technique as it licenses
his characters’ obsessive introspection.
Richardson’s approach reached its perfec-
tion in Clarissa, Or, The History of a Young
Lady (1747-48). Unlike its predecessor,
Clarissa was less a popular than a critical
sensation, recognized immediately as a nar-
rative breakthrough and as a morally pro-
found work; even Fielding wrote to his rival
expressing admiration. Written in letters
mainly to and from the central four char-
acters—the heroine, the beautiful daughter
of the wealthy upper-middle-class Harlowe
family; Anna Howe, her friend and confi-
dante; Robert Lovelace, an aristocratic suit-
or and practiced seducer; John Belford, his
friend, fellow rake, and confidant—Clarissa
transforms the amatory novel, achieving not
only those psychological depths that eigh-
teenth-century critics admired but also so-
cial-historical resonances. The heroine is at
the center of a clash between a decadent
aristocracy embodied in Lovelace and his
friends, and a commercial upper bourgeoi-
sie, the Harlowe family, seeking to enter the
gentry, with Clarissa the individual who
tries to preserve her moral integrity caught
in the conflict.

Richardson’s intent was didactic and re-
ligious, to frustrate readers who expected
what he called “a light novel, or transitory
romance,” and to defend, as he said, the
principles of morality and Christianity and
to show the punishments that attend those
who ignore those principles. Clarissa re-
mains linked to amatory fiction in the fan-
tasies that Lovelace, the arch rake and
seducer, projects onto the incomparable
but beleaguered Clarissa. Fascinated by
the beautiful, brilliant, and pious young

woman, repelled by her avaricious family
who seeks to marry her to a suitor who will
further enrich them, Lovelace tricks her
into running away with him, and the rest
of the novel depicts over hundreds of pages
his efforts to seduce her, which end in his
drugging and raping her. She escapes and
the end of the book is her drawn-out de-
cline and death in which she achieves a
saintly apotheosis. Such a plot summary is
misleading in its MELODRAMA, since the book
slowly develops complex psychological and
moral dilemmas, so that, as Richardson
discovered to his dismay, many early read-
ers found his villain, Lovelace, extremely
attractive, and some even wondered if
Clarissa preferred her own will rather too
much. Despite his didactic purposes, the
effect of Richardson’s novel is dramaticin a
radical sense, with characters acquiring
over the course of the novel complex and
ambiguous identities that took even the
author by surprise.

Lovelace is a rake, an experienced seducer
whose conquests end up as prostitutes in the
brothel to which he takes the unsuspecting
Clarissa, and his erotic fantasies about her
are a central feature of his personality. Overt
erotic and even pornographic fiction was,
however, fairly rare. The great exception is
John Cleland’s Memoirs of a Woman of
Pleasure (1748-49), which traces the career
of Fanny Hill, an orphan from Liverpool
who comes to London and turns prostitute.
Cleland gives Fanny an inventive knack for
sexual description, with the sex act and
organs evoked by a variety of descriptive
devices. The male phallus is often an
“engine” or mighty “machine,” and the sex
act is portrayed vividly, in heroic terms. But
despite its elegant pornographic descrip-
tions, Fanny Hill (as the novel is often
called) is a conventional sequence of adven-
tures featuring a young, sympathetic hero-
ine that gives readers a panorama of social
types in various forms of sexual expression
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and features in the end the happy marriage
of Fanny and her first love.

SATIRE AND THE NOVEL OF IDEAS

Next to Fielding’s and Richardson’s inno-
vations during the middle of the eighteenth
century, the novels of the Scottish author,
Tobias Smollett, are more conventional
as specifically British picaresque fictions.
Roderick Random (1748) and Peregrine
Pickle (1751) are close to the French and
Spanish tradition of the genre in their al-
most amoral energy. Featuring an enor-
mous and vivid variety of scene, action, and
character, these novels defy summary. Their
heroes struggle against a range of knaves and
fools, rendered in the broadest caricature;
both novels contain memorable comic char-
acters in a characteristic English “humor”
mode, such as Commodore Hawser Trun-
nion in Peregrine Pickle, whose discourse
and way of life are strictly nautical. Roderick
Random is the better of the two books, as its
Scottish provincial hero has to leave home
and seeks fame and fortune in adventures in
the British navy (based on Smollett’s own
experiences as a naval surgeon) and the
French army, eventually returning to Brit-
ain, where with the help of his colorful
uncle, the sailor Tom Bowling, he finds his
long-lost father in Argentina and ends pros-
perous and happy. Roderick is an attractive
character, unlike Peregrine Pickle, an amor-
al trickster and savage satirist whose story is
formless but brutally amusing. Smollett’s
best novel was his last, published post-
humously in 1771, The Expedition of
Humphry Clinker, which is epistolary in form
but otherwise unconventional. More of a
satire than a novel, it follows the travels of
Matt Bramble, a Welsh squire, and his family
(and several characters who join the trip,
including the titular hero) around the island
of Britain. In the long letters the various
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characters write as they travel any number
of controversies of the day are criticized (e.g.,
the corruptions of urban life as experienced
in London and Bath), and Matt and the
eccentric Scotsman, Lieutenant Lismahago,
dispute the relative merits of a traditional
agrarian or a modern commercial society.
Humphry Clinker is a novel where ideas are
taken seriously and discussed at length. In
this regard, it can be paired with Samuel
Johnson’s oriental tale, Rasselas (1759).
Rasselas is a philosophical tale in which
the eponymous character, one of the princes
of Abyssinia, escapes from the Happy Val-
ley, where the royal progeny are imprisoned
in what the prince finds an unsatisfactory
paradise. Hearing about the outside world
from his tutor, Imlac, Rasselas sets out to
experience it and to make what he calls the
“choice of life.” The book is a series of
philosophical dialogues in which the char-
acters explore various scenes and issues in
the world but find no final answers, and so
at the end they return to the Happy Valley.
Johnson’s tale is short on characterization
and indifferent to social and historical
setting but rich in paradoxical wit and rhe-
torical articulation of opposing ideas.
Rasselas is not a novel, although it was very
popular with eighteenth-century readers. In
Humphry Clinker, on the other hand, Matt,
for all his satiric ferocity, discovers a long-
lost son, the titular hero; his moral devel-
opment in that relationship and others takes
precedence in the end over the social and
moral debates in the book. Matt alters slow-
ly from a satirist into a man of feeling;
his extreme condemnation of the world
softens into acceptance and emotional con-
nection. This subordination of ideas to
character development is a defining feature
of the novel as it emerges in the eighteenth
century. Looking back, we can see that
the primacy of character development is
what strikes readers as novelistic in some
of Defoe’s narratives and that complexity of
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character is what separates, for example,
Richardson’s novels from the amatory fiction
of Haywood, and to some extent Fielding’s
Tom Jones from Smollett’s picaresque romps.

WOMEN NOVELISTS
AND CHARACTERS

The influence of the developmental ap-
proach to character appears vividly in the
two novels in the mode of both Richardson
and Fielding that Haywood produced in
response to shifting tastes, The History of
Miss Betsy Thoughtless (1751) and The His-
tory of Jemmy and Jenny Jessamy (1753),
longer and more thoughtful works than her
amatory fiction and directed by an approach
in which young women become mature
through their experience in the world.
From mid-century and onward, thanks in
large part to the influence of Richardson
and Fielding, the novel becomes moralized,
discarding the racy sexual excitement of
the amatory formula as it treats the diffi-
culties of coming to maturity for young
women in a dangerous world. Haywood’s
Betsy Thoughtless resembles Fielding’s
Tom Jones in that she is slightly flawed,
seeking excitement but retaining (just) her
sexual honor and foolishly rejecting a wor-
thy suitor, Trueworth. Forced into an un-
happy marriage by her brothers, she finds
happiness at the end when her brutal hus-
band conveniently dies, as does Trueworth’s
wife. So, too, Jemmy and Jenny Jessamy
traces the mundane difficulties of a young
couple destined to a marriage delayed by
jealousies and misunderstandings and rival
relationships.

Novels written by women began to dom-
inate the market for fiction in the 1740s and
their numbers increased until the mid-
1780s. These novels follow a young woman’s
entrance into the world where marriage is
her only suitable fate and the feminine ideal

that she is expected to live up to is a passivity
and chastity that bring moral elevation but
can also involve intense suffering. The most
extraordinary of these characters is Arabella,
the heroine of Charlotte Lennox’s The
Female Quixote (1752). Like Cervantes’s
hero, she lives in an imaginary world con-
structed from her reading of seventeenth-
century French romances. But Arabella,
again like Quixote, is intelligent and per-
ceptive within her romantic visions, and she
acquires by them an independent identity.
Lennox’s novel implicitly evaluates her fan-
tasies as exaggerated versions of the privi-
leges granted to rich young women as ob-
jects of male desire. In the end, Arabella is
disabused of her fantasies by a wise male
doctor and turned away from romantic
fantasy to marriage with her suitor.

Romantic love such as the female novel
depicts holds out the possibility of free
choice, and the novel of women’s experience
in the eighteenth century explores the
chances of that freedom within the iron
necessities of biology and patriarchal soci-
ety. Often enough in this fiction, however,
those necessities cancel female freedom, and
suffering on a heroic scale is the result.
Frances Sheridan’s Memoirs of Miss Sidney
Biddulph (1761) is the most extreme exam-
ple of this rule. Married through parental
pressure to a man she does not love after
rejecting one she does on the strength of a
false story, the heroine endures her hus-
band’s adultery and subsequent bankruptcy
as well as the discovery that the story about
her former suitor is false. Even after her
husband dies and her former lover renews
his suit, she rejects him again, victimized
through all this by the machinations of two
sexually aggressive female rivals. Sheridan’s
novel features unrelenting female misery
and suffering. As such it offers the pleasures
of sentimental identification, like Clarissa
but without that novel’s formal and moral
complexities.
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Frances Burney’s Evelina (1778) brings
together the novel of female suffering and
the comic and satiric energies of Fielding
and Smollett. The child of a seduced and
abandoned woman, the heroine is allowed
by her guardian to visit friends and her
French grandmother in London. In a jour-
nal-like account of her experiences, she
manages to be passive and modest but also
satirically sharp in rendering the manners,
aristocratic and lower-middle-class, of that
world. Various dangers, including a preda-
tory aristocratic seducer, menace Evelina,
but in the end thanks to her beauty and
steadfast virtue she marries the perfect no-
bleman, Lord Orville, and her father ac-
knowledges his paternity when he finally
meets her and is overwhelmed by her re-
semblance to her dead mother. Evelina is
both sentimental and satiric, a rare and
winning combination. Burney’s two subse-
quent novels, Cecilia (1782) and Camilla
(1796), suffer from melodramatic excess,
although the former features a rich and
satirical panorama of characters and scenes
from upper-class life.

STERNE AND THE NOVEL

Laurence Sterne’s The Life and Opinions of
Tristram Shandy (1759—67) is, arguably, the
most original eighteenth-century English
novel, and as it appeared several volumes
at a time in the 1760s it was a great success.
Sterne followed it with a short novel, A
Sentimental Journey through France and Italy
(1768), which narrates the travels of Parson
Yorick, a character who dies in the first
volume of Tristram Shandy. As its title
announces, A Sentimental Journey is a sen-
timental novel and may be said to initiate
certain key features of the mode. A series of
impressionistic sketches from Yorick’s tra-
vels, it flouts the fullness of the representa-
tional ambitions of the emerging novel as
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Yorick ignores the larger social-historical
context and instead lingers on his particu-
lar whims, impressions, embarrassments,
chance encounters, and flirtations, with
some scenes provoking sentimental and
comic reactions, and some verging on the
erotic. There is nothing like a plot in
these episodes, and in dwelling on his own
reactions Yorick articulates the novel’s pri-
mary interest in the individual self. At the
same time, however, Yorick is aware of his
own excessive self-absorption, and his sen-
timental experiences have comic resonances
that undercut the sentimentality and reveal
a selfish and absurd side to Sterne’s traveler.

Tristram Shandy is in many ways also a
sentimental novel; in many others like A
Sentimental Journey it is a satire of sentiment
and also a comic parody of the explanatory
ambitions of the novel. Tristram Shandy’s
autobiographical narrator declares at the
outset that he will seek to understand himself
by tracing his life from the moment of his
conception, but that requires presenting the
history of his immediate family and
the circumstances of his birth (see BILDUNGS-
ROMAN). So the opening volumes of the book
concern his father, Walter, and his uncle
Toby, in the last days of Mrs. Shandy’s
pregnancy. Both these men are English hu-
mor characters, defined by their zany “hobby
horses,” Walter a retired merchant with
elaborate and crackpot theories about every-
thing, including the importance of names for
children, and Toby a retired army captain
obsessed after his wounding at the battle of
Namur in 1695 with the science of fortifica-
tions and with constructing on his bowling
green in miniature the progress of the wars in
the Low Countries in the early eighteenth
century. Since his father and uncle are crucial
parts of his “life and opinions,” Tristram
takes hundreds of pages to arrive at the
moment of his birth, and in fact his project
of self-understanding is comically inter-
rupted and digressive. And yet Tristram does
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succeed in expressing himself, and he comes
alive on the page. Like his father and uncle,
his subjectivity exists by virtue of his
impossible project of understanding every-
thing about himself. Tristram’s failures at
self-understanding, along with the silly the-
ories of his father and uncle, make them
objects of satire but also of sympathy. Tris-
tram Shandy marks a subversive reductio ad
absurdum of the British eighteenth-century
novel in which the sociohistorical world it
has sought in different ways to understand
and to represent is exchanged for personal
and eccentric self-expression.

SENTIMENTAL NOVELS

Frances Burney’s Cecilia (1782) is a sprawl-
ing examination of English society that
anticipates in its breadth of satirical denun-
ciation the novels of Charles Dickens.
Written in a more philosophical style than
Evelina, with a moralizing narrator rather
like Johnson’s in Rasselas, Cecilia is the story
of a rich heiress who hopes to use her
wealth to do good and to choose a moral
life, but instead she finds a society where her
philanthropy is useless in the face of sys-
temic corruption. The book quickly turns
into a novel of female suffering, as Cecilia
Beverley is driven to actual madness and
poverty after she marries the man she loves
and violates the terms of her inheritance.
The suffering woman in later eighteenth-
century fiction, who seeks like Clarissa and
Cecilia to choose her life and to achieve
moral integrity, is often enough seduced,
raped, abandoned, and abused. Cecilia’s sad
end records in melodramatic fashion the
vicious circle novels often reveal whereby
free individuals turn out to be the product
of social forces that they cannot control.
On the other hand, the suffering young
woman is an object of pleasurable pity as
she serves to arouse sentimental compassion.

The sentimental novel or the novel of
sensibility, which includes to some extent
many of the novels of women’s suffering,
flourishes from the mid-eighteenth century
on, reflecting perhaps a compensation for
the negative revelations about modern so-
ciety and sociability that the novel comes to
represent.

The hero of Sarah Fielding’s David
Simple (1744), for example, seeks a “real
friend,” but all he finds is self-interested
betrayal in his fellow men. David resists
becoming absorbed into this world, and
eventually he rescues his long-lost brother
and sister from dire poverty. Together with
their spouses, they form a “little family of
love,” but in Fielding’s sequel, Volume the
Last (1753), after a series of ruinous events
all the family dies, with David a Job-like
figure at the end on his own deathbed.
The antidote Fielding’s novel proposes to
a social order lacking in compassion or
sociability is the compensatory fantasy
of a suffering and uncomplaining hero.
Other sentimental novels imagine similar
paragons of philanthropy, such as Samuel
Richardson’s  Sir  Charles  Grandison
(1753-54), whose hero is prodigiously and
perfectly virtuous and also himself a man of
deep feeling whose eyes well up at the sight
of injustice, just as his virtuous actions
bring tears of joy to the other characters.
More human and imperfect than Sir
Charles is the narrator hero of Oliver
Goldsmith’s The Vicar of Wakefield (1766),
Parson Primrose, who partly through his
vanity and pride loses all he has at the hands
of financial misfortune and of various
swindlers and seducers of his daughters.
Goldsmith’s tale, however, is a moral fable
rather than a novel, an eighteenth-century
version of the Job story, with Primrose
redeemed from poverty and prison (where
he preaches to and reforms the inmates) by
coming to his moral senses and through the
good offices of an eccentric nobleman in
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disguise, Sir William Thornhill, who in the
happy ending marries one of Primrose’s
daughters.

The purest instance of the sentimental
novel is Henry Mackenzie’s The Man of
Feeling (1771), vignettes from the life of the
late Harley, culled from a fragmentary man-
uscript autobiography he left behind. In
place of the representational fullness that
the novels of Fielding and Richardson spe-
cialize in, Mackenzie’s book focuses on
moments of intense emotions cut off from
any coherent plot, an implicit admission
that novels cannot deal effectively with so-
cial and moral problems but only focus on
subjective emotions. And Harley himself is
mostly silent or in tears, unable to speak
as he encounters objects of pity. One
might also argue that the people Harley
encounters—for two examples, a prostitute
he meets in London, betrayed and aban-
doned by her lover, and an old soldier, his
former neighbor, returned from India,
where he was court-martialed for refusing
to cooperate in the oppression of the na-
tives—signify Mackenzie’s dramatization of
the failure of the eighteenth-century English
novel’s didactic project to meliorate social
injustice.

SEE ALSO: Comedy/Tragedy, Decorum/
Verisimilitude, Genre Theory, Historical
Novel, Psychological Novel.
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British Isles (19th
Century)

NICHOLAS DAMES

The nineteenth century was undoubtedly
the era of the British novel’s most famous
authors, names that still function as touch-
stones in the history of fiction: Jane Austen,
Walter Scott, Charles Dickens, George Eliot,
and Thomas Hardy, to name only a few. It
was an era that saw two broad developments
that, while often contradictory in effect,
were nonetheless subtly related. First, the
rapid expansion of the production of novels,
facilitated by technological advances in
printing and distribution, and by increasing
literacy (see PUBLISHING). Second, the fitful
but rapid ascent of the novel’s cultural
stature from popular entertainment to ma-
jor art form. When Victorian observers were
tempted to take a broad view of the cen-
tury’s developments in fiction they tended
to notice both changes. In 1859 David
Masson noted that it was no longer possible
for a critic to read the entire corpus of
contemporary novels, estimating around
7,000 novels published in the previous forty
years. Despite, or because of, this deluge of
fiction, Masson’s book was a proclamation
of the aesthetic prestige of the modern
novel. By the end of the century it was less
possible to mingle admiration for the novel’s
spread with praise of its aesthetic excellence,
but the nineteenth century is nonetheless
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remarkable for its ability to hold both mea-
surable popularity and aesthetic value in
tension. The result was a unique cultural
consensus shared enough to be a Victorian
truism: that the novel was the best and most
representative literary form of the time.
That cultural consensus was mirrored in
the equally notable topical and technical
similarity of most Victorian novels, which
might be called a formal consensus. To a
greater degree than the formally inventive
fiction of the previous century—and, of
course, than the experimental fiction of
the twentieth century—nineteenth-century
British fiction was stable in its manner, its
technical resources, its thematic material,
even its range of character types. REALISM, of
an elastic but nonetheless recognizable kind,
was the default mode of fiction in the cen-
tury—recognizable characters (of a broad
middle class, usually), familiar spaces (with-
in Britain, particularly southern England), a
plain style not devoid of humor but gener-
ally unostentatious, and a political stance
that was neither revolutionary nor angrily
conservative. To later observers this broad
formal consensus would seem restrictive
enough to be an amusing stereotype; look-
ing back at Victorian fiction in the calam-
itous year of 1929, Ford Madox Ford mock-
ingly referred to its manner as “the English
Nuvvle” (1929, The English Novel, 111). The
unfairness of tendentious attacks like these
by modernist writers—who were emanci-
pated from many Victorian social strictures
but had as a result lost a mass audience—
should not blind us to the fact that the short-
lived but fertile consensus of Victorian fic-
tion was an effort to fit narrative art within
the dynamics of a liberal, increasingly dem-
ocratic society (see MODERNISM). The Vic-
torian novel was an art that would be both
limited and generous, both popular and
of independent aesthetic value, both enter-
taining and instructive—in short, an art that
could largely speak of and to a whole society.

Elizabeth Ermarth has termed it an art of
consensus. The successes and failures of
nineteenth-century fiction to imagine and
address this whole society are a crucial part
of the HISTORY of the novel.

THE MATERIAL TEXTS

Despite the shared range of form and the-
matics, the physical appearance of the nine-
teenth-century novel was surprisingly var-
ied. The novel was much less a recognizable
“thing” than it is today. It existed in a
bewildering variety of formats, and was
rarely identical with a single “book.” While
it has been common for scholars to stress
one particular publication format as the
essential format for nineteenth-century fic-
tion, too many competing and overlapping
formats existed to consider any one the
root, or basic, version. At one end of the
spectrum, representing the more ephemeral
and cheap versions, there was the Victorian
serial number: novels published in weekly
or, more frequently, monthly installments,
each number encased in paper wrappers
and spanning forty or so pages of text and
illustration (see seriALIZATION). The practice
took hold in Britain with the stunning suc-
cess of Dickens’s The Posthumous Papers
of the Pickwick Club (1836-37), which
started as a series of sketches on sport and
then emerged into a novel with a stable cast
of comic characters. For roughly the next
thirty years British fiction was often issued
serially, including such notable novels as
William Makepeace Thackeray’s Vanity Fair
(1847-48). The connection between serial
fiction and the larger world of periodical
publication, from newspapers to journals,
was strong and varied in shape. Bradbury
and Evans, the publisher of Vanity Fair,
was also the firm issuing Punch, the popular
humor magazine; the serial numbers
of Thackeray’s novel claimed on their
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frontispiece that they were “published at the
Punch office.” Elsewhere the connection was
more explicit: a range of weekly and monthly
periodicals, such as the monthly Cornhill
Magazine, or the weeklies Household Words
and All the Year Round, regularly included
installments of new fiction in their issues and
often had noted novelists (Thackeray at the
Cornbhill, Dickens at the latter two weeklies)
as editors or proprietors. The Cornhill, per-
haps the major literary organ of the 1860s
and 1870s, serialized Anthony Trollope’s
Framley Parsonage (1860-61), Elizabeth
Gaskell’s Wives and Daughters (1864-66),
and Hardy’s Far From the Madding Crowd
(1874). As Laurel Brake, among other scho-
lars of book history, has demonstrated, the
nineteenth-century novel, particularly the
mid-Victorian novel, existed in an intimate
relationship with the full range of paraliterary
and nonliterary periodicals.

