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Foreword from the Editors
 
This volume of Symbolism. An International Annual of Critical Aesthetics is the second issue after the recalibration of the series in 2012, when it was moved to De Gruyter in Berlin and Boston. The shift of the annual has proved most advantageous, as it has helped to address new contributors and new audiences, although the thematic trajectory of the annual has remained unchanged. It continues to concentrate on the theories and practices of the symbolic in all its forms and in its theoretical proliferations as an interdisciplinary instrument of analysis. As this volume’s Special Focus on symbols of diaspora convincingly shows, the use of symbols in artistic practice as well as in literary and cultural theory is a subject of interest to readers across the world.
 
Corresponding editor Florian Kläger from Münster University unfolds in his introductory essay that the subject of diaspora unites research interests from sociology and political science, anthropology and cultural studies, as well as literary and film studies. While the central interest of the Special Focus lies in the interdisciplinary study of cultural and aesthetic practices of diasporas and diasporics across the world, contributors focus in particular on the symbolism employed in these practices and in the writings of theorists studying them. The editors welcome the volume’s emphasis on the work of young researchers from and connected to the Marie Curie Initial Training Network “Diasporic Constructions of Home and Belonging” (CoHaB), and they hope the essays collected in this Special Focus will contribute to the ongoing debate about the aesthetic dimensions of diasporic identity.
 
The volume is completed by three essays in the General Section with a characteristically wide range. They analyze narratives from the eighteenth-century Caribbean to present-day France, Spain, and Britain. Barbara Puschmann-Nalenz in her essay concentrates on representations of the English Country House, whereas Ursula Hennigfeld discusses the literary response to the terrorist attacks of September 11, 2001 in contemporary French- and Spanish-language novels. Traumas of betrayal, violence, slavery and death are the subject of William Earle’s novella Obi as it is analyzed in Keith Sandiford’s contribution.
 
Thanks are due first of all to all the contributors, but also to the publishing house of De Gruyter, in particular to Stella Diedrich and Angelika Hermann, whose continued support has been instrumental in bringing about this volume. As ever, Chris Wahlig in the English Department at Muenster University competently and reliably master-minded the organizational side of Symbolism.
 
 

 
Rüdiger Ahrens
University of Würzburg
 
Klaus Stierstorfer
University of Münster
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Special Focus: Symbols of Diaspora
 
 
 





Florian Kläger
 
Introduction: Symbols of Diaspora
 
 This special focus collects interdisciplinary work by young researchers in and connected to the Marie Curie Initial Training Network ‘Diasporic Constructions of Home and Belonging’ (CoHaB).1 Founded in 2011, the network has pursued a transdisciplinary agenda of research in the material, cultural, and theoretical dimensions of diasporas across the world. Approaching the topic from various backgrounds ranging from sociology and political science to anthropology and cultural studies, as well as literary and film studies, CoHaB aims to identify shared ground between these disciplines and advance the discourse on diaspora studies in terms of topics, methods, and theory. In this volume, the contributors home in on an aspect that has received attention in all participant disciplines, but to very different purposes in each: that of symbols and symbolism. What kinds of symbols and symbolic practices, the contributors ask, are germane to the representation, both emic and etic,2 of diasporics and diasporas? How are specific symbols and symbolic practices conceived of across disciplines, and how are they analyzed in diaspora studies? Which symbols and symbolic practices inform the academic study of diasporas, sometimes unconsciously or without being remarked on? To study these phenomena is to engage in a dialogue that aims at refining the theoretical and methodological vocabulary and practice of diaspora studies while attending to the imperative of specificity that inheres in this emerging discipline.
 
As far as etymology is concerned, it appears almost oxymoronic to speak of ‘symbols of diaspora’. The Greek term diaspora, after all, denotes an “act of dispersion” or “group of people who have been dispersed,” and it literally refers to the ‘scattering of seed’.3 The Greek root of ‘symbol’, on the other hand, symballein, means “to put or throw together,” and the noun symbolon (‘sign’) originally denoted ‘tokens’ retained by the two parties in an agreement “carried away as a pledge for its fulfilment,” much in the sense familiar from early modern 
indentures.4 Thus, in purely literal terms, ‘diaspora’ connotes an outward and divisive movement, while ‘symbol’ suggests its reversal, a (re-)joining. This may seem paradoxical and puzzling enough, but things get worse as the non-literal meanings of the terms press themselves on the reader. As scholars of diaspora have long pointed out, to think of diasporic phenomena figuratively in terms of ‘dispersal’ (suggesting the forceful and often traumatic experience of displacement, rupturing social and geographic bonds, among other things) is to neglect other, more productive elements of the processes described as ‘diasporic’, and effectively to forgo a conclusion.5 This understanding of diaspora is based on the conceptual metaphor PEOPLE ARE PLANTS/SEEDS, which in turn provides the basis for terms like ‘transplantation’, ‘rootedness’, and ‘acculturation’, to name but a few.6 Among other effects, this perspective on diaspora can elide human agency in initiating the movement (e. g., the threat of violence, but also free choice), in determining its trajectories (e. g., the decision for one ‘host country’ over another), and in shaping the ‘diaspora space’ (e. g., through cultural practices).
 
 
The fortunes of the term ‘symbol’ have, by some accounts, been inverse to those of ‘diaspora’: As the latter gained in currency among various disciplines since the last third of the twentieth century, the former was subjected to criticism from structuralist, post-structuralist and deconstructivist quarters. Earlier in the century, psychoanalysis had greatly stressed the importance of symbols and symbolism, and philosophers such as Ernst Cassirer had elevated ‘symbolic form’ and symbolic practices to a primary mode of human relations to the world, but increasingly in literary studies, at least, symbols came to be seen as exemplary forms of ideological institutions and monolithic, restrictive rhetoric.7 This may be owing to the sense of homogeneity that attaches to the term – a trope that ‘brings together’ or yokes two separate things (sign and meaning) by the sheer force of convention could, in the wake of the ‘linguistic turn’ in the humanities, easily come to represent the discursive manifestations of totalizing ideologies and practices of oppression.
 
The term ‘symbol’, for some, comprehends far more than a merely conventional representation of some absent thing – it can also refer to a more general understanding of symbolic thought and practice, perhaps most memorably expressed by the famous professor Teufelsdrökh of Weißnichtwo University in Carlyle’s Sartor Resartus (1833/4): 


 By Symbols, accordingly, is man guided and commanded, made happy, made wretched. He every where finds himself encompassed with Symbols, recognised as such or not recognised: the Universe is but one vast Symbol of God; nay, if thou wilt have it, what is man himself but a Symbol of God, is not all that he does symbolical; a revelation to Sense of the mystic god-given Force that is in him; a ‘Gospel of Freedom,’ which he, the ‘Messias of Nature,’ preaches, as he can, by act and word? Not a Hut he builds but is the visible em-bodyment of a Thought; but bears visible record of invisible things; but is, in the transcendental sense, symbolical as well as real.8

 
Such a numinous understanding of symbols, which situates every aspect of reality within a vast system of symbolic references, meanings, and correspondences with God as a transcendental signified only underscores their power, which may not be revelatory and liberating, as Teufelsdrökh sees it, but could also be seen as deliberately mystifying and restraining. While Carlyle parodies German idealism through his professor, Coleridge commented on symbols in the Bible in seriousness that they are “characterized by a translucence of the special in the individual, 
or of the general in the special, or of the universal in the general; above all by the translucence of the eternal through and in the temporal.”9 The chain or web of representations remains intact; the symbol cannot be separated from the symbolic system, and as such, it becomes its emblem and symptom. For Carlyle, Coleridge, and a host of others,10 the symbol’s signified is thus transcendental and potentially limitless – an understanding that is quite contrary to the conventional use of the term, which aims at the utmost specificity, e. g., in that a flag represents a nation and a gold ring represents the state of wedlock. It is on a scale between these highly specific and practically infinite meanings that the term ‘symbol’ has been located and is still used in literary scholarship; both extremes, however, are open to criticism. Still, it could also be argued that while figures of speech such as symbols “rely on an accepted system of thought, they also reveal to the critical reader that it is a system, that is it not a simple reflection of reality”: 


 Of course, figures can be used to mislead or to enforce questionable values, but they can be – and are daily – used to question those values and to oppose them with new systems of thought and value. If figures tell us anything, it’s that meaning is up for grabs, that language is a battleground of value systems.11

 
Quite true to this assessment, the concept of symbolism has continued, over the last decades and perhaps off the monitors of the buzzword radar, to prove a vibrant and productive category of literary analysis, with the MLA Bibliography listing over 5,000 publications on the subject since 1950. It is particularly with reference to symbols of the nation and of other collectives that the field has contributed to postcolonial criticism and the literary study of diaspora.
 
 
To study symbols of diaspora is to approach the phenomenon of diasporicity with a mind-set that is particularly attuned to the specificity of cultural and aesthetic interventions. Few would disagree that “political and social battles often emerge most powerfully in the domain of the aesthetic and especially when the aesthetic is also a critique,” and hence, that the study of the “aesthetic archives of the diaspora” is an undisputedly important task for diaspora studies.12 In an eloquent plea for the place of literary studies in diaspora studies, Monika Fludernik has described literature as “both the creator and the critical analyst of diasporic consciousness,” and in her view, literary works 


 reflect diasporic settings in their fictional worlds and comment on them. By focusing on one aspect of the diaspora rather than another, by foregrounding the positive or negative consequences of cultural displacement, these works discuss the dilemmas of exile and at times suggest solutions to the problems facing expatriate communities and individual emigrants.

 
It is the function of the literary critic within this conception of diasporic literature to “document the status of such representations within the current debate on multiculturalism and the diaspora.”13 Jopi Nyman has emphasized the perspective of diasporic fiction on ‘home-making’, viewing “fictions of diaspora” as “texts actively redefining the migrant’s sense of self and home” that “reveal exciting and exquisite attempts to reconstruct identity in new locations”: 


In imagining new identities and new homes, narratives of diaspora are also critiques of pure origins and of national identity. By inscribing multiplicity and hybridity into formerly monocultural spaces, diasporic narratives transform the allegedly uniform identity of the nation-state.14

 
As these programmatic statements suggest, critics of diaspora literature will sometimes – though by no means always – be tempted to focus primarily on analyses of characters, setting, and plot, and for good reason. It is through these parameters that ‘diaspora consciousness’ and an individual response to a collective disposition can be rendered most effectively, especially in the novel. They help readers to assume the perspective of the diasporic in an act 
of ethical consequence that may generate empathy and, perhaps, a change of mind that will in turn produce a change of behavior or, ultimately, policy.15 Such fictions invite identification with their characters and their world-views, both by diasporics, whose ‘diasporic identity’ may be shaped after, or at least by reference to, such characters, and by non-diasporics, who may develop a better sense of their involvement in and potential impact on the diaspora space. The text, by that rote, becomes an allegory and represents the universal in the particular, as individual characters come to represent collectives much in the sense of the ‘national tale’ imagined by Sir Walter Scott and more recently described by Benedict Anderson.16
 
As Avtar Brah has shown in her discussion of self-reflexive autobiographical narratives, attention to the formal aspects of diasporic writing can be highly rewarding.17 Symbols and symbolism, too, can be powerful devices in diasporic literature, and thus in the production and negotiation of diasporic identity. An important differentiation is made by literary scholars, on the basis of literary practice, between ‘public’ and ‘private’ symbols: Whereas the former function on the basis of convention as just described, and thus may be said to affirm the power of the canon and of tradition, ‘private’ symbols will tend to “suggest a direction or a broad area of significance rather than, like an emblem in an allegorical narrative, a relatively determinate reference.”18 In this way, they suggest an open and intersubjective mode of semiosis that can actually expose, subvert and counter monolithic discourse. The differentiation between ‘conventional’ symbols and ‘private’ ones is particularly important in the context of diaspora. As symbols and symbolic systems of the literary kind are highly, even emblematically, culture-specific, they offer themselves as perfect sites of collective diasporic memory: Their function of joining sign and meaning, of ‘presencing’ an absent 
thing through convention-based signification lends itself both to the perpetuation of memory and to the definition of the collective of commemorators. The function of such symbols is doubly sociogenic in the sense that Jan Assmann attributes to individual consciousness and that I would see particularly at work in diasporic identity, i.e., “not only through socialization (from outside in) but also because it creates community by being the bearer of a collective self-image, or awareness of the ‘we’.”19
 
Symbols are products and productive of the diasporic collective, simultaneously its bearers and sustained by it, in much the same way as the individual diasporic relates to the collective. The symbols may originate either from the home country or from the host country, or they may exist genuinely ‘in between’ as products of appropriation, translation or transformation, and re-definition. What is more, they mediate between individual and collective in a way that is particularly salient for the ‘diasporic imaginary’, defined by Nabeel Zuberi as 


 a repository of representations, sentiments and affect, established behaviors, and other mediations of diaspora. This concept encompasses and fluctuates between the reproduction of a group’s traditions, as well as changes in its culture. […] Places of origin, historical narratives, and iconography are often invoked as the sites, repositories, and symbols of authentic identity.20

 
This gives an indication of the concrete forms of symbols for the genesis of diasporic identity: The village, region or country of origin; the story of displacement of individuals, families and the diaspora at large; and certain objects, signs and cultural practices such as food, clothing, music, furniture, and behaviors can acquire ‘symbolic’ functions. By the commonplace understanding of symbols as “concrete signs (objects, representations, actions, visual or acoustic signals) referring to an absent, deeper meaning that must be continually re-asserted,”21 this function would then be to concretize diasporic identity by attaching it to signs that can be invoked, remembered, reproduced, communicated, exchanged, and negotiated. In these processes, diasporic identity is re-asserted, possibly with a difference. Where these processes rely on convention and mutual recognition, they reinforce diaspora ties and serve to define the diasporic collective; 
where they foreground the private and innovative, they emphasize the agency of the diasporic individual. To study ‘symbols’ in this wider sense attends to the problem of conventional symbols not necessarily being recognized outside a collective defined by its shared symbolic practices and codes – outside that group, the symbol may be ‘mistaken’ for another figure of speech such as a metaphor, a synecdoche, a metonymy, an emblem, etc., or it may not even be recognized as figurative language at all (as Teufelsdrökh knew). Hence, it is instructive to look for symbols of diaspora and examine their production and reproduction, transformation and reception, interpretation and effectiveness. I suggest that by way of taxonomy, symbols of diaspora might usefully be differentiated into 


 
	– conventional symbols that are only recognized by members of the diasporic collective or by its outsiders and thus serve to delimit the collective from within or without;
 
	– conventional symbols that are recognized across the diaspora space because they are shared between the diasporic collective and that of the ‘host country’;
 
	– private symbols representing an individual’s take on their place within a particular diasporic collective or their exclusion from it, or an individual’s diasporicity at large; and
 
	– a fourth type that I would call meta-symbols, representing symbolic reference and signification at large, facilitating reflections about the role and function of symbols for diasporic consciousness.

 
 Clearly, not all of these instances require detailed illustration. The first group, of conventional symbols recognized by one collective and not by its outsiders, or only to a limited extent, is encountered, for instance, in the ritual observances of religious diasporas or of their host communities.22 While outsiders may not necessarily understand the ritual content and significance of such symbols, they will usually acknowledge them as belonging to and characterizing, or conversely excluding, a given diaspora. Symbols of the host culture may not be understood or misunderstood by diasporics, affirming their otherness negatively. Conventional symbols that are shared across the diaspora space, the second kind identified above, may be co-opted or appropriated from the host culture by the diasporic group, but in order to retain a function as a symbol of diasporic 
identity, they still need to emphasize difference from the host culture. An example of this kind of symbol is found in Dermot Bolger’s one-man play, In High Germany (1990), where Eoin, an Irish football fan living and working in Germany, reflects on his diasporic Irishness during the final match of the Ireland national side during Euro 1988: 


 I thought of my uncles and my aunts, scattered through England and the States, of every generation culled and shipped off like beef on the hoof. And suddenly is seemed they had found a voice at last, that the Houghtons, the McCarthys, the Morrises [i. e., the players on the team] were playing for all those generations written out of history. And I knew they were playing for my children to come too, for Shane’s and Mick’s [his friends], who would grow with foreign accents and Irish faces, bewildered by their fathers’ lives.23

 
The team, made up of professional players mostly earning their money outside of Ireland, becomes a symbol of Irish belonging and identity in the face of dispersal and historical injustice. On the train home to his wife in Hamburg, the German ticket inspector nods “with a new respect” as he sees Eoin’s Ireland scarf – football offers a platform that allows for difference, and it provides a symbolic system in which the diasporic collective can articulate itself both vis-à-vis itself and others. Elated by the recognition, Eoin remembers his father on similar train carriages, “perpetually coming home to his son in Ireland. But when I closed my eyes the Ireland I saw wasn’t the streets I’d known or the fields he’d grown in. I saw thirteen thousand pairs of hands [on the stands of the football stadium] moving as one, united by pride.”24 The team, both players and supporters, is ‘Ireland’ now for Eoin, and the symbol is the more powerful because it is recognized and understood across the diaspora space.
 
Private symbols representing belonging to a diasporic collective or diasporicity must be defined individually, and in a literary context, where readers are particularly sensitive to figurative language and symbolic functions, this definition can be undertaken very efficiently. In Porochista Khakpour’s novel Sons and Other Flammable Objects (2006), a burning dove becomes a powerful symbol of Iranian-American identity before and after 9/11. The protagonist Xerxes’s father Darius relates the story of how in his childhood in Iran, he and his friends would set doves on fire and let them fly off: 


They were our lights. Sometimes if you were lucky you’d see the ball of fire go go go and then come down, still in flames – we called those shooting stars. It was all about stars, you 
see, hope burning bright and gone, a promise we made and killed. For once, it was in our very hands. That was it.25

 
 This story of his father’s cruelty deeply disturbs Xerxes, and the burning doves develop into a symbol of his father’s cruelty against his son in taking him to the US, in making him feel apart from the host country, and in making him feel apart from Iran, as well. The private symbol mixes a number of attributes from public symbols – the dove as the bird of peace in Biblical tradition, fire as a symbol of order and justice in Zoroastrianism, light as truth and stars as the site of dreams, and not least the missile in the sky after 9/11. Among the overlappings and interpenetrations of various symbolic systems, these systems and their symbols are transformed and re-defined in Khakpour’s story of the family’s two generations. As the family members variously integrate the doves into their personal narratives with reactions ranging from anger and helplessness to wilful ignorance or forgiveness, the burning birds become a private symbol for all that is wrong in the family, but also for the family’s ways of coping with their diasporicity.
 
As indicated above, literature offers a particularly salient environment for the critical study of symbols, since readers will recognize them as such more readily because symbols are an expected and conventional literary device. This enables authors to engage with the kind of meta-symbolic criticism of the fourth kind, exploring the effect of symbols on thought, language, and social intercourse. Zadie Smith’s highly poignant recent novella, The Embassy of Cambodia, provides an illustration. The story of Fatou, who has come to North West London from the Ivory Coast and now works as a live-in nanny, housekeeper, and all-but-slave for a Pakistani family, is told in twenty-one chapters, all of which are titled after the same pattern: the first is “0—1,” the second “0—2,” and so on. Fatou and the nameless narrator both observe, with curiosity, that badminton is played in the yard of the eponymous Embassy of Cambodia that has recently appeared in their neighbourhood. Over the wall surrounding the building, Fatou 


sees a shuttlecock, passed back and forth between two unseen players. The shuttlecock floats in a wide arc softly rightwards, and is smashed back, and this happens again and again, the first player always somehow able to retrieve the smash and transform it, once more, into a gentle, floating arc. […] Pock, smash. Pock, smash.26

 
 
 As the novella proceeds, it becomes increasingly clear that the shuttlecock, and the game of badminton, signify much more than a toy and a sport. The chapter headings, as various reviewers have pointed out,27 represent scores in a game, twenty-one points being required to win a game of badminton. The protagonist keeps watching the shuttlecock whenever she passes the building, and at one point, it seems like it will be blown across the wall and into her lap, but “[i]nstead, the other player, with his vicious reliability (Fatou had long ago decided that both players were men), caught the shuttlecock as it began to drift and sent it back to his opponent – another deathly, downward smash” (EC, 22). In the final chapter, “0—21,” Fatou has been expelled/set free by her ‘employers’ and watches the game sitting at a bus stop in the rain, waiting for a friend to take her in. The narrator’s last words are: “We watched her watching the shuttlecock. Pock, smash. Pock, smash. As if one player could imagine only a violent conclusion and the other only a hopeful return” (EC, 69).
 
As the chapter headings illustrate, the game ends with a crushing defeat of the ‘home’ player. What does that mean? What does the shuttlecock represent, what the match, what the embassy, what its walls and what the watching? Are they all about Fatou, a rootless diasporic adrift in London, not even daring to hope for a permanent abode but dreaming of a better life nonetheless? Is it about the lives of others like her, represented in the novella through another modern slave cast out of the very Embassy? Is it about faceless politicians to whom Fatou and her likes mean nothing, and who play with their fates only to pass the time? Does the game merely signify a small relief from the dreary treadmill of embassy life, or is it about the clash of concepts such as violence and hope, selfishness and grace? About exclusion and inclusion, closure and openness? It seems to me that shuttlecock and game are deliberately unspecific signifiers in the novella – the reader is made to wonder about their function, about a ‘deeper meaning’ they might conceal, but not offered any easy answers. Diaspora space such as that occupied by Fatou and the narrator is determined by the intersection of so many symbolic systems that to pretend to unproblematic signification would be disingenuous. To offer easy answers would be to speak in bad faith – in the novella’s world, it appears impossible to state anything with confidence. As the narrator, an elderly woman observing the goings-on 
from her balcony, pronounces about the attitude towards other people and places that obtains in Willesden: 


 The fact is if we followed the history of every little country in this world – in its dramatic as well as its quiet times – we would have no space left in which to live our own lives or to apply ourselves to our necessary tasks, never mind indulge in occasional pleasures, like swimming. Surely there is something to be said for drawing a circle around our attention and remaining within that circle. But how large should this circle be? (EC, 23 – 24)

 
Smith raises this question in good faith – she does not pretend to know an answer. True, she suggests that leaving Fatou sitting out in the rain at the end of the novella is heartless and wrong, but that is only to plead that the circle should not be too small. The Embassy of Cambodia is content to raise the question about empathy, and to render its readers aware that the discomfort they feel about a symbol with no clear referent may be related to the discomfort they feel about people they pass in the street and treat as mere cyphers. In diaspora space, signs can mean so many different things, and context is not always easy to identify – how is one to determine the meaning of a symbol, or even tell whether something is a symbol and not an empty signifier? In a place as multicultural as the Willesden of Smith’s novella, meaning is the product of individual agency, and to speak for any collective (“circle”) seems near-impossible. As the narrator reflects, 


Of the Old and New People of Willesden I speak; I have been chosen to speak for them, though they did not choose me and must wonder what gives me the right. I could say, ‘Because I was born at the crossroads of Willesden, Kilburn and Queen’s Park!’ But the reply would be swift and damning: ‘Oh, don’t be foolish, many people were born right there; it doesn’t mean anything at all. We are not one people and no one can speak for us.’ (EC, 40)

 
In the confusion of symbolic systems that characterizes diaspora space, the writer as a dealer in symbols and symbolic meaning is challenged in her self-image: How can diaspora space be represented adequately, both with respect to the diasporic collective and to the host culture unfamiliar with diasporic symbolic practices? Smith’s novella does not offer any answers, but it raises this question in a meta-critical way. This is an important effect of engagements with symbols of diaspora, because it renders us aware of the power of symbolic codes over our understanding of diaspora. That power extends far beyond the literary into the domain of academic diaspora studies, where – as discussed by several contributions in this volume – certain symbols affect the way in which diaspora is being conceived, theorized, and analyzed.
 
The symbols and symbolic practices discussed in the following essays range from the conventionalized and ‘public’, such as the ‘roots’ of identity theory and 
the spatiotemporalities of life narratives, to the highly individual and ‘private’, such as a pair of stone lions in Kate Grenville’s The Secret River or a magnifying glass in Kazuo Ishiguro’s When We Were Orphans. The contributors explore the forms and functions of these symbols in political and colonial discourse; in academic discourse about diaspora; in individual articulations of personal biographies and material practices of collectives; and also within the limits of single artefacts such as films, poems, and novels.
 
The special focus opens with Melanie Wattenbarger’s meta-critical discussion of the symbolic function of ‘land’ in diaspora discourse. Charting the use of “land-ed terms” by critics, Wattenbarger examines how ‘land’ and its compounds such as ‘hostland’, ‘homeland’, and ‘mother/fatherland’ imply conceptions of the relationship between diasporic individual and place that are not sufficiently attentive to the specificities of diaspora space. She calls for a reassessment of ‘land’ imagery by theorists and proposes a substitution of ‘-land’ symbols by the symbolism of ‘landscapes’, which allows for a more active role of the diasporic subject in locating themselves. Complimenting Wattenbarger’s explorations of ‘land’ and space, Špela Drnovšek Zorko’s essay reflects on constructions of spatiotemporality, both in the very specific narratives of former Yugoslav migrant communities in London and in theoretical anthropological discourse. What is the effect on self-perceptions and diasporic positionalities, Drnovšek Zorko asks, of given symbolic orders (such as a conception of the linear progression of history) and of specific points in time, such as the year 1989 as an eschatological symbol of capitalist triumph over moribund socialist and communist regimes? Her carefully reasoned reflections on anthropological practice and theory call for a re-conceptualization of the way in which temporalities impact diasporic spaces and diaspora consciousness. Nydia A. Swaby also takes an anthropological perspective on diasporic spaces, albeit from a historical perspective, as she traces activist Amy Ashwood Garvey’s activities in 1920s to 1950s London. Swaby argues that the meeting spaces established by Ashwood Garvey articulated a specific African diasporic aesthetic that proved conducive to the development and self-articulation of the London African diaspora. In close dialogue with the theoretical discourse on the symbolism of material culture, such as the Notting Hill Carnival, Swaby explores the symbolic functions of food, decorations, and naming, among others, and makes a powerful claim for Ashwood Garvey’s impact on African and Caribbean Londoners’ diaspora consciousness.
 
Leonie Windt’s contribution links meta-theoretical reflections on symbolism in diaspora studies with the literary analysis of similar symbols in literary fictions by Sudanese diasporic authors Tayeb Salih and Leila Aboulela. Windt considers one of diaspora studies’ ubiquitous symbols, of ‘roots’, and offers a perceptive 
reading of literary works that also make use of it. Her side-by-side reading of fictions that bridge languages and generations explores the changing meaning of nature symbols and spiritual symbols as signifiers of emplacement and displacement and highlights a movement towards ‘routes’ to supplement ‘roots’ in the work of Aboulela, the younger author. In a reading that similarly balances an analysis of symbolism in aesthetic artefacts – in this case, film –with the symbol’s use in other contexts – here, in political discourse –, Iulia Rascanu explores the imagery of ‘motherhood’ as representative of the Indian nation. Her detailed genealogy of the mother-symbolism in Indian national rhetoric serves to illuminate the use of the trope in Bappaditya Bandopadhyay’s 2005 film Kantataar (Barbed Wire). Rascanu’s essay exemplifies the powerful function of symbols and symbolism in eliding the intersection of nation, gender, and caste, ‘naturalizing’ and perpetuating traditional conceptions of all three. At the same time, Rascanu shows how a critical engagement with the symbol can serve to expose such mechanisms and to offer counter-narratives.
 
Shifting the center of attention from analyses of symbols in academic theorizations of diaspora and in political discourse, the second half of this special focus offers detailed readings of individual aesthetic artefacts, which are nonetheless always in close conversation with theoretical and political discourse. Thus, Sarah Knor’s analysis of the symbolic function of ‘Christmas’ as a signifier of Englishness across the British Empire reveals, like Rascanu’s discussion of ‘motherhood’, the resilience of symbols in the face of historical change and their central role in colonial and postcolonial discourse. Knor situates Kipling’s “Christmas in India” (1886) in the context of the Victorian construction of an ‘English’ Christmas that did not translate well, and she goes on to offer an erudite analysis of postcolonial responses to the symbolically charged festival and its literary representation. She ties in her findings with theoretical debates about the untenable dichotomy of homeland and hostland as well as with reflections about the way in which symbols travel between literary and colonial discourse. Emma Patchett tackles, in her multidisciplinary study of the intersection of law, literature, and diaspora, the legal dimension of colonial discourse through its literary representation in Kate Grenville’s The Secret River. In Patchett’s reading, the novel presents a pair of stone lions as a symbol of settler sovereignty, revealing how the spatial and normative practices of the law are subverted through the incomplete process of transplantation. The essay argues that law’s originary violence is challenged and complicated in the search for sovereignty in the British colony. A similarly ‘unconventional’ symbol is identified by Franziska Quabeck in her discussion of Kazuo Ishiguro’s When We Were Orphans: In Quabeck’s view, the protagonist’s magnifying glass comes to signify his diasporic quest for identity. As the novel turns out not to be a classic and generically stable detective 
 novel, the iconic symbol of the detective is turned against him and ironically serves to magnify the self-proclaimed sleuth’s ‘oddity’ and exclusion from society. The socially integrative and recuperative function of narrative as ‘healing’, according to Quabeck, is exploded by Ishiguro, and the symbol of the magnifying glass emblematizes this.
 
Holly Morgan’s interpretation of Shamim Sarif ’s novel I Can’t Think Straight and her film of the same name broaches the topic of ‘queer diasporas’ and the ways in which heteronormative discourse exploits symbolism in order to assert itself, but also the ways in which symbolic references to queerness can facilitate sexual liberation, if only to a degree. To first generation diasporic Indian Muslims in London, heterosexual marriage union emblematizes social integration, and the diasporic community becomes a “site of resistance” against taboo lesbianism, while pop-cultural artefacts like the TV show The L Word are utilized as symbolic ‘code’. By way of conclusion, Morgan positions I Can’t Think Straight on a spectrum that compares its degree of feminine agency vis-à-vis those encountered in other contemporary queer diasporic fictions. Marlena Tronicke’s essay on The Tempest as a fiction of diaspora also engages questions of generational conflict and the agency of the diasporic as she reads Prospero’s island and Milan as symbolic rather than concrete spaces. Both work together, and as the play’s characters are suspended between them, these symbolic sites represent a concept of home that can best be described, Tronicke argues, as an ‘imaginary homeland’ sensu Rushdie. Correlating the Shakespearean text and contemporary diaspora theory, Tronicke explores the explanatory powers and the limits of the latter and adds to the critical debate about The Tempest’s post-colonial and diasporic dimensions.
 
This volume is offered as an initial stimulus for renewed attention, in diaspora studies, to an aspect of literary studies that has much to offer to the field. Theorizations of symbols, symbolism and symbolic practices in diaspora of the kind suggested here can further our understanding of diasporic consciousness and the ways in which it is produced, affected and maintained. It is the conviction of the contributors that to study the interaction of symbolic systems in diaspora space is to become aware of the effects of signifying practices on one of the most important challenges facing global society today.

 



Melanie R. Wattenbarger
 
Tied to the Land: A SemioticChallenging of Terms Concerning Landas Used in Diaspora Discourse
 
 It is nearly impossible to engage in diaspora discourse without the term “land” appearing, usually with some ambiguous, ill-fitting prefix – namely ‘home,’ ‘mother,’ or ‘host.’ This essay challenges the ubiquitous use of motherland, homeland, and hostland as ill-fitting descriptors in diaspora discourse. As symbols, these terms fail to fully convey human–land relationships due to the problematic nature of their prefixes as loose, ill-defined terms. From this, the term ‘land’ is problematized as an insecure symbol which is used in diaspora discourse to relate to a community, nation, culture, or polity just as often as it is used to refer to a literal place of hills and valleys. The meaning of these terms begs clarification as any investigation of diaspora can only be as accurate as the symbols used to describe it. This concludes its analysis of landed terms by postulating the use of landscapes as symbols to describe the relationship between the diasporic individual and place, including a discussion of generational differentiation when discussing a felt link to place.
 
 

 
There has been a recent turn in the study of diasporas away from looking at trajectories of people across lands and instead examining the intricate global networks developed between the multiple sites of a diaspora, including one common dispersal site (see for example Laguerre). Going even further, some theorists of diaspora seek to expand the use of the term to include internal diasporas28 or a “diasporic consciousness” that can be applied to any group who feels “not at home” in the place and society in which they live, such as the concept of a “queer diaspora.”29 As diaspora theory develops and older understandings of diaspora as categorically based on Safran’s and Cohen’s lists of 
qualifiers are further challenged, there comes a necessity to re-examine the very terms we use to describe and discuss diaspora. In the opening of his article on the internal diaspora of Hungary, Bárna openly states that “[t]he expression ‘internal diaspora’ is a highly fashionable term of our days. We use and abuse it. And it is easy to do so since there is no exact definition for the term. The definitions there exist contain a series of flexible (i. e., imprecise) elements.”30 Similarly, Robin Cohen points out the necessity for academic rigor in challenging the core concepts of diaspora discourse. He calls for a close examination and attempt to understand the various nuances and avenues for utility problematic terms offer rather than any pre-mature move to dispense with them and become a post-home discourse of diaspora.31 Similarly, I will argue that rather than adopt a universalizing view of diaspora as a Deleuzian ‘deterritorialization’ of people in a globalized world,32 diaspora discourse must recognize not only the shortcomings of discourse which are centered around ‘land-ed’ terms, but we must also recognize the way these terms help conceptualize diasporas and use this analysis to adjust our language in new deployments which recognize the history of diaspora studies as well as new trends which are coming into the fold.
 
A Brief Introduction of Land-ed Terms
 
 It is nearly impossible to engage in diaspora discourse without the term ‘land’ appearing, usually with some ambiguous, ill-fitting prefix – namely, ‘home’, ‘mother’, ‘father’, or ‘host’. While these terms seek to describe the relationships which tie diasporics to various lands and each other, as symbols they fail to fully convey these bonds due to the problematic nature of their prefixes as loose, ill-defined terms. The use of ‘land’ in diaspora discourse is an integral part of any scholarly analysis of movement and migration. A continued parlance of ‘homeland’ and ‘hostland’ in diaspora discourse leads to the perpetuation of an illusion of pervasive bilateral migration rather than a more dynamic examination of the multi-nodal transnational networks which increased globalization has developed among diasporic groups. What is more, any gradation in diasporic consciousness is flattened by this bilateral perspective. As is the case when generational differences or single, double, and even triple diasporics are considered 
within a larger framework of one diaspora, oftentimes the networks between people and land greatly exceed or have varying degrees of allegiance to multiple localities, not just one ‘homeland’ and one ‘hostland’.
 