Serial publication was, in economic
terms, a response to the artificially high
price of books in the nineteenth century. It
allowed middle-class readers to satisfy their
taste for wide, often indiscriminate reading
of fiction. This kind of reading practice has
come to be known as “extensive” reading,
the casual consumption of numerous texts,
as opposed to “intensive” reading, or the
careful, devoted consumption of a small set
of texts such as scripture. While extensive
reading increasingly became a matter of
concern among some social commentators,
the publishing market devised multiple
means to enable its spread.

Aside from serial publication, the other
signal Victorian distribution method was
the circulating library (see LIBRARIES). Large
chains such as Mudie’s or W. H. Smith’s
maintained large collections of fiction in
English and allowed subscribers, at the rea-
sonable price of one guinea (one pound and
one shilling) a year, to take out a volume at a
time. The popularity of the subscription
library—the fact that renting rather than
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buying fiction was a cultural norm for much
of the century—allowed British publishers
to maintain an artificially high price for
their favored format, the three-volume nov-
el or the “three-decker,” which the libraries
could afford to pay. As a result, novelists in
the second half of the nineteenth century
often wrote for the three-volume form: 900
pages of text in three 300-page volumes, or
between 150,000 and 200,000 words total.

If the aesthetic result of serial publica-
tion was a freedom to experiment with
elongated plot structures and recurring
clifthangers, the three-volume format
caused the unusual length and amplitude
of British fiction. The famous complaint
of George Gissing in New Grub Street
(1891)—that the three-decker was an ex-
ercise in tedium, made possible by the use
of large margins, frequent and unnecessary
dialogue, and tiresome descriptions of
locale—became commonplace as the cen-
tury progressed. Another result was that
circulating libraries could act as de facto
censors, refusing to buy novels whose mo-
rality was suspect (see CENSORsHIP). Novels
by Hardy and George Moore, for instance,
were either revised or entirely suppressed
because of the reluctance of Mudie’s to buy
them. Until the 1890s, however, the three-
decker seemed eternal. Efforts by publish-
ers to offer novels in one volume were met
with skepticism by a public used to
consider single volumes as the format
for cheap, badly designed reproductions of
popular fiction and unused to the idea of
purchasing novels in large quantities.

The serial numbers, magazine install-
ments, and volumes that made up the
nineteenth-century novel were composite
items. Illustration was frequent, and well-
known illustrators such as George Cruik-
shank (1792-1878) or John Everett Millais
(1829-1926) were often as much the source
of a novel’s appeal as the text itself (see
ILLUSTRATED). Novels were subdivided texts,
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articulated into separate volumes, separate
numbers, and separate chapters. Page de-
sign could be widely different, from the large
type and generous white spaces of the three-
decker to the cramped, eye-strain-produc-
ing type of a serial number (see TYPOGRAPHY).
Cost varied as well. The same novel could be
available simultaneously in a cheap serial
version, an expensive book version, and an
even cheaper reproduced version. The over-
all lesson of the physicality of nineteenth-
century fiction is that the novel was, vividly,
a collaborative and commercial enterprise, a
commodity designed with a great deal of
flexibility and ingenuity for as wide a swath
as possible of the literate public. It was a
quintessential product of liberal society.

THE AUTHORS

Although varied in many respects, some
useful generalizations can be made about
prominent nineteenth-century novelists.
The most notable aspect of nineteenth-
century British novelists is the large pres-
ence, almost a dominance, of women.
Native and continental observers alike com-
mented on the phenomenon of the British
woman writer. While many notable female
authors hid their gender under a pseudonym,
such as “Currer Bell” (Charlotte Bronté) or
“George Eliot” (Mary Ann Evans), as the
century wore on female authorship was seen
as a norm, if not the norm. A broad middle-
class identity seems to have been another
norm, as the paternal occupations of some
major novelists suggest: naval bureaucrat
(Dickens), estate manager (Eliot), impecu-
nious barrister (Trollope), tailor and out-
fitter (George Meredith), landscape painter
(Wilkie Collins), solicitor and hack writer
(Mary Elizabeth Braddon), Unitarian min-
ister (Gaskell), Anglican rector (Austen),
Anglican curate (the Bronté€ sisters). Often
this class identity was far less stable than

such occupations would suggest. Dickens
and Trollope suffered the results of paternal
irresponsibility and failure and lived much
closer to the lower margin of social respect-
ability than their later circumstances sug-
gested. Thackeray, on the other hand, was
educated among a higher social class than
his family fortune might have indicated,
and for much of his adulthood he was
conscious of an invisible barrier separating
him from the society he nonetheless partial-
ly inhabited. Titles were uncommon addi-
tions to authorial names in the period,
despite the baronetcies granted to Scott
and Edward Bulwer-Lytton and the eventual
elevation to the Earl of Beaconsfield of
Benjamin Disraeli. University education
was by no means the norm among male
authors. More frequent was some deep ex-
perience of social instability or some firmly
rooted ambivalence—a lack of comfort,
a consciousness of difference—about the
social realms they knew.
Nineteenth-century novelists came to
novel-writing by a large variety of psycho-
logical and vocational paths, but their liter-
ary apprenticeships, particularly among
the first wave of Victorian novelists, often
looked similar, since some grounding
in journalistic or occasional writing was
common. The careers of several prominent
novelists began with compilations of
“sketch” writing, the short, ruminative, hu-
morous pieces on daily life that nineteenth-
century newspapers and periodicals de-
manded. Dickens’s Sketches by Boz (1836),
Thackeray’s Book of Snobs (1846—47), and
Eliot’s Scenes of Clerical Life (serialization
1857, pub. 1858) helped launch their
authors’ respective careers, while Gaskell’s
Cranford (1851-53) cemented her reputa-
tion. The model for these sketch collections
remained the popular set of rural sketches
by Mary Russell Mitford, Our Village
(1824-32). As Mitford’s example suggests,
sketches trained writers in discursive prose:
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description, a casual or ofthand manner,
and telling observation (see NARRATIVE
TECHNIQUE). Given that sketches lacked plot,
the element that attracted the reader was
the writer’s style or tone, the distinctiveness
of the authorial voice. The most talented
Victorian novelists were able, through the
sketch, to develop signature voice styles,
which could then be applied to larger can-
vases. The result was that novelists were not
trained to produce plots so much as prose—
yet another factor influencing the amplitude
and length of the period’s novels.
Mitford’s example was instructive in its
theme as well. Our Village was a sketch
collection that, while not wholly fictional,
introduced readers to a manner of life that
seemed fictional: rural Berkshire existence,
drawn with careful detail and an incipient
nostalgia. The sense that Our Village looked
backward, that it was a history of the present
seen from the vantage point of its imminent
disappearance, played a role in forming a
taste for literary depictions of evanescent,
passing social tableaux. It is worth noting
that many of the authors whose works de-
fine Victorian fiction—Gaskell, Thackeray,
Dickens, Trollope, C. Bronté, Eliot—were
not, by birth, “Victorian” at all. They were
born before the major technological and
social changes of the 1830s and 1840s. The
world of their childhood had disappeared
decisively by the time they were publishing
their major novels, a change signaled in
many mid-Victorian narratives by the en-
croachment of the railroad upon sleepy
rural towns. Open nostalgic yearning for
the days of coach travel, the days before
industrialization, or the days of their child-
hood animate many of the major novels of
these writers (see MEMORY). As a result, one
salient peculiarity of Victorian fiction is how
often the setting of the novel antedates the
novel’s publication by thirty or more years.
Dickens’s David Copperfield (1849-50),
Bulwer-Lytton’s My Novel (1850-53), and
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Eliot’s Mill on the Floss (1860) were affec-
tionate portrayals of a vanishing world. The
success of Hardy’s later Wessex novels de-
pended in large part upon his tactile depic-
tions of a rural world caught at the moment
immediately prior to its disappearance.

Starting with sketches, progressing to
long narratives of personal development
set in the recent past, the mid-nineteenth-
century novelist could be accused of being
only an observer, a miner of personal mem-
ories, lacking in imagination, fancy, or phil-
osophical gravitas. The dilemma—how to
transcend the merely personal?—was solved
by the widespread adoption of HISTORICAL
fiction, a genre that almost all major nove-
lists of the period tried at least once. The
model was Scott, acknowledged as the cen-
tury progressed as the progenitor of modern
fiction. Masson’s British Novelists and their
Styles starts with Scott, wiping the historical
slate clean of Samuel Richardson, Henry
Fielding, and Laurence Sterne. Historical
fictions were a transparent attempt to chan-
nel the energies of nostalgia in a more chal-
lenging, more aesthetically august manner,
announcing the author’s arrival as a major
cultural figure, an inheritor of Scott’s mantle,
rather than simply a storyteller. Although
many were acclaimed at the time as the
pinnacle of the novelist’s art, few of these
mid- and late career novels are widely read
today. Thackeray’s Henry Esmond (1852),
Eliot’s Romola (1862—63), Gaskell’s Sylvia’s
Lovers (1863), and Hardy’s The Trumpet-
Major (1880) represent a novelistic ambition
that posterity has had difficulty recognizing,
although each can be understood as an es-
sential element in the career of the nine-
teenth-century novelist.

THE REALIST CONSENSUS

During the initial years of the nineteenth
century, DOMESTIC realism was but one genre
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among a host of competing options. The
Austenian novel of restricted country set-
tings, exploring the interactions between a
handful of families belonging to the quasi-
gentry, was surrounded in the marketplace
by the GoTHIC novel. Ann Radcdliffe’s novels
made terror, ghosts, and the haunted houses
of aristocrats staples of the fictional imagi-
nation well past their publication dates.
Mary Shelley’s Frankenstein (1818) appeared
in the same year as the posthumous publi-
cation of Austen’s Northanger Abbey and
Persuasion. As late as 1820, when Charles
Maturin’s Melmoth the Wanderer appeared,
the Gothic mode was a live possibility.

During the Napoleonic Wars (1803-15),
extremes of political opinion were fought
in fictional form, from the Jacobin or
radical novels of William Godwin and
Flizabeth Inchbald to the conservative,
evangelical novels of Hannah More (see
RELIGION). The heated proto-anarchism of
Godwin’s Things as they are; or, The Ad-
ventures of Caleb Williams (1794) found a
match in More’s priggish Coelebs in Search
of a Wife (1808) or Mary Brunton’s Self-
Control (1811). Scott’s historical novels of
eighteenth-century Jacobite rebellions were
at the forefront of market and critical suc-
cess, and they rode a crest of so-called
“NATIONAL novels,” which took the reader
to the peripheries of the British Isles: Maria
Edgeworth’s Castle Rackrent (1800), Sydney
Morgan’s The Wild Irish Girl (1806), and,
most prominent among them, Scott’s Wa-
verley (1814), The Heart of Midlothian
(1818), and The Bride of Lammermoor
(1819). In the 1820s another crucial sub-
genre, the “silver-fork novel,” presented
detailed, even lavish, descriptions of urban,
dandyish aristocratic life. Catherine Gore
was the acknowledged master of the genre,
but important Victorian novelists began
their careers in the genre, Disraeli with
Vivian Grey (1826) and Bulwer-Lytton with
Pelham (1828).

Put briefly, British fiction from the onset
of war with France to the time of Victoria’s
accession in 1837 was a welter of distinct,
outlandish genres, each with their own set of
acknowledged classics, each exotic in rela-
tion to a middle-class readership, whether in
terms of class (silver-fork fiction), geogra-
phy (the Gothic, national novels), religion
(the Catholic trappings of the Gothic, the
evangelicalism of More and others), or po-
litical viewpoints (Jacobin and anti-Jacobin
fiction). From the late 1830s on, this welter
was replaced by the relatively stable consen-
sus of domestic realism that would domi-
nate British fiction for the next fifty years.
Although British critics and novelists would
continue to describe Scott as their most
important ancestor, in practice the school
of Austen and Mitford had perhaps even
more influence. How and why this occurred
has remained one of the central questions in
the history of British fiction. One answer is
that, as a result of the hardening or self-
stereotyping of these various genres, they
laid themselves open to the kind of paroDY
that was always a part of the toolkit of
Victorian writers. Making fun of Gothic or
silver-fork fiction, in the interests of a com-
mon-sense, disenchanted realism, was a
possibility that lingered long past the active
life of those genres.

A more specific answer would be to look at
the last, and most popular, of these early
nineteenth-century fictional subgenres: the
“Newgate,” or crime novel, named after the
famous prison, and the response to Newgate
fiction by emerging writers of the 1830s
and 1840s (see DETECTIVE). Bulwer-Lytton’s
Eugene Aram (1832) and W. H. Ainsworth’s
Jack Sheppard (1839) were biographies of
dashing, successful, dangerous criminals,
and runaway successes themselves. Jack
Sheppard inspired a stage play, popular
songs, and even, so it was claimed by the
guilty party, the murder of Lord William
Russell, a former Whig MP. The Newgate fad
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was short-lived, but the attacks and revisions
it elicited were more influential. Dickens’s
Oliver Twist (1837-39) and Thackeray’s Ca-
therine (1839—40) were immediate attempts
to mock, or undo, the genre. Thackeray’s
was openly parodic, while Dickens’s was a
careful unmasking of what he felt to be the
essentially immoral appeal of Newgate fic-
tion. In Oliver Twist, an inherently good
young boy is threatened but never corrupted
by a criminal network from which he is
saved by the interventions of decent mid-
dle-class figures. The novel places a cordon
sanitaire between the decrepit world of
London crime—Fagin the Jewish “fence,”
Sikes the brutal thief and pimp—and what is
presented as the ordinary, sane, familial
world of suburban decency. The decency
that saves Oliver is not rooted in the law,
which decisively fails him, or government,
which attempted to starve him. It is essen-
tially private, an affair of individual morals
and individual actions. In contrast to the
salacious appeal of Newgate fiction, Dickens
offers a moral fiction in which a calm,
reasonable, private world triumphs over the
public mess of law and crime.

The victory of private middle-class mo-
rality in Oliver Twist is also a victory of a
certain literary mode, even if the very pop-
ularity of the novel depended on its most
Newgate-like elements, such as Sikes’s brutal
murder of the prostitute Nancy or the trial of
Fagin. That mode was domestic realism. The
heroes and anti-heroes of early nineteenth-
century fiction—Newgate criminals, the
parvenus of silver-fork fiction, the ruthless
aristocrats of Gothic fiction—are decisively
separated in Victorian fiction from the pri-
vate normality they threaten. These are often
memorable figures: Thackeray’s Becky Sharp
(Vanity Fair), C. Bronté’s Rochester (Jane
Eyre, 1847), E. Bronté’s Heathcliff (Wuther-
ing Heights, 1847), Collins’s Count Fosco
(The Woman in White, 1859-60), Trollope’s
Melmotte (The Way We Live Now, 1875)—
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even Bram Stoker’s eponymous Dracula
(1897). They are all unsuited for domestic
life. Nationally or racially Other, by temper-
ament or training too large for the settings
that contain them, they are the force that the
plot of their novel will either eliminate, tame,
or reduce to size in the interests of a literary
mode that has no place for such figures and
no interest in the melodramatic possibilities
they present (see MELODRAMA).

Lest this seem like only a loss, it is useful to
remember what a tremendous gain this also
was, and how the formation of the realist
consensus in the late 1830s and early 1840s
enabled some of the most penetrating and
lasting investigations into psychology and
society known to European, or even world,
literature. The term “PsyCHOLOGICAL novel”
was first used by Eliot, in an 1855 review,
to reflect the sheer talkiness of novels at
that moment, with their concentration on
inner states and intimate relations (“Belles
Lettres,” Westminster Review 64:288). The
label should not mislead us. The psychology
of Victorian fiction is a strongly social one,
oriented toward how selves negotiate the
demands, and even the simple presence, of
others. It is strongly epistemological: its
questions are, how do we know the world,
and how much of it is truly knowable? How
much do we need to know of others in order
to act wisely? And how much do we need to
know of ourselves in order to know others?
This is a psychology of liberal society: a
psychology of the selfin the context of others
who must be managed, negotiated with,
partnered with, thwarted, but most of all
tolerated. The sheer bulk and complexity of
such masterworks as Dickens’s Bleak House
(1852-53) was necessitated by the socially
panoramic scale—from the aristocratic
Dedlocks to the crossing-sweeper Jo—of
such a liberal vision, as well as the effort to
connect such disparate social realms.

The first premise of such an epistemo-
logical psychology is seeing. What do we not
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see, and what should we see? The impor-
tance of vision gave realist fiction both a
formal technique and an ethics. Description
of things normally hidden from view be-
comes a moral duty. In its political form,
description, as in Gaskell’'s Mary Barton
(1848), serves to introduce the presumably
middle-class reader to the horrors of indus-
trial wage-labor and thereby to humanize
individuals whose class difference renders
them politically mute. James Buzard has
termed this impulse “autoethnographic,”
or the Victorian novel’s impulse to map the
unknown spaces of its native land. Gaskell
takes her reader through the cellars of
Manchester to witness the living conditions
of industrialism’s poorest subjects to invite
the necessary outcome of an epistemology
of seeing: sympathy. Sympathy was the pri-
mary ethic of Victorian realism, and the
means used to elicit it were far from the
plotted melodramas of the Gothic or anti-
Jacobin modes. Instead, careful description,
particularly of milieux or environments,
would perform the task of what Gaskell, in
the preface to Mary Barton, called giving
“utterance to the agony which, from time to
time, convulses this dumb people.” Rather
than heroes or anti-heroes, Victorian realism
sought a reader’s identification with its cen-
tral characters and a sympathy which would
bypass the barriers of class or self-interest.
Sympathy, or identification, demanded
careful management, and the strictures of
domestic realism existed in large part to
make such identification possible. The fan-
tastic or supernatural was barred; if present,
it was exposed as a ruse. The TIME frame of
Victorian novels was tailored to the tempo-
rality of human projects, something on the
order of several months to two or three years
was the normative time span of domestic
realism, time in which human plans could be
formed, complicated, and brought to fru-
ition, but not time enough for the difficulties
of biological aging or decay. The prevalence

of this time span was partly created by the
importance of courtship in the period’s fic-
tion, which functioned as an ideal form of
human plan. Unlike the far-flung locales
of the century’s earlier genres, domestic re-
alism was xenophobic in comparison. As
Franco Moretti has demonstrated, Victorian
novels, taking the lead from Austen, retreat
to a Midlands or southern English setting,
except when problematic characters need to
be sent abroad in order to be erased from the
plot (see REGIONAL). Plot recedes in impor-
tance, dispersed into multiple plots, as in
serial fictions, or dissipated by a concentra-
tion on motive rather than action. The
central examples of domestic realism—
Thackeray’s Pendennis (1848-50) and The
Newcomes (1853-55), Trollope’s six-novel
Barsetshire series (1855-67), Margaret
Oliphant’s six-novel Carlingford series
(1863-76)—were long, discursive texts that
concentrated on the nuances of social psy-
chology in familiar English settings.

The artistic pinnacle of domestic realism,
Eliot’s Middlemarch (1871-72), was also in
some sense its undoing. Eliot’s probing of
the conditions of sympathy enabled her to
depict its limits and its failures, be they
psychological self-deceptions or political
inefficacy. Eliot’s characters are generally
well-meaning, in a very basic sense, but their
self-ignorance leads them into inextricable
social complexities. Eliot complicates the
process of knowing that other domestic
novels took for granted. In the sinuous and
elaborate qualifications offered by her nar-
rator, knowing becomes a difficult balanc-
ing act between gauging possibilities based
on insufficient information and dealing
with an excess of information that clouds
judgment. What domestic realism tended
to narrate as a simple matter, such as a
young girl’s desire to marry, becomes in
Eliot a compound of complex ambivalences
mixing social, psychological, and even
physiological determinants. The result is a
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distended narrative, since all actions need
careful, nuanced explanation, and even the
destinies of two individuals in a small
Midlands town, the scientist Tertius Lydgate
and the passionate but thwarted Dorothea
Brooke, require situating in a vast network of
individuals. Realism along these lines seemed
scarcely possible. At the very least it is daunt-
ingly intricate and demanding of both author
andreader. AsHenryJames putitinhisreview
of Middlemarch: “If we write novels so, how
shall we write History?” (1956, The Future of
the Novel, ed. L. Edel, 89).

THE CONSENSUS UNRAVELED

The first signs of the undoing of the realist
consensus appeared as early as 1859, with
All the Year Round’s first installment of
Collins’s The Woman in White. Virtually
overnight a new subgenre, the “sensation
novel,” seized the public imagination and
the publishing industry. Equally successful
versions soon followed, such as Ellen
Wood’s East Lynne (1861) and Braddon’s
Lady Audley’s Secret (1862). The sensation
novel was in many ways tethered to realism;
its settings were no less domestic and, rather
than any supernatural element, they turned
more often to contemporary sciences, par-
ticularly physiology and psychological the-
ories of various kinds. Sensation fiction re-
minded critics of the enduring power of
subgenres and revealed an even wider read-
ing public than had been suspected, a public
for whom the elongated plots and episte-
mological complications of domestic real-
ism was too slow. Collins, for one, had
recognized this demographic shift as early
as 1858 in a Household Words article called
“The Unknown Publicentury.”

The sensation novel fad waned by the
early 1870s, but its lesson endured. Domes-
tic, psychological realism was not the only or
even, perhaps, the optimal fictional mode,
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and a growing reading public, expanded by
the development of national education,
would result in a market fractured yet again
into subgenres and distinct types. In the
years to come this lesson would be borne
out by the difficult, epigrammatic social
comedies of Meredith; popular detective
fiction, as represented by Arthur Conan
Doyle’s Sherlock Holmes stories; novels set
in exotic imperial locales by writers as dif-
ferent in orientation as Rudyard Kipling,
H. Rider Haggard, and Ouida; adventure
stories as crafted by Robert Louis Stevenson.
These and other options made domestic
realism only one possibility among many.
For those who, like Gissing, insisted on
practicing a traditional realism still, the
mode metamorphosed from a questing
epistemology to a stern, despairing, indica-
tive tone that described “the way things are”
at its most forbidding and inalterable.
A further blow was dealt by the sudden
collapse of the three-volume novel in
1894, as a result of the collaborative decision
of circulating libraries to refuse to pay the
inflated price publishers had traditionally
asked for new three-deckers. As the century
ended, British fiction was as fractured and
fractious as it had been at its start. Domestic
realism, the century’s greatest and most
characteristic mode, began to reinvent itself.
That reinvention, however, came at the cost
of its loss of widespread cultural currency.
The psychological novel mutated into the
modernist art novel.

SEE ALSO: Decadent Novel, Gender
Theory, Naturalism, Photography, Reprints.
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Century)

JOHN MARX

In the twentieth century, prose fiction cir-
culated in a highly stratified literary mar-
ketplace. To grapple with “the novel” in this
century, therefore, is to come to grips with
the form’s plurality. Publishers and critics
sorted an ever-greater quantity of novels
into ever-proliferating categories of GENRE
and aesthetic type for an ever-more diverse
readership. Such differentiation was well
underway in the Victorian era, which was
already busily generating reproducible
modes, including the DETECTIVE NOVEL and
the imperial RoMANCE. In the twentieth cen-
tury, however, the production and repro-
duction of genres became subject to new
institutional forces as publishers and peri-
odicals competed and collaborated with
new university programs in literature to
codify, contest, and disseminate literary
tastes (see NOVEL THEORY, 20TH C.). If London
remained the organizational hub for an in-
creasingly global book trade, the British uni-
versity was responsible for formulating and

then exporting a discipline organized around
a canon of English literature. That canon’s
exact parameters were frequently disputed,
however, depending on who was speaking
and from where.

A substantial amount of what London
published and Cambridge privileged was
fiction that promised to explain how cos-
mopolitan institutions including the book
trade were altering language and culture
within Britain and around the world. This
was not the only change that the novel con-
fronted, for new media ranging from film to
the internet threatened to make print fiction
a thing of the past. As it turned out, the
novel’s highly segmented market proved
remarkably resilient. While certain sorts of
novels acquired newly privileged cultural
status thanks to English department curric-
ula, others benefited from the publicity of
international literary competitions including
the headline-grabbing Booker Prize, and still
others thrived thanks to one-click ordering
from online retailers such as Amazon.

THE MODERNIST MARKET
FOR NOVELS

In its very form, Lord Jim (1900) by Joseph
Conrad presents the increasing segmenta-
tion of the literary marketplace. The book’s
first half is a dense study in professional
responsibility and imperial politics. Char-
acter motivation and descriptive language
alike share a “magnificent vagueness,” to
quote the narrator, Marlow, “a glorious
indefiniteness” that readers have learned to
recognize not only as particularly Conra-
dian but also as more generally indicating
the pleasures of modernist textual difficulty
(chap. 11). The novel’s second half promises
starkly contrasting pleasures: it features
pirates in search of buried treasure, a white
man’s love affair with a tropical maiden,
and a heroic stand-off. This is the stuff of
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what Fredric Jameson calls “the various
‘degraded” subgenres into which mass
culture” is carved up (1981, Political Uncon-
scious, 207). Conrad’s fiction binds even as
it differentiates high literary and popular
forms. The Secret Agent (1907), with its story
of anarchists attempting to blow up the
Greenwich Observatory, is as much a mod-
ernist classic as a thriller akin to John
Buchan’s The Thirty-Nine Steps (1915), Eric
Ambler’s Epitaph for a Spy (1938), and John
le Carré’s The Spy Who Came in From the
Cold (1963), all of which proved eminently
adaptable to film (see ADAPTATION). As
Padmini Mongia reminds us, Conrad is
thought of as a British novelist “associated
with the ‘third world™ precisely because he
lends ambiguity to the imperial adventure
tales of the Victorian age (2005, “Between
Men,” in Conrad in the Twenty-First Century,
ed. P. Mallios, et al., 98). As foils or fore-
runners, his novels are a presence in postco-
lonial fictions by writers from Chinua Achebe
to Arundhati Roy. Lord Jim not only signals
the fragmenting of British fiction in the twen-
tieth century, but also its globalization.
Both of these tendencies were surely
aided by turn-of-the-twentieth-century
overhauling of the book business. Publish-
ers turned away from expensive three-
volume “triple-deckers” priced for lending
LIBRARIES in favor of cheaper single-volume
novels priced for individual readers (see
PUBLISHING). Both Peter Keating and Thomas
Strychacz recount how publishers negotiat-
ed this transition and focused on more
neatly specified audiences. The result,
Henry James observes, was a marketplace
“subdivided as a chess-board, with each
little square confessing only to its own kind
of accessibility” (1898, “American Letters,”
in Literary Criticism, ed. L. Edel, 653).
Consuming fiction in this environment is
not only early twentieth-century literature’s
precondition, but also one of its themes.
Jennifer Wicke identifies reflexivity in the
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bookstall scenes of James Joyce’s Ulysses
(1922) and in Virginia Woolf’s Mrs. Dalloway
(1925), whose signature opening des-
cription of a high street in London is a
“prism to point to the multiple strands of
the market” (14).

This market thrived in part because of
Victorian educational reform. According
to Alexis Weedon, the reading public in
England and Wales more than tripled be-
tween 1841 and 1901, and the imperial
audience for fiction grew rapidly too
(2003, Victorian Publishing, 51). Ann Ardis
notes that women writers and readers were
widely perceived as the biggest winners of
mass literacy: “New publishing houses, new
audiences for fiction, new publication for-
mats: all were seen to give women writers . . .
a distinct advantage in the literary market-
place” (43). One result was New Woman
fiction, a turn-of-the-century mode whose
experimental styles and scandalous repre-
sentations of sexually active working wom-
en excited readers and prepared them for the
politics and prose of MoDErNISM. The New
Woman and her novels circulated globally:
novels by authors from the British Isles
such as Sarah Grand’s The Heavenly Twins
(1893), H. G. Wells’s Ann Veronica (1909),
and Dorothy Richardson’s multi-volume
Pilgrimage (1915-38) belong on shelves
alongside fictions by South Asian writers
including  Krupabai  Satthianadhan’s
Kamala (1894), G. Ishvani’s Girl in Bombay
(1947), and works by writers from China
such as Eileen Chang’s novella The Golden
Cangue (1943).

COSMOPOLITAN BRITISH FICTION

The New Woman novel helped establish an
expectation that revised styles of writing
would make visible revised social relations.
Urban tomes such as Woolf’s Mrs. Dalloway
and Joyce’s Ulysses exemplify this rule by
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describing the nitty-gritty of city life in a
manner that focuses attention on literary
technique. Mrs. Dalloway gives one corner
of London a neighborhood feel by inter-
twining observations attributed to multiple
characters. Ulysses anchors its fragmented
narrative in place with references of varying
obscurity to locations within Dublin (see
REGIONAL NOVEL). At the same time, the novel
plugs Dublin into a world of letters by
referring to written works from an engag-
ingly heterogeneous archive. What Ulysses
and Mrs. Dalloway do for the city, Woolf’s
To the Lighthouse (1927) and Joyce’s A
Portrait of the Artist as a Young Man
(1916) do for the self. In Erich Auerbach’s
account of Woolf's “stylistic peculiarity,” To
the Lighthouse synthesizes “intricacies of life,”
manifests “the dreamlike wealth of a process of
consciousness,” and so completely dethrones
“exterior events” that their only remaining
service is “to release and interpret inner
events” (1953, Mimesis, 537-38).

Emphasis on inner lives is not necessarily
incommensurate with innovative depiction
of the larger world. Jameson shows how
E. M. Forster’s Howards End (1910) employs
synecdoche to situate its renovation of
the self in an expansively global setting
(1990, “Modernism and Imperialism,” in
Nationalism, Colonialism and Literature).
One character’s musing about the Great
North Road calls up a network of road-
ways whose links to London and the world
of commerce are “suggestive of infinity”
(chap. 3). Experiment in synecdochic de-
piction and narrative focalization enabled
such diversely set novels as Forster’s A
Passage to India (1924), Jean Rhys’s Voyage
in the Dark (1934), and Frederick Rolfe’s
The Desire and Pursuit of the Whole (1934) to
turn a provincial South Asian city, a trans-
atlantic crossing, and Venice’s waterways
into milieus equally well-suited for repre-
senting consciousness and invoking global
connectivity (see NARRATIVE TECHNIQUE).

The diversity of setting that marked early
twentieth-century fiction was itself a sign
of the times: the British novel was in thrall
to the cosmopolitan. Novels documented
the amplification of commercial tendencies
from the nineteenth century, including a
heightened interconnection among various
parts of the British Empire and beyond, as
well as increased traffic in imported goods
and ideas that affected life in even the most
rural of regions. Such incursions took many
forms, from the importation of American
techniques of scientific management in
the Midlands industrial town of D. H.
Lawrence’s Women in Love (1920) to the
eclecticism of the country estate with its
Egyptian obelisk and fountain uprooted
from “a piazza of southern Italy” of Evelyn
Waugh’s  Brideshead Revisited (1945,
chap. 4).

Paradoxical though it may sound, em-
phasizing the cosmopolitan was British
fiction’s way of defining locality. When
novels attempted, as Jed Esty puts it, to
recover “an old insular culture from within
the bloated, multicultural empire,” they
confirmed how significantly that empire
was reshaping national, REGIONAL, and local
ways of life around the world (9). Nostalgia
for the native was but the flip side of affec-
tion for the exotic. Early twentieth-century
fiction habituated its readers to the discov-
ery of discordant alien stuff in every sort of
locale. Fiction was especially invested in
revealing the linguistic traces of imperial
traffic. Ulysses depicts the city of Dublin as
defined by commerce with Scotland, Eng-
land, Europe, and the larger world, which
the novel evokes in the disparate languages
that compose its “Oxen of the Sun” chapter
(chap. 14). This chapter incorporates every-
thing from Anglo-Saxon to what Joyce
described as “a frightful jumble of pidgin
English,” as it leads readers through a poly-
vocal assemblage of almost, but not quite,
English sentences, testimony to lexical
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cross-pollination altering English language
and literature not only in Ireland but every-
where else in the age of empire (qtd. in D.
Gifford and R. J. Seidman, 1988, “Ulysses”
Annotated, 441; see LINGUISTICS).

LITERARY NETWORKING

Ifempire provided raw material for novelistic
contemplation of cosmopolitanism, it also
engendered new mobility for writers, readers,
and their work. This in turn invigorated what
Raymond Williams calls “communities of
the medium” in universities and cities world-
wide (1989, Politics of Modernism, 45).
The Bloomsbury Group, which spun out of
Cambridge but settled in London, epito-
mized such a collective. The group included
both Woolf and Forster and supplemented
its Anglo membership with South Asian
and West Indian affiliates. Networks also
formed in London and Paris around editors
and artists such as Wyndham Lewis and Ford
Madox Ford. Lewis edited the short-lived but
influential magazines Blast (1914-15) and
The Enemy (1927-29), while writing novels
that included Tarr (1918) and the satire of
literary hobnobbing The Apes of God (1930).
Ford edited the equally influential English
Review (1908-1909) and The Transatlantic
Review (1924-25), in which a host of familiar
modernists found publication, while his own
literary reputation hangs largely on The Good
Soldier (1915) and Parade’s End (1924-28).
The map in the preface to Shari Benstock’s
Women of the Left Bank reveals at a glance
how Paris became a hotspot for English-
language writers in the interwar period
(xii—xiii). As Lawrence Rainey shows, net-
working among these groups emphasized
business as well as art, incorporating “strands
of patronage, consumption, collecting, and
speculation,” an “intricately interwoven”
fabric ofliterary investment, production, and
circulation (65).
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The appearance of novels by West Indian
migrants, including C. L. R. James’s Minty
Alley (1936), presaged the wider integration
of British literary circles. C. L. Innes ob-
serves that the “1930s and 1940s saw an
increasing presence in the major British
cities, and especially London, of intellectuals
from the colonies, and many of them played
a key part in British intellectual and cultural
life” (179). Association rarely meant assim-
ilation. Susheila Nasta observes that Mulk
Raj Anand was enough of an outsider to
Bloomsbury that Untouchable (1935) was
read by some as commentary on the iso-
lation of an Indian intellectual living in
London (30). It bears pointing out, howev-
er, that an outsider’s stance was precisely
what white British modernists themselves
aspired to provide. When Forster praised
Anand as “an Indian who observed from the
outside,” he described a stance that mir-
rored his own in A Passage to India (Preface,
Untouchable, vi). Moreover, from the per-
spective of a publisher’s accountant, there
might have appeared little difference among
the now celebrated modernist classics and
such books as the Indian novelist R. K.
Narayan’s Swami and Friends (1935), which
received warm reviews but seemed unlikely
to sell better in Britain than the likes of the
equally well-regarded Anglo-Irish novelist
Elizabeth Bowen’s The House in Paris, which
appeared the same year. Furthermore, when
Anand’s Two Leaves and a Bud (1937) was
banned for obscenity in its portrayal of a
British official who kills a tea-plantation
worker and attempts to rape his daughter,
it joined a long list of censored modernist
tomes that includes Ulysses and Women in
Love (see ceENsORrsHIP). To make such com-
parisons is not to argue that the unique
potential of South Asian fiction was lost on
publishers such as Stanley Unwin and edi-
tors like Aubrey Menon, who eyed a bilin-
gual Indian as well as domestic British mar-
ket. Ruvani Ranasinha recounts Raja Rao’s
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debate with his publisher over which pref-
ace-writer would better boost Asian sales of
his novel Kanthapura (1938), E. M. Forster
or the Oxford University philosopher
Sarvepalli Radhakrishnan (1888-1975; 26).

Developments in the global novel trade
depended upon technological advances that
were also grist for the mill of fictional repre-
sentation. Stephen Kern observes that the
“telephone, wireless telegraph, X-ray, cine-
ma, bicycle, automobile, and airplane” all
came into general use during the early dec-
ades of the twentieth century (1). Their
appearance facilitated the breaking down
of barriers “horizontally across the face of
the land and vertically across social strata”
(316). Novels presented technological
change as altering the lived experience of
TIME and spack. Although it has been con-
ventional to understand such change as cre-
ating a sense of crisis, David Trotter argues
that novels by the likes of Joyce, Lawrence,
Lewis, Wells, and Woolf actually tended to
consider technological innovations like the
cinema with curiosity: “apprehensive, per-
haps, and often scornful, but also convinced
that the camera’s-eye view” might be appro-
priated as a novelistic device (2007, Cinema
and Modernism, 10; see PHOTOGRAPHY).

THE NOVEL IN THE “ENGLISH
SCHOOL”

The novel’s relationship with the mass me-
dia evolved as the novel was elevated into an
object of university study. Few figures de-
serve greater credit for facilitating its rise
than F. R. Leavis, whose The Great Tradition
(1948) established a preliminary canon run-
ning from George Eliot to Joseph Conrad.
As numerous commentators have observed,
Conrad the Polish immigrant is joined in
Leavis’s tradition by the American Henry
James, a paradoxical formulation that made
Leavis’s model of English literature highly

flexible. Leavis treats the novel as a universal
medium that could nevertheless become
rooted to local particularity. As Francis
Mulhern puts it, Leavis treats novelists such
as James and Conrad as successful in craft-
ing a recognizably English, i.e., British, id-
iom and literature because they relieve
themselves of “circumstantial [i.e., not
British] beginnings” (260). Even as Leavis
emphasized imports, Simon Gikandi shows
that his model became exportable: “Debates
about literature in Africa throughout the
1960s and 1970s were . .. attempts to show
that African literature in English could make
the same exclusive claims that F. R. Leavis
had made for English literature in England”
(649).

At Cambridge’s Downing College, Leavis
lobbied on behalf of literature among the
disciplines. In “A Sketch for an “English
School”” (1943), he argues that English
literature “trains, in a way no other disci-
pline can, intelligence and sensibility
together” (34). This argument was symp-
tomatic of a drive to present English as “the
humane discipline, the modern substitute
for philosophy and theology,” notes the
historian Harold Perkin (1989, Rise of Pro-
fessional Society, 395). It is “perhaps the best
example,” he continues, of a field that suc-
cessfully professionalized work on “subject
matter [previously] accessible to the laity”
(395-96). Although their work was obvi-
ously crucial to this process, novelists them-
selves were unevenly professionalized. They
relied on campaigns like Conrad’s extended
efforts to persuade editors, agents, and
critics to treat his labor as expert in trans-
forming adventure plots into art. Conrad’s
attempt may appear less eccentric if we
remember that many of the disciplines we
now recognize as such were only just begin-
ning to form. Ethnographers like Bronislaw
Malinowski (1884—1942), now widely cred-
ited as a founder of British ANTHROPOLOGY,
needed to do as much persuading as any
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novelist to earn recognition for his special-
ized method of study and writing. Louis
Menand argues, further, that radical differ-
ences in techniques for securing disciplinary
distinction ought not keep us from recog-
nizing a certain commonality among even
the most antipathetic of experts: “the man-
ner in which the modern artist tried to keep
his ideological distance from the business-
man, to guard the autonomy of his work,
was also one of the ways in which the artist
and the businessman were both, in spite of
their self-conceptions, bound together”
(1987, Discovering Modernism, 100—-101).

LITERARY LONDON AFTER WWII

Substantial geopolitical and economic
changes in the 1940s and 1950s set the stage
for allegiances among new migrants and
old modernists in the reconstruction of
London’s cosmopolitan literary scene after
WWIIL Austerity measures were severe.
Bread was rationed, though it had not been
during the war itself, and paper was rationed
through 1948. The governmental bureau-
cracy was transformed as the welfare state
emerged. The 1947 independence of India
and Pakistan combined with the Suez Crisis
0f 1956 to confirm the end of Britain’s status
as a singular world power. And the SS
Empire Windrush’s docking at Tilbury on
22 June 1948 with hundreds of Jamaican
immigrants on board signaled a new era
in the long history of immigration to
Britain. Such was the backdrop for the
collaboration described by Peter Kalliney,
as “members of London’s interwar modern-
ist scene—including T. S. Eliot, Stephen
Spender, Roy Fuller, Louis MacNeice, and
John Lehmann—took an active interest
in Caribbean literature. Just as important,
Caribbean writers reciprocated by accepting
this patronage and developing modernist
techniques in new directions” (91). At the
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same time as newly emigrated novelists from
the once and former colonies found the
support of modernist patrons, some also
found an institutional home at the British
Broadcasting Corporation. V. S. Naipaul,
whose A House for Mr. Biswas appeared in
1961, oversaw the BBC’s literary review
Caribbean Voices, which brought attention
to such works as George Lamming’s The
Emigrants (1954) and Samuel Selvon’s
The Lonely Londoners (1956). G. V. Desani,
the Indian author of All About H. Hatterr
(1948), worked for the BBC as well, much
to the chagrin of Anthony Burgess, who
bemoaned the fact that Desani and Ireland’s
Flann O’Brien, author of At Swim-Two-
Birds (1939), had to subsidize their experi-
mental prose with journalistic labor (see
JOURNALISM).

All About H. Hatterr indicated anew the
extent to which the British book market was
defined by its niches. Desani’s novel sold
well in the British Isles, but as a “coterie
pleasure,” Burgess noted, “being taken very
seriously indeed by the brighter academic
critics” (1970, All About H. Hatterr, 9-11).
Those same critics took seriously a range of
now canonical mid-century fictions such as
Malcolm Lowry’s love triangle and political
allegory Under the Volcano (1947), William
Golding’s desert-island tale of savage
schoolboys Lord of the Flies (1954), Samuel
Beckett’s rebarbative modernist trilogy
Molloy, Malone Dies, and The Unnamable
(1951-53), as well as Burgess’s dystopian A
Clockwork Orange (1962). Anthony Powell’s
A Dance to the Music of Time (1951-75)
takes on the challenge of narrating the his-
tory of the generation that came of age in the
1920s by tracing changing associations
among a group of friends and relations over
the course of twelve volumes.

In the same era, second-wave feminism
heralded novels whose visibility rivaled
those of the fin-de-siecle New Woman
novels (see rEMINIST). These included such
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formally and thematically disparate works
as Doris Lessing’s influential presentation of
personal and political collapse, The Golden
Notebook (1962), Angela Carter’s first in
a series of wildly experimental novels,
Shadow Dance (1966), and Jean Rhys’s Wide
Sargasso Sea (1966), with its narration of a
colonial back story to Charlotte Bronté’s
Jane Eyre (1847). Kingsley Amis and the
writers known as the Angry Young Men
carried the flag for an antagonistically mus-
cular English rReaLISM opposed equally to the
formal experimentation of modernism and
to an effeminate sensibility they associated
with the Leavisite approach to literary study.
Detective novels by Agatha Christie and
Ngaio Marsh continued to appear steadily
into the 1960s, although their most cele-
brated books may have been behind them.
Spy and suspense fiction acquired new life in
the Cold War (ca. 1945-91), with the ap-
pearance of James Bond in Ian Fleming’s
Casino Royale (1953) and the upmarket fare
of Graham Greene’s The Heart of the Matter
(1948) and The Third Man (1949). In the
realm of fantasy, meanwhile, J. R. R. Tolkien
followed up his 1937 The Hobbit with The
Lord of the Rings (1954-55).

THE DECOLONIZATION OF
BRITISH FICTION

The centripetal force London exerted on
writers, publishers, and critics was balanced
and arguably overwhelmed by centrifugal
tendencies that exacerbated the novel’s ge-
neric as well as geographic fragmentation.
Paradoxically, by the end of the century this
made it increasingly difficult to understand
“The British Isles,” as naming a unity even as
“British fiction” remained a relevant cate-
gory. The breakup of British fiction was
funded in part by the Arts Council of Great
Britain, which, true to the precedent of
Leavisite education, was committed in its

very “structure . .. to supporting the diver-
sity of regional culture,” Morag Shiach
points out (2004, “Nation, Region, Place,”
in Cambridge History of Twentieth-Century
English Literature, ed. L. Marcus and P.
Nicholls, 530). The critical connection be-
tween culture and fiction was provided by
Ned Thomas’s The Welsh Extremist (1971),
Francis Russell Hart’s The Scottish Novel
(1978), and Robert Crawford’s Devolving
English Literature (1992). Readers were pre-
sented with a tradition that, in Scottish
fiction, includes Compton Mackenzie’s
popular tale of a ship full of alcoholic liquor
wrecked off the Outer Hebrides, Whisky
Galore (1947), Muriel Spark’s novel of men-
toring and betrayal, The Prime of Miss Jean
Brodie (1961), as well as late century con-
tributions including Alasdair Gray’s simul-
taneously bleak and fantastical Lanark
(1981); Irvine Welsh’s Trainspotting
(1993), with its jubilantly demotic rendering
of the junkie lifestyle; and James Kelman’s
Booker Prize winner How Late it Was, How
Late (1994), a story of state administration,
bureaucratic complexity, and police brutal-
ity in the highly stylized vernacular of its
newly blind protagonist Sammy. Welsh no-
vels in the second half of the century include
Raymond Williams’s HISTORICAL NOVEL Bor-
der Country (1960); Alun Richards’s Home
to an Empty House (1973), the story of a
troubled marriage; and Stevie Davis’s World
War II drama The Element of Water (2001).
Among these Trainspotting and How Late
stand out not only for thematizing the
London/region dynamic but also for
marginalizing “standard” English in their
language (see DIALECT).