Briefly, before turning to the main focus of this paper on ‘homeland’ and ‘hostland’ as the two main terms used most prevalently to describe the human-land relationships in diasporic contexts, let us consider the terms ‘motherland’ and ‘fatherland’ as signifiers of lands of origin. One immediate concern in the adoption of ‘motherland’ and ‘fatherland’ parlance in diaspora studies is the gendered significances each carry. Robin Cohen poetically points out the gendered divide between these two concepts: 


 Often, there is a complex interplay between the feminine and masculine versions of homeland. In the feminine rendition, the motherland is seen as a warm, cornucopian breast from which the people collectively suck their nourishment […]. In other interpretations, the nurturing white milk of the motherland is replaced by the blood of soldiers gallantly defending their fatherland.33

 
These two terms maintain and highlight femininity and masculinity as strict binaries. ‘Motherland’ is the national womb of culture, as can be seen in the construction of Mother India as the devi of national culture and diversity in the work of Sumathi Ramaswamy. She describes the historical inscription of the land of India on the body of a woman as the “embodiment of national territory – its inviolable essence, its shining beacon of hope and liberation – and also as a powerful rallying symbol in its long hard struggle for independence.”34 This conflation of motherland and the national and territorial spaces of India continues in contemporary Indian law as seen in the Interim Report on the Persons of Indian Origin Card (PIO Card) Scheme.35 These terms, while poetically reaching towards a concept of a natal-land from which diasporic communities originate, are intimately tied with politics of parenthood. ‘Motherland’ and ‘fatherland’ invoke a heteronormative view of family and reproduction which marginalizes GLBTQ communities and individuals. Any discourse based on ‘motherland’ and ‘fatherland’ perpetuates exclusive social structures as they are based on fixed, pre-determined gender categories of femininity and masculinity which are intimately tied to sexuality and reproduction rights.
 
 
What is more, ‘motherland’ and ‘fatherland’ are intimately tied to historical rhetoric surrounding nationalism. As described by Tölölyan: 


 Hairenik literally means fatherland and is used as a full system synonym for homeland in Armenian […] to acknowledge diasporic kinship fully and to honor the connection to the homeland of the ancestors too often means that others will assume, or expect, or demand, kinds of behavior and levels of commitment that they felt they were not ready to offer, at least not yet.36

 
This quote is particularly interesting as Tölölyan shifts from discussing his felt relationship with homeland and fatherland to a conversation he had with his students where they articulated similar feelings of being younger generations born abroad with looser ties to the homeland their parents and grandparents look to. Later generations of immigrants who are born in the ‘hostland’ are seen to have varying national affiliations which shift over time and across borders. Not always can a call to arms in the name of the fatherland or to protect the demure motherland serve to stir such strong emotions as diasporics are temporally distanced from these lands.
 
These two terms, ‘homeland’ and ‘father/motherland’ are problematic, as they generally serve to describe the relationship between first generation, single diasporics and their relationship to a land of birth, but their utility diminishes when stretched to accommodate second generation diasporics who are born in a different mother/fatherland. Likewise, any rhetoric of motherland or fatherland leaves little room for describing the relationships between land and double diasporics who have a third land of habituation as well as a land of birth and one of settlement.37 Finally, gendered implications of heteronormativity call into question these categories for naming a homeland.
 

 
Interrogating the Utility of ‘Homeland’
 
 Historically, diaspora has been conceptualized as the dispersal of a people across a minimum of two or more countries from one place of origin, a homeland.38 Sudesh Mishra comments that “[r]oot meanings do not give birth to a genre; rather, a genre is made up of the dynamic procession of statements (some entering, some exiting) participating at the relational scene of nomination.”39 As he rightly points out, the history of a genre, in this case the study of diasporas, relies not only on the semiotics of the terms used as metaphors in conceptualizing the genre, but so too must recognition be given to the meanings the discourse itself has applied to the terms. This discrepancy between the historical meanings these terms have accrued in diaspora discourse and the meanings these terms have outside of the context of that study is one of the main causes for confusion in relation to what I may call ‘land-ed’ terms in diaspora discourse.
 
The term ‘homeland’ has traditionally been used to demarcate the place of origin from which a diaspora springs.40 Yet if we split the term into its two constitutive parts, ‘home’ and ‘land’, the meaning becomes one of intimacy and belonging, perhaps even ownership. Avtar Brah in her privotal work has destabilized the term ‘home’ from being one of comfort and belonging to a process of “homing desire” which may or may not reflect a desire for the homeland.41 In Cartographies of Diaspora, she further challenges the sense of home as a universal space of comfort and belonging in her reading of Angela Davis’s and Minnie Bruce Pratt’s differing memoirs of dislocation and home in Alabama during the civil rights struggles.42 This problematizing of home as an inclusive space can likewise be read in the work of Farzana Doctor as she writes fictionalized accounts of feeling ‘unhomed’ as a lesbian in one’s native homeland, India. Homi Bhabha expands on this concept of the ‘unhomeliness’ which develops as individuals negotiate what he calls “the condition of extra-territorial and cross-cultural initiation”: 
 


 The recesses of the domestic space become sites for history’s most intricate invasions. In that displacement, the borders between home and world become confused; and, uncannily, the private and the public become part of each other, forcing upon us a vision that is as divided as it is disorienting.43

 
In this sense, even as diasporics emigrate, leaving behind family and familiar spaces of home, a history of that place follows them and collides with the history of the place of settlement. Daily interactions in the public as well as private sphere are negotiated according to this meeting, clashing, and misfitting of histories which inform cultural development. In the case of Doctor’s novel Stealing Nasreen, Indo-Canadian characters must negotiate the complex oscillation between acceptance and condemnation of homosexuality in India as it collides with Canadian multicultural history which, especially in Toronto where the novel is set, is rather embracing of homosexuality and gender plurality. In her novel, Doctor challenges India as a homeland of belonging in the character Salma who is unable to let herself continue in a lesbian relationship due to the heteronormative social pressures put on her to enter into marriage and be the way a young lady is “supposed” to be in Bombay. The land itself is unhomed as Salma’s private sphere of her burgeoning sexuality is collapsed into the public sphere of her parents’, friends’, and community’s involvement in policing her intimate relationships. Conversely, in moving to Canada, Salma finds a place where public and private can remain distinct and she could pursue homosexual relationships.44 This dichotomy is especially pertinent today when India has reinstated Section 377 (December 2013), effectively re-criminalizing homosexual acts in the country.45
 
Didier Bigo points out the appropriation of ‘homeland’ by the United States of America post-9/11 and the implications of this word usage on diasporic groups in America. He states that “[t]he implications of this policy are therefore enormous and apply equally to foreign and domestic policy, to foreign affairs, external security and to internal security, homeland security, and on the way the relationship amongst danger, security and freedom is re-conceptualized.”46 ‘Homeland’ thus becomes a site of ownership in danger from external, foreign 
threats such as the continual injustices of kidnapping and internment at Guantanamo Bay horrifically display. The use of drones under the Obama administration on US citizens in the name of “Homeland Security”47 likewise challenges the question of what rights citizens have to land and calling that land home as a place of belonging, ownership, and security. ‘Homeland’ becomes a place in need of protection at all costs, even from its own citizens. The militarization of the term ‘homeland’ carries a sobering weight of new significance in diaspora studies in this world order.
 
Placed back in the context of diaspora discourse, as alluded to above, the concept of ‘home’ as a place of belonging very quickly begs the question whose sense of belonging is being discussed: first generation diasporics or second generation. In an interview between mother and daughter Anita and Kiran Desai, two diasporic authors from India living in America, Anita describes her relationship with any sense of home as one that is inherited as well as individually felt. Born to a German mother and Bengali father, she speaks of homelands in which she never lived, but nevertheless carried memories of and a felt sense of attachment to. Likewise, Kiran asks her mother about memories she has of hearing stories of these places through the years, some of which it turns out are actually narratives by Indian authors she is misremembering as memories from her own family. Together, mother and daughter delicately note the varying shades of allegiance felt between individuals and a place of ancestral origin as a ‘homeland’ across several generations. They both have felt ties to India, but in different ways and to the India of different historical times.48
 
All of this destabilizing of the concept ‘homeland’ has led theorist Robin Cohen to question whether we can conceive of diaspora without a homeland.49 He concludes that to completely dispense with the term would be foolhardy and premature as there is still utility the term offers diaspora studies; instead, he suggests a more nuanced understanding of how we view homeland and offers three types of homelands of varying degrees of concreteness: solid, ductile, and liquid. According to Cohen, a solid homeland is the more traditional concept of homeland in diaspora studies as a concrete site of dispersal which still carries 
cultural, political, and economic weight in the mind of diasporics.50 A “ductile” homeland is a notion which diasporics look to as a source of identification and affiliation, but not a concrete place to be restored.51 Lastly, he describes “liquid” homelands as developing in “instances [when] ethnic groups can be thought of as having lost their conventional territorial reference points, to have become in effect mobile and multi-located cultures with virtual or uncertain homes.”52 If we accept these claims that home is a fluid and shifting category, one which is also individual in its conception as a safe space or a space of trauma, then the concept ‘homeland’ loses its significance as a marker of being ‘the place from which one emigrated’. What is more, as Safran points out, over time and as direct contact with the place of origin is lost, the “homeland” moves away from being a concrete place and social scene to being one of myth in the development of a diasporic consciousness.53 Even with Cohen’s offer of a gradation in understanding homeland, there seems to be an insistence on a shared sense of origin which may not fit sentiments of ‘home’ for all diasporic individuals, and this diversity of sentiment should be reflected in the language we use to discuss diasporas. On the other hand, for some theorists home is a shifting target, moving to different lands as people move such as Tölölyan comments: “Home is actually in what an older vocabulary of diaspora studies persists in calling the hostland, for the lack of a better term, but misleadingly because life there is no longer regarded as a long sojourn with a host.”54 What we can take from this to move forward is the idea that homeland is no longer easily associated with a place of origin, but instead if we separate ‘home’ from ‘land’ and look at where diasporics place the concept of home in generational contexts and in light of internal and double diasporics, we can better conceptualize the relationship between place and felt affiliation.

 
Examining the “Long Sojourn with a Host”
 
 Turning towards this seemingly redundant term, ‘hostland’ is likewise problematized when we separate the root from its prefix. As noted by Ben-Rafael and Sternberg, ‘host’ implicates a sense of agency on the side of the state or society in the land of immigration, not on the side of diasporic communities or 
individuals.55 As ‘guests’, diasporics (irrespective of their land of birth, passport affiliation, or generation in the country) are innately ‘other’ amongst a society which at any time can proclaim a grievance of diasporics overstaying their welcome. Citizenship means little in the context of a hostland as the sense of being a guest could nullify any entitlement citizenship is meant to carry. What happens when diasporics overstay their welcome as guests in these “host” societies? Unfortunately, the answer is all too clear as stories of discrimination, violence and expulsion pepper media sources across the globe. An example of the limits of citizenship rights in the face of rejection by host societies can be seen in the case of how Sikh men were discriminated against and made victims of violence after the September 11, 2001 attacks in America. As a study by Bilimoria shows, after 9/11 a growing sense of Anglo-American patriotism swelled in America, and other Americans who did not fit the visual and cultural bill of what it meant to “be American” became targets of violence, regardless of their passport: 


 [I]n the aftermath of the war waged against the Taliban in Afghanistan, 200 Sikhs in the US, and a handful in other Western countries, were assaulted in public places. One Sikh man died in the rampage. Their only crime was that they sported a turban, hence making them indistinguishable, for undiscerning eyes, from the Taliban’s and apparently from Al-Qaeda-Arabs too.56

 
Taking up the same theme in his research, Sunil Bhatia likewise comments that “the events of 9/11 made many Indians rethink their assimilation process and their place in the American culture.”57 Bilimoria’s and Bhatia’s studies show the limits of citizenship in times when a “hostland” is no longer hospitable to diasporic groups. Similarly, Himani Bannerji questions the inclusivity of multiculturalism in Canada towards the visible minorities who are always kept outside: “The media and some members of the Canadian intelligentsia speak in terms of the end of ‘Canadian culture,’ displaying signs of feeling threatened by these ‘others,’ who are portrayed as an invasive force.”58 In times when diasporic 
groups are ‘othered’ and discriminated against in the land they immigrated to, the term ‘hostland’ can be useful to highlight the unease felt by diasporic groups.
 
In another sense, ‘host’ can also relate to the medical understanding of a parasite and its unwelcoming host.59 This conception of migrant, immigrant, and diasporic groups as feeding off of the national system reflects much of the attitudes put forth in popular media concerning the division between ‘host’ and ‘parasitic’ groups and the perceived shortage of capital resources in a post-2008 global economy. For instance, much of the rhetoric of the Shiv Sena in Mumbai calls for the expulsion of expatriots and migrants from other Indian states from the city so jobs can be “rightfully restored” to Maharashtrans. Similarly, calls for immigration reform in America differentiate between opening jobs for “real Americans” rather than “illegal aliens”, as Mexican immigrants who cross the border without valid visas are called.60 In this context diasporics are perpetually foreign, unwanted, even hazardous to the health of the local society and are never allowed to transform the land from host into home.
 
As the three examples above display, the term ‘hostland’ as a marker for unease in the land of settlement is useful in diaspora studies for those communities which face perpetual persecution and discrimination. As Ben-Raphael and Sternberg note, ‘hostland’ is a useful term at times in diaspora studies to describe situations “where immigrants are best described as only ‘on the way to insertion’ in their new society.”61 Yet when immigrants have settled in, made a home in the new society and even have two or three ‘native’ generations there, the term ‘host’ remains problematic as a perpetual site of unwelcome. Not all diasporics harbor this sense of malaise in their land of settlement. For instance, Karen Isaksen Leonard notes, in her work on second generation identity formation in relation to Hyderabad as a separate nation, how second generations “locate themselves 
firmly in the Pakistani, American, Australian, and other new contexts.”62 They are not hosted, but naturalized and self-appellate as belonging in these diasporic spaces. What’s more, the parlance of ‘hostland’ begs the question of when does ‘host’ finally become ‘home’ and who designates that distinction?
 
What is most striking concerning the use of the term ‘hostland’ is not only that it signifies a movement towards something, of being in a new land, it is also alienating towards the diasporic subjects it is applied to. Whether they are seen as guests with a potential for overstaying their welcome or as destructive parasites living off of the ‘host’, the term ‘hostland’ is never one of belonging or ownership. A hostland can never be home. This sentiment may not reflect the way diasporics see themselves or their relationship with the land in which they live. Yet, much like Cohen’s argument for a better situated use of the term ‘homeland’, so too does ‘hostland’ offer some utility in certain contexts of discussing diaspora; however, it should be used with caution and an understanding of the political connotations it harbors.

 
A Turning Towards the Position of Landin Diaspora Studies
 
 Sudesh Mishra opens his discussion of diaspora studies with an etymological discussion of the term, pointing out that it is “[d]erived from diaspeirein, which is Greek for ‘scattering’ or ‘sowing’ (speirein) and originally used to account for the botanical phenomenon of seed dispersal (hence dia completely + speirein to sow).”63 Mishra immediately follows this turning towards the origins of the term, stating that “the root meaning of diaspora, similarly, sheds little light on the archive that has emerged around the critical discourse.”64 The sheer pervasiveness of turning towards the Greek roots of the term in opening discussions of diaspora suggests rather that a turn towards examining the root meaning of ‘diaspora’ serves to ground an understanding of the critical discourse. As diaspora discourse is prone to an opacity which reflects the complicated nature of its subject of study, a return to the etymology of ‘diaspora’ is more useful than Mishra suggests.
 
 
As a way for jumpstarting any study on diaspora, this definition of ‘diaspeirein’ immediately highlights the importance of land. Land is the place of origin and the space in which diasporas originate, land and form. As such, diaspora discourse as described thus far has been one of descriptors (mother, father, home, and host) for lands. From here on, the discussion will be centered around the placing of land in diaspora discourse as a key aspect to the study and understanding of diasporic relationships and development.
 
In The Psychic Life of Power, Judith Butler discusses the double-bind of subjectivity: 


As a form of power, subjection is paradoxical. To be dominated by a power external to oneself is a familiar and agonizing form power takes. To find, however, that what ‘one’ is, one’s very formation as a subject, is in some sense dependent upon that very power is quite another. [… I]f, following Foucault, we understand power as forming the subject as well, as providing the very condition of its existence and the trajectory of its desire, then power is not simply what we oppose but also, in a strong sense, what we depend on for our existence and what we harbor and preserve in the beings that we are.65

 
While Butler’s discussion of the subjectification process focuses on inter-human relationships and social power structures, her argument can be applied to the relationship between humans and land. We can take this concept of subjectivity as an empowering structure for self-discovery in the diaspora context as diasporics negotiate the economics and politics of property ownership in the land of settlement and perhaps the land of departure. In this sense, the land may become a subject to the self-definition of a diasporic who seeks homing and belonging by staking a claim of ownership to a tract of land. The power of ownership, in this sense, is the power to ‘subjectify’ the land as a part of one’s self. The land may serve as a position of power from which diasporics can take the land, work it by building a home or cultivating vegetation, and claim a social sense of belonging in the place of settlement as the land legally belongs to them and has been personally changed through the efforts of its owners.66
 
Similarly, the land itself may work in the subjection of diasporic individuals, such as when differences in climate and geological features affect the ability of diasporics to settle in their new environment. For example, a common trope in the immigration narratives of Indo-Canadians relates to the ‘weather shock’ of 
Indians who move and experience the first shock of a snowy winter, such as is seen in the film Heaven on Earth by Deepa Mehta 67 set in Toronto or as is described in the novel Islands Unto Ourselves by Gomathy Puri68 which is set in Winnipeg. Similarly, land formations may rise and fall, literally intervening in human relationships and ability to settle in the new land, such as the conclusion of E. M. Forster’s novel A Passage to India displays in a striking critique on colonial relationships.69 The land impresses itself upon individuals, shaping their opinions of society and themselves. Butler’s definition of subjection as a paradoxical relationship of power fits the relationship between people and land in diasporic contexts. Individuals take the land as a subject to be bought, tamed, and owned in order to make manifest one’s sense of belonging. Similarly, the land demands diasporic individuals to be its subject, as environmental forces of weather and vegetation challenge the taming process of a new land. Land is both a site of empowering and disempowering subjection for diasporics.
 