The elaboration of parallel traditions of
English-language fiction within Britain
complemented the codification of regional
and NATIONAL traditions in
the former empire. Although English
study in the colonies was intended as a tool
for disciplining elites, as Salman Rushdie

novelistic
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observes, “those peoples who were ... col-
onized by the language [were also] rapidly
remaking it, domesticating it” (1990,
Imaginary Homelands, 64). English lan-
guage, literature, and culture were effective-
ly Indianized and Africanized, in a process
that simultaneously granted new speci-
ficity to what Rushdie calls the “English-
language ... of England” (64-65). London
publishers facilitated postcolonial canoni-
zation: Heinemann launched its African
Writers Series in 1958 with Achebe’s Things
Fall Apart. Although West Indian, South
Asian, and Irish writers had long been active
in British literary circles, the consolidation
of parallel traditions fundamentally altered
how the British novel was thought of and
how it was taught. Postcolonial fiction’s rise
made it difficult for even the most recalci-
trant critics to ignore imperialism when
teaching literary history and encouraged
others to question the canon’s putative sta-
tus as a record of Matthew Arnold”s “best
that is known and thought in the world”
(1864, “Function of Criticism at the Present
Time”) or as the necessary foundation for a
humane professional discipline a la Leavis.
Instead, postcolonial criticism and fiction
prodded educators and their students to
reexamine the interaction between the novel
and history as well as to redefine the mean-
ing of cultural literacy and literary culture.

Within Britain, that reexamination and
redefinition was part and parcel of domestic
unrest. The 1958 Notting Hill and Notting-
ham attacks on West Indian immigrants
found their legislative ally in the Common-
wealth Immigrants Act of 1962 and their
rhetorical call to arms in Enoch Powell’s
infamous 1968 “Rivers of Blood” speech.
The 1970s and 1980s saw riot and legislation
contribute in equal measure to the ever-
pressing debate about what it meant to be
British. The Race Relations Act of 1976
ensured that curricular reform would be a
major venue for that debate. As Hazel Carby
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observes, position papers and education
policy statements circulating in the act’s
wake treated fiction as a device for teaching
students to acknowledge and appreciate
British multiculturalism. The Brixton riots
0f 1981 confirmed that multicultural Britain
remained a work in progress. In a style that
reminds some readers of MAGICAL REALISM
and others of British modernism, Rushdie’s
The Satanic Verses (1989) provides a pro-
vocative account of ongoing tension by
staging a riot in its pages, “rejoic[ing] in
mongrelisation,” as the author puts it, while
making the case against “the absolutism of
the Pure” (394). Among the most evocative
vehicles of impurity in the novel is the
character Gibreel Farishta, who transforms
into the Archangel and declares to the city
spread out before him, “I am going to
tropicalize you” (chap. 5).

Returning the ambivalent tropics of
Lord Jim to the metropolis, The Satanic
Verses became a comparable force in British
letters. Subsequent fictions including Hanif
Kureishi’s The Black Album (1995) and
Zadie Smith’s White Teeth (2000) restage
the burning of Rushdie’s novel in Bolton
and Bradford, taking Rushdie’s tome as an
occasion to incorporate arguments about
the politics of representation into their nar-
rative histories of British social life. These
works assume that novels explain contem-
porary Britain to itself, just as the Arts
Council said they should. A slew of late-
century historical novels had much the same
goal, although they often explain Britain
differently. J. G. Farrell’s Troubles (1970),
The Siege of Krishnapur (1973), and The
Singapore Grip (1978) presaged a 1980s
burst of renewed interest in the Raj and
British imperial history, which more often
took after the idealized portraits of
Merchant—Ivory film productions than
Farrell’s satire. The domestic heritage in-
dustry rejuvenated cultural investment in
the English country house, a predilection

(c) 2011 John Wiley & Sons, Inc. All Rights Reserved.



132 BRITISH ISLES (20TH CENTURY)

captured by Prince Charles’s 1988 lament
that “we allowed a terrible damage to be
inflicted on parts of this country’s unique
landscape and townscape” (1989, A Vision of
Britain, 21). Naipaul’s The Enigma of Arrival
(1987) provides a counterpoint while con-
templating empire’s traces on England’s pic-
turesque countryside. Alan Hollinghurst’s
The Swimming-Pool Library (1988) compli-
cates the notion of heritage further as its
characters speculate about “how sexy the
past must have been,” and its “queer peer”
Lord Nantwich provides through his mem-
oirs a highly personal colonial history of
homoerotic desire (chap. 11).

Paul Gilroy lays out two competing
problems that might be said to unite an
otherwise diverse lot of British fictions
at century’s end. “First is the idea of
‘conviviality,” he submits, “the processes
of cohabitation and interaction that have
made multiculture an ordinary feature of
social life in Britain’s urban areas and in
postcolonial cities elsewhere” (2005, Post-
colonial Melancholia, xv). The second is
“postimperial melancholia,” an ailment
whose symptoms include selective memory
about British Empire and its lingering ef-
fects (90). The cause of this ailment, Gilroy
argues, is the same as that of conviviality:
both originated “as soon as the natives and
savages began to appear and make demands
for recognition in the empire’s metropolitan
core” (91). Accordingly, Andrea Levy’s
novel Small Island (2004) finds as much
evidence of conviviality as British racism
in London during the Blitz (1940-41);
Kazuo Ishiguro’s When We Were Orphans
(2000) forges imaginative links between the
imperial cities of Shanghai and London; and
James Kelman’s Translated Accounts (2001)
simultaneously solicits and evades questions
about the status of English in the contem-
porary global order by rendering events in
an unnamed “occupied territory or land” in
the form of fifty-four narrative fragments

“translated” for an English-reading audi-
ence (ix). If these novels offer compatible
takes on matters historical and geopolitical,
they also indicate the stylistic diversity of
contemporary British fiction, from the re-
alism of Levy to the formal abstraction of
Kelman.

THE GLOBALIZATION OF BRITISH
FICTION

These novels circulated in a book market
that changed every bit as substantially at the
end of the twentieth century as at the be-
ginning. Even before the online juggernaut
Amazon entered the fray, chain bookstores
Waterstone’s and Dillon’s were tilting the
market’s balance of power away from pub-
lishers, agents, and authors, toward ever-
larger retailers. In 1995, the repeal of the
Net Book Agreement, which guaranteed set
retail prices, ensured that steep discounting
of novels would become the norm (see
copYRIGHT). Richard Todd’s Consuming
Fictions describes these changes, which
appeared amid a general climate of trade
deregulation beginning in the 1970s, and
benefited substantially from contempora-
neous upgrades in communication technol-
ogy. The internet has had contradictory
effects: it is as conventional to note the book
trade’s online successes as it is to claim that
new media are driving the novel out of
business.

A host of vehicles for promoting novels
appeared in this same era. Among them the
most significant is the well-funded and ex-
pertly advertised Booker Prize, first awarded
in 1968. The early Booker pushed aside
intriguingly morbid expressions of 1970s
malaise such as The Infernal Desire Machines
of Doctor Hoffman (1972) by Angela Carter,
Birchwood (1973) by John Banville, and
Crash (1973) by J. G. Ballard, in favor of a
measured diversity: V. S. Naipaul won for
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In a Free State (1971), J. G. Farrell for The
Siege of Krishnapur (1973), and Iris
Murdoch for The Sea, The Sea (1978). By
the 1980s, the announcement of the Booker
had become a mass media spectacle that
guaranteed sales for shortlisted books by
writers from diverse nations of origin, from
South Africa’s J. M. Coetzee to Sri Lanka’s
Michael Ondaatje, and India’s Arundhati
Roy to Ireland’s Anne Enright. Other vehi-
cles of novelistic excitement joined the
Booker including the quarterly Granta,
which promised “the end of the English
novel” in 1980, the year after its inaugural
issue, and the “Best of Young British
Novelists” in a 1983 collaboration with the
Book Marketing Council. In addition to
Rushdie and Ishiguro, Granta’s list included
Martin Amis, Pat Barker, Julian Barnes,
Buchi Emecheta, and Ian McEwan. The Ri-
chard and Judy Book Club gave book pro-
motion the polish of daytime TV: Monica
Ali’s Brick Lane (2004) was its first selection,
while Alice Sebold’s The Lovely Bones (2002)
won the “Richard and Judy Best Read of the
Year” at the 2004 British Book Awards.
There has been a lively debate among
journalists, reviewers, and scholars about
the impact of such promotions on contem-
porary British fiction. The new visibility
they bring to the processes whereby cultural
value gets converted into economic worth
leads Graham Huggan to consider the
“global commodification” of novels like
Smith’s White Teeth, and to investigate how
publishers managed to “turn marginality . . .
into a valuable cultural commodity”
(vii—viii). Sarah Brouillette describes a new
publishing imperialism in which “global
market expansion” remains organized “in
a few key cities” such as London (56). For
James F. English, the current reign of prize
culture means the era of ascribing an oppo-
sitional stance to the most elevated, perhaps
difficult or experimental forms of fiction is
over. “One can still refuse a prize,” he writes,
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“but the refusal can no longer be counted
upon to reinforce one’s artistic legitimacy.
... Onthe contrary . . . the scandal of refusal
has become a recognized device for raising
visibility and leveraging success” (221-22).
“Commercial literature has not just come
into existence recently,” Pierre Bourdieu
observes, but the “boundary has never been
as blurred between the experimental work
and the bestseller” (1996, The Rules of Art,
trans. S. Emanuel, 347). The example of
Iain M. Banks, author of both bestselling
“quality fiction” and SCIENCE FICTION, sug-
gests that the opposition between high and
low styles persists, even as particular authors
and genres cross over that great divide.
Banks’s The Wasp Factory (1984) is one of
the Independent’s top 100 books of the
twentieth century, while his science fiction
series “the Culture” began with Consider
Phlebas (1987).

By way of conclusion, it is worth remem-
bering that modernist fiction and its boos-
ters also stoked fear of a homogenizing
market even as they labored to demarcate
a niche within it. As Nicholas Daly pithily
observes, we have become rightly skeptical
of modernist fiction’s reputation as “poor
but honest,” triumphing over “the shoddy
cultural goods” that surrounded it
“modernism ambivalently courted the mar-
ket; if it appeared bashful about commercial
success, this sometimes worked all the
better to attract it” (2007, “Colonialism and
Popular Literature at the Fin de Siecle,” in
Modernism and Colonialism, ed. R. Begam
and M. V. Moses, 19), As the range of styles,
genres, themes, and countries of origin
comprising “the British novel” ramified ex-
ponentially over the course of the twentieth
century, the necessity of carving out a dis-
tinctive niche in an increasingly crowded
market has remained as constant as the
claim that any really important novel,
whether widely read or not, will explain
society to itself.
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Canada
ANDREA CABAJSKY

The novel in Canada has developed formally
and thematically in relation to changing
conceptions of the Canadian identity. From
popular romances written in English and
French, which dominated literary produc-
tion in the mid-eighteenth and nineteenth
centuries, to subgenres of literary ROMANCE
and reaLisM that proliferated in the late
nineteenth and twentieth centuries, the
novel’s changing structures and themes
reflect the variously imperial, bicultural,
regionalist, and pluralist conceptions of
Canada that have comprised the nation’s
complex cultural and political life since the
publication of the first Canadian novel,
Frances Brooke’s The History of Emily Mon-
tague (1769). Renowned Canadian novelists
today include Margaret Atwood, Michael
Ondaatje, Antonine Maillet, and Anne
Hébert. Their popularity in Canada and
abroad has reflected widespread readerly
interest in Canada’s cultural, regional, and
linguistic heterogeneity. Earlier novelists,
such as John Richardson, Philippe Aubert
de Gaspé, Susanna Moodie, Hugh MacLen-
nan, and Gabrielle Roy, among others, gar-
nered popular and critical attention for their
works which variously negotiate the forma-
tive relationship between individuals and
societies at key moments in Canada’s socio-
political development.

This entry begins by examining the
Romantic origins of Canadian novels
written in Canada’s two official languages,
English and French, in the late eighteenth
and early nineteenth centuries. It then
broadens its focus to include subgenres of
romance and realism (namely HISTORICAL
romance, PSYCHOLOGICAL realism, and liter-
ary REGIONALism) whose themes and forms
from the late nineteenth to the early twenty-
first centuries have changed in conjunction
with Canadians’ evolving sense of them-
selves. This entry emphasizes meaningful
connections between novelistic develop-
ment and sociopolitical transformation at
such key historical moments as the Union
of Upper and Lower Canada (1841), Con-
federation (1867), the two world wars,
Quebec’s Quiet Revolution (1960-70), and
the introduction of the Canadian Multicul-
turalism Act (1988).

The Canadian novel’s roots lie with pop-
ular and GoTtHIC romances, such as Brooke’s
Emily Montague, Julia Beckwith Hart’s
St. Ursula’s Convent (1824), and Philippe
Aubert de Gaspé, Jr.’s L’influence d’un livre
(1837, The Influence of a Book). Its develop-
ment in the early nineteenth century hinges
on the influence of the Romantic-period
Scottish and American historical novelists
Walter Scott and James Fenimore Cooper.
The first novels to adapt Scott and Cooper to
the Canadian context include Richardson’s
Wacousta; Or, the Prophecy: A Tale of the
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Canadas (1832) and Aubert de Gaspé, Sr.’s
Les Anciens Canadiens (1863, Canadians of
Old), both of which deal with the psycho-
logical and cultural effects of the consolida-
tion of the British Empire on Canada’s
foundational constituents: Anglo-colonials,
French Canadians, and aboriginals. The
historical novel remained popular in the
nineteenth and early twentieth centuries,
becoming what Maurice Lemire has de-
scribed as the most important GENRE
through which to study the emergence of
literary nationalism (x; see NATIONAL). His-
torical novelists have revitalized the genre
in the late twentieth and early twenty-first
centuries by incorporating features from
other forms, such as the GrapHIC novel.
Changes to the historical novel’s themes
and forms are emblematic of Canadians’
ongoing desire to understand their compli-
cated historical development from new
perspectives.

The roots of literary realism in Canada
lie with the psychological, proto-feminist
novel Angéline de Montbrun (1884) by the
French Canadian Laure Conan (pseud. of
Félicité Angers), as well as with the pioneer
novel Settlers of the Marsh (1925) by the
German immigrant Frederick Philip Grove
(pseud. of Félix Paul Greve). In the mid- to
late twentieth century, a resurgence of cul-
tural nationalism stemming from Canada’s
centenary (1967) and Quebec’s “Quiet
Revolution” rendered the realist novel an
important vehicle for negotiating contem-
porary anxieties about urbanization, Amer-
ican cultural influence, GENDER relations,
and legacies of empire. Atwood’s Surfacing
(1972), for example, represents a powerful
rejection of American cultural influence
(portrayed allegorically as aggressive and
male) on Canadian national character (por-
trayed as introspective and female). Roch
Carrier’s La Guerre, Yes Sir! (1968) and
Hubert Aquin’s Prochain épisode (1965, Next
Episode) bear witness to the divided attitudes

of Quebecers toward their English Canadian
neighbors. The advent of literary post-
modernism in Canada saw novelists employ
methods of linguistic and narrative innova-
tion to investigate connections among cul-
tures, genders, and geographical regions
from new angles. Such linguistic and narra-
tive innovation is exhibited in landmark
works including Robert Kroetsch’s The Stud-
horse Man (1969) and Badlands (1975),
Rudy Wiebe’s The Temptations of Big Bear
(1973), Ondaatje’s In the Skin of a Lion
(1983), Régine Robin’s La Queébécoite
(1983, The Wanderer), and Madeleine-
Ouellette Michalska’s La Maison Trestler
(1984, The Trestler House), among others.

Sherry Simon has observed that, in
Quebec as elsewhere in Canada, generic
change has intersected with sociodemo-
graphic changes, namely with the hetero-
genization of the national culture in the late
twentieth century (9). As the latter part of
this entry will demonstrate, the recent pro-
liferation of such hybrid forms as the graph-
ic historical novel and the “poet’s novel”
(which combines features from the lyrical
long poem with those of the realist novel)
points to important new directions for the
Canadian novel at the turn of the twenty-
first century. The hybrid structures of Che-
ster Brown’s graphic historical novel Louis
Riel: A Comic Strip Biography (2003) and the
“poem-novels” of Montrealer Anne Carson
suggest that Canada’s complex history,
cultural plurality, and distinct regional
identities continue to challenge writers to
refresh the novel’s forms and themes for
new audiences.

THE EMERGENCE OF THE NOVEL
IN ENGLISH AND FRENCH
CANADA: 1769-1860

The previous section provided an overview
of the development of the Canadian novel.
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The remainder focuses on key periods in
English Canada’s and Quebec’s respective
literary histories in order to illuminate the
indispensable role the novel has played
in shaping and reflecting Canada’s cultural
identity, beginning with the fall of New
France and its repercussions in the mid-
eighteenth and nineteenth centuries.

In the eighteenth and nineteenth centu-
ries, the Canadian novel developed through
a combination of imitation and innovation:
inspired by novelistic conventions that had
been standardized by European authors,
colonial novelists pieced together generic
features to suit their needs (see INTERTEXTU-
ALITY). Brooke’s Emily Montague, written by
a respected English novelist and poet who
had visited Quebec shortly following the fall
of New France, transformed the unfamiliar
territory of Quebec into a social landscape
familiar to eighteenth-century English read-
ers. It did so by combining a familiar form
(the EPISTOLARY novel) and a familiar narra-
tive style (the Richardsonian sentimental
style) with what were then exotic features
from the Quebec landscape in order to
achieve two goals: to promote Canada as
a model British colony and to intervene in
contemporary debates about subjects such
as colonial government and gender rela-
tions. By the early to mid-nineteenth
century, the influence of Scott’s and Coop-
er’s Romantic historical novels could be
felt in such proto-nationalistic works as
Wacousta and Anciens Canadiens, both of
which portray intercultural relations among
Anglo-colonials, aboriginals, and French
Canadians as allegories of Canada’s exem-
plary status as a model British colony capa-
ble of resolving longstanding cultural
antagonisms.

Throughout the nineteenth century, the
themes of Canadian novels written in
English reflect two predominant attitudes:
English Canadians’ affective attachment to
Britain and their anxieties about America’s
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growing cultural and economic influence.
Novels that belong to the former category
include the first two published in the
Canadian colonies, St. Ursula’s Convent and
James Russell’s Matilda; or, The Indian’s
Captive (1833), whose plots close when their
main characters move to England and leave
Canada behind with little regret. The Clock-
maker; or The Sayings and Doings of Samuel
Slick, of Slickville (1836) by Thomas Chandler
Haliburton, an influential figure in the de-
velopment of social satire, introduces the
anti-American theme to Canadian fiction.
Clockmaker simultaneously satirizes and cri-
tiques the increasing coarseness of American
materialism. Still other novels, such as Sus-
anna Moodie’s Roughing It in the Bush
(1852), document colonial life in Canada
while functioning as “emigrant guides” for
potential British settlers. Unlike The Back-
woods of Canada (1836) by Moodie’s sister
Catherine Parr Traill, which provides a fac-
tual, though generally favorable, account of
settler life, Roughing It in the Bush focuses on
the trying, even tragic, sets of experiences that
befell the author after she moved from
England to what is now eastern Ontario.

In the early decades of the nineteenth
century, the novel in French developed
largely in response to French Canadian
anxieties about English Canadian cultural
and political domination. A catalyst in the
development of Romantic cultural nation-
alism in the French Canadian novel was
a political document, Lord Durham’s
Report on the Affairs of British North America
(1839), which advocated French Canada’s
assimilation to English Canada. As E. D.
Blodgett observes, the Durham Report had
an irrevocable impact on French Canada:
“[w]hat had been a settler colony became an
occupied colony, and the long process of
self-definition that constitutes francophone
writing began” (50). French Canadian
novels published prior to the Durham Re-
port, such as L’influence d’un livre and
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Frangois-Réal Angers’s Les Révélations du
crime (1837, The Canadian Brigand), contain
expressions of cultural self-consciousness
but are not openly nationalistic. After the
publication of the Durham Report, French
Canadian novels became more recognizably
nationalistic in theme and tone. Historical
novels explicitly evoked local folklore, his-
tory, and topography to effectively portray
French Canadians as “native” to the land.
Rustic novels, which celebrate the virtue of
settler or habitant life, such as Patrice
Lacombe’s La terre paternelle (1846, The
Outlander), Pierre-Joseph-Olivier Chauveau’s
Charles Guerin (1853), and Antoine Gérin-
Lajoie’s Jean Rivard, le defricheur (1862,
Jean Rivard), stand out from their English
Canadian contemporaries in their refusal to
import characters, settings, and resolutions
from Europe. La terre paternelle is historically
significant for inaugurating what would be-
come a common scene in subsequent French
Canadian novels: that of an exiled patriarch
who, upon his return, finds his home occu-
pied by an English stranger.

THE CANADIAN NOVEL AT
CONFEDERATION AND THE TURN
OF THE TWENTIETH CENTURY:
1860-1914

This section examines changes to novelistic
themes and forms that took place in the
years bracketing Canadian Confederation
(1867) and the turn of the twentieth centu-
ry. Although the historical novel continued
to be popular in the late nineteenth century,
the turn of the twentieth witnessed the
proliferation of fantasy (see SCIENCE FICTION),
psychological realism, and social satire
(see PARODY).

In the years leading up to and immedi-
ately following Confederation, overtly
nationalistic novels gained increasing

acceptance by literary nation-builders keen
to create for Canada an identity distin-
guishable from that of the U.S. and Britain.
For a time, the historical novel remained
the preferred genre for expressing such
nationalism. Many Confederation-era
English Canadian novels featured the
French-English theme, although different
novelists employed it to different ends.
Novelists interested in promoting a bicul-
tural vision of Canada, including Rosanna
Leprohon (1864, Antoinette de Mirecourt),
William Kirby (1877, The Golden Dog), and
the American-born John Talon Lesperance
(1877, The Bastonnais), portrayed French
Canada sympathetically to English
Canadian readers who were still, by and
large, unfamiliar with their Francophone
neighbors. Other English Canadian nove-
lists, namely those who published later in
the century such as Gilbert Parker (1896,
The Seats of the Mighty), employed the
French-English theme to promote a Cana-
dian version of Anglo-Saxon triumphalism.
As John Robert Sorfleet observes, this tri-
umphalist form of English Canadian nation-
alism preoccupied many novelists writing at
the turn of the twentieth century, providing
them with a “testing ground for certain . ..
attitudes about Quebec in relation to the rest
of Canada” (244).

Many French Canadian novels written in
the Confederation period, such as Anciens
Canadiens, Napoléon Bourassa’s Jacques
et Marie (1865), and Joseph Marmette’s
L’Intendant Bigot (1872, Intendant Bigot),
focus on the French-English theme,
although they do so differently from their
English Canadian counterparts. This is so
largely for two reasons: first, because French
Canadians saw themselves as a “conquered”
people, and so their representations of
intercultural relations in fiction were often
motivated ideologically by the need to
rehabilitate the vanquished culture. And
second, because the advent of a form
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of nationalism known as “messianic
nationalism” had fundamentally influenced
the themes and plots of French Canadian
novels, which had come to advocate a pro-
prietary relationship to the land and often
rigid definitions of French Canadian
nationality based on language and RELIGION.
As Yves Dostaler argues,
nationalism” nourished itself with the idea
that French Canadians had a “special
vocation” in the development of North
American civilization (47). In response to
this form of nationalism, which dominated
cultural expression in the late nineteenth
and early twentieth century, the French
Canadian clergy declared itself the safeguard
of the people. It sought to tighten its hold
over systems of education, publication,
and the press in order to protect the integrity
of the French Canadian culture (see PUBLISH-
ING). Novels that the clergy deemed
acceptable were those which, like Anciens
Canadiens, Jacques et Marie, Intendant
Bigot, Terre paternelle, Edmond Rousseau’s
Les Exploits d’Iberville (1888, Iberville’s
Achievements), and Conan’s A Poeuvre et
a Pepreuve (1891, The Master Motive), com-
pensated for French Canada’s historical loss
to the British by defending the merits of its
traditionally patrilineal society, agrarian
customs, and Catholic religion.

The quarter-century between 1890 and
the beginning of WWI witnessed a shift in
writers’ perceptions of their societies and
their perceptions of the social role of the
novel. In the 1890s, English Canadian novels
by Charles G. D. Roberts and Ralph Connor
promoted a version of Canadian identity
that championed a link between Anglo-
Saxon imperialism and Christianity. Con-
nor became a pivotal figure in the novelistic
development of “muscular Christianity,”
which celebrates the virility of Christian
belief and resonated positively with many
contemporary readers. Connor’s first three
novels published in book form—Black Rock

“messianic
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(1898), The Sky Pilot: A Tale of the Foothills
(1899), and The Man from Glengarry
(1901)—were international bestsellers, with
Man from Glengarry selling a quarter-
million copies in its first edition alone. Not
all novels published at this time, however,
concerned themselves explicitly with
empire. Others produced in the post-
Confederation period reflected an increas-
ing interest in representing the regions of
Canada. Notable examples of literary re-
gionalism include the phenomenal bestsel-
ler Anne of Green Gables (1908) by L. M.
Montgomery, set in Prince Edward Island;
Duncan Polite (1905) by Marian Keith, set in
southern Ontario; and The Red Feathers
(1907) and The Harbour Master (1913) by
Theodore Goodridge Roberts, brother of
Charles G. D. Roberts, set in Newfoundland
and Labrador. Also noteworthy in this con-
text is Margaret Marshall Saunders’s Beau-
tiful Joe (1894), a novel about an abused dog
written for an American Humane Society
competition and one of the first interna-
tional bestsellers written by a Canadian.

In French Canada around the turn of the
twentieth century, novel-writing continued
to be influenced by the strictures of the
clerical elite. Novelistic subgenres, such as
fantasy and psychological realism, repro-
duced the conservative IDEoLOGY of Catholic
ultramontanism that continued to dominate
cultural production. Separatist novels,
which rose to prominence in the early
twentieth century in such works as Lionel
Groulx’s L’Appel de la race (1922, Iron
Wedge) and Félix-Antoine Savard’s Menaud
Maitre-Draveur (1937, Master of the River),
have their origins in the 1890s, in the fu-
turistic fantasy Pour la patrie (1895, For My
Country) by Jules-Paul Tardivel, which
imagines the founding of a French Canadian
religious state in 1945-46. The roots of
women’s psychological realism, which rose
to prominence in the mid- to late twentieth
century in such works as Marie-Claire
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Blais’s Une saison dans la vie &’ Emmanuel
(1965, A Season in the Life of Emmanuel) and
Anne Hébert’s Kamouraska (1970), lie with
the novels of Conan. Largely a writer of
historical fiction, Conan is best known
for Angéline de Montbrun (1884), an un-
precedented achievement in psychological
realism privileging the underexplored per-
spectives of daughters (as opposed to their
fathers) and young women.

In the years leading up to WWI, two
novelists, Stephen Leacock and Sara
Jeannette Duncan, published some of their
best-known works. Both Leacock and
Duncan are considered two of the best early
realists. An advocate of the virtues of Anglo-
Protestant civilization, Leacock was a
spokesman for the Imperial Federation
movement, a political scientist, and a sati-
rist. His most popular novels remain Sun-
shine Sketches of a Little Town (1912) and
Arcadian Adventures with the Idle Rich
(1914), which celebrate Canada as part of
the British Empire while ridiculing Cana-
dian provincialism. Duncan’s novels ad-
dress issues of female independence and
British social hierarchy. Like Leacock’s
satires, Duncan’s represent, as
W. H. New observes, “ironies of protest,
but not acts of rebellion” against the repro-
duction of British values in the colonies
(105).

ironies

THE TWO WORLD WARS AND THE
GREAT DEPRESSION: THE
CANADIAN NOVEL, 1914-60

This section examines the proliferation of
psychological realism, literary regionalism,
and the resurgence of literary romance
during a period of unprecedented social
upheaval surrounding the two world wars
and the Great Depression (1929-39). It
pays particular attention to industrializa-
tion, urbanization, and the emergence of

postwar nationalisms as formative forces
behind the modernization of the Canadian
novel.

The Canadian novel changed dramatical-
ly in the years following WWI (1914-18).
Driven by an overarching desire to represent
the effects of rapid social change on indi-
vidual identities, novelists largely crafted
their novels in one of two ways: either they
revived the Romantic mode in order to
defend the validity of traditional values in
times of turbulence, or they rejected
romance for realism in order to explore
unprecedented concerns about the socio-
economic forces that had alienated indivi-
duals from their families, their communi-
ties, and the land. A prominent example of
the revival of romance includes Mazo de la
Roche’s popular Jalna series, begun in 1927.
The series comprises 16 bestselling novels
that champion loyalist-imperialist senti-
ment. The phenomenal popularity of novels
written during the Depression era by mock
Indian writer and conservationist “Grey
Owl” (pseudo. of Archibald Stansfield Be-
laney), such as Pilgrims of the Wild (1934)
and The Adventures of Sajo and Her Beaver
People (1935), demonstrate the lasting res-
onance of picturesque versions of wilder-
ness life and aboriginality with a reading
public keen to distract itself from the harsh
realities of everyday life.

Literary realism developed in conjunc-
tion with the founding of two important
literary magazines: the Canadian Bookman
(1919) and The Canadian Forum (1920).
Both magazines demanded a new realism
capable of representing the modern and
independent Canada that had emerged from
WWTI. As a result of these demands realist
subgenres proliferated, such as prairie real-
ism and urban realism, which recorded the
psychological effects of societal change
with documentary-like precision. Within
a decade, such memorable realist works had
appeared as Douglas Durkin’s The Magpie
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(1923), Grove’s Settlers of the Marsh, Martha
Ostenso’s  Wild Geese (1925), Morley
Callaghan’s Strange Fugitive (1928), and
Raymond Knister's White  Narcissus
(1929). These novels represent important
precursors to noteworthy works published
later in the period, such as Ernest Buckler’s
regional novel The Mountain and the Valley
(1952), which portrays the stifling aspects of
life in Nova Scotia’s Annapolis Valley with a
delicate lyricism. Sheila Watson’s The Dou-
ble Hook (1959), a landmark work of psy-
chological realism, combines features from
Christian myTHOLOGY with aboriginal legend
to tell the story of James Potter. Potter’s
murder of his mother in the opening scene
permits the narrative to consider larger
themes of alienation, community, and
redemption.

By the end of WWI, French Canadian
society had changed, and so had the themes
of French Canadian novels. Traditionally
rural and patriarchal, society had become
more urban and industrial. Unemployment
had become a problem and French Cana-
dians had grown to resent the fact that they
had been conscripted in WWI, forced to
fight in an “English” war. Contemporary
novelists reworked traditional motifs (the
habitant, the land) in ways that registered
French Canadians’ growing sense of alien-
ation. Louis Hémon’s classic Maria Chap-
delaine (1913) adapts the motif of habitant
pastoralism to intervene in contemporary
debates about mass migration to the U.S.
and to reaffirm traditional values as effective
means of ensuring familial and communal
survival. Trente arpentes (1938, Thirty Acres)
by Ringuet (pseud. of Philippe Panneton)
powerfully records the impact of industri-
alization on French Canadian society. It
breaks from traditional rustic novels
by remodeling the French Canadian habi-
tant into a tragic figure who lives in a world
in which both society and nature are indif-
ferent to his suffering.
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Owing to the upheaval caused by the
Second World War (1939-45), the themes
of Canadian novels published from 1940 to
1960 were increasingly introspective. At the
same time, the plots of novels by postwar
immigrants reflected wider ranges of life
experience. The failures and modest suc-
cesses of immigrants to Canada preoccupied
such novelists as the Jewish Austrian-born
Henry Kreisel (1948, The Rich Man), the
Irish-born Brian Moore (1960, The Luck of
Ginger Coffey), and the Jewish Canadians
Mordecai Richler (1955, Son of a Smaller
Hero; 1959, The Apprenticeship of Duddy
Kravitz), Adele Wiseman (1959, The Sacri-
fice) and A. M. Klein (1951, The Second
Scroll). The theme of psychological alien-
ation which characterizes the shift from an
agrarian prewar society to an urban postwar
one was also addressed in works by French
Canadian novelists, such as Gabrielle Roy’s
Bonheur d’occasion (1945, The Tin Flute),
Robert Charbonneau’s Ils posséderont la terre
(1941, They Shall Possess the Earth), André
Giroux’s Au-dela des visages (1948, Beyond
the Faces), and André Langevin’s Poussiere
sur la ville (1953, Dust Over the City).

The years leading up to Canada’s cente-
nary saw the Canadian novel enter the
world stage. Bestselling novelists whose
careers began in the 1940s and 1950s in-
clude Hugh MacLennan (1941, Barometer
Rising; 1945, Two Solitudes), Robertson
Davies (the novels comprising the Salterton
trilogy: 1951, Tempest-Tost; 1954, Leaven of
Malice; 1958, A Mixture of Frailties), Anne
Hébert (1958, Les Chambres du bois; The
Silent Rooms), and Marie-Claire Blais (1959,
La Belle Bete; Mad Shadows). In 1948,
a group of artists and activists known as
the Automatistes published their political
manifesto Le refus global (1986, Total
Refusal), which challenges the authority of
the Catholic Church and advocates the
modernization and secularization of Que-
bec society. This manifesto not only reflects
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the spirit of these decades that witnessed
unprecedented social and aesthetic trans-
formation but also anticipates (and even
helps to bring about) seismic cultural and
ideological changes that culminated in
Quebec’s nationalist “Quiet Revolution”
of 1960.

POSTMODERNISM, PLURALISM,
AND THE CANADIAN NOVEL: 1960
TO THE PRESENT

The popularity of postmodern techniques,
together with the proliferation of novels by
immigrants and ethnic minorities, trans-
formed writers’ and readers’ perceptions of
what constitute authentically “Canadian”
novelistic forms, settings, and themes.

In response to the wave of cultural
nationalism that accompanied Canada’s
centenary (1967), together with the bur-
geoning influence of literary postmodern-
ism, which defined literary texts by their
ability to construct—rather than to re-
flect—the world around them, many En-
glish Canadian novelists from 1960 onward
embraced formal and linguistic experimen-
tation (see FORMALISM). They did so in their
efforts to challenge traditional definitions of
Canadian identity while breaking free from
the confines of conventional realism. The
introduction of official bilingualism (1969)
and multiculturalism (1988) by the federal
government confirmed Canada’s position
as both a bilingual and a multicultural state.
At the same time, other aspects of Canada’s
unique cultural and regional makeup were
emphasized by such novelists as Kroetsch,
Wiebe, Timothy Findley (1977, The Wars),
Daphne Marlatt (1977, Ana Historic), and
George Bowering (1980, Burning Water).
These novelists and their contemporaries
variously adapted elements from aboriginal
oral culture, regional history, JOURNALISM,
PHOTOGRAPHY, collage, and other media, to

champion  underrepresented  cultural,
regional, and gendered perspectives while
defending the epistemological integrity of
their fiction. Antonine Maillet’s Pélagie-la-
Charrette (1970, Pelagie), for example, com-
bines Rabelaisian carnivalesque with Acadi-
an folklore to transform the tragic story of
the Expulsion of the French Acadians in the
eighteenth century into a celebration of
orality, the imagination, and Acadian resil-
ience. In response to the proliferation of
these innovative works, many of which
are historical novels, the Canadian literary
critic Linda Hutcheon coined the term
“historiographic metafiction” (61) to de-
scribe the unprecedented attention they
paid to processes of novel-writing and the
development of historical identities (see
METAFICTION).

In Quebec, the 1960s saw the rise of the
“Quiet Revolution,” a period of intense cul-
tural transformation influenced by marxist-
Leninism, Sartrean existentialism, and
Third-World decolonization movements.
This period witnessed the rise of the Parti
pris movement whose foundational mem-
bers, including novelists André Major and
André Brochu, were committed to the idea
that Quebec become an independent, so-
cialist, and secular state. This period also
witnessed the birth of the neologism
“Québecois,” which imparts ethnic desig-
nation to French Canadians living in
the province of Quebec. The 1970s saw
the Government of Quebec commission
a report by the French philosopher
Jean-Frangois Lyotard (1924-98) on the
influence of technology on definitions of
knowledge. This resulted in the publication
of Lyotard’s phenomenally influential
The Postmodern Condition (1979). In the
spirit of the emergent nationalism, and
under the influence of a burgeoning post-
modernism, novelists published linguisti-
cally innovative works that promoted the
use of joual, a popular, working-cLAsS
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piALECT. These include Jacques Godbout’s
Salut Galarneau! (1967, Hail Galarneau!)
and La Nuit de Malcomm Hudd (1969, The
night of Malcolmm Hudd). Narratologi-
cally innovative works, such as Réjean
Ducharme’s L’Avalee des avales (1966, The
Swallower Swallowed) and Aquin’s Prochain
Episode (1965, Next Episode) and Trou de
meémoire (1968, Blackout), captured the con-
temporary attitudes of a subculture seduced
by nihilism and terrorism. Carrier’s La
Guerre, Yes Sir! and Jacques Ferron’s Le Ciel
de Québec (1969, The Penniless Redeemer)
parodied obsolete, traditional values, while
Godbout’s D’Amour P.Q. (1972) rejected
themes of existential impotence that had
governed such predecessors as Ringuet’s
Thirty Acres and Roy’s Tin Flute. Landmark
FEMINIST novels were also published, includ-
ing Nicole Brossard’s Le désert mauve (1980,
The Mauve Desert), Madeleine Ouellette-
Michalska’s Maison Trestler, and Jovette
Marchessault’s trilogy Le crachat solaire
(1975, Like a Child of the Earth), La Mere
des herbes (1980, Mother of the Grass), and
Des cailloux blancs pour les forets obscures
(1987, White Pebbles for the Dark Forests).
Since the development of Canada’s
multicultural policy (1971) by former
Prime Minister Pierre Elliott Trudeau
(1919-2000), as well as the introduction of
the Canadian Multiculturalism Act (1988),
novels written by immigrants and ethnic
minorities have become increasingly prom-
inent on Canadian bestseller lists, at the
same time as they have come to play an
important role in altering the themes,
forms, and reception of the Canadian novel.
A new type of “regional” novel has emerged
since the late 1990s, written by immigrants
who have chosen to set their works in the
countries from which they have emigrated:
Sri Lanka (Ondaatje, 1982, Running in the
Family; Shyam Selvadurai, 1994, Funny
Boy); Tanzania (M. G. Vassanji, 1989, The
Gunny Sack); India (Rohinton Mistry, 1991,
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Such a Long Journey; 1995, A Fine Balance);
Lebanon (Rawi Hage, 2006, De Niro’s
Game); and elsewhere. Ethnic minority wri-
ters have helped to broaden the novel’s
thematic scope by fusing Canadian themes
with motifs and images from non-Canadian
milieus, such as China (Larissa Lai, 1995,
When Fox is a Thousand), Japan (Hiromi
Goto, 1995, A Chorus of Mushrooms), and
India (Anita Rau Badami, 1997, Tamarind
Mem), among others. Important novelists
not to be overlooked include “pioneers” of
the African Canadian novel (Austin Clarke,
1967, The Meeting Point), the Japanese
Canadian novel (Joy Kogawa, 1981, Oba-
san), the Chinese Canadian novel (Sky Lee,
1990, Disappearing Moon Café; Denise
Chong, 1994, The Concubine’s Children;
Wayson Choy, 1995, The Jade Peony), and
the aboriginal novel (Jeannette Armstrong,
1985, Slash; Thomas King, 1990, Medicine
River). Since the 1970s, a growing number of
works by immigrants have also helped to
broaden the cultural and geographic scope
of the Quebec novel. Foundational figures in
this context include the Iragi-born Jewish
writer and intellectual Naim Kattan (1975,
Adieu, Babylone; Farewell, Babylon); the
French-born writer of Jewish Polish extrac-
tion, Régine Robin; Haitian Canadians such
as Gérard Etienne (1974, Le Negre crucifié;
The Crucified Negro; 2004, Au Bord de la
falaise; By the Cliff’s Edge), Emile Ollivier
(1983, Mere Solitude; Mother Solitude),
and Dany Laferriere (1985, Comment faire
Pamour avec une negre sans se fatiguer;
How to Make Love to a Negro); the Brazilian-
born Sergio Kokis (1994, Le Pavillon des
Miroirs; Funhouse); and the Chinese-born
Ying Chen (1995, L’ingratitude; Ingratitude).

In the face of landmark cultural and
constitutional changes, regional and psy-
chological novels have continued to explore
traditional concerns about the value of
social stability, tradition, and individual
security in times of change. Writers of
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traditional regional realism from the 1960s
to the present who have tackled themes of
community and custom include Margaret
Laurence, whose celebrated “Manawaka”
novels—so called because they center on
the province of Manitoba (1961, The Stone
Angel; 1966, A Jest of God; 1969, The Fire
Dwellers)—explore the palpability of indi-
vidual and communal histories; David
Adams Richards, whose Nights Below Sta-
tion Street (1988) and The Lost Highway
(2008), among others, investigate the power
of human kindness to bind members
of even the bleakest communities in New
Brunswick’s Miramichi region; and Alistair
MacLeod, whose No Great Mischief (1999)
examines the sublime effects of landscape
and tradition on inhabitants of Nova Scotia’s
Cape Breton Island. The postmodern novel
has achieved unique depths of psychological
introspection in works by Carol Shields,
whose Swann (1987), The Stone Diaries
(1993), and Unless (2002) embed women’s
lives, voices, and perspectives in larger
explorations of the purpose of life.

From the 1980s to the present, important
trendsetting novels have narrowed the
gap between “high” and “popular” culture.
These include “coming-of-age” technology
novels by Douglas Coupland (1991, Gener-
ation X), SCIENCE FICTION novels in the
“cyberpunk” tradition by William Gibson
(1984, Neuromancer; 1986, Count Zero;
1988, Mona Lisa Overdrive), and graphic
historical novels by Chester Brown and
Bernice Eisenstein (2006, I Was a Child of
Holocaust Survivors). The “poet’s novel”
represents a thriving, hybrid form of the
novel which, according to Ian Rae, adapts
features from lyric poetry to broaden the
boundaries of conventional, plot-driven
realist novels (3). Notable “poet’s novels”
include Carson’s celebrated Autobiography
of Red: A Novel in Verse (1998), and such
precursors as Leonard Cohen’s Beautiful
Losers (1970) and Anne Michaels’s Fugitive

Pieces (1998). The proliferation of these
inventive, hybrid forms suggests that
the Canadian novel is enjoying sustained
vibrancy after three and a half centuries of
literary history.

SEE ALSO: Comparativism, Psychoanalytic
Theory.
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Caribbean

ROBERTO IGNACIO DIAZ

Divided by several languages and split into
diverse political entities, the Caribbean is
often difficult to imagine as one clearly
recognizable cultural or literary communi-
ty. The Caribbean archipelago includes
thirteen sovereign states—from Haiti, the
Dominican Republic, and Cuba, which ob-
tained their independence in the nineteenth
and early twentieth centuries, to Jamaica,
Trinidad, Tobago, and seven other former
British colonies now part of the Common-
wealth of Nations—as well as territories
variously linked to old and new imperial
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powers, including Guadeloupe and Marti-
nique, overseas departments of France;
Puerto Rico, a U.S. commonwealth; Aruba
and the Netherlands Antilles, self-governing
regions within the evolving Kingdom of the
Netherlands; plus numerous possessions of
Britain, France, and the U.S. The languages
of the Caribbean include standard and non-
standard versions of Spanish and English,
French and French-based creoles, and
Dutch and Papiamentu, plus various others
(Alleyne, 166), a linguistic plurality that
bespeaks and contributes to a fragmentation
within the Caribbean by distancing geo-
graphical neighbors, even as the same plu-
rality draws some places closer to more
distant cultural configurations. Authors and
readers in the Spanish-speaking Caribbean,
for instance, have stronger bonds with their
counterparts in other parts of Latin Amer-
ica, or even Spain, than with literary com-
munities in, say, Barbados or Guadeloupe,
which, in turn, are drawn to larger bodies,
such as Commonwealth and Francophone
literatures, respectively.