Besides being a literal site for belonging and self-definition, land provides the textual space for discovering and re-connecting and re-inventing oneself in diasporic contexts. In Joy Kogawa’s novel, Obasan, a young Japanese-Canadian girl annually goes for a walk with her uncle. The novel beautifully describes how the great plains of grass blowing in the wind serve as triggers for the diasporic memory, recalling ocean waves reminiscent of the Japan the family left behind.70 Similarly, the travelogues of return to a place of origin such M. G. Vassanji’s A Place Within71 display that the ‘homeland’ in the author’s mind was a fictionalization, a landscape which pressed itself upon their making of themselves and the diasporic communities in which they lived. Land is a site of narration. Pieter Vermeuren comments on the importance of narration and storytelling as a way to develop community after dispersion: “Textuality grounds a form of community that survives the absence of territorial continuity.”72 Vermeuren discusses how, after the Holocaust, Jewish communities continued to develop communal ties across the ancient diaspora in the wake of new trauma. Using textuality and narration for community building as a site with spatial reality, territory and thus land become ephemeral and imagined yet with concrete ‘grounding’ ability in the diasporic community. In this way, land is imagined through narration, very 
similarly to how Benedict Anderson ties nation into a communal imagining through narration.73 In diaspora studies, land becomes an imaginative site, one for the remembrance, narration, and transmission of communal ties. In this sense, land shifts from being a singular place with concrete reality to being one in the mind.
 
Land becomes landscapes as the land shifts from physical reality to an imaginary space in the mind. Mindscapes converge with land creating the imagined yet real spaces of landscape. This connection between landscape and mindscape is made evident in the work of Tadhg O’Keefe: 


 More abstractly, we claim landscapes to be ‘spaces’ or ‘places’, or both simultaneously, that exist reflexively in our cognitive as well as our corporeal experiences of the material world, shaping and being shaped by our simultaneously multiple identities as humans. Landscape, then, is now characterized implicitly as a product of mindscape, to borrow a word from Zerubavel. Its connection with the realms of the cognitive and mnemonic, and so with the general issue of consciousness (including ‘non-consciousness’, in the sense of Bourdieu’s ‘habitus’), is therefore inalienable. So too is its democratic value: everybody knows, possesses and partakes in ‘landscape’.74

 
O’Keefe encapsulates the communal aspect of imagining that Anderson’s work highlights as the nation and land are both collectively brought into being. It is in the mind as well as in “the material world” that land exists, hence landscapes are innately the meeting of land and mind, the imagined and the real.

 
Semiotics of Land
 
As a subordinated suffix, ‘land’ in the terms ‘homeland’ and ‘hostland’ serves to ground the otherwise slippery terms ‘home’ and ‘host’. Here, we may read ‘home’ as the fractured place of comfort that is always belated in its realization or challenged by present conditions of abuse or racism as discussed above with the work of Brah. ‘Host’ is likewise a slippery term in that it signifies simultaneously a gracious individual welcoming guests and an unwitting target for parasitic hostility. 
As discussed earlier, in themselves concepts of ‘home’ and ‘host’ serve to misleadingly construct a bilocational model of diasporic relationships between people that are somehow contextual in the fixed spatiality of the land. Alternative models of diasporic networks, such as the nodal approach put forth by Khachig Tölölyan75 and Michel S. Laguerre76 downplay the centrality of one ‘homeland’ as the only node for identification and the constitution of a diasporic community or consciousness. Rather, both Tölölyan and Laguerre examine how relationships between individuals and communities who identify as diasporic interact with one common point of origin and a shared geographical distance from this one node as a point of unity and comradery for further network development. In these discussions, the significance of diasporic inquiry lies with the human-constructed social aspects of the terms ‘host’ and ‘home’, and less attention is placed on the land itself. The land in these discussions is a placing, simply a marker that has utility only as far as it houses people and provides a platform on which human interaction can take place. As theorists who study digital diasporas examine, the growth of technology and the information age has further worked to deterritorialize diasporic networks.77
 
If the term ‘land’ is shifted from being a subordinated suffix, in itself a marker of locationality, and placed instead as a prefix, land becomes ungrounded as well and adopts an ephemeral quality which grants space for the concept to breathe and shift as a temporally every-changing reality. Using the term ‘diasporic landscape’ escapes the connotations of fixivity which ‘homeland’ and ‘hostland’ carry. Even in the case of digital diasporas, an ephemeral placing of land serves as the connective tissue for the development of these technological networks, such as the Boston Desi Connection web site which features connections 
for Indians in Boston with other Indians in India and elsewhere abroad.78 Yet paradoxically, the significance put on ‘land’ as a suffix also serves to gesture towards land as a concrete reality that is subjectified by diasporic communities just as it subjectifies these communities in turn. Diasporic networks still utilize land as markers for identification and connection, whether it is to symbolize national, cultural, or ethnic common ground. The very name of the land serves as an identifier in diasporic consciousness to encompass the intersection of state, political, cultural, linguistic and ethnic planes of being.
 
A movement towards conceptualizing diasporic relationships between people and land necessitates an awareness of the constructed nature of diasporic networks and the role of imagination and memory in visualizing land. As put forth by Salman Rushdie in referencing the ability to tap one’s memories as a site for diasporic imagining, ‘homelands’ are but fictions of the mind: 


 But if we do look back, we must also do so in the knowledge – which gives rise to profound uncertainties – that our physical alienation from India almost inevitably means that we will not be capable of reclaiming precisely the thing that was lost; that we will, in short, create fictions, not actual cities or villages, but invisible ones, imaginary homelands, Indias of the mind.79

 
These lands are either rememberings of one’s genealogical ties and past places of origin and habituation or dreamed of as sites of immigration and spaces for homebuilding. They all exist in the mind. In diaspora discourse, whether it is nation, homeland, hostland, motherland, or fatherland, the land under question is, in an Andersonian sense that national belonging begins in the development of regional languages and print culture,80 imagined through ephemeral ties of community and culture. This tying of concrete social existence to various sites of land in understanding the genesis and fluctuations in diaspora realities begs an investigation into the relationships between people, land, and the terms we use to talk about these connections.
 
What is more, land as a spatial reality in diaspora discourse is also innately temporal. The imagining of land, which is remembered and reconstructed in narratives whether literary or ethnographic in diaspora studies, is intimately tied to the last moments of time the subject spent in that landed space. Kai Nicholson comments on this in relation to the fiction of Rohinton Mistry. He states that being divorced from the actuality of lived experience in Bombay, Mistry’s work 
will become frozen in the time of his emigration, thus affecting the quality of his storytelling.81 Similarly, Farhat Naz notes that in diasporic contexts such as the development of Gujarati identity abroad, “the distance, both physical, but more psychological, was so vast, that the motherlands remained frozen in the diasporic imaginations, as a set of sacred site or symbol, almost like an idol of memory and imagination.”82 In their conversation printed in The Guardian, Anita and Kiran Desi similarly discuss not lands which various members of their family were from, but the landscapes which they inherited. Most notably, Anita Desai describes the India of her father’s youth as Bengal, a region which has since been partitioned and changed countries twice. The land itself has been renamed and populations shifted across it since the time of his narratives of a boyhood home. Hence, land has shifted in temporality to landscapes which are innately historical in their context, conception, and remembrance. In order to capture the imaginative, temporal, individually constructed nature of land, the term ‘landscape’ with ‘land’ as the geographical grounding yet ephemeral placing suffix and ‘-scapes’ as the imagined, temporally contingent83 suffix offers greater flexibility for diaspora studies than its counterparts ‘homeland’, ‘hostland’, ‘motherland’, and ‘fatherland’.

 
Concluding in Landscapes
 
 Much like the use Anita and Kiran Desi make of the term ‘landscape’, Avtar Brah briefly takes up the term in her work as well. In Cartographies of Diaspora, she examines how two different narratives of the same spatial and temporal reality can be read together to create a dynamic “experiential landscape” that is constructed from memories.84 This use of the term ‘landscape’ to describe the narrative function of place opens a way of understanding land in which varying experiences of one locality, even within the same temporal space, are innately different. Her invocation of memory highlights the deeply personal nature of an individual’s relationship to land without closing diaspora discourse to 
other imaginings and memories of place. Landscape can thus be individual as well as communal without an imperial homogenization of the collective imagination fixing certain attributes onto one space as an authoritative history or geography. What is more, ‘landscape’ with connotations of gardening and the human fashioning of a space of land highlights the interplay between humanity and earth.
 
The European Landscape Convention as signed and ratified by the government of the United Kingdom in 2006 conceptualizes its mission as “a people-centered and forward-looking way to reconcile environmental management with the socio-economic challenges of the 21st century and to help people and communities re-connect with place” and landscape as “form[ing] the setting for the lives of a local population, and the quality of those landscapes affects everyone’s lives.”85 This understanding of landscape is deeply human as well as environmental. As Matthias Goeritz views landscape, it encompasses everything an imagined scene of place would: birds, hills, train tracks, ocean waves, houses, trees, open sky, foreboding clouds.86 A turn in diaspora discourse towards using landscape as a conceptual term to describe the intersection of humanity and land opens the discussion to the recent and important trend in academic thinking sometimes called ecocriticism. Landscape offers a reunification of human and land and highlights the interdependence of the two, as discussed above concerning subjectification of and by land. Landscape offers a ‘reterritori-alization’ of humanity.
 
While Homi Bhabha’s conception of a ‘third space’ as a new, innovative sociopolitical site in diasporic consciousness and development has certainly proved revolutionary in the development of diaspora studies, its deterritorialization serves to not only blur the lines between cultures and political bodies which affect diasporic being and cultural translation,87 but also to complicate and confuse any easy definition of diaspora as a concrete reality which is tangible and thus easily understood. Bhabha challenges scholars to understand diasporas as complicated transnational movements which have social ramifications on community that are intimately tied to multiple landed spaces. For example, Brah’s description of her experience of the Indian diaspora is not just a personal consciousness 
marked by hybridity and an unlanded third space. The Indian diaspora in Brah’s work also encompasses concrete political spaces such as the black movement in England in reaction to exclusionary politics of “Britishness” as well as the “Africanization” project in Uganda. Bhabha’s deterritorialized, psychic third space has taken precedence in diaspora studies as a valorization of the disconnect with territory.88 Diasporic consciousness is affected by political landscapes which are tied to conceptions of bordered territories. Just because diaspora studies made a necessary shift into conceptualizing the more allusive and ephemeral realities of diasporic being does not negate the grounded realities and experiences of land, which are also affected by imagination and fictionalization.
 
Further, landscape is a classical subject of artistic expression and, in light of nature-centered writing such as practiced by E. M. Forster89 and Ernest Hemingway,90 landscape writing in literature lends itself to the imaginative role in constructing land and human-environment relationships. For example, when Van Gogh painted his haystacks, he did not paint a direct reflection of land in reality. He painted his personal imaginative interpretation of a common landscape. His painting speaks to his personal felt attachment and relationship to peaceful rural settings. Similarly, any diasporic discourse on land is in reality a stylized interpretation of a landed reality, whether it is through the genres of memoir, fiction, film, anthropological interviews, or political engagement. Even the common diasporic practice of remittances relies on the imaginative effect of visualizing the benefit one’s actions and capital will have on the landscape and society of one’s place of origin or ancestral seat.
 
Of course, the term ‘landscape’ on its own does not offer directional meaning in the same way ‘hostland’ and ‘homeland’ reach to denote. However, as described above, ‘hostland’ and ‘homeland’ only offer problematic distinctions of direction out of an inherited habitus in academia which for the last twenty years has had a seeming loss for more practical words. Hence, for the term ‘landscape’ to gain greater conceptual currency in diaspora studies, it necessarily must be 
coupled with other descriptors in order to distinguish what lands are being imagined or recalled and what their relationship is to different communities of people.
 
There are several situational points of research which seem to dominate diaspora studies. It is my hope that the development of ‘landscapes’ in diaspora discourse can provide the necessary elucidation in language for conceptualizing the complex relationships between diasporic people and lands. In conclusion, I wish to briefly outline a few ways ‘landscape’ as a conceptual frame can fit the five main diasporic situations into which diaspora studies inquires, and which descriptors can possibly be paired with ‘landscape’ to prove it to be a useful term in analyzing these different diaspora situations of academic inquiry.
 
The first example is the traditional model of diaspora as one site of origin in relation to multiple sites of direct dispersal.91 So far, my analysis has largely ignored one important perspective on the trajectory of diasporas: that of those who are left behind in the place of origin and who imagine the diaspora from there. In this sense, one can conceptualize an ‘immigration landscape’ as the imagining of the land and social scene prior to departure and beginning the process of a diaspora. This can be seen in the work of Mavis Dako-Gyeke as she interviewed “pre-migrant youth” of Ghana concerning the imagined spaces and society they had before emigrating. As this work demonstrates, the diasporic imagination is at work even prior to any emigration.92 Similarly, those who have been “left behind” cannot help but imagine the life of friends and families abroad through imaginative construction with the aid of stories from those abroad and popular media outlets.93
 
Stemming from the traditional situation of diasporic inquiry, we must also recognize the temporal differences in diaspora studies as relates to land and spatiality. For this purpose, the concept of the ‘ancestral landscape’ becomes useful 
as it avoids pitfalls of gendered discourse of ‘motherland’ versus ‘fatherland’. The division between ‘home’ and ‘ancestry’ likewise leaves the term ‘home’ open to be coupled with ‘home landscapes’ so the agency lies with diasporics, granting the ability to varying generations to express through self-appellation their felt connection between various lands and imaginings or felt sense of home and belonging.
 
Another model mentioned above, by Laguerre and Tölölyan, is that of the transnational, global network of multiple nodes with interactions amongst one another as well as a site of origin. As Brah points out, locationality in diaspora discourse is not always a simple bilateral border crossing, it involves a “multiaxial locationality,” a term which she adopts in response to the intersectionality of multiple subject positions in black feminist debates.94 Diasporics are influenced by lands and communities within the same diaspora as well as by a concept of ‘homeland’ and ‘hostland’. It is this network model of diaspora which Michel Laguerre analyses in his work where he turns towards “diaspora-diaspora relationships” rather than just diaspora-homeland or diaspora-hostland relationships. 95 In the analysis of these diasporic networks through a framework of ‘diasporic landscapes’, landscapes serve as a symbol for the space of imagined connection between the multiple nodes of diasporic connection. In this sense, the term ‘landscapes’ is necessarily multiple and flexible to encompass the infinity of imagined landscapes all of the individuals in the multiple diasporic nodes construct and use as bridges with which their communities connect. Landscapes of home remain fluid and multi-locational, while the concept of an original landscape from which they all stem likewise remains multifocal as a connective point. For example, it is impossible to speak of one Indian diaspora. India has historically had four major waves of diaspora.96 Also complicating any concept of an Indian diaspora is the diversity of distinctive communities and cultural and linguistic hubs India as a sending country encompasses. Enclaves in Texas in the United States would identify as a Gujarati diaspora, while British Columbia in Canada houses a large Sikh diaspora, both of which are Indian but unique from one another. An original landscape such as India can be as diverse in its culture and politics as the varied nodes of its diaspora.
 
 
Also problematic to the use of a home/host binary in landed terms are the situational studies of multiple diasporics and internal diasporas. Peter Seele analyzes the economics of multiple diasporas with various “escalator regions,”97 all of which affect diasporic imagining of the relationship between person, land and future as well as past affiliations. Seele contends that some diasporics make multiple stops along the route towards upward financial advancement, all of which affect the individual and each site they engage with.98 Similarly, William Safran notes “serial diasporas” as those “who are going from one hostland to another,” who “may keep the homeland in their consciousness, but such a homeland, if it exists at all, may be little more than a utopia to which one is not expected to ‘return’.”99 The use of ‘diasporic landscapes’ in this context would highlight the nuanced relationships between sites of origin, settlement, habituation, and home with varying degrees of affiliation and connection.
 
Furthermore, the question of internal diasporas, such as the example offered by Safran of “members of the Neturei Karta, an ultra-Orthodox Hasidic sect whose members live in Israel while denying the legitimacy of that state and refusing to speak its language – are they a diaspora even in their homeland?”100 –offers a chance to develop a concept of ‘home landscapes’ that are politically different from the lived reality of state in a land as borders have historically changed. The land itself remains the same, but its significance has temporally changed drastically in a diasporic consciousness.
 
Finally, the term ‘landscapes’ with its invocation of the imaginative aspect in diasporic constructions of home and belonging lends itself well to the study of those who do return to a proverbial ‘homeland’ and yet still maintain a diasporic consciousness. For example, Safran notes “Armenian-Americans who have settled in Armenia, yet feel as if they do not fully belong to its society”101 and Anastasia Christou studied Greek-American “second-generation returnees, [for whom] notions of ‘home’ and ‘host’ countries become confused and interchangeable.”102 As Christou’s example highlights, notions of ‘home’ and ‘host’ become confused, 
as do directional analyses based on concepts of origin, birth, sending and returning. These movements become proverbial with each successive generation. For Christou, a language of “landscapes of home in Greece” or “American landscapes” highlights the interplay of culture and place her diasporic subjects feel affiliation to and are influenced by in their development of concepts of home.
 