Linguistic division is further reinforced
by language-based academic structures and
scholarly discourses as well as by the various
historical trappings of literary cultures in
which linguistic harmony, or a sense there-
of, remains a supreme value—or, as in the
case of this entry, the most transparent
taxonomical principle. Several novelists
from the Caribbean have received impor-
tant literary prizes—the Premio Cervantes,
the Prix Goncourt, the Man Booker Prize—
but these too reflect the long reach of lin-
guistic homogeneity as a unifying concept
stemming from, and still connected
to, European metropolitan centers. In this
regard, migration, mainly to Europe and
North America, is yet another factor in the
centrifugal character of the Caribbean and
its literature. (To complicate matters,
authors and texts from Central and South
American countries with Caribbean coasts

CARIBBEAN 145

are often viewed as part of one Caribbean
literature, which makes much sense in the
cases of Guyana and Suriname, or perhaps
Panama, with fundamental cultural and
historical ties to the Caribbean, but less so
when it comes to larger nations.) The field
of Caribbean studies is rapidly growing,
as scholars identify and analyze important
commonalities in economics, history,
LINGUISTICS, music, politics, and religion
(Knight and Martinez-Vergne; Kurlansky;
Mintz and Price), but the fact remains
that Caribbean literature, including the
Caribbean novel, is something of a critical
and literary-historical afterthought, albeit
one that is increasingly relevant and com-
pelling (Figueredo; Luis).

The idea of the Caribbean as a valid
cultural category has found support in crit-
ical and theoretical studies that view the
Caribbean as a disseminated formation and
Caribbean literature as one recognizable, if
dispersed, corpus. A crucial contribution is
that of Edouard Glissant, the essayist, nov-
elist, poet, and playwright from Martinique,
whose theoretical work has appeared in
English as Caribbean Discourse (1989) and
Poetics of Relation (1997). Departing from
the influential discourse of négritude, which
stressed African roots, Glissant focused on
antillanité, which emphasized the multiple
ethnic strains that merge in the region, and
creolite, which underscored the ties that
bind the Caribbean to other parts of the
Americas, including Latin America and the
U.S. South (especially as it pertains to
William Faulkner’s fiction). Informed by
chaos theory and drawing on various dis-
ciplines is Antonio Benitez Rojo, the Cuban
fiction writer and scholar whose La isla que
se repite: el Caribe y la perspectiva posmo-
derna (1996, The Repeating Island: The
Caribbean and the Postmodern Perspective)
played a role in the view of the Caribbean as
one cultural entity. Although Benitez Rojo
explores the writings of Bartolomé de las
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Casas, who defended the native peoples and
proposed the importation of African slaves,
and Fernando Ortiz (1881-1969), the Cuban
anthropologist who conceived the influen-
tial theory of transculturation, as well as
poets such as Derek Walcott (1930-), the
Nobel laureate from St. Lucia, and Nicolds
Guillén (1902-89), one of the founders of
Afro-Cuban poetry, Benitez Rojo’s focus is
largely on fiction. The concept of “island” is
crucial in his understanding of the region,
and the Caribbean emerges in his words
as a “meta-archipelago” without limits or
center:

Thus the Caribbean flows outward past the
limits of its own sea with a vengeance, and its
ultima Thule may be found on the outskirts of
Bombay, near the low and murmuring shores
of Gambia, in a Cantonese tavern of circa
1850, at a Balinese temple, in an old Bristol
pub, in a commercial warehouse in Bordeaux
at the time of Colbert, in a windmill beside the
Zuider Zee, at a cafe in a barrio of Manhattan,
in the existential saudade of an old Portuguese
lyric. (4)

Benitez Rojo’s cartography may at first seem
absurdly global, yet the practice of the novel
by authors variously connected with the
Caribbean amply demonstrates the long
reach of Caribbean culture.

THE NOVEL IN THE SPANISH-
SPEAKING CARIBBEAN

Given that Cuba alone is far larger and more
populous than any other country in the
Caribbean, and that Havana is arguably
the most important Caribbean city, it is not
surprising that the island should possess
the most established novelistic tradition in
the region, going back to the first decades of
the nineteenth century, well before the
country’s independence in 1902. The
Dominican Republic and Puerto Rico are

smaller countries—albeit Santo Domingo
and San Juan have surpassed Havana in
population—but they too have a significant
novelistic tradition. Because of considerable
migration to such cities as New York and
Miami, writers of Cuban, Dominican, and
Puerto Rican ancestry have made major
contributions, mostly in English, to U.S.
Latina/o literature.

The Novel in Colonial Cuba

Although best known as a Romantic poet,
José Maria Heredia, whose life was spent
mostly in exile, may have been the author
of Jicotéencal (1829), a HISTORICAL novel—the
first in Spanish America—on the conquest of
Mexico published anonymously in Philadel-
phia; it has also been credited to Félix Varela,
the Cuban priest who lived in the U.S. and
wrote widely on philosophical subjects. Ger-
trudis Gomez de Avellaneda, who lived in
Spain and is also considered a Spanish au-
thor, wrote Sab (1841), the exalted story of
the eponymous former slave who is madly
in love with Carlota, a white woman. She in
turn loves Enrique, a handsome man of
English descent who courts her mostly for
her perceived wealth. Because of their racial
difference, Sab’s passion for Carlota is
doomed to failure from the start, but
Avellaneda’s text, which predates Harriet
Beecher Stowe’s Uncle Tom’s Cabin (1852),
succeeds as a denunciation of racial prejudice
and injustice, often voiced by Sab himself.
The novel ends with Sab’s poignant letter
tracing a parallel between the situation of
slaves and that of women in colonial Cuba.

The subject of RACE is also central in Cirilo
Villaverde’s Cecilia Valdes o la Loma del
Angel (1882, Cecilia Valdés or El Angel Hill).
Considered as the most important Cuban
novel of the nineteenth century, it is an
elaborate and daring tale of love and in-
cest—Cecilia is an illegitimate mixed-race
young woman who falls in love with her
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white brother—as well as a vast panorama of
race and social relations in 1830s Cuba.
Traversing the racially marked spaces of
colonial society, from the brutal sugarcane
fields to an elegant ball at Havana’s Phil-
harmonic Society, Cecilia Valdes partially
conforms to the practices of Spanish Amer-
ican costumbrismo, the picturesque sketches
of manners and customs that recorded
such things as local dances and music (see
REGIONAL), but it also foregrounds realisti-
cally the dreadful consequences of colonial-
ism and slavery.

José Marti, who died for the cause of
Cuban independence, is best known as an
essayist and poet, but he also penned
a novel, Amistad funesta (1885, Tragic
Friendship), heralded as the first novel of
modernismo, the Spanish American move-
ment that replenished literature in Spanish
by creating a new luxuriant poetical lan-
guage modeled in part on modern
French poetry and prose and, in the case
of Marti, on the classics of the sixteenth—
seventeenth century Spanish Golden Age.

The Novel in Cuba after Independence

The corpus of the twentieth-century Cuban
novel features diverse experiments in the
craft of fiction that may be linked with
Anglo-European MoperNIsM. Enrique Lab-
rador Ruiz invented the novelas gaseiformes,
including El laberinto de simismo (1933, The
Labyrinth of Oneself), whose randomly
moving structures break with the conven-
tions of literary reaLisM, while Dulce Maria
Loynaz, a poet awarded the Premio Cer-
vantes, wrote Jardin (1951, Garden), whose
insubstantial plot is vaguely restricted to a
woman’s reminiscences of her romantic
past. Virgilio Pinera wrote La carne de René
(1952, René’s Flesh), the sadomasochistic
and homoerotic tale of a young man’s
education in all things carnal, by which,
uncannily, is meant both flesh and meat.
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The top Cuban novelist is Alejo Carpen-
tier, whose work is often linked to the
concept of MaGICAL REALISM, though it is
arguably more useful to view it in the con-
text of what Carpentier himself termed lo
real maravilloso (the marvelous real), i.e.,
the sense of amazement stemming from
the conjunction of opposing worldviews in
the culturally heterogeneous Americas. Car-
pentier introduces the marvelous real in the
preface to El reino de este mundo (1949, The
Kingdom of This World), a historical novel
set in Haiti around the French Revolution
(1787-99), in which the execution of the
slave Mackandal on a public square is inter-
preted differently by the colony’s inhabi-
tants; if the Europeans believe that he dies at
the stake, the Africans see him turning into a
bird and flying away, a metamorphosis that
will allow him to continue the slave revolt.
Similarly, Los pasos perdidos (1953, The Lost
Steps) explores transculturation in the New
World as it traces a musicologist’s spatial
and temporal progress from a modern city
to the heart of the South American jungle in
search of the world’s oldest musical instru-
ment (see SPACE, TIME). But Carpentier’s
greatest Caribbean novel is El siglo de las
luces (1962, Explosion in a Cathedral), the
tale of two siblings, Esteban and Sofia, and
their passionate liaisons with Victor Hughes
(1761-1826), the French revolutionary
leader with whom Soffa falls in love and
under whose magnetic command Esteban
travels from Havana to the French Pyrenees,
Cayenne, and elsewhere. Published in the
early years of the Cuban Revolution
(1956-59), which Carpentier wholehearted-
ly supported, this historical novel presents
an ambiguous vision of revolutionary strug-
gles, as the lofty ideals of liberty, equality,
and brotherhood become entangled with
violent authoritarianism, signaled by a guil-
lotine, the first image in the novel.

Besides the real maravilloso, Carpentier
elevated the baroque as a theory for trans-
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cultural exchanges in Latin America;
indeed, the term neobaroque has become
virtually synonymous with much of Cuban
fiction. A sumptuous figuration thereof is
Concierto barroco (1974, Baroque Concert),
a short novel about a Mexican traveler
in eighteenth-century Venice who disputes
the historical flaws of Antonio Vivaldi’s
Montezuma (1732) even as Carpentier’s
own text deploys numerous anachronisms
of its own, including a vision of Richard
Wagner’s (1813-83) funeral procession
along the Grand Canal and an uncanny
picnic attended by Vivaldi (1678-1741) and
others near Igor Stravinsky’s (1882-1971)
grave. An ironic meditation on the vagaries
of writing and reading about cultures other
than one’s own, Concierto barroco also cele-
brates transatlantic hybridities, best per-
ceived in the trumpet’s journey from
the Bible through Georg Frideric Handel’s
(1685-1759) Messiah (1741) to Cuban and
North American music, especially jazz.
Pinnacles of the New World neobaroque
are Paradiso (1966, Paradise) and its unfin-
ished sequel, Oppiano Licario (1977), by José
Lezama Lima, a poet renowned for the
difficulty of his erudite verses, a style which
he first rehearsed in his first poem, “Muerte
de Narciso” (1937, Death of Narcissus), and
then transposed to his fiction. Linked by
critics to the works of Marcel Proust and
James Joyce, Paradiso is the strangest of
novels, a complex kiinstlerroman (see BIL-
DUNGSROMAN) whose subject seems to be the
art of poetry, or the notion of the image, and
whose plot—mostly a realistic tale, though
at times densely hermetic and seemingly
disconnected from the main action—
encompasses the family saga of José Cemli,
a fictional metamorphosis of Lezama Lima
himself; his passionate friendship with the
handsome Fronesis and the perilous Focion;
and his involvement with Oppiano Licario,
a rather mysterious character through
whom he will investigate his incipient poetic

vocation. On publication, Paradiso achieved
a certain succes de scandale because of its
graphic depiction of homosexual acts in
chap. 8, but its succes d’estime has been more
lasting. A passionate reader of Lezama Lima
and a sophisticated theorist of the baroque
and neobaroque is Severo Sarduy, who, as
an exile in Paris, wrote seven of the most
intricate novels of Caribbean literature,
from Gestos (1963, Gestures) and De donde
son los cantantes (1967, From Cuba with a
Song)—which Barthes praises for demon-
strating “qu’il n’y a rien a voir derriere
le langage” (that there is nothing to see
behind language)—to Cobra (1972), Mai-
treya (1978), Colibri (1984, Hummingbird),
Cocuyo (1990) and Pajaros en la playa (1993,
Birds at the Beach), a posthumous work on
beauty, illness, and the body.

Also among the writers who went into
exile after the Revolution was Guillermo
Cabrera Infante, viewed as one of the key
figures in the Latin American boom of
narrative fiction in the 1960s, especially
for Tres tristes tigres (1967, Three Trapped
Tigers), a highly cinematic novel about the
nocturnal exploits of three men in Havana
as well as an unrelenting succession of puns
whereby the official sites of high culture
seem to collapse. The name of Bach, for
instance, yields to linguistic radicalism and
turns into “Bachata,” or a raucous party,
performed by the text itself as the main
characters drive along the city’s seaside
boulevard, listening to a baroque piece (by
Vivaldi) on the radio: “;Qué diria el viejo
Bacho si supiera que su musica viaja por el
Malecén de La Habana, en el trépico,
a sesenta y cinco kilémetros por hora”
(“Bachata, I”; “What would the old boy
Bach say if he knew that his own music was
speeding along the Malecén of Havana, in
the tropics, at sixty miles an hour?”). A
British subject and a longtime resident of
London, Cabrera Infante never stopped
writing about Havana, most affectingly in
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the semiautobiographical La Habana para
un Infante difunto (1979, Infante’s Inferno),
whose title alludes both to Maurice Ravel’s
(1875-1937) melancholy piano piece and
the author’s literary search for his lost
city, yet again rehearsed in the unfinished
La ninfa inconstante (2008, The Unfaithful
Nymph).

Best known in English for Antes que
anochezca (1992, Before Night Falls), his
memoirs later adapted into a well-known
film, Reinaldo Arenas wrote numerous no-
vels, including El mundo alucinante (1966,
Hallucinations), about Fray Servando
Teresa de Mier (1765-1827), the Mexican
author and priest persecuted by the religious
establishment; Otra vez el mar (1982, Fare-
well to the Sea), about a closeted homosexual
man in revolutionary Cuba; and EI portero
(1987, The Doorman), set in New York,
where Arenas lived.

A case apart is that of Miguel Barnet, an
anthropologist who became a novelist with
Biografia de un cimarrén (1966, Autobiog-
raphy of a Runaway Slave). The text’s
composition began as the oral narrative
of 105-year-old Esteban Montejo (1860—
1973), who had been a slave in colonial
times and recounted his story to Barnet,
who then wrote it down in the form of a
novel. The work is a classic of Latin Amer-
ican testimonial literature, and it was also
turned into a dramatic musical piece,
El Cimarrén, by Hans Werner Henze
(1926-), the German composer.

Contemporary Cuban novelists include
Mayra Montero, a longtime resident of
Puerto Rico, whose Ti,, la oscuridad
(1995, In the Palm of Darkness) may be read
as an ecological meditation on Carpentier’s
El reino de este mundo; Leonardo Padura,
best known for Las cuatro estaciones
(1991-98, The Four Seasons), a tetralogy of
detective novels set in Havana; and Zoé
Valdés, who lives in Paris and is the author
of La nada cotidiana (1995, Yocandra in the
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Paradise of Nada), a denunciation of life in
Castro’s Cuba. Oscar Hijuelos, who received
the Pulitzer Prize for The Mambo Kings Play
Songs of Love (1990), and Cristina Garcia,
author of Dreaming in Cuban (1992) and
Monkey Hunting (2003), are important
Cuban American figures in the landscape
of U.S. Latino literature.

The Novel in the Dominican Republic and
Puerto Rico

Manuel de Jesus Galvan and Eugenio Maria
de Hostos wrote historical novels about the
islands’ indigenous peoples, who unlike
their counterparts on the mainland became
extinct soon after the European conquest.
The foremost Dominican novelist, Galvan
adopts an overtly Christian perspective in
Enriquillo (1882, The Cross and the Sword);
Bartolomé de las Casas (1474—1566), whose
writings are profusely quoted in the text, is
also a character in this romantic tale of a
native chief and his mixed-race cousin.
Hostos, like Marti in Cuba, was a political
man, advocating the independence of his
native Puerto Rico. In La peregrinacion
de Bayoan (1863, Bayoan’s Pilgrimage),
also set in early colonial times, the main
characters—Bayodn, Darién, Guarionex—
stand for the largest Caribbean islands—
Puerto Rico, Hispaniola, Cuba—for whose
political union, in the form of an Antillean
Confederation, Hostos strove.

In the last third of the twentieth century,
several Puerto Rican novelists made an im-
print in Caribbean literature. Luis Rafael
Sanchez, a playwright and a novelist, is best
known for La guaracha del Macho Camacho
(1976, Macho Camacho’s Beat), which takes
place over the course of one afternoon and
whose characters, belonging to various
social classes and scattered throughout
traffic-congested San Juan, are nevertheless
connected by Macho Camacho’s ubiquitous
tune, “La vida es una cosa fenomenal” (“Life
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is a phenomenal thing”), whose thrust the
language-driven text seems to mimic. A
masterful short story writer, Rosario Ferré,
penned the collection La caja de Pandora
(1976, The Youngest Doll), which includes
the episToLARY novella “La bella durmiente”
(Sleeping Beauty) as well as several novels
that focus on crass and GENDER relations;
some of these novels, including The House
on the Lagoon (1995) and Eccentric Neigh-
borhoods (1998), were written in English.

The intertwined issues of bilingualism
and interlingualism inform the works of
Giannina Braschi, born in San Juan and
aresident of New York, whose Yo-Yo Boing!
(1998), a postmodernist novel of sorts
written in “Spanglish,” has garnered much
praise in some scholarly circles. Indeed, the
English-language corpus of fiction by U.S.
authors of Dominican and Puerto Rican
descent continues to grow. Julia Alvarez,
born in New York of Dominican parents,
is the author of How the Garcia Girls
Lost Their Accent (1991), while Junot Diaz,
a native of Santo Domingo, won the Pulitzer
Prize for The Brief Wondrous Life of Oscar
Wao (2007).

THE NOVEL IN THE ANGLOPHONE
CARIBBEAN

Two authors from the British West Indies
were awarded the Nobel Prize for literature,
and in their lectures in Stockholm they put
forth divergent views on the import of the
Caribbean. Although born in Trinidad, V. S.
Naipaul praised Britain and India as the two
great civilizations in his background, but
failed to acknowledge the Caribbean. Derek
Walcott, on the other hand, read a lecture
that focused on the East Indian village of
Felicity in Trinidad, a community presented
as typical of the Caribbean as a whole.
Walcott’s title, “The Antilles: Fragments of
Epic Memory,” and general argument find a

sense of fullness in the region’s splintered
makeup: “That is the basis of the Antillean
experience, this shipwreck of fragments,
these echoes, these shards of a huge tribal
vocabulary, these partially remembered
costumes, and they are not decaying but
strong.”

An author in whose fictional corpus the
Caribbean vanishes at times, yet also resur-
faces with the intensity of its rich cultural
legacy, is Jean Rhys, born in Dominica and
a resident of England and other European
countries since age 16. Rhys’s four prewar
novels, starting with Quartet (1928), are all
set in Europe, and while Voyage in the Dark
(1934) features a West Indian protagonist,
Good Morning, Midnight (1939) is the story
of a woman of indeterminate origin; as
for After Leaving Mr. McKenzie (1930), Nai-
paul, in a review, underscored the excision
of the West Indies in the main character,
who seems devoid of a past. Erasure, curi-
ously, is just the opposite of what Rhys
carries out in Wide Sargasso Sea (1966), her
best known work. In this “prequel” to Char-
lotte Bronté’s Jane Eyre (1847), Rhys invents
ahistory that seeks to explain the madness of
Bertha Mason, renamed Antoinette, thereby
engaging in what many view as an important
postcolonial response to an English classic.

The relations between Europe and the
New World are also a major theme in the
fiction of Wilson Harris, whose first novel,
Palace of the Peacock (1960), deals with an
infernal jungle expedition in search of cheap
native labor; it inaugurates the Guyana
Quartet as well as a vast fictional oeuvre
comprising over twenty novels set in various
historical periods and continents. Born in
Barbados, George Lamming wrote In the
Castle of My Skin (1953), a coming-of-age
tale of class and race set on his native island
before independence from Britain. Walcott,
bornin St. Lucia, is first and foremost a poet,
but some of his longer works boast a strong
narrative thrust and may be read as verse
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novels; Omeros (1990) is his reformulation
of Homer’s Iliad, now set in the Caribbean,
while Tiepolo’s Hound (2000) focuses on
Camille Pissarro (1830-1903), the Impres-
sionist painter born in the Danish West
Indies.

The Nobel Prize for literature was
awarded to Naipaul in 2001 for “having
united perceptive narrative and incorrupt-
ible scrutiny in works that compel us to
see the presence of suppressed histories.”
Indeed, Naipaul’s fiction, like that of other
writers from the Caribbean, often focuses on
the untold stories of colonialism, but what
emerges from his carefully crafted prose is
not a black-and-white world, but an empire
of contradictions. A House for Mr. Biswas
(1961), his first international success,
focused on the small life of an Indo-
Trinidadian not unlike his own father, while
The Mimic Men (1966), also set in the
Caribbean, is quoted by postcolonial theo-
rist Homi Bhabha in “Of Mimicry and
Man.” The author of piercing travel narra-
tives about different parts of the world,
Naipaul, like Joseph Conrad, with whom
he is often compared, has set some of his
fiction in far-flung locations; A Bend in the
River (1979), for instance, takes place in
a central African nation torn by violence.
But he has also scrutinized England, where
he has lived since 1950; The Enigma of
Arrival (1987) presents a writer like Naipaul
who, while living in a village near Stone-
henge, considers various episodes of his
past.

Born in Antigua and a resident of Ver-
mont, Jamaica Kincaid is the author of an
eloquent contemporary indictment of colo-
nialism, A Small Place (1988), and four
largely semiautobiographical novels, includ-
ing Annie John (1985) and The Autobiogra-
phy of My Mother (1996), both of which deal
with mother-and-daughter relations. Her
novel Lucy (1990), is the story of an au-pair
girl from the Caribbean in an upscale New
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York household, while My Brother (1997),
is a story of AIDS.