 This study is by no means an ending to the problem of language use in diaspora discourse. Rather, it is my hope to serve as an opening for further exploration into the ways language intersects, challenges, and fosters conceptual growth in the dynamic studies of diasporas. As the study of diasporas intersects communities and localities around the globe, so too does it exercise an intricate interplay of scholarly disciplines. I have purposefully borrowed from these disciplines as a way to connect what are sometimes seemingly disparate sides to the same phenomenon of study, occurring simultaneously yet perhaps unaware of one another. The reality is that all scholars of diaspora – whether in literature, sociology, politics, economics or anthropology – grapple with the same slippery terms as tools for conceptualizing diasporas. After all, any academic engagement can only be as strong as the rigor in which we employ the words to transmit meaning.

 
 

 



Špela Drnovšek Zorko
 
Diasporic Memory and Narrativesof Spatiotemporality
 
 Drawing on the experience of an ongoing ethnographic project on family stories of socialist Yugoslavia, this essay asks how diasporic narratives might be located at various points of imagined spatiotemporalities. I examine some of the ways in which anthropology has dealt with cultural time, in order to see how the intergenerational narration of time might be co-constitutive of spaces of diaspora. Thinking about the ways in which both academic and commonplace discourses have shaped the expected narrative of the Yugoslav past, I also ask whether we might effect a more nuanced approach to analyzing how grounded, present-day experiences of diaspora space come to relationally construct other places and other times.103
 
 

 
This paper can only begin at a point of interval, of pausing and taking stock; a necessary moment in the life of an ongoing ethnographic project. It requires that I begin with a brief introduction to my current research on diasporic narratives of the Yugoslav past, before embarking on a discussion about the role which spatiotemporal symbols may play in constructing the past, present, and future, at a point where post-socialism and diaspora intersect. The primary goal of my project is an engagement with diasporic intergenerational memories, specifically, memories of former socialist Yugoslavia and its aftermath. I am interested in asking how memories of the past are located, both spatially, temporally, and in terms of situated social locations, among migrants from the former federation currently living in the United Kingdom. In order to highlight the mediated nature of memory, particularly in intergenerational contexts where the means by which experience comes to be communicated within family and community networks acquires specific significance, I use the lens of diasporic narrative rather than diasporic identity to pose my questions. When commencing my fieldwork in the autumn of 2013, I chose to understand the concept of narrative relatively broadly: as the ordering and sharing of experience (and experience-as-memory), always produced to some extent in conjunction with, or reaction to, collective discourses of the past and present. In other words, my aim is to understand personal 
stories, or their fragments, as necessarily situated within other stories and the stories of others, which co-create spaces of potential meaning and location.
 
My theoretical framework is strongly influenced by the idea that the term ‘diaspora’ is less fruitful when used to denote a pre-given, bounded group, or even unified political stance, than when approached as a category of practice for creating the spaces and times people inhabit. The challenge is to bring these strands together in such a way that approaching this topic does not require separating diaspora, narrative, and memory into constituent parts of a whole, but rather, requires being aware of how they co-constitute their subjects. Given the limitations of my standpoint, in the midst of an open-ended project, I do not aim to offer any firm conclusions on the questions I raise; rather, I outline several theoretical, and thus methodological, reflections on how diasporic memory could be studied in relation to symbols of time and space, based partially on my experience of fieldwork thus far. This would involve thinking of the way people reference times and spaces in narratives of their own lives, as well as how they frame experience within the scope of grand historical narratives. I also intend to raise several questions about how these narratives serve to construct the time-spaces in which diasporic home-making is enacted. Perhaps unsurprisingly, ‘diaspora’ is more often yoked to questions of space than it is of time: to migration from and to given localities, or issues of dwelling within particular spaces. My aim is to think how conceptions of space may be inflected with a sense of temporality, and vice versa, and how such symbolic spatiotemporalities may be important to diasporic home-making – an approach, I would add, which does not foreclose an awareness of the material, often referred to as ‘lived,’ interconnections which home-making also implies.
 
Starting from the premise that time in social contexts always stands for something, and that this meaning is not only changeable across so-called cultures but has a more complex relation to meaning-making, this paper investigates ways of thinking about time talk in the everyday which would contribute to how we view diasporic spaces. It is practically a tradition among anthropologists to characterize any discussion on cultural or social constructions of time as a matter of “infinite complexity”104 and irreconcilable heterogeneities. Yet the very significance of people’s diverse conceptions of temporality is always that they turn on situational invocations of time as in some way significant: be it shared collectively through myriad representations of time in calendars, in stories of experience, in off-hand anecdotes, official accounts of social life; or via the implicit ordering of duration into standardized units of time, the rhythms 
of everyday life, and, just as importantly, the marked changes in those moments of everydayness. The quotidian nature of narrated time makes it a useful entry point for approaching those questions of social life which are continually framed by references to temporality. Doing so requires an expectation that social time is mutable and contingent, combined with a willingness to examine the role it plays in constructing similarly mutable notions of space and location. It also requires us to think how academic disciplines are themselves structured around narratives of time, and to locate individual projects within the power relations of those symbolic spatiotemporalities within which every ethnographic endeavor is enmeshed.
 
Anthropology and the Construction of Time
 
 It may seem quaint to begin this discussion with classical anthropological debates on cultural time; they are, however, remarkably useful for thinking about how analytical separations of temporality may be loaded not just with social, but with outright political significance. In a landmark 1977 lecture much cited in the literature, Maurice Bloch uses the example of time to illustrate critical contradictions within Durkheimian notions of socially determined cognition. Bloch argues that those core cultural concepts which are “moulded to social structure,”105 such as time, tend not to represent fundamental cultural differences between societies in the ordering of knowledge, but are instead found largely in ritual discourses which are not typical of people’s “ordinary knowledge.” In other words, any given mode for thinking about time may well exhibit significant divergences between ritual discourses, which have been traditionally studied by anthropologists, and everyday uses and conceptualizations of time. Bloch’s point is that ritual discourses cleave more faithfully to dominant social structure paradigms and can serve to obscure the realities of non-ritualized rhythms of “human action on nature,”106 which are not wholly molded by such social structures. A firm separation into ritual and ordinary time allows him to account for key differences in people’s diverse ‘time talk,’ which he sees as proof that societies are not totalizing orders but can be critiqued from social locations not enclosed within their logic.
 
The dichotomy leaves his analysis poorer. Bloch recognizes that the appearance of “the past in the present,” which he posits as a function of ritual discourse, 
represents one aspect of a much longer historical conversation, and that such modes of time talk might occur at different moments than non-ritual communication. Yet by placing the register of the ritual on a level detached from the arena of ‘ordinary’ social actors, he denies that those very actors may be presumed to play a role in the construction and continued intelligibility of such rituals. As Munn points out, Bloch’s equation of ritual time with mystification serving the interests of social structure, as opposed to an empirically derived universal time, does not necessarily allow for dissent around what is defined or experienced as empirical reality by the people of whom he speaks.107 However, Bloch is not alone in viewing such divisions as crucial. A similar conclusion is reached by Alfred Gell, who writes approvingly of Bloch’s separation of ritual “special-purpose commentaries”108 from the time in which actual events take place. Gell warns the would-be time ethnographer that there is no place in which “people experience time in a way that is markedly unlike the way in which we do ourselves,”109 and that any accounts of time which seem to depart from the base line of ‘our’ time need to be studied without taking such references at face value as people’s absolute beliefs in the nature of the universe.
 
Here it is worth turning to Victor Turner, well-known in anthropological circles for his work on ritual and liminality. His contribution to the anthropology of time takes a slightly different view of the role of ritual in perceptions of temporality. In his model, based on fieldwork conducted across three continents in mostly rural, but also urban contexts, and supposedly applicable to small kin groups as well as international relations, all human societies produce certain time rituals, which can be found in their contemporary form as genres of cultural representation such as drama, film, or fiction. These rituals make time intelligible by denying the primary significance of logical or quotidian forms of time reckoning – they make history continue by producing intervals of “anti-temporality.” 110 Contrary to Bloch’s analysis, such rituals do not serve the aims of social structures deemed to repress disharmony in social consensus. Rather, they take place in moments of “social dramas,”111 when what was assumed by a given group to be unimpeachable communitas, the basis of communal life, 
is threatened by a breach in the expected social order. Rituals are thus deployed in order to restore, or make anew, a sense of harmony. Regardless of the outcome of such shoring-up rituals, claims Turner, they make it impossible to view those times of past accord as absolute and given, that is, as a logical progression of liner time. One way of reading Turner’s model is thus to see cultural representations as instruments for making past time intelligible by placing it under the microscope – by stopping the rhythms of life previously seen as normal for as long as it takes to resolve their place in the continued social order, whether such restorations are successful or not. Such an interpretation sees ritual as that which makes normal, quotidian time possible, by virtue of re-constituting an order, which in fact relies on multiple genres of temporal intelligibility.
 
Turner’s take on the subject, despite upholding a division into ritual anti-temporal time and everyday linear temporality, nevertheless offers a more nuanced view of the position of ritualized explanations of time in the fabric of social life. It is particularly fruitful in its analysis of how rituals (or cultural productions) may serve to arrest those unquestioned forms of living ‘in’ time, which are assumed to be natural, without necessarily upholding previous socials schemas. Insofar as I see any potential in divisions of time talk into categories, it lies in the opportunity to ask ‘meta-narrative’ questions about the appearance of temporality in human communication. Assuming that time talk exists in various, seemingly conflicting registers, what is the function of such variance and how does it interrelate? Does it matter if a multiplicity of time talk is not cosmological or “metaphysical,” if it nevertheless exists in social life? When a given version of so-called ritual time appears to contribute to the constitution (or intelligibility) of relational social beings, we could argue that it is no less divorced from daily life than a putative ordinary time. Social actors necessarily reside in worlds circumscribed, if not limited, by such ritual narratives, although these may exist in greater plurality than any simple dichotomy accounts for. Here I tend to agree with Nancy Munn’s critique of time anthropology, in which she suggests that it would be more useful to think of time in terms of “temporalization,” as “a symbolic process continually being produced in everyday practices.”112 This approach foregrounds the fact that people are continually in sociocultural time even as they construct it in speech or action – which itself affects the ways in which time is spoken or enacted.
 
Munn also points to a continued tendency to see space as time’s “Other” rather than, more accurately, its “Other Self,”113 and to neglect futurity in its relationship 
to conceptions of past and present. It is in both these inflections of time, in the question of space and a sense of the future, that another, more fundamental critique of anthropology and time can be grounded. In 1983, Johannes Fabian launched a challenge to cultural anthropology based on the assumption (running through all the theories of cultural time I have just discussed) that time is one form in which relations of power are cast; and that, crucially, it is a form vital for anthropology’s own constitution of its research object, the Other. Tracing anthropology through time, Fabian sees temporal discourse as fundamental to anthropology’s claim to knowledge: as an allochronic discipline, it historically established itself as a set of knowledge about “other men in another Time,”114 denying the co-temporality and proximity of those who ethnographers have studied. Not only does this obscure the fact that anthropology’s subject exists in ‘our’ time, it has played a crucial role in justifying, by virtue of suggesting that cultural difference is based on irreconcilable positions in progressive linear time, political projects of capitalist and colonial oppression. Put differently, says Fabian, “geopolitics has its ideological foundations in chronopolitics.”115 He proposes a radical overhaul of fundamental assumptions about anthropological praxis, a recognition of coevalness which sees co-temporality, the existence of the Other in our Time, as a crucial basis for any ethical interaction.116
 
Anthropology has undergone a number of internal critiques since the publication of Fabian’s book, including an ongoing re-examination of the repercussions of its colonial legacy. Yet it would not be an exaggeration to claim that such legacies continue to leave a mark on the ways in which objects of knowledge are constituted – not merely within anthropology, but within multiple disciplines in which associations with temporal locations take on an undeniably political character, not least in the way in which given subjects are framed and studied. The study of socialism and post-socialism is a key example of how commonplace frameworks of analysis may have longer histories of constituting intelligible knowledge, and how geopolitics and chronopolitics might collude in this constitution. My fieldwork has required that I take into account certain conventions for narrating ‘post-socialism,’ and relate them to patterns of time talk in relation to spaces once figured as socialist.
 

 
Chronopolitics and Narratives of (Post-)Socialism
 
 In what has now become the authoritative history of the twentieth century, the year 1989 stands as a symbol of the triumph of adaptable capitalist logic over petrified socialist and communist regimes.117 Such a conceptual split appears as a natural descendant of the Cold War, which Verdery describes as “also […] a form of knowledge and a cognitive organisation of the world,”118 a deeply rooted logic which brought with it repercussions beyond the domain of the foreign and domestic policies it effected. This logic served to solidify a split between a capitalist West and a communist East, one which described locations along an assumed temporal line as well as geopolitical divisions. The fall of socialism in Europe thus marks an assumed fundamental rupture with this past, and has, for better or worse, indelibly marked subsequent treatments of various ‘transitions’ from socialism to post-socialism.
 
The developmental metaphor of linear change and progress has lurked within this body of literature as it lurked for decades in ethnographic monographs of far-off, temporally backward people. As Burawoy and Verdery point out, transition theories take as their necessary and unthinking starting point a radical transformation between two incompatible ways of life, an assumption which remains intact even when the exact process and meaning of this transition may differ.119 Even critical studies of transition are often caught up in a cognitive organization 
which fixes historical time in the discursive dichotomy of ‘before’ and ‘after’,120 serving to solidify an almost ontological rupture. This distinction, in other words, inevitably shapes what questions about either socialism or its aftermath may reasonably be expected to hold significance, or even what questions may be posed.
 
Such conceptual ruptures may also map, with varying levels of precision, onto a conceptual order which pre-dates the Cold War and which fixes certain parts of Europe in a relational position of spatiotemporal inferiority. How this relationship should be characterized has formed the subject of debates where comparisons with former colonies often sit uneasily. Kovačević notes that as most Eastern European countries do not comfortably fit into a history of colonial relations as we know them, and thus tend to be left out of the lens of established postcolonial analysis, the “long history of Western attempts to identify Western Europe as enlightened, developed, and civilized in distinction to Eastern Europe”121 has frequently been neglected. According to Wolff ’s Inventing Eastern Europe, Enlightenment-era Western European knowledge of what Eastern Europe represented took the form of an “intellectual mastery”122 not wholly unlike Said’s Orientalism. On this point, Maria Todorova acknowledges the similarities between the two sets of discourses, but distinguishes “Balkanist” logic from Orientalism by virtue of several specificities belonging to the former: namely, what has made the Balkans so irresistibly mysterious and ambivalent in the eyes of Western European imagination is “the reflected light of the Orient,”123 their supposed position in between Enlightened Europe and the Orient it had already conjured up. The metaphor of a “bridge” between civilizations represented not only spatial, but also fundamentally temporal difference – time seen not only in terms of its passing, but as a meaning-laden development, a linear progression from more primitive to more complex societies, where the image of East as West’s more primitive cousin dogged the Balkans as it did other geospatialities. Thus, 
imagined124 spatiotemporalities hinge on multiple relational images of other places and other times, even where this otherness may not necessarily indicate great geospatial or historical distance from the vantage point of the one doing the imagining.
 
Against this background, socialism’s historical claim to bring a new futurity to these backward regions cannot be left out of the equation. Much has been made recently of ‘post-socialist nostalgia,’ a supposed wave of startlingly positive memories of the socialist past currently sweeping across the former East Bloc and Yugoslavia.125 But as Susan Stewart established, such remembering always points to a past that only ever existed as narrative, and is thus also narratively configured in the present.126 Tanja Petrović’s ethnography of cable factory workers in present-day Serbia offers rich images of this remembered, always-relational past. The factory, constructed as part of Yugoslavia’s early industrialization projects, once represented a radical change in economic and social relations.127 The present-day stories of those few workers who remain paint the factory as emblematic of the greater transformation wrought by the new socialist modernizing project, evoking a past which they still view as significantly more modern, replete with much greater possibilities for work, travel, and personal development – and more European – than the vantage point of the present. The ways in which this narrated past inverts a linear progression of time, inflecting the socialist past with images of greater futurity than the stalled post-socialist present, reminds us that whatever the Yugoslav project may have achieved, it bore ambitions to transform this small part of peripheral Europe into a progressive, industrialized, and future-oriented state, and explicitly challenging associations of Balkan temporality.
 
 
 Approaching the narrated past with the awareness of the constructed nature of spatiotemporal locations can also undermine normalized assumptions about the analytical separation of time. Reading Petrović’s account of the workers’ current socioeconomic positions gives their fond reminiscences a perfectly legitimate grounding: it is tempting to ask who wouldn’t speak approvingly of a past which compares favorably, at the very least in material terms, with the present-day of financial crisis. Why should this type of reminiscence in particular indicate anything particularly transgressive? There are questions here to be asked about the ways in which time is constructed by contemporaneous social actors –once we remember that the people who populate such ethnographies are positioned in ‘our’ time, not merely caught up in analytic categories of socialism/ post-socialism. Yet the very fact of a flourishing academic and popular attention to nostalgia for socialism, even when scholars present well-argued analyses of nostalgic talk, indicates that such narrative constructions of the past are necessarily viewed as ideologically charged in some way. In other words, evoking the time of socialism as anything other than history to be swept under the carpet is often still coded as remarkable, in the most literal sense of needing to be remarked upon.
 
My own research hinges on the construction of time-spaces as shaped not only by the experience of socialism’s historical passing and of the canonical political conventions for its framing, but also by that of migration and settlement in a place with its own contested histories and spaces. In approaching intergenerational references to the past as diasporic as well as contemporaneous, I pose the question of how different spaces are configured as different, and on what terms diasporic cultural differences comes to be imagined in relation to multiple spatiotemporalities marked by discursive conventions as well as individual memory. My fieldwork thus far has increased my awareness of how such narratives might be evoked via seemingly banal discourses and practices rather than sweeping statements on historical difference: in discussions of family life, experiences of labor, the mutability of normative values, and language; but also of the consequences of series of movements, or of living in spaces labelled as multicultural along lines which may seem, in turn, familiar and alien. Asking in what form the Yugoslav past figures in such practices in the present – or indeed, why it may be largely invisible – has led me to wonder how studying even micro-stories demands attention to how spaces as well as times are always constructed via relational narratives.
 

 
Time-spaces and/as Stories
 
 To avoid conceptually separating time from space in any ethnography of diasporic home-making processes, space must be viewed as something other than simply the background against which movement takes place. Diaspora studies, even in those more classical approaches that uphold a concept of diasporas as distinct groups of dispersed people, must necessarily deal with the implication of space as an active participant in the experience of diaspora and its construction. In other words, diasporic narratives (or identity constructions, or even movements) are seen as diasporic by the very fact of their telling at a distance from the assumed homeland or the home space – diasporic nostalgia already presupposes a spatialized logic of memory-making. However, most definitions of migratory or diasporic nostalgia tend to foreground a normative, linear relationship between space and memory: people move from the known space, the locality of home, across oceans and other spaces to reach new, unknown ground, on which they now etch their memories. In this formulation, the space of the so-called receiving homeland exists in its totality a priori to the arrival of ‘diasporas’ from those other, also total spaces, which have been left behind.
 
There are more nuanced approaches. Avtar Brah has pointed to the need for seeing the diasporic in the very acts of settlement or home-making that follow such journeys between places, which themselves incorporate an understanding of imagined homes.128 She sees the concept of diaspora as a means of conceptualizing a “homing desire”129 even while critiquing the assumption of fixed roots implicit in “the desire for a homeland.”130 Rather than studying diasporas per se, Brah thus prefers to focus on the diaspora space in which such homing desires are enacted: “diaspora space is the intersectionality of diaspora, border, and dis/location as a point of confluence of economic, cultural and psychic processes.”131 For Brah, it is crucial to view the concept of diaspora as “a confluence of memories,” the collection and re-collection of journeying and home-making which creates diaspora as a meaningful category.
 
To make the image of multiple narratives work, however, diaspora studies needs to make explicit a re-thinking of space as something which is not simply pre-given. The geographer Doreen Massey has gone some way toward challenging 
what she sees as three critically misleading assumptions about space, and reflecting on the shifts in thinking that would be required for a new sense of spatiality: one, that instead of viewing space as a surface on which things are enacted, we imagine it as “a meeting-up of histories”; two, in an echo of Fabian’s point, that we need to turn away from the implicit assumption that ‘other’ spaces reflect a more temporally backward ‘us,’ and insist instead on “the multiplicities of the contemporaneous heterogeneities of space”; and three, that we should refuse the clear opposition between ‘space’ as abstract and unrooted, and ‘place’ as space which is local, known, closed, always there.132 She offers starting points for thinking about space which might resonate with other theoretical and political projects: seeing space as a product of interrelations, insisting on space as a possibility of multiplicity, and crucially, understanding space as continuously being constructed, being open to unknown futures. “Perhaps,” offers Massey, “we could imagine space as a simultaneity of stories-so-far.”133
 
I would like to hang on to these images of diaspora as a series of practices becoming meaningful via a recitation of stories in active relationship with a heterogeneous diaspora space, itself constructed from a confluence of journeys and acts of homing (as London most definitely is). It is an image which has already surfaced in the process of my own fieldwork: for example, in the ways in which a refugee from Bosnia might relate their own migratory experience to that of other migrants from other nations. These fellow migrants may be narrated as equally foreign in relation to British society as the speaker; as less foreign, on the assumption that many people relocate to London from similarly large, cosmopolitan cities and thus fit in better; or as more foreign, by dint of skin color, religion, a non-European ‘mentality.’ There is also the matter-of-fact experience of sharing space and time. A London supplementary school for children, with which I have become involved as part of my project, regularly meets at a community center in an area of the city where throngs of tourists come to experience historic Britishness. The very same space, and on the very same day, also hosts an Arabic supplementary school composed of families from multiple nations. As one of the teachers with whom I work has remarked, the two projects have much in common, not only by virtue of largely overlapping religious affinities, but also in the desire to teach integration as a key aspect of living in “this country”. Such spatiotemporal coincidences have made me think of the diasporic project of a weekend language school as something which aims to re-affirm an intergenerational connection to a familial space of belonging to Bosnia, while at the same 
time, and without any contradiction, socializing children in the multicultural act of being British – that is, not only of being diasporic-in-Britain, but of Britishness itself as something which requires the process of simultaneously being something else.
 
Thinking of these diasporic projects in terms of temporality has further allowed me to wonder whether and how the former Yugoslav experience of multi-nationality is consciously related to this layered British society; or, conversely, whether the segmentation of socialist Yugoslav and contemporary British time prevents such contemporaneous links from being drawn. Such segmentation, if it exists (the fact that the word “Yugoslavia” only rarely crops up unprompted indicates that it very well might), might have multiple causes and may not all be attributable to a lack of analytic attention to coevalness, in Fabian’s sense. However, arriving at the question of symbolic temporalities via the more standard optic of diasporic space has convinced me that it is critical to think of diasporic narratives as actively constructing multiple spatiotemporalities at once, even as they are continuously mediated by the times and spaces of their enactment. Refusing the assumption that space is ever only arrived at highlights this confluence of stories-so-far rather than artificially confining them to discrete boxes. There may, in fact, very well be something which is particular about diasporic stories in comparison with the other narratives that make up spaces of cohabitation, in their very enactment of the assumption that people journey between discrete spaces. In other words, I do not mean to deny that many people indeed do narrate their experience in terms of dislocation, from rooted places of their own to places where other people have their roots. But accepting that such places exist at face value would mean flattening out the time-spaces in which people dwell and in relation to which such stories are produced. Seeing space as an open-ended product of relations where the future is never foreclosed, and where people dwell in contemporaneous time, might cause us to see that space is never simply there, outside the scope of relatedness, and that stories of space never simply describe points across either a spatial or temporal distance.

 
Researching Diasporic Memorythrough Relational Spatiotemporalities
 
 The key question in my research so far has been how to incorporate theoretical debates into grounded ethnographic research into post-socialist diasporic memory. Is it enough to acknowledge the multitude of narratives which construct time-spaces, while conceding that much social life is framed with reference to 
certain conventional forms of narrating time and space? How does an ethnographer pause and take stock in order to ask multiple questions aimed at soliciting a multiplicity of answers? My fieldwork so far has prompted important questions about significance: What are those intergenerational fragments of narrative which are deemed important enough to figure in diasporic time-spaces? And how does this significance differ and shift, not only between people from different backgrounds, but also across particular grounded spaces and times, between a community center and a living room, in answer to one type of question or another? How does the way that people talk about the past intersect with the way they talk about the migratory experience from the vantage point of the present –and how can questions about space aim at answers about time, and vice versa? While these questions have been important for my research from the very beginning, it is the specificity of the temporal and spatial references in the narratives I am encountering which have required that I enrich them with a more nuanced understanding of spatiotemporality: veiled references to socialism told as stories of childhoods; accounts of new borders, and wars, and developmental trajectories; as well as stories of Britain which circle questions of cultural difference and present-day migration politics, the lived-in spaces of London and other British locales.
 
In lieu of a conclusion, I end with three interconnected thoughts, which I see as crucial for approaching these and similar questions of diasporic memory. Partially, they represent blueprints for further research on my own topic; I would hope, however, that they may also be more broadly applicable. 


 1) It would be tempting to conclude that canonical historical narratives of (post-)socialism have about them something of the ritual, and may, since they may not faithfully reflect the actual experience of socialism’s temporalities by those who have lived through it, be largely discarded. But having spent considerable time rejecting the notion that ritual time talk is merely illusory, a smoke screen for shared authentic experience, the challenge becomes not how to circumvent well-rooted narratives of the socialist past when and if I encounter them, but rather to see them in the same frame with other linkages between temporality and spatiality and in other genres of time talk. I propose that, if ‘ritualized’ accounts of the past must always be viewed in relation to other meaningful spatiotemporalities, then they must also be viewed as their constituent components: elements of complex, situated narrations, rather than illusory mystifications of a more genuine underlying narrative. As I alluded to above, I have noted in my conversations with first generation migrants a relative lack of a visibly named socialist Yugoslav past. Rather than taking this as either proof that the experience of socialist 
Yugoslavia is irrelevant to people’s recollections today, or, conversely, proof that such recollections defy mainstream narratives of the rupture of socialism as the defining characteristic of people’s lived experience, I have tried to see more muted evocations of this past as they occur in conversations about people’s lives in the present, or about other times and places. If conventions stipulate that naming Yugoslavia in casual conversations assumes that the speaker is making an explicit point, then what does my interlocutor make of that point, and how does it position us both vis-à-vis other spatiotemporal markers?
 
2) Closely related to the first point, talking about a remembered and narrated past may prove a fruitless endeavor unless I am open to seeing a broad array of experience as evocative of lived histories. If I seek out the specificities of first generation migrants’ communicated experience in the commonness rather than the assumed exceptionality of their past lives in socialist Yugoslavia, it may open up a conceptual space where present-day diasporic home-making becomes indirectly narrated in relation to those homes of the past. We are of course speaking of a commonness disrupted by the extreme rupture and exceptionality of war, as well as by multiple migration trajectories. Yet by focusing precisely on the ways in which Yugoslav socialism and the contemporary British space interpellate each other in everyday stories of dwelling – on how they make each other recognizable in relation to each other – I may be able to pose more constructive questions about how lives are imagined. These can then include: How do people make their living? How is everyday life minutely gendered, and how are changes to its gendering conceived? Where and when is everyday life situated in such stories? These questions depend on the realization that we cannot “simply equate ‘the everyday’ with the local,”134 that we must necessarily acknowledge the much broader connectivities between spaces and times that they imply. That is to say, they contribute to that confluence of narratives which I see as a key component of diasporic home-making.
 
3) And finally, I end with the future as a productive site of meaning-making. I am determined in my research to linger on intergenerational narrations of futurity. How can home be articulated in terms of imagined futures? Putting the question from different angles, who belongs to which kind of possible life? How do imagined futures function in relation to the socialist futurities of times passed? And how do they function in a time of financial crisis, which has made even British futures less certain? If the first proposition cautions 
against seeing the expected narrative as merely a smoke-screen, and the second points to the quotidian as a site of relational meaning-making, here I insist that both these points cannot be confined to past time talk. Thinking of familial experience as narrated across various spatiotemporal dimensions is crucial not just for thinking how the past comes to be remade, but also how the very same process might occur to the yet-to-happen future. It is the metaphorical space between generations, in the familial relationship of expectation and varying homing desires, that a plurality of ideas about lives fit to be lived might emerge in reference to the future possibilities of younger generations and their parents’ own life stories.

 
 The focus in this paper on relational conceptions of spatiotemporality has cast them as active and key participants in the narrative structuring of past, present, and future projects of home-making. They cannot be seen as a reflection of such projects, but must be acknowledged as an ongoing component of people’s relational construction of time-spaces. Insofar as I see an agenda for researching narrative diasporic home-making, it lies in the construction of a lens which takes these statements into account: a lens which would see diasporic space beyond the concept of local places re-enacted across national borders, and dwell on diasporic temporalities as co-constitutive of both such spaces and of multi-directional references between past, present, and future possibilities.
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Amy Ashwood Garvey and the PoliticalAesthetics of Diasporic Social Spaces inLondon
 
 Through an analysis of the social spaces she created in London, this article highlights Amy Ashwood Garvey’s role in unifying, empowering, and mobilizing the African diasporic community in London. Drawing on primary and secondary source research, the author puts three arguments forward: First, by invoking and producing an inherently African diasporic aesthetic, Amy Ashwood Garvey created a forum where a wide range of diasporic activity could take place. Second, over time these gathering places acquired a spatial ontology in that they became a medium through which the African diasporic community marked its presence in London and on the world stage. And lastly, whether it be a nightclub on Carnaby Street, or a recreation center and communal living space in the heart of Ladbroke Grove, the social spaces Amy Ashwood Garvey created always had a political purpose. This paper illustrates that these social spaces were hubs of political activity, outlines the grassroots organizations that were launched therein, and recalls the well-known Pan-African leaders who frequented them.
 
 

 
On Thursday November 5, 2009, the Octavia Foundation, in partnership with the Nubian Jak Community Trust, unveiled a Blue Plaque commemorating the life and achievements of Amy Ashwood Garvey. The unveiling ceremony, which was conducted by former Jamaican High Commissioner Burchell Whiteman and ex-Mayor of the Royal Borough of Kensington and Chelsea Timothy Coleridge, and attended by a host of community activists and local historians, was followed by a reception with Caribbean food, calypso music, and speeches from people who knew Amy Ashwood Garvey and her work. Since that time, the Octavia Foundation has produced an hour-long documentary called Hidden Herstories: Women of Change, which focuses on the lives of four women, among them Ashwood Garvey, Claudia Jones, Octavia Hill, and Jayaben Desai. The building the plaque is mounted on features quite prominently in the film, and the segment on Ashwood Garvey concludes at the unveiling ceremony, with Whiteman stating that the Blue Plaque is significant because the community in which Amy Ashwood Garvey lived and worked “needs to remember her and for those who don’t know her, to learn about her, so that the present community can appreciate 
the history of the very community in which they live and the part she played in it.”135
 
When the idea of erecting ‘memorial tablets’ was first proposed in 1863 by William Ewart MP, it was hoped that the Blue Plaque scheme would encourage the preservation of houses of historical interest by paying tribute to the link between person and building. Or in the words of a correspondent to The Times, the aim of the scheme was to “make our houses their own biographies.”136 Mounted on a residential building in the Ladbroke Grove neighborhood of North West London, which was Ashwood Garvey’s home from 1934 until 1960, the Blue Plaque indeed transforms the building into a biography of sorts, noting that she was a “Feminist, Human Rights Campaigner, Pan-Africanist, and First Wife of Marcus Garvey.” However, a closer reading of Amy Ashwood Garvey’s politics and activism, alongside an analysis of activities that occurred within the physical space, suggests something deeper and perhaps more meaningful than a twelve-word description on a memorial tablet allows.
 
Through an analysis of the activities that took place within this residence and the other buildings she ‘occupied’ in one way or another, this article highlights Amy Ashwood Garvey’s role in unifying, empowering, and mobilizing the African diasporic community in London in the mid-1920s through late 1950s. More specifically, this paper brings into focus the aesthetic and symbolic qualities of the restaurant, nightclub, and communal living space she set up as fundamental to the development of an African diasporic politic in Britain. Furthermore, these social spaces offer, to my estimation, salient examples of how diasporic and migrant communities have used social activities as a means of doing political work.
 
My discussion is based on the following propositions: First, by invoking and producing an inherently African diasporic aesthetic, Amy Ashwood Garvey created a forum where a wide range of diasporic activity could take place. Within these social spaces, people of African and African Caribbean ancestry built support networks, established solidarity, and forged a shared identity, which reinforced the belief that each individual belonged to a larger community. Second, over time these gathering places acquired a spatial ontology in that they became a medium through which the African diasporic community marked its presence in London and on the world stage. That is, African and African Caribbean migrants were able to represent themselves to the dominant community and to people 
of African descent living elsewhere through symbols of a British-based African diasporic subjectivity. Last, but certainly not least, whether it be a nightclub on Carnaby Street, or a recreation center and communal living space in the heart of Ladbroke Grove, the social spaces Amy Ashwood Garvey created always had a political purpose. This paper illustrates that these social spaces were hubs of political activity, outlines the grassroots organizations that were launched therein, and recalls the well-known Pan-African leaders who frequented them.
 
Diasporic Social Spaces in the British Metropolis
 
 A number of scholars have considered the symbolic power of social spaces in giving rise to diasporic communities, identities, and subjectivities in the British metropolis. Sociologist Claire Alexander, for example, conducted empirical research on the iconic East London Street Brick Lane to analyze the narratives of community and belonging that emerge through the process of claiming and making space.137 In his ethnographic study of Akan-speaking Ghanaians in London, social anthropologist Mattia Fumanti treated the ‘showing-off aesthetics’ of social events like weddings, naming ceremonies, christenings, and other family gatherings as constitutive of a diasporic subjectivity, because they reinforce material and symbolic connections within the diaspora and ‘homeland’.138 Similarly, in her seminal text Cartographies of Diaspora: Contesting Identities; Hybridity and Its Discontents: Politics, Science, Culture, sociologist Avtar Brah looked specifically at how diasporic identity and subjectivity is constituted and then re-constituted in and through what she refers to as ‘diaspora space’.139 All of this scholarship frames my interpretation of the diasporic social spaces Amy Ashwood Garvey initiated in London. In terms of the development, meaning, and politics of these social spaces, however, literature that documents the history and ongoing legacy of Notting Hill Carnival bolsters my theoretical approach.
 
Launched in response to the rising racial hostility towards Britain’s ‘colored commonwealth citizens’ by Trinidadian-born journalist, communist, and political activist Claudia Jones, as well as by Amy Ashwood Garvey and others, Notting Hill Carnival illustrates that, for diasporic and migrant populations, the cultural, social, and political are inextricably linked. For marginalized communities, 
whose subjectivity is largely removed from the formal political realm, social events like carnivals, food festivals, and street fairs are a central means of expressing political thought through cultural practice. From a political perspective, then, Notting Hill Carnival represents an act of public resistance to Euro-centric bourgeois aesthetics, imperialism, cultural hegemony, and racial oppression.140 Hence, through what Claudia Jones’s biographer Carole Boyce Davies asserts is the joy of ‘taking space,’ Notting Hill Carnival’s emphasis on the political hinges on public displays of an African diasporic aesthetic.
 