British authors of West Indian descent
have also written highly acclaimed novels
that represent the Caribbean at least par-
tially. Andrea Levy wrote Small Island
(2004), the title of which invokes both
Jamaica and Britain, while Zadie Smith,
whose mother was Jamaican, is the author
of White Teeth (2000), a masterful tale of
multiethnic families in London and beyond.

THE NOVEL IN THE
FRANCOPHONE CARIBBEAN

Although theories of la Francophonie
inform much of the discourse about the
literature of the French West Indies, the
concept of the Caribbean is also significant
in the discussion about culture in the region.
Besides Glissant’s theoretical work, state-
ments by major novelists also serve to un-
derscore the idea of a Caribbean cultural
identity. In an interview, Patrick Chamoi-
seau minimized the role of linguistic unity
in favor of a shared pan-Caribbean mindset:

Je suis plus proche d’un Saint-Lucien anglo-
phone ou d’un Cubain hispanophone que
n’importe quel Africain francophone ou
Québécois francophone. Vous voyez, les lan-
gues, aujourd’hui, ont perdu leur pouvoir de
pénétration, de structuration profonde d’une
identité, d’une culture, d’'une conception du
monde. (Gauvin, 37) [I’'m closer to an An-
glophone St. Lucian or a Spanish-speaking
Cuban than to any Francophone person
from Africa or Quebec. You see, languages
today have lost their power of insight, of
deeply structuring an identity, a culture, or
a worldview.]

The contributions of French West Indian
authors to the Caribbean novel are numer-
ous. Jacques Roumain, born in Haiti, wrote
Gouverneurs de la rosée (1944, Masters of the
Dew), the story of a man trying to save his
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village from drought. René Depestre, a poet
also from Haiti, penned Hadriana dans
tous mes reves (1988, Hadriana in All My
Dreams) a story of voodoo, zombies, and
eroticism that some have read in the con-
texts of Carpentier’s real maravilloso and of
self-exoticism. Edwidge Danticat, a Haitian
American author, is the author of The Farm-
ing of Bones (1998), a tragic love story set
against the political persecution of Haitians
in the Dominican Republic of the 1930s.

Glissant’s novels, the first of which is La
Lézarde (1958, The Ripening), are often read
in the context of his contributions to post-
colonial theory. Maryse Condé was, like
Glissant, a university professor. Born in
Guadeloupe, her often historical fiction
includes the two parts of Séegou (1984-85,
Segu), about religious and political struggles
in what is now Mali, and Moi, Tituba,
sorciere noire de Salem (1986, I, Tituba, Black
Witch of Salem), which deals with colonial
New England. La vie scélerate (1987, Tree of
Life), was awarded the Prix de ’Académie
franqaise. It and Traversee de la mangrove
(1989, Crossing the Mangrove), are both set
in Guadeloupe.

The most accomplished of all Caribbean
Francophone writers is arguably Patrick
Chamoiseau, born in Martinique and the
author of several novels, including Texaco
(1992), which was awarded the Prix Gon-
court. Written in French nuanced with Cre-
ole, the text covers some 150 years in the
history of Martinique, as narrated mostly by
Marie-Sophie Laborieux, the daughter of
slaves and founder of Texaco, the shanty-
town named for the nearby oil refinery. Her
interlocutor is a city planner identified as
Christ, whom she must convince, through
the power of her tongue, to spare Texaco
from being razed. A Scheherazade of sorts,
Marie-Sophie narrates a series of fascinating
stories, often by resorting to journals and
letters, that often concern her father, Ester-
nome, born on a sugar plantation, and

milestones in the island’s history, from the
abolition of slavery in 1848 to de Gaulle’s
visitin 1966. What prevails, in the end, is the
power of language and stories to change
minds, as the city planner reveals:

Cest elle, la Vieille Dame, qui modifia mes
yeux. Elle parlait tant que je la crus in instant
délirante. Puis, il y eut dans son flot de
paroles, comme une permanence, une durée
invincible danslaquelle s’inscrivait le chaos de
ses pauvres histoires. J’eus le sentiment sou-
dain, que Texaco provenait de plus loin de
nous-meémes et qu’il me fallait tout ap-
prendre. Et méme: tout réapprendre....
(Book Two, “The Age of Crate Wood”)
[That’s her, the Old Woman who gave me
new eyes. She spoke so much that for a
moment I thought she was delirious. But
then, a certain permanence appeared in her
flood of words, like an invincible duration
that absorbed the chaos of her poor stories. I
suddenly got the feeling that Texaco came
from the deepest reaches of ourselves and that
I had to learn everything. And even: to relearn
everything ... .]

Marie-Sophie’s stories—and, by implica-
tion, Chamoiseau’s text—emerge as pow-
erful example of how stories, or the novel as
a genre, create and validate communities.
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Censorship
ELISABETH LADENSON

Under “novel,” Gustave Flaubert’s Dictio-
nary of Accepted Ideas claims novels
“Corrupt the masses” (1913, trans. J.
Barzun). Flaubert knew what he was talking
about, since the trial of Madame Bovary in
France in 1857 is perhaps the most notori-
ous literary censorship trial of all. Novels
have always been viewed by censors and
would-be censors as a particularly danger-
ous literary form, given their potential
appeal to a broad readership, and especially
a female readership, as in the case of Ma-
dame Bovary. The particular aspects of fic-
tional narrative that have been perceived as
dangerous, and the measures undertaken to
meet that danger, have changed over the
course of time.
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FORMS OF CENSORSHIP

The word censorship derives from the Ro-
man office of censor, charged with taking
the census of citizens but eventually includ-
ing the oversight of moral behavior. Cen-
sorship refers to the suppression of spoken
or written expression. In literary terms this
has taken different forms at different times,
and the category has been used for a variety
of phenomena.

From the advent of the printing press in
the fifteenth century roughly through the
eighteenth century in Europe, prior censor-
ship was the norm (see PAPER AND PRINT).
Government and ecclesiastic bodies vetted
works prior to publication and accorded an
early form of copyrRiGHT in exchange for
approval of content. This did not prevent
the printing and dissemination of works
outside the bounds of official censorship.
Writers, publishers, and booksellers have
always found ways to make illicit works
available to a public eager to read them (see
PUBLISHING). Prepublication censorship was
the most effective form; it remained the
norm until the nineteenth century and has
returned at times under repressive political
regimes. Iran, for instance, has never ceased
to operate under this system.

During the nineteenth century and
throughout much of the twentieth pre-
publication vetting was replaced in Europe
by a subtler form of control. Authors were
free to publish anything they liked as long as
they could find a publisher willing to pub-
lish it, the latter could find a printer willing
to print it, and booksellers were willing
to sell it. Until the late twentieth century,
governments in most countries exercised
the right to post-publication suppression
following legal proceedings; as a result, the
publishing industry exercised its own form
of control on publications. Since authors
and publishers, and often printers and book-
sellers, were subject to fines and even jail
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sentences if the work was found culpable
under this system, all concerned had a con-
siderable stake in avoiding legal proceedings.

Another less visible form of censorship
often deployed against novels is expurga-
tion. Offending passages are simply re-
moved or modified. This practice is known
as bowdlerization, after the Rev. Thomas
Bowdler, who published expurgated ver-
sions of William Shakespeare (1554-1616)
and of Edward Gibbon’s Decline and Fall of
the Roman Empire (1776-88), rendering
them suitable for READING ALOUD to mixed-
sex audiences. Bowdlerization has been
widespread from ancient régime France, in
which special editions of works were pro-
duced for the use of the dauphin, the eldest
son of the king, through more recent times.
In the 1960s Hugh Lofting’s Story of Doctor
Doolittle (1920) was “cleaned up” to remove
the impolite terms Polynesia the parrot uses
to refer to black people.

The last major literary censorship trials
in England, the U.S., and France took place
in the 1960s. Since that time, the various
forms of censorship outlined above have
continued to be exercised in other parts of
the world. In the West, censorship has not
gone away, but it has taken different forms,
emanating less from centralized govern-
ment forces than from the citizenry itself,
often in the form of local pressure groups.
The subjects of perceived danger have also
changed.

DANGER ZONES

The broad categories of perceived offensive-
ness in the novel are sexual, political, and
religious. Since sex, politics, and religion
have always been intimately connected, it
is not easy to distinguish these rubrics.
Adultery, for instance, is a standard plot for
novels and a favorite target of censorship
efforts. Many works, such as the novels of

the Marquis de Sade, Flaubert’s Madame
Bovary, and D. H. Lawrence’s Lady
Chatterley’s Lover (1928), as well as a num-
ber of recent novels banned in Islamic
countries, have managed to offend on all
three counts. Whether Christian or Islamic,
theocratic regimes tend to conflate these
categories and feature capacious censorship
criteria as a result. The Catholic Church
published its first Index Librorum Prohibi-
torum (Index of Prohibited Books) in 1559
and did not stop issuing lists of proscribed
books until 1966. The Index consistently
included novels suspect on sexual and
political as well as religious grounds. The
1989 fatwa pronounced on Salman Rushdie
by the Iranian authorities following publi-
cation of his Satanic Verses (1988) was a
religious decree on grounds of blasphemy,
but in such contexts the religious is a
political category that necessarily extends
to representations of social and sexual
concerns.

In addition to these, two further subca-
tegories have received attention. In the early
twentieth century the use of “dirty words”
became an issue in such works as James
Joyce’s Ulysses (1922), Lawrence’s Lady
Chatterley’s Lover and Henry Miller’s Tropic
of Cancer (1934), all of which were pub-
lished in France or Italy and banned for
some years in English-speaking countries.
By the end of the century the inclusion of
words such as fuck and shit, used either as
verbs, substantives, or expletives in novels
was commonplace, a byproduct of the re-
alistic depiction of everyday life. However at
the same time, racial denigration became
a source of concern (see RACE). In France, the
category of “incitement to racial hatred” is
one of the few grounds on which govern-
ment censorship can be invoked. In the U.S.
the word nigger has occasioned many at-
tempts to ban novels from school libraries
and required reading lists, notably Mark
Twain’s Huckleberry Finn (1885).
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PROTECTED GROUPS

Before the nineteenth century, illiteracy
provided a built-in constraint on access to
novels and other written material. In the
eighteenth century, PHILOSOPHICAL novels by
Voltaire, Denis Diderot, and Jean-Jacques
Rousseau, many of which circulated in
France in clandestine form, were instrumen-
tal in bringing about the French Revolution.
Their target audience was educated men and,
to a lesser extent, educated women.

By the mid-nineteenth century exponen-
tially increasing literacy rates combined
with the development of cheap paper-
making and printing techniques to produce
alucrative market for fiction among women
and the working classes, two groups seen as
lacking the discernment of educated men
and therefore in need of protection (see
CLASS, GENDER). In 1836 Charles Dickens’s
Pickwick Papers and Honoré de Balzac’s La
Vieille Fille (The Old Maid) were published
in newspapers in serial form. SERIALIZATION
was an immensely popular format, but it
was also viewed as potentially dangerous.
Multi-volume novels were also sold by sub-
scription. Eugene Sue’s blockbuster series
Les Mysteres de Paris (1842—43, The Myster-
ies of Paris) and its ilk were retrospectively
seen as one of the causes of the Revolutions
of 1848. A later novel by Sue was banned in
France in 1857, some six months after
Flaubert’s trial. As a result, post-publication
censorship was heightened during the Sec-
ond Empire (1852-70). Novels were seen as
a considerable threat to the sexual as well as
the political status quo. The public prose-
cutor in the Madame Bovary trial empha-
sized the fact that the novel’s audience
would consist largely of girls and women
who, like its heroine, were unable to distin-
guish between fiction and reality and would
be corrupted by her example. In England
and the U.S., French novels were viewed as
posing a particular danger on political and
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sexual grounds. In addition to the political
and sexual perils represented by the newly
literate sections of the population, during
the nineteenth century “the young person”
began to be a central focus of censorial
attention. This attitude was immortalized
in Dickens’s Our Mutual Friend (1864—65)
in the character of Mr. Podsnap. His inces-
sant worries about what was appropriate for
“the young person” (i.e., his daughter)
yielded the term “podsnappery.” For some
time the young person generally meant a girl,
since boys were seen as being better able to
fend for their own moral rectitude, but over
the course of the twentieth century the
protection of censors and would-be censors
extended to children and adolescents in
general.

CENSORSHIP OF PORNOGRAPHIC
NOVELS

Especially in France, the eighteenth century
produced a rich harvest of classic clandes-
tine pornographic novels, along with much
of what is now regarded as the Enlighten-
ment canon, including philosophical works.
Among these works were a number of novels
that fall into a hybrid category of philosoph-
ical pornography, and indeed the word
philosophie referred to philosophical tracts,
erotic narrative, and everything in between.
Examples of more or less philosophically
tinged pornographic
and banned in France during the pre-
Revolutionary period are Diderot’s Bijoux
indiscrets (1748, Indiscreet Jewels), an Ori-
entalist work featuring talking vaginas;
Claude-Prosper Jolyot de Crébillon fils’s Le
Sopha (1742, The Sofa), which recounts the
memoirs of a couch; and Jean-Baptiste de
Boyer d’Argens’s Thérese philosophe (17438,
The Philosophical Theresa). Written toward
the end of the eighteenth century, the novels
of the Marquis de Sade represent the most

novels  written
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extravagantly violent vein of this tradition.
His complete works were not published
openly until after WWII, occasioning
a well-publicized trial in France.

The term pornography gained currency in
the late eighteenth century. Its literal mean-
ing is prostitute-writing, but it was initially
used for proto-sociological descriptions of
the conditions in which prostitutes lived
and plied their trade. The most often cen-
sored novel in English, John Cleland’s Mem-
oirs of a Woman of Pleasure, or Fanny Hill
(1748-49), was written in a successful at-
tempt to get its author out of debtor’s
prison, but it quickly landed him back in
jail on grounds of offending the King’s
subjects. Fanny Hill is pornography in every
sense of the word since it not only features
sex on every page but also takes the form of
the autobiography of a prostitute. A variety
of sex acts are portrayed throughout,
but parts of the body are referred to exclu-
sively through metaphor. Famously, it con-
tains no vernacular “dirty words.” It holds
the distinction of being the first book on
record as being banned in the U.S. (Massa-
chusetts, 1821) as well as one of the last: it
was not allowed free circulation in that
country until a Supreme Court case in
1966. Like the works of the Marquis de Sade,
Fanny Hill is now widely available in various
paperback “classic” editions.

CENSORED CLASSICS

A number of canonical novels have been
the objects of censorship or censorship at-
tempts. These include perennially problem-
atic works such as Petronius’s Satyricon
(first century ce), Giovanni Boccaccio’s
Decameron  (1349-53), Marguerite de
Navarre’s Heptameron (1558-59), and the
works of Frangois Rabelais, especially the

notorious Gargantua (1532) and Pantagruel
(15342), all of which have repeatedly been
banned in various contexts and countries on
grounds of obscenity, that is to say, the
presence of sexual content, blasphemy, and
vulgar language.

Many of these works were still being
banned or expurgated in English-speaking
countries in the nineteenth and early twen-
tieth centuries, an era busy producing its
own censorable literature. The modernist
novel (see MODERNISM), with its emphatic
critique of modern society, had left itself
open to censorship from its prehistory with
the Madame Bovary trial. Toward the end of
the nineteenth century the Naturalist move-
ment in France attracted a great deal of
opprobrium and a number of censorship
cases, although the novels of Emile Zola,
founder of the movement, were banned only
in England (see NaTURALISM). In the late
1880s publisher Henry Vizetelly was twice
prosecuted and briefly jailed for selling
French novels in TRANSLATION, notably Zola’s
La Terre (1887, The Earth).

Joyce’s Ulysses was the first notorious case
of censorship of a now-canonical modernist
novel. It was first published between 1918
and 1920 in Margaret Anderson’s Little
Review in New York in serial form. Despite
having been expurgated by Ezra Pound in
order to avoid censorship and because he
objected to the novel’s scatological theme,
publication was halted by order of the court
following the “Nausicaa” episode in which
Leopold Bloom masturbates on the beach in
full sight of the compliant Gerty McDowell.
While Anderson’s attorney emphasized the
obscurity of the work, the presiding judge
found this scene excessively comprehensi-
ble. The novel was then brought out in
unexpurgated form by Sylvia Beach under
the imprint of her Paris bookstore Shake-
speare & Co. in 1922. It was not allowed
into the U.S. until New York Supreme
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Court Justice John M. Woolsey’s famous
decision in December 1933, the same week
Prohibition (1920-33) was repealed, that
the book was a work of art. Moreover, its
sexual content was “emetic” rather than
“aphrodisiac,” and it could therefore safely
be enjoyed by the American public. Publi-
cation in the U.K. soon followed.

In 1928 Radclyffe Hall, at the time a
prominent English author who had won
several important prizes, brought out The
Well of Loneliness, the first mainstream novel
in English centrally concerned with same-
sex love. Although the book received uni-
formly positive reviews in the literary press,
its implicit plea for tolerance of homosex-
uality attracted the ire of James Douglas,
the editorialist of the Sunday Express, who
wrote a scathing article deploring the moral
turpitude it promoted and famously de-
clared that he would “rather give a child a
phial of prussic acid” than this book be-
cause “poison destroys the body, but moral
poison destroys the soul.” The Home
Office responded by dragging Hall’s pub-
lisher, Jonathan Cape, into court under the
Obscene Publications Act of 1857. Literary
London turned out to support Hall and her
publisher and attest to the work’s literary
merit, despite the feeling among many of
her supporters, including Virginia Woolf
and E. M. Forster, that The Well was far
from being a masterpiece. The presiding
magistrate refused to allow defense testi-
mony as to artistic merit. Merit was
claimed as an exacerbating factor by the
prosecution and the case was lost, but in the
U.S. a similar verdict was overturned on
appeal. In England the novel was banned
for some twenty years. It was a long time
before anyone attempted anything of the
sort again (see QUEER).

Some fifteen years before the Well of
Loneliness trial, Forster had written Maurice,
a novel featuring a protagonist normal to
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the point of mediocrity in all respects other
than his sexual preference. Forster dedicated
this work “to a happier year,” a time when
such books would not be subject to censor-
ship and did not attempt to publish it during
his lifetime. The novel first appeared in
1971 after the author’s death, according to
a proviso in his will. Unlike The Well of
Loneliness, which, as its title suggests, does
not end on a cheerful note, Maurice features
a relatively happy ending which Forster
knew would make the novel entirely unpub-
lishable. Unhappy endings which provide
a dose of moral retribution to unruly char-
acters had long been used by authors wish-
ing to take on problematic themes (e.g.,
adultery) while avoiding censorship. This
technique was never foolproof. It did not
prevent Flaubert from getting dragged into
court over Madame Bovary, although it
contributed to his acquittal, and it failed
Hall in The Well of Loneliness. The first novel
with both a homosexual theme and an
optimistic ending in the U.K. seems to have
been Patricia Highsmith’s The Price of Salt,
Carol (1951), initially published under the
pseud. Claire Morgan.

The same year The Well of Loneliness
was published and banned, Lawrence,
who had already encountered censorship
over The Rainbow (1915), published Lady
Chatterley’s Lover in Italy. He did not at-
tempt to find a publisher in England. Not
only does the book feature a relatively happy
ending for its adulterous couple, it is filled
with highly explicit sex scenes, a rich vo-
cabulary of four-letter words, and a scathing
indictment of postwar society. Lawrence
died in 1930, but Chatterley lived on
through numerous bootleg editions, some
expurgated. Following notorious censor-
ship trials in England, the U.S., and Japan
it was freely published in English-speaking
countries and for many heralded the
advent of the sexual revolution. Philip
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Larkin (1922-85) paid ironic tribute to this
milestone in his poem “Annus Mirabilis”
(1974):

Sexual intercourse began

In nineteen sixty-three (which was rather late
for me)

Between the end of the Chatterley ban

And the Beatles’ first LP.

CENSORSHIP ACTIVISM

By the early twentieth century, control over
the dissemination of books in most West-
ern countries operated not only through
obscenity trials in the courts but also
through government agencies such as the
postal system and the Customs office. In
Britain in the late 1920s the Conservative
government’s Home Secretary, William
Joynson-Hicks ~ (1902-83), popularly
known as “Jix,” was particularly keen on
cracking down on obscenity and indecency
in all possible forms. In 1930, just after the
Conservative government had been voted
out of office, Evelyn Waugh satirized this
phenomenon in his novel Vile Bodies. Its
protagonist watches helplessly as overzeal-
ous Customs agents, citing the fact that the
Home Secretary is “particularly against
books,” declare, “if we can’t stamp out
literature in the country, we can at least
stop its being brought in from outside.”
They take out their list of banned titles
and seize Dante Alighieri’s Purgatorio
(1308-21) and the typescript of his unpub-
lished autobiography from his luggage.

In the U.S., a country which has never
had a coherent federal censorship law,
much of the work of policing literature was
undertaken at the local level by private
organizations accorded semi-official func-
tions who worked with the Post Office and
Customs Bureau. The most prominent of
these was the New York Society for the

Suppression of Vice, founded by Anthony
Comstock (b. 1844) in 1873 and headed by
him until his death in 1915, when it was
taken over by the equally zealous but less
flamboyant John Sumner. Comstock re-
ceived a Commission to act as Special Agent
of the U.S. Post Office. He became a famous
figure and gave rise to both a noun,
“Comstockery,” a more proactive form of
“Podsnappery,” and a law, the Comstock
Act of 1873, under which many books,
including  Geoffrey = Chaucer’s  The
Canterbury Tales (1387-1400), Boccaccio’s
Decameron, Daniel Defoe’s Moll Flanders
(1722), and various editions of the Arabian
Nights were seized well into the twentieth-
century. The New York Vice Society, as it
was known, was soon joined by other re-
gional organizations such as the New Eng-
land Watch and Ward Society, the group
responsible for the notorious wave of books
“banned in Boston” into the 1930s.

A part of the same “purity” movement
that had called for Prohibition, the “Clean
Books Crusade” spearheaded by these or-
ganizations reached its apogee in the 1920s.
Among the novels deemed obscene and
suppressed then in the U.S. and England
were Leo Tolstoy’s novella The Kreutzer
Sonata (1889) (also banned as indecent in
Russia upon publication), Thomas Hardy’s
Jude the Obscure (1895), Theodore Dreiser’s
An American Tragedy (1925), Ernest Hemi-
ngway’s The Sun Also Rises (1926), and
Sinclair Lewis’s Elmer Gantry (1927).