Writing on the aesthetics of Notting Hill Carnival, Ashley Dawson underlines its social and cultural significance, arguing that it has a pivotal symbolic place in representations of black identity and community. For Dawson, whose discussion centers on how diasporic cultural practices unified the otherwise socially and politically isolated peoples of the ‘Caribbean diaspora,’ the Carnival “has offered a complex politics of identity and spatiality since its inception.”141 In many ways, Dawson’s analysis reinforces the spatial ontology of social events like Notting Hill Carnival in projecting diasporic subjectivities into the British public sphere. Similarly, Beth-Sarah Wright argues that diasporic social spaces such as a British-based Carnival signify a ‘black ontology,’ oriented towards establishing a sense of place and belonging in the web of the African diaspora.142 According to Wright, belonging to Africa, the Caribbean, and Britain all at the same time requires a “persistent commitment to increase visibility and recognition, by delineating boundaries and carving spaces” for public displays of diasporic cultural practices and aesthetics.143
 
The public display of ‘Afro-centricity’ through hairstyle and dress, the consumption of ‘traditional’ foods, and the appropriation of specific music and dance styles have been fundamental to the aesthetics of Notting Hill Carnival. At the same time, carnivals have fused the aesthetic and the political, albeit primarily amongst people of African Caribbean descent, raising a number of interesting questions regarding the symbolic implications of African diasporic social spaces in the British metropolis. How have alternative social spaces like community centers and restaurants contributed to the production of a British-based 
African diasporic identity, subjectivity, and aesthetic? What symbolic markers or props of Africa and its diaspora can we identify within these social spaces? How have diasporic sociocultural activities like Notting Hill Carnival translated into political action? Can we trace the link between these kinds of sociocultural practices and political mobilization a bit further back? And finally, given the particular focus of this article, what is Amy Ashwood Garvey’s role in all of this?
 
My research on the social spaces Amy Ashwood Garvey developed in London points to the dialectical relationship between aesthetics and the ontological, in the formation of an African diasporic identity and subjectivity amongst African and African Caribbean migrants living in Britain. Additionally, these social spaces offer, to my estimation, an even earlier example of how and why peoples of African descent used social activities as a vehicle for cultural and political expression. For Ashwood Garvey, who produced a series of theatrical productions examining the relationship between race, class, gender, and political activism, touring the United States between 1924 and circa 1927, engendering alternative sites of resistance in the form of the social was a notion she was already familiar with. Additionally, because she was herself doubly then triply diasporized,144 having moved from Jamaica to the United States during her Universal Negro Improvement Association (UNIA) days, then to Britain to continue her Pan-Africanist work, along with her eventual travels throughout the Caribbean and West Africa, Amy Ashwood Garvey was uniquely positioned to attend to the needs of the growing African diasporic community in London.

 
Diasporic Restaurants and Pan-Africanism
 
 When Amy Ashwood Garvey made London her home base in 1930, she entered a social and political milieu of African and African Caribbean migrants who were working together for a common cause: the liberation of Africa and its diaspora from racist and imperial domination. Her long history of political organizing under the Pan-Africanist cause quickly made her the center of social life and intellectual activity. Many of the people she made contact with were ardent Pan-Africanists, among them Ladipo Solanke, with whom she had organized the Nigerian Progress Union and set up a student hostel when she was living in the metropolis in 1924. What was missing, however, particularly in London, was a venue in which social interaction and political discussions could take place 
without reproach. At the same time, for those who were struggling to acclimatize to life in Britain, be it due to the drastic change in temperature or eating cuisine one was unaccustomed to, there was a collective longing for familiar food, friendly faces, and the aesthetics of feeling at home.
 
Responding to the political needs and aesthetic desires of her friends and allies, Amy Ashwood Garvey aimed to create social spaces that would remind patrons of home and give them a sense of community. She launched her first venture, the International Afro Restaurant, in c. 1935 at 62 New Oxford Street, at the same building in which she lived.145 In 1936, she and Trinidadian calypso-singer Sam Manning opened the Florence Mills Social Parlour named in honor of a cabaret singer, dancer, and comedian who used her fame to advocate for the rights of African Americans, on or near to Carnaby Street (AAG, 139). From the menu, to the décor, to the clientele who frequented both establishments, these social spaces manifested a distinctly African diasporic aesthetic. The decorative theme and culinary offerings in particular were symbolic props that appealed to the emotional and sensory values of customers. Even the chosen eponyms of both establishments can be contextualized as drawing upon symbolic references to Africa and its diaspora.
 
The menu at the International Afro Restaurant featured a cornucopia of culinary traditions including African, African American, Caribbean, and even Chinese fare, and was priced to suit the financial circumstances of both poor and prosperous patrons.146 So, if ‘you are what you eat,’ the message conveyed in the food on offer signifies the conscious and self-affirming embodiment of an African diasporic subjectivity and aesthetic. Plus, because eating practices reproduce as well as construct collective identities, even those on a limited budget could participate in the symbolic display of a group identity through the consumption of food.147 Given the social and emotional significance of foodways, such that we often speak of wanting ‘comfort foods’, it comes as no surprise that patrons recalled the food at the International Afro Restaurant with great affection. When interviewed in 1980 by Ashwood Garvey biographer Tony Martin, Trinidadian historian, journalist, and social theorist C. L. R. James said the International 
Afro Restaurant was “very important to me, because from those early days to this day, I find English food uneatable.”148
 
By evoking a diasporic aesthetic imbued with symbols of comfort and reassurance, Ashwood Garvey was able to manipulate and manage the affectivity of her patrons. The same can be said about the visual embellishments. Lionel Yard, Amy Ashwood Garvey’s first biographer, illuminates that Ashwood Garvey drew heavily on a visual aesthetic to evoke a particular sentiment when he states that the décor at the Florence Mills was “typically Caribbean with tropical settings that gave warmth, color, and nostalgia to the West Indian clientele and the illusion of tropical splendor” (BAAG, 108). By the same token, the tropical color-scheme and furnishings must have appealed to the African clientele, many of whom also came from more temperate climates, and might have shared the same sense of nostalgic yearning for a warmer but not so distant past.
 
As far as naming is concerned, the moniker ‘International Afro Restaurant’ is necessarily diasporic, in that it suggests a worldwide dispersal, and yet an inclination towards reclaiming Africa and recentering Africanness. Ashwood Garvey’s choice here is critical, because the name simultaneously asserts a double belonging, to diaspora and to Africa, just as the restaurant’s location at the heart of Empire gave way to a British-based African diasporic subjectivity. Florence Mills was herself a diasporic and transnational subject, who garnered international acclaim after touring the United States, London, Paris, and other European venues. Invoking her name to brand a nightclub and restaurant highlighted the migratory history and continued mobility of people of African descent, while conveying a message to African American visitors to London that if they wanted to interact with the African diasporic community, this venue was the place to be.
 
The presence of a diasporic aesthetic through the symbolic display of tropical decorations, the consumption of African, African American and Caribbean food, and the process of naming is not the only diasporic activity we can identify, in that both the International Afro Restaurant and Florence Mills Social Parlour functioned as mediums for interaction, dialogue, and connection, thereby shaping the contours of the African diasporic community in Britain. The Florence Mills in particular afforded unprecedented interaction between African Americans and people of African descent from the Caribbean, as well as the continent. This explains how it earned the mythic reputation recorded by both African American and British journalists who referenced its existence.149 Moreover, further 
inquiry into events that took place at the nightclub positively underscores the significance of recreational and social practices in forging an African diasporic politic, in this case Pan-Africanism.
 
Located in the trendy SoHo neighborhood of Central London, the Florence Mills Social Parlour was one of the few nightclubs in London that catered almost exclusively to an ‘African’ clientele.150 On any given night Sam Manning and his orchestra filled the air with Caribbean melodies and, after a brief intermission, a comedy team would take over, filling the space with laughter. Following the live performances, the floor was cleared so patrons could spend the rest of the night dancing to everything from calypso to the foxtrot (BAAG, 108). Local and international celebrities often visited the club, among them American athlete Jesse Owens, American jazz musicians Fats Waller, Benny Carter, and Ike Hatch, as well as Reginald Foresythe, who was described as the “Duke Ellington” of Britain.151 On July 25, 1936, the New York Amsterdam News reported that the Florence Mills was “the headquarters for Negroes in the English metropolis.”152 Such a glowing review in a Harlem-based African American newspaper would surely have meant an increase in patrons from the States. Additionally, a journalist for the London Sunday Express proclaimed that the Florence Mills was where “[race] intellectuals from all parts of the world [were] wont to gather.”153 It was not unusual to see prominent race leaders, Ashwood Garvey among them, engaged in heated ideological discussions while enjoying the venue’s menu and ambiance (BAAG, 109). The aforementioned C. L. R. James, T. Ras Makonnen, and George Padmore were among the well-known Pan-African thinkers who frequented Ashwood Garvey’s nightclub and restaurant. Like James, Makonnen also recalled the social spaces Ashwood Garvey created with great affection, noting that the Florence Mills was “[one] of the most famous” of London venues that welcomed people of African descent amongst its patrons, and “[you] could go there after you’d be slugging it out for two or three hours at Hyde Park or some meeting and get a lovely meal, dance, and enjoy yourself.”154
 
A wide range of activities that focused on political thinking and economic planning took place at the Florence Mills, as it was one of few places in Britain where members of the Pan-African community regularly encountered each other. In addition to providing a forum for social interaction and political expression, the Florence Mill was also central to Pan-African organization. James remembered 
that the International African Friends of Abyssinia (IAFA), an organization established in response to Italy’s invasion of Ethiopia in 1935, was formed at the Florence Mills, and that it also served as the organization’s meeting place.155 The primary function of IAFA was to solicit sympathy and support and to “assist by all means in their power” in the maintenance of Ethiopia’s “territorial integrity and political independence.”156 The IAFA thus took advantage of every opportunity to gain the British public’s support and even criticized Britain and its allies for not taking a stand against fascist aggression in Ethiopia. By 1937, the IAFA was replaced by the International African Service Bureau (IASB), whose leadership also included Ashwood Garvey, James, and Padmore. Similar in design to the IAFA, the IASB also aimed to alert the British public to the problems in Africa. However, instead of drawing attention to Italy’s invasion of Ethiopia, the IASB focused on the deplorable conditions in the British colonies throughout West Africa. To do this, the IASB published a series of short-lived but important journals: Africa and the World (July–September 1937), African Sentinel (October 1937–April 1938), and International African Opinion (July 1938–March 1939).157 Ashwood Garvey was instrumental in putting together this organization, and, again, the Florence Mills served as the organization’s meeting place.
 
Aesthetically pleasing surroundings, delicious food, good music, and dance fostered much-needed conversation, which evolved into something much greater. Unfortunately, because few records of either of these establishments exist, one can only image the atmosphere they created, both socially and politically. Still, because there were few places like this at the time, it is safe to say that the International Afro Restaurant and the Florence Mills Social Parlour operated as de facto community centers for African and African Caribbean migrants who needed a reprieve from the stress and strain of living in a foreign country. The people who frequented these establishments were not just customers, diners, or regulars; they were Samuel Selvon’s lonely Londoners, who longed to feel connected again. The International Afro Restaurant must have been where people went when feeling homesick, to eat a Caribbean meal when they longed for flavors that tasted like home. The restaurant is surely where labor migrants stopped by after a hard day at work, to eat a meal priced to meet the circumstances of all patrons. The Florence Mills may have been where students gathered to celebrate a birthday, or just to listen to jazz music and dance the night away amongst friends. Or maybe the students assembled there to talk about issues concerning 
their experience at school, the possibilities are endless. What we do know for sure, however, is that the International Afro Restaurant and Florence Mills were pivotal to the people who frequented them, and with time, these establishments became much-needed gathering places for a burgeoning generation of political leaders and activists, who would go on to spearhead anti-colonial struggles ‘at home’ as well as anti-racist and other social justice initiatives in Britain.

 
Diasporic Community Centersand Anti-Racist Activism
 
 The African diasporic community that Amy Ashwood Garvey worked with during the interwar period was fairly small and largely comprised of students and Pan-African intellectuals. However, the post-war years vastly expanded Britain’s African Caribbean migrant population, changed its class composition, and created new social, economic, and political challenges – challenges that Ashwood Garvey was especially equipped and determined to meet. She quickly set her sights on Ladbroke Grove, London’s first melting pot, which was known as a neighborhood where immigrants could find affordable housing.158 A large number of African Caribbean peoples were settling in the area, which had already attracted migrants from Ireland and Poland. Yet, because of discriminatory housing policies, disillusionment and disappointment were part of everyday experience for people who were characterized as ‘black.’ Although the British ‘color bar’ was not government sanctioned or supported by legislation, it was a harsh reality that made it difficult, if not impossible for African Caribbean migrants to find adequate housing. At this time, there were no government sponsored social agencies where one could find settlement assistance (BAAG, 194 – 196). With its substantial migrant population and the obvious need for social services, Ladbroke Grove was the perfect neighborhood for Amy Ashwood Garvey to set up shop.
 
Shortly after moving to Ladbroke Grove, Ashwood Garvey’s friend and colleague Eva Saunders introduced her to Sir Hamilton Kerr, a local Member of Parliament who had publicly expressed his sympathy towards Britain’s growing ‘black community’ (BAAG, 194). During their meeting, Ashwood Garvey addressed her dissatisfaction with social and housing conditions in the area and insisted on the need for a community center that would offer guidance on how to get established in London. What she envisioned was a center that, with support from local authorities, would offer resettlement advice and services 
as well as short-term accommodation. Sir Hamilton Kerr gave Ashwood Garvey £10,000 to support this venture, and in 1954 she established a residential and community center in her home (BAAG, 195). At first Ashwood Garvey opened her doors primarily to women, launching the Afro Women’s Centre & Residential Club in 1954. By 1955, she changed the name to the Afro People’s Centre, to reflect the Centre’s gender inclusiveness and nine-month old reality of male boarders (AAG, 257).
 
Centrally located at One Bassett Road, on a tree-lined block, a short distance from the iconic Portobello Road Market, the Afro People’s Centre was a networking hub for immigrants, which gave those who were struggling to acclimatize to life in Britain a place to freely express their anxieties and frustrations. Most of the Centre’s boarders were students, and in some cases, parents formally placed their children in Ashwood Garvey’s care (AAG, 256 – 257). George Padmore was among those who frequented the Centre, and distinguished Africans, African Caribbeans, and African Americans visiting London often entertained there. At the Centre, one could participate in a host of social activities, and Ashwood Garvey planned to offer vocational training, which she hoped would make it easier for those who enrolled in the courses to gain meaningful employment. Eventually, the Afro People’s Centre housed a restaurant and served as the headquarters for several small business ventures (AAG, 256). Despite the potential economic benefits of the Centre, Ashwood Garvey never lost sight of her commitment to uniting the community she aimed to serve, in that the Centre’s primary purpose was to offer settlement assistance to students and other labor migrants, providing an entry point into British society. Yet, the safe and nurturing environment Ashwood Garvey engendered offered much more.
 
The formation of the Afro People’s Centre marks a key step in the African diasporic community building process, in that from the very beginning, Ashwood Garvey ran the Centre to benefit all segments of the African diasporic community. As was the case with her previous establishments, Ashwood Garvey took great measures to facilitate a social environment that would forge a sense of belonging through a diasporic aesthetic. As with the International Afro Restaurant, the chosen eponym emulated notions of Africanness, which surely appealed to the needs and desires of patrons to be represented metaphorically and spatially. Additionally, the social activities that occurred within the physical space also led to the development of a British-based African diasporic subjectivity, articulated by acts of subversion and resistance. A picture that was taken during one of the Centre’s events features Ashwood Garvey dressed in kente cloth, enjoying the company of male and female guests (BAAG, 205). It is hard to know exactly what happened at the event, but the pleasant smiles on their faces suggest that everyone enjoyed what was no doubt a spirited occasion. It is important  
to stress the significance of Ashwood Garvey’s attire during this event, because at the time, Afrocentric attire was not in vogue. In fact, it is very likely that on the streets of Ladbroke Grove, her outfits would have been met by unfavorable stares. The idea was to fit in, to integrate, and assimilate, not to stand out. Still, because she is dressed in kente cloth, inside the Afro-People’s Centre, whilst standing amongst patrons who were themselves of African descent, this photo is symbolic of a diasporic consciousness indicative of the African diasporic community in London and beyond.
 
Unfortunately, as more and more African Caribbean migrants settled and obtained work in Ladbroke Grove, the social and political climate in the area became more and more tense. The white working-class community was particularly hostile to black families, asserting that their presence threatened job stability and housing, a situation exploited by Sir Oswald Mosley’s Union Movement and other fascist groups such as the White Defence League, which urged dissatisfied white residents to “Keep Britain White.”159 Supporters of Mosley and other fascist groups harassed the migrants, making it increasingly difficult to gain employment or find lodgings. In many parts of London it was not only unpleasant but also quite unsafe for a person of African descent to walk the streets, especially at night. Those who ventured out often met with malicious stares and racial epithets, and sometimes, they suffered unprovoked physical assaults.160 White working class male youth, commonly known as the ‘Teddy Boys,’ engaged in racially motivated violence, attacking unsuspecting Black people who were caught off guard and in many cases were not prepared to defend themselves.161 On Saturday, August 23, 1958 a group of Teddy Boys went on a rampage in Nottingham with the expressed purpose of assaulting African and African Caribbean migrants. By the following week, riots had also broken out in Notting Hill, just up the road from Ladbroke Grove, and similar occurrences involving 300 to 400 white youth were also taking place in other parts of London. African Caribbean migrants were attacked on the streets, their homes set on fire, and Black-owned business were ransacked and looted.162 Several Black people were arrested and/or issued fines for their part in the violence. The Metropolitan Police arrested over 140 people during the two weeks of rioting; mostly white youths but also many black people found carrying weapons.
 