The Vice Society movement began to fade
in the 1930s for a number of reasons. The
Depression brought the Roaring Twenties
to an abrupt end, and the insistent focus on
sex in literature gave way to economic con-
cerns on the part of both writers and pub-
lishers. The rise of Fascism in Europe,
and especially the Nazi book-burnings in
May 1933, in which novels by Andfe Gide,
Marcel Proust, Thomas Mann, Zola, H. G.
Wells, Erich Maria Remarque, Arthur
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Schnitzler, Hemingway, and Jack London
were consigned to the flames, dampened
censorship ardor in other countries. In the
U.S. this event was referred to in cautionary
terms in literary trials around this time, e.g.,
that of Ulysses in December 1933.

In the 1960s a number of prominent
censorship trials led to the effective end of
government literary censorship in most
European countries. Novels containing
explicit depictions of previously taboo
themes appeared. The pseudonymous Pau-
line Réage’s Story of O (1954), William S.
Burroughs’s Naked Lunch (France, 1959; U.
S. 1962, and promptly banned in Boston),
John Rechy’s City of Night (1963), and
Hubert Selby, Jr.’s Last Exit to Brooklyn
(US. 1964, and banned in Britain
1966—68) included homosexual and sado-
masochistic sex. These titles appeared
under the imprint of Grove Press in the
U.S. and circulated with relative freedom
by the late 1960s.

By the end of the century, the Vice Society
movement had been replaced in the U.S. by
evangelical organizations, including the
Moral Majority and Focus on the Family.
With the advent of new media such as video
games and the internet, novels had come to
seem largely anodyne, with an important
exception: children and youth still poten-
tially needed protection from the novels
assigned to them in school and available to
them in libraries. As a result, censorship
battles in the U.S. toward the end of the
twentieth and into the twenty-first century
are most often waged by individuals or
groups against school boards and LIBRARIES.
The most important difference between
these efforts and the methods of vice soci-
eties is that the latter sought to ban works
entirely from the public at large, whereas the
focus in more recent times has been on
preventing individual children rather than
children as a general category from reading
works viewed as offensive or dangerous.
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For the most part, the subjects perceived
as harmful have not changed a great deal.
“Sexually explicit material” still heads the
list of offending factors cited in challenges to
the presence of books on school curricula or
in municipal or school libraries, according
to the American Library Association (ALA).
Other grounds have included offensive lan-
guage, occult themes or Satanism, violence,
promotion of homosexuality, racism, “sex
education,” and “anti-family.” The list of
works among the ALA’s Most Frequently
Challenged Books in the early twenty-first
century include many Young Adult novels
by Judy Blume, Roald Dahl, S. E. Hinton,
Paul Zindel, and others, as well as novels by
Margaret Atwood, Aldous Huxley, Stephen
King, Toni Morrison, J. D. Salinger, John
Steinbeck, Mark Twain, Kurt Vonnegut,
and Alice Walker.

RECENT CONTROVERSIES

Inrecentyears,and for very different reasons,
Huckleberry Finn and J. K. Rowling’s Harry
Potter series (1997-2007) are exemplary
among the books receiving attention from
groups and individuals wishing to protect
young readers from nefarious influences.

Huckleberry Finn has occasioned contro-
versy, suppression, and bowdlerization
because of its purportedly ambiguous
depiction of racial relations in America. The
first school edition of Twain’s novel omit-
ting the word nigger was published in 1931.
In 1957 a New York City court case involved
the uncapitalized substitution of negro for
the offending word in an edition destined
for use in schools. More recently, parents
have petitioned schools simply to remove
the work from required reading lists, and
such cases have been heard in a variety of
municipal and state judicial systems.

The Harry Potter novels have received
phenomenal worldwide popularity among
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adults as well as children and adolescents
since the inaugural volume in 1997, but they
have also inspired bitter opposition on
the grounds that they promote witchcraft
and Satanism. There have been countless
attempts to have them removed from
school reading groups and libraries. In
2002 a pastor in New Mexico conducted
a public burning of the series, denouncing it
as “a masterpiece of satanic deception.” His
action was in turn deplored by hundreds of
protestors, who turned up to shout “stop
burning books.”

ARGUMENTS FOR AND AGAINST
CENSORSHIP

The basic outlines of all debates around
censorship can be traced back to Plato and
Aristotle. The former, through the discourse
of Socrates in the Republic, famously ban-
ished poets, the practitioners of mimetic
literary art, from his ideal society on the
grounds that such representations are dan-
gerous because they stir the emotions, and
people tend to imitate what they see and
hear. Aristotle, despite having been Plato’s
student and despite never addressing the
subject per se, nonetheless paved the way
for all subsequent arguments against censor-
ship through his influential theory of cathar-
sis. According to Aristotle the audience of a
tragedy will tend to purge their own negative
emotions through identification.

Almost all arguments for censorship
follow the general lines of Plato’s pro-
nouncements in assuming that an audi-
ence’s behavior will be influenced by the
stories it is exposed to. Novels, like theater
and film, have caused particular concern
because all these forms have at various times
been highly popular, and narrative art is
seldom predicated on good behavior.
Anti-censorship efforts have generally been
based on the idea that audiences can think

for themselves, and that the representation
of dangerous or antisocial acts can act as
a cathartic imaginative release, rather than
an incitement.

The novel form has long internalized
these debates. Miguel de Cervantes
Saavedra’s Don Quixote (1605, 1615),
Madame Bovary, and Vladimir Nabokov’s
Lolita (1955), for instance, foreground char-
acters whose problematic behavior is explic-
itly linked to their reading habits; perhaps
unsurprisingly, such works have themselves
been the targets of censorship efforts.

SEE ALSO: Decadent Novel, Novel Theory
(19th Century), Philosophy, Realism,
Reviewing, Sexuality.
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Central America
ROY C. BOLAND OSEGUEDA

Although Central America is a cultural mo-
saic, it shares a common literary tradition
within the six Spanish-speaking republics of
Guatemala, Honduras, Fl Salvador, Nicar-
agua, Costa Rica, and Panama. The Central
American novel is thought to begin in
Guatemala with La hija del adelantado
(1866, The Governor’s Daughter), by José
Milla. He initiated a vogue for historical
ROMANCEs followed in Nicaragua by José
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Dolores Gdmez, in Panama by Gil Colunje,
and in Costa Rica by Manuel Argiello.
Guatemalan Agustin Mencos Franco drew
inspiration from Walter Scott and Alex-
andre Dumas for Don Juan Ninez Garcia
(1898), a stirring account of an Indian
rebellion against colonial rule in Chiapas,
while Honduran Carlos F. Gutiérrez wrote
a curious historical romance, Angelina
(1898), which combines themes of mystery,
madness, and honor with eroticism.

The principal European movements of
the period (Romanticism, ReALISM, and
NATURALISM) came to Central America via
Guatemala. Although the influence of the
Catholic Church curbed freedom of expres-
sion, in Conflictos (1898, Conflicts), Ramén
A. Salazar drew a realistic picture of social
problems, and in a sequence of five novels
published between 1899 and 1902, Enrique
Martinez Sobral portrayed the ugly under-
belly of life in a naturalistic style. On the
other hand, Nicaraguan Rubén Dario intro-
duced the exotic, poetic principles of mod-
ernismo (see MODERNISM) to prose in Emelina
(1887), his only completed novel. The
banner of modernismo was also taken up by
a number of Guatemalans, most promi-
nently by Enrique Gdémez Carrillo, who
focused on the decadence of love and art
in a sequence of finely wrought novels.

While some novelists combined the
aesthetic of modernismo with social and
political themes—among them Guatema-
lans Médximo Soto-Hall and Rafael Arévalo
Martinez—other modernistas chose to ex-
plore supernatural themes, as in El vampire
(1910, The Vampire), a chilling cotHIC
novel by Honduran Froyldn Turcios mod-
eled on Bram Stoker’s Dracula (1897).
Disenchantment with venal politicians
and corruption in the Catholic Church
prompted other modernistas to explore al-
ternative spiritual values. Thus, in El Cristo
Negro (1926, The Black Christ), Salvadorean
Salvador Salazar Arrué, alias Salarrué,
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narrates a theosophical fable in which the
traditional concepts of good and evil are
turned upside down. In an anticlerical
novel, Alba de America (1920, Alba, or the
American Dawn), Guatemalan César Brenas
transforms the rape of the heroine by a priest
into a metaphor for the perversion of hopes
and aspirations in the New World.

THE EVOLUTION OF THE CENTRAL
AMERICAN NOVEL IN THE
TWENTIETH CENTURY

As the twentieth century progressed, the
Central American novel came of age as
writers experimented with four interrelated
modes: costumbrismo (the folkloric portray-
al of life and manners), criollismo (a focus on
REGIONAL and NATIONAL realities), indigenis-
mo (the defence of Indian rights and
culture), and antiimperialismo (resistance
to U.S. hegemony). Costa Rica produced
a quartet of novelists who penned persua-
sive depictions of local reality featuring
typical language and customs allied to
PSYCHOLOGICAL insight and social criticism:
Joaquin Garcia Monge, Magén (pseud. of
Manuel Gonzilez Zeledon), Genaro Cardo-
na, and Carmen Lyra. In El Salvador, José
Marfa Peralta gave the regional novel
a satirical dimension in Doctor Gonorreiti-
gorrea (1926), a side-splitting exposé of
the national bourgeoisie’s obsession with
foreign goods and mores.

Central American novelists responded
with profound engagement to a series of
political upheavals inside and outside the
region: the Mexican Revolution (1910-20);
the U.S. intervention in Panama (1903);
the occupation of Nicaragua by marines
(1912-33); the mass slaughter of Indians
in El Salvador (1932); and two periods
of brutal dictatorship in Guatemala
(1898-1944) followed by the overthrow of
a short-lived democracy in 1954. In Sangre
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del trépico (1930, Blood in the Tropics),
Nicaraguan Hernan Robleto depicts the San-
dinista resistance to the marines as a heroic
war of liberation. In Mamita Yunai (1941),
Costa Rican Carlos Luis Fallas denounces the
exploitation of workers in Pacific coast plan-
tations by avaricious gringos, while in Puerto
Limén (1950) his compatriot Joaquin Gu-
tiérrez makes a similar denunciation of the
barbaric conditions endured by peons on the
Atlantic coast. One of the most virulent anti-
imperialistic novels was Luna verde (1951,
Green Moon), by Panamanian Joaquin
Beleno, who devised a medley of “Spanglish”
and Caribbean dialects to compose an elegy
for his young republic, represented as a
pathetic victim of U.S. capitalism.

A cluster of novels offered varying inter-
pretations of the classic Latin American
dichotomy of civilizacion y barbarie (civili-
zation and barbarism). In Guatemala,
Carlos Wyld Ospina holds up the protago-
nist of La gringa (1936) as the ideal of
Western civilization in opposition to trop-
ical barbarism, while in El tigre (1932, The
Tiger), Flavio Herrera describes the tropics
as the site of a Darwinian struggle between
the moral values of civilization and the
instincts of barbarism. Honduran Arturo
Mejia (Nieto) provides a different perspec-
tive in EI tunco (1933, The Hog), in which
barbarism is viewed as a genetic expression
of Central American thirst for liberty. An
extreme engagement with the theme of bar-
barism is found in Pedro Arnaez (1924), by
Costa Rican José Maria Canas, who argues
that Central Americans are by nature
barbarians addicted to violence.

In the first half of the twentieth century,
the historical and existential dimensions of
the role of the Indian in Central America
were major concerns (see RACE). In a senti-
mental saga, La india dormida (1936, The
Sleeping Indian Girl), Panamanian Julio B.
Sosa uses the relationship between a con-
quistador and an Indian woman to make the

point that true love can overcome racial and
cultural differences. In an entertaining his-
torical novel also setin Panama, Vasco Niifiez
de Balboa (1934), Octavio Méndez Pereira
highlights the indispensable part that Indian
chiefs played in the discovery of the Pacific
Ocean. History and legend fuse in Isnaya
(1939), by Honduran Emilio Murillo, who
turns Lempira, a celebrated cacique (Indian
chieftain) who resisted the Conquistadors,
into a forerunner of modern freedom-fight-
ers. One of the most persuasive treatments of
the problematic coexistence between the
races is found in Entre la piedra y la cruz
(1948, Between the Stone and the Cross), by
Guatemalan Mario Monteforte Toledo, who
probes the existential predicament of an
Indian striving desperately to become a suc-
cessful ladino (Hispanicized man) without
betraying his Mayan heritage.

The Central American novel reached its
apogee in Guatemala with Miguel Angel
Asturias, who combined aesthetic quality
with political commitment. His iconoclastic
first novel, El senor presidente (1946, The
President), is credited both with initiating
the Latin American novel of DICTATORSHIP
and anticipating MAGICAL REALISM. In a tril-
ogy— Viento fuerte (1949, Strong Wind), El
papa verde (1954, The Green Pope), and Los
ojos enterrados (1960, The Eyes of the In-
terred)—Asturias took the anti-imperialist
novel to a new level of sophistication. His
crowning achievement was Hombres de
maiz (1949, Men of Maize), an inspired
re-creation of Mayan and Aztec history
based on a variety of sources, ranging from
sacred Amerindian texts, to the dialectical
materialism of Marx and Engels, to the
anthropological theories of Claude Lévi-
Strauss (see MARXIST, ANTHROPOLOGY).

Elsewhere in Central America some of
Asturias’s contemporaries also experimen-
ted with the genre. Panamanian Rogelio
Sinan and two Costa Ricans, Yolanda
Oreamuno and Carmen Naranjo, wrote
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existentialist novels characterized by poly-
phonic  narratives, multiperspectivism,
reader involvement, and psychoanalysis (see
SURREALISM, PSYCHOANALYTIC).

TESTIMONY

In the second half of the twentieth century
anonfictional documentary genre known as
testimonio (testimony) had a profound im-
pact upon the evolution of the Central
American novel. In some of the most
famous testimonios, Salvadorean poet-
revolutionary Roque Dalton, ex-Sandinista
guerrilla Omar Cabezas, and Maya-Quiché
activist Rigoberta Menchu bear witness to
their personal involvement in larger collec-
tive struggles for liberation by employing
such typical fictional stratagems as the
imaginative re-creation of the past, selective
MEMORY, flashbacks and flashforwards, iro-
ny, humor, truculence, and MELODRAMA. The
spirit and techniques of testimonio gave rise
to the testimonial novel, a narrative mode
written from the point of view of the sub-
altern, usually a witness to, or a victim of,
various forms of oppression (see NARRATIVE
PERSPECTIVE).

An outstanding illustration of the testi-
monial novel is Cenizas de Izalco (1966,
Ashes of Izalco), by Salvadorean-Nicaraguan
Claribel Alegria, which utilizes multiple
points of view and INTERTEXTUALITY to relate
a series of interlocked personal lives to El
Salvador’s bloodstained history. Another
Salvadorean, Manlio Argueta, has written
a suite of novels, the most dramatic of which,
Un dia en la vida (1980, One Day in the Life),
shuffles a sequence of alternating interior
monologues and first-person testimonies to
compress his country’s history into one day
in the life of a persecuted peasant woman. In
Guatemala, two testimonial novels stand
out: El tiempo principia en Xibalba (1972,
Time Begins in Xibalbd), by Luis de Lién, a
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polyphonic tale full of magic and mischief set
in an Indian village; and Los companeros
(1976, Comrades), by Marco Antonio Flores,
a satirical exposé bursting with scabrous
puns of the superficial idealism of would-be
revolutionaries.

In Nicaragua, the testimonial novel has
been dominated by two writers of excep-
tional quality: Sergio Ramirez and Giocon-
da Belli. In such novels as Te dio miedo la
sangre (1977, To Bury our Fathers), and
Margarita, esta linda la mar (1999, Marga-
rita, How Beautiful the Sea), Ramirez com-
bines a former Sandinista’s political expe-
rience with narrative dexterity. A growing
disillusionment with Sandinismo, which
he had been conveying metaphorically in
his novels, is expressed openly and movingly
in Adiés muchachos: una memoria de la re-
volucion Sandinista (1999, Farewell Friends:
A Memoir of the Sandinista Revolution). In
La mujer habitada (1988, The Inhabited
Woman), Belli breathes fresh air into the
testimonial novel by simplifying its structure
and employing a ludic, erotically charged,
female perspective to link Nicaragua’s
pre-Hispanic heritage to the Sandinista rev-
olution. Honduran-Salvadorean Horacio
Castellanos Moya gives the testimonial novel
a dramatic twist in Insensatez (2004,
Senselessness), a febrile monologue by an
alcoholic writer whose psyche disintegrates
as he edits the chilling tales by indigenous
victims of genocidal persecution in a Central
American country which, although un-
named, may be readily identified with
Guatemala.

RECENT EXPERIMENTS AND
TRENDS

In response to the changing circumstances
following the end of revolution and civil war
in the 1990s, Central American novelists
have been experimenting with diverse
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narrative modes. The most popular trend
has been the “New HistoricAL Novel,”
which provides revisionist interpretations
of national histories. Salvadorean Mario
Bencastro pioneered this kind of novel with
Disparo en La Catedral (1990, A Shot in the
Cathedral), a dramatic collage re-creating
the assassination of Archbishop Oscar
Arnulfo Romero on 24 March 1980, an
event that ushered in twelve years of civil
war. In Asalto al paraiso (1992, Assault on
Paradise), Costa Rican Tatiana Lobo blends
fact, fiction, and magic to recount an alter-
native story/history of the clash of civiliza-
tions between Spaniards and Indians in the
first decade of the eighteenth century, while
in Madrugada: Rey del Albor (1993, King of
Light), Honduran Julio Escoto willfully al-
ters dates and facts to fabricate a parodic
version of his country’s history since
the time of Columbus’s “discovery.” An
impressive  recent example of the
reinvention of history is Lobos al anochecer
(2006, Wolves at Nightfall), by Panamanian
Gloria Guardia, which uses a meticulous
investigation of the assassination in 1955 of
President José Antonio Remon to demon-
strate how political issues of national iden-
tity, hemispheric relations, and financial
corruption can impinge on individual lives.

Another significant trend has been the
examination of the endemic civil violence
that has gripped Central America in the last
two decades, with soldiers and guerrillas
replaced by street gangs and gangsters, and
bullets and bombs by drugs and money
laundering. The paradigmatic novel of vio-
lence is Managua, salsa city (2000), by Gua-
temalan-Nicaraguan Franz Galich, which
employs vigorous street slang to depict the
city as a battle to the death between God and
Satan. Guatemalan Rodrigo Rey Rosa’s Que
mematensi. .. (1997, Let themkill meif. . .)
and Piedras encantadas (2001, Enchanted
Stones) are two finely crafted police thrillers
exposing the extent to which violence has

corroded the heart and soul of society (see
DETECTIVE). A closely related theme—per-
sonal disillusion with the failure of the new
social order—is also evident in the post-
revolutionary Central American novel, as
conveyed in El desencanto (2000, Disen-
chantment), by Salvadorean Jacinta
Escudos. Escudos’s A-B-Sudario (2003,
A-B-Shroud) is also representative of a se-
ries of novels by women who use introspec-
tive techniques, such as interior monolo-
gues, stream of consciousness, diaries, and
letters, to probe intimate aspects of female
identity (see LIFE WRITING). In La loca de
Gandoca (1993, The Madwoman of Gando-
ca), Costa Rican Anacristina Rossi provides
an original take on the novel of female
subjectivity by turning her heroine into the
embodiment of her nation’s threatened
rainforests, thus pioneering the Central
American “eco-novel.”

Novels dealing with the Afro-Hispanic
experience have also been gaining currency.
In Kimbo (1990), Costa Rican Quince Dun-
can uses the Caribbean port city of Puerto
Limon as the setting for a reconstruction of
the identity of a protagonist who can trace
his roots back to his great-grandparents in
Jamaica, while in Limon Blues (2002), Rossi
combines a vibrant mix of Spanish, English,
and ancestral African languages to question
the myth of a monolithic white heritage in
Costa Rica. The most passionate Afro-
Hispanic novelistic voice is undoubtedly
that of Panama’s Cubena (pseud. of Carlos
Guillermo Wilson). His saga, Los nietos de
Felicidad Dolores (1991, The Grandchildren
of Felicidad Dolores), blurs the boundaries
between history and myth in order to
express the pain of Mother Africa and her
descendants in an alien world see
MYTHOLOGY.

The Central American diaspora in the
U.S. accounts for a new trend: novelists who
write and publish in English. The outstand-
ing representative is Francisco Goldman,
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a Guatemalan American whose first three
novels, The Long Night of the White Chickens
(1992), The Ordinary Seaman (1998), and
The Divine Husband (2004), weave together
with impressive skill such diverse elements
as history, melodrama, murder, mystery,
intrigue, reportage, social criticism, and
political denunciation.

For most of its history, the Central Amer-
ican novel has existed in the margins of the
Western canon. However, owing to their
overall quality and diversity the novels pro-
duced by the six republics deserve a wider
readership both within and outside the re-
gion. The inclusion of titles by Central
American novelists in university courses in
North America and Europe, as well as the
publication of articles on Central American
literature in specialized journals and refer-
ence books, augur well for the future.

SEE ALSO: Class, Feminist Theory, Ideology.
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Central Europe

JIRf TRAVNICEK

“Central Europe” is not a self-evident term.
Indeed, it has represented a conceptual
battlefield for nearly a century. The main
period in which debates on Central Europe
flourished was that of the 1980s. Milan
Kundera, the Czech novelist living in
France, was centrally responsible for this
revival. In “The Tragedy of Central Europe”
(1984, New York Review of Books 31:33-38)
he argued that this part of Europe had been
kidnapped from the West and taken to the
East. In addition, he tried to draw geograph-
ical lines of this area as a culturally specific
SPACE between Germany and Russia. The
common denominator of what Central Eur-
ope is marked by could be called a unity of
differences, i.e., a harmony of disharmonies,
particularly—as Csaba G. Kiss stated—“an
odd mixture of pain and nostalgia, negative
sentiments, affection and hate, gibes and
national injuries” (1989, “Central European
Writers about Central Europe,” in In Search
of Central Europe, ed. G. Schopflin and
N. Wood, 127). Czech, Slovak, Polish, and
Hunga