 
Though it was initially launched as a social and housing institution, due to the increased racial hostility in the neighborhood, the Afro-People’s Centre became the home of several antiracist and grassroots organizations. One such organization was the Association for the Advancement of Coloured People (AACP), which like its American namesake advocated for the civil and economic rights of people of African descent. Claudia Jones, who was Ashwood Garvey’s close friend, served as the AACP’s general secretary. Together, the two women established a defense committee, offering advice on how best to deal with racial discrimination and legal services for those who were arrested or issued fines for physically defending themselves.163 According to Claude Ramsey, a Barbadian born migrant who became active in the antiracist movement in London, the committee “was able to give invaluable support to West Indians at a time when the courts were handing out stiff penalties for those found guilty of public order offences.”164 In addition to providing legal services, the AACP offered workshops to train men and women to serve as social welfare workers in the community. Articles that appeared in local newspapers promoted the AACP’s many activities, calling Ashwood Garvey “a well-known energetic social worker amongst the coloured people” who had been “fighting a lone battle for racial tolerance during her twenty-five years in Britain.”165
 
By forging a site where migrants of African descent could interact with one another, as well as providing access to need-based services, Amy Ashwood Garvey created a social space that was emblematic of the community organizing that would blossom and grow in the years to come. In other words, because she linked the cultural and social, as well as the economic and political interests of the African diasporic community in London, Ashwood Garvey set into motion the radical politics that would come to define diasporic social institutions like Notting Hill Carnival, and the subsequent dub-poetry and reggae scene. Of course, both of these social practices have garnered a great deal of recognition as key sites of contestation and resistance, as well as the performance of an African diasporic subjectivity. Still, it is illuminating to consider just how early on African and African Caribbean migrants in Britain were engaging in these radical social and communal practices and the role Amy Ashwood Garvey played in bringing them to fruition.
 

 
Conclusion
 
 By opening a restaurant in the heart of the British metropolis permeated with symbols of an African diasporic aesthetic, a nightclub that served as a meeting place for Pan-African intellectuals and anti-colonial activists, and a community center that offered settlement advice and legal services to African Caribbean migrants and was the headquarters of an antiracist organization, Amy Ashwood Garvey was responding to the simultaneous need for social interaction, political rights, and cultural recognition. Yet, despite her many accomplishments in this regard, narratives about the significance of these social spaces are obscured, in a political blind spot. When references are made to the Florence Mills Social Parlour, Ashwood Garvey’s depiction as the owner seems to function as nothing more than a narrative opener. Alison Donnell’s critique of Simon Gikandi’s “Pan-Africanism and Cosmopolitanism: The Case of Jomo Kenyatta,” is pertinent here when she states that the author does not make clear which Amy Garvey he is referring to in the introduction of his essay: Garvey’s first wife, or Amy Jacques, his second. Moreover, there are no footnotes about Amy Ashwood Garvey, her politics or her restaurant because she “is just the backdrop, her restaurant the venue for the real story that is to be told, the story of meetings of men and men’s minds.”166 Ashwood Garvey’s role in that story, her presence at the meetings Gi-kandi makes reference to, even her role in the organizations that were formed at the Florence Mills, fades to the background.
 
The unveiling of Blue Plaque is a meaningful first step in reclaiming Amy Ashwood Garvey’s legacy and situating her life’s work within a longer history of African diasporic political activism. At the same time, because the Blue Plaque scheme functions as a symbol of British culture and heritage, the fact that Ashwood Garvey as someone not readily identified as ‘indigenous’ was honored with a memorial tablet of her very own illuminates the dynamism of diaspora space. According to Avtar Brah, “diaspora space is the point at which boundaries of inclusion and exclusion, of belonging and otherness, of ‘us’ and ‘them’, are contested” and renegotiated.167 Brah also suggests that diaspora space is where social, cultural, and political processes articulate against each other; where diasporic identity and community is constituted within the social spaces of every life; in the everyday stories we tell ourselves individually and collectively. 
Such a framework further emphasizes the symbolic implications of the diasporic social spaces Ashwood Garvey created in London.
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The Symbolism of Emplacement andDisplacement in Sudanese British Fictionby Tayeb Salih and Leila Aboulela
 
 Comparing the symbolism of emplacement and displacement in the fiction of the Sudanese British authors Tayeb Salih and Leila Aboulela, constituted by images relating to roots and routes, this essay contributes to recent debates on the transition of the concept of rootedness in diaspora studies. It argues that while Salih’s nature symbolism clearly underlines the importance of origins, tradition and sedentarism and thus foregrounds geographic locality and ethnicity as conditions for emplacement and central parameters of identification in the pursuit of regaining autonomy in post-independent Sudan in the late 1960s, Aboulela’s more mobile spiritual symbolism celebrates personal faith detached from geographic and ethnic bonds as a main constituent of self-identification and possibility for emplacement in today’s globalized world.
 
 

 
As pointed out by the editors of Rerouting the Postcolonial: New Directions for the New Millennium (2010), the roots/routes dichotomy, which implies that roots are associated with “origins, location, place” and thus belonging and emplacement, while routes are connected with “travel with its attendant meanings of uprooting, rerooting, new directions and reconceptualizations of space,”168 needs to be revisited and adapted to the complex identity politics of our day. Phenomena such as globalization and transnationalism need to be taken into consideration. Routes are no longer unidirectional and people often have more than one place in the world which they call their home. This increasing mobility also influences our assumptions about roots as primarily associated with geographic origins. The concepts of ‘roots’ and ‘routes’ ought not to be regarded as contradictory any more, as they often work together in identity building processes. Thus, the rhizomic interactions of roots and routes merit a more central place in our conceptions of diasporicity.169
 
 
Postcolonial literature has challenged and continues to challenge the Western conception that emplacement is necessarily linked to national identity and instead focuses on other forms of rootedness, such as tribal affiliations, localism, pan-ethnicity, or more recently, flexible interpretations of roots like belonging experienced in diasporic communities away from the homeland or a shared religious space, for which sedentarism or geographic locality is no longer a prerequisite. This article engages the debate on the transformation of the concept of rootedness by looking at the works of two diasporic Sudanese authors who, through their extensive use of the imagery of roots and routes, provide very different perspectives on the role of mobility and inertia in regard to identity construction.
 
It will be argued that the symbolic use of palm trees, acacias and other natural objects rooted in the landscape in Tayeb Salih’s 1966 novel Season of Migration to the North as well as other works of the Wad Hamid Cycle170 is connected to the author’s understanding of belonging and emplacement as sentiments which are largely dependent on physical space and more specifically on the integration into a familiar geographic, social, cultural and spiritual environment. Salih’s works all display a profound skepticism towards movement, but in Season especially, he points out the negative effects that increasing global mobility generated by colonialism can have on individuals by depicting the unsettling experiences of two young transnational academics who feel displaced during their studies in Europe and on their return realize that they also have lost their naturally felt sense of belonging to their African home.
 
The alienating experiences of diasporicity are also negotiated in Leila Aboulela’s novels The Translator (1999) and Minaret (2005).171 In The Translator, for example, 
Aboulela describes how her female Sudanese-British character Sammar, who has recently moved to Scotland, feels displaced by the “maze of culture shocks” (TT, 70). The unfamiliar topographical conditions in Aberdeen and the cold, rainy, windy and misty weather which keeps her inside her flat contribute to her isolation. However, in the course of Aboulela’s stories, her characters seem to realize that emplacement does not only depend on external conditions or even on familiar social and cultural structures. As they develop mental strategies of emplacement to overcome their physical displacement, geographical space is no longer as central to them in regard to belonging. The characters’ practice of re-inventing their home in faith through spiritual contemplation and through an attachment to moveable objects which often form a connection to the home in faith (e. g., Sammar’s prayer mat), demonstrates how possibilities for emplacement can also open up in changing environments for Muslim (trans)migrants.
 
Due to their Sufi belief,172 emplacement in the works of both authors is strongly connected to spirituality and the integration into spiritual places, i.e., places that only come into being and are maintained through the presence of the divine. Since the following analysis takes this common ground as its point of departure, it is imperative to consider the relationship between the two authors. The works of Tayeb Salih influenced Leila Aboulela’s writing as she herself points out in an interview with Claire Chambers: “Tayeb Salih is an important influence on my writing, especially his story, ‘The Wedding of Zein.’”173 This story recounts how Zein, ‘the village idiot,’ comes to marry the most beautiful girl in the village with the help of his “creative spirituality,”174 which can best be described as the 
ability to open ones heart to divine inspiration and be directed by it. Next to stylistic features such as Salih’s use of climatic metaphors or the dense description of sensory experiences, Zein’s “creative spirituality” seems to have exerted the greatest influence on Aboulela’s writing, and in some respects, it becomes the dogma of her fiction. Like Zein, her characters find ways to solve conflicts with the help of divine inspiration. While Zein’s spirituality is closely linked to the mystical landscape of Wad Hamid and the village Sufi Haneen, who is “the spiritual heir of the village’s legendary founder, Wad Hamid,”175 Aboulela’s characters derive divine inspiration from their “inner thoughts”176 stimulated by spiritual contemplation independent of a specific natural environment. Thus, the divine is more based on mental processes than on physical experience in her fiction.
 
Salih’s spiritual nature symbolism, such as the identification of the doum tree with the divine, clearly underlines the importance of origins, traditions and sedentarism as conditions for emplacement and accordingly to a certain extent foregrounds Arab ethnicity and more specifically rural northern Sudanese localism, symbolized in the microcosm of the village of Wad Hamid, as central parameters of identification in the pursuit of maintaining autonomy in post-independent Sudan in the late 1960s. Aboulela’s more mobile, situational and flexible spiritual symbolism, in contrast, celebrates personal faith detached from geographic locality and ethnic/hereditary bonds as a main constituent of self-identification in today’s globalized world. As will be shown in the following analysis of the imagery connected to feelings of emplacement and displacement in the works of Salih and Aboulela, spiritual places, which as pointed out above are constituent for emplacement in the works of both authors, are reliant on geographic rootedness in Salih, whereas in Aboulela, they are opened up by movement.
 
Roots in Origins
 
Throughout his best-known novel Season of Migration to the North (1966) as well as his short story “The Doum Tree of Wad Hamid” (1962),177 Tayeb Salih represents feelings of belonging and emplacement through the symbolism of natural 
objects and their rootedness in the landscape. These natural objects like trees, the river Nile, the wind, the desert sands and the sun signify stability and thus enable emplacement. They are integral parts of village life and people depend on these elements and organize their lives around them. Certain activities can only be carried out at noon, when the noonday breeze lightens the agony of horseflies on peoples’ faces, and the villagers “go to sleep directly the birds are silent, the flies stop harrying the cattle, the leaves of the trees settle down, the hens spread their wings over their chicks, and the goats turn on their sides to chew the cud.”178 Nature means more to the villagers than the biosphere they exist in. They feel reassured by the life-giving presence of the natural elements, which constitute home for them. This feeling of reassurance is expressed, for example, by the first person narrator of Season of Migration to the North, while he is sitting in his favorite place on the river bank: “I hear a bird sing or a dog bark or the sound of an axe on wood-and I feel a sense of stability; I feel that I am important, that I am continuous and integral” (S, 4).
 
Central to the peoples’ intimate connection to natural objects and the vital role they attribute to them is their Sufi belief. As pointed out above, Sufism is an integral part of Salih’s fiction in the way that the divine is present in the terrestrial.179 The origins of this connection between the divine and the terrestrial in the village are explicated in the short story “The Doum Tree of Wad Hamid,” in which an elderly narrator relates to a young visitor that the village traces its origins to the arrival of Wad Hamid, a saint who was a slave to a wicked master. While Wad Hamid is praying for deliverance, a divine voice instructs him to spread his prayer rug on the water and ride it until it stops at a given shore. The rug brings him to the Doum Tree. He settles there and through his presence the village mysteriously becomes populated. As home of the saint and place of the village’s mystical origins, the doum tree comes to represent the core of spirituality in Wad Hamid. Ziad Elmarsafy points out that “[t]his dyad composed of the saint and the Cosmic Tree defines the axis around which the life of the village revolves and upon which Salih will plot the rest of the Wad Hamid cycle.”180 The mystical origins of the village indeed become part of the cultural memory of the villagers, who develop a belief in the divine presence in their immediate surroundings which is passed on from one generation to the next. The divinity of 
the doum tree manifests, for example, in its healing powers and its prophetic aptitude to help people take the right directions in their lives. It is described as a “mythical eagle spreading its wings over the village and everyone in it” (DTWH, 4) or at another point in the story as “a sentinel” (DTWH, 14). Salih stresses that the divinity of the tree is not a legend of the past, but that every new generation finds it “commanding the village” (DTWH, 6). To attribute agency to natural elements in this way constitutes an apotheosis that plays an important role for processes of identity formation in Salih’s works and thus also determines different states of emplacement and displacement. The villagers depend on their spiritual surroundings and thus it is unthinkable for them to settle down elsewhere. This becomes particularly obvious in Season, in which the narrator presents himself as liable to the strong guidance or even heteronomy of the Wad Hamid landscape, which is divinely inspired by the spirit of the saint. Being separated from the guiding principles of nature during his stay in Europe, the narrator feels lost: “I must be one of those birds that only exist in one region of the world” (S, 39). On his return, however, he becomes more and more disillusioned with the authority the divine landscape exercises over the numb and passive villagers, who, as the narrator laments, “have learnt silence and patience from the river and from the trees” (S, 103), until at the end he discovers the necessity of relying on his own volition.
 
In Season, the significance of natural elements for people’s lives is stressed on nearly every page, for example when the narrator tells readers about his grandfather’s house, the door of which has been fashioned from the wood of a whole tree (S, 56). Although the house is poorly built, the natural elements like rough sand, black mud and animal dung, acacia wood and palm-tree trunks from which it is made magically hold it together and protect its inhabitants: “[I]f one looks objectively at it from outside, one feels it to be a frail structure, incapable of survival, but somehow, as if by a miracle, it has surmounted time” (S, 57). The house, like the doum tree, has “protective and curative properties,”181 which it obtains from the divinity ingrained in the natural elements of which it is built.
 
When a government official comes to Wad Hamid to inform the villagers that the government is planning to cut down the doum tree and in its place erect a steamer quay which will connect Wad Hamid with other villages and the bigger cities, the villagers violently protest and point out: “we are not people who travel very much” (DTWH, 8–9). The constant stability the doum tree offers means more to them than the prospect of a more mobile and interconnected life. However, 
through the villagers’ resistance, the doum tree inadvertently acquires prominence beyond the village borders as “the symbol of the nation’s awakening” (DTWH, 18). People from neighboring villages hear about the resistance against the government’s plans to “desecrate that pure and holy place” (DTWH, 18) and join in. A countrywide protest arises that ultimately overthrows the government. The narrator assumes that the reason for this communal protest is that “in every village in this country there is some monument like the doum tree of Wad Hamid which people see in their dreams” (DTWH, 18). Ironically, in this way the doum tree connects Wad Hamid to the rest of Sudan after all. Yet, this connectedness is not enforced by the government but achieved through a naturally felt alignment of the people in their quest for preserving their divine origins. The doum tree thus signifies that ‘the nation’s awakening’ is the desire for remaining emplaced in origins and for each village to return to their own monument of worship.
 
Emplacement in Salih’s fiction is certainly dependent on geographic locality. This is emphasized by his focus on the specific spiritual environment of Wad Hamid, symbolized first and foremost by the doum tree, but also by the protectiveness of the grandfather’s house or by the daily routines people develop in accordance with nature. Wail Hassan points out in his study of the Wad Hamid Cycle that “the locale seems to take precedence over all else – even the human element.”182 The fact that Wad Hamid is more or less the exclusive setting of all of Salih’s works even creates the impression of a desire for isolation from the rest of the world and foregrounds the characters’ skepticism towards movement and resulting interconnectedness with others.
 
Routes are rarely taken in Salih’s fiction, and if so, they bring about negative consequences for the individual as well as for the community, such as internal fragmentation and the loss of a sense of belonging. Movement is frequently identified with the structural change of village life, which the inhabitants deeply distrust as they wish to retain their pre-colonial lifestyle. Following his extended stay in a comparatively industrialized and ‘liberal’ society, the narrator of Season on his return can no longer understand the villagers’ reluctance to adopt technological advances or gender equality. Witnessing an instance of patriarchal injustice connected to village traditions, the narrator realizes that although on his return he at first feels a great sense of belonging to Wad Hamid (“I experienced a feeling of assurance. I felt not like a storm-swept feather but like that palm tree, a being with a background, with roots, with a purpose” [S, 1]), he can no longer feel emplaced there, as his unbiased relationship to the origins that he assumed 
to constitute his identity is irrevocably destroyed. Mona Takieddine Amyuni points out that the narrator “fools himself when he says that he has lived with the British people superficially ‘neither loving nor hating them’. He has certainly changed. He feels estranged and the fact hits hard.”183 After realizing his out-of-placeness, the narrator attempts “to close the gap between himself and his people, which had opened with his departure from the Sudan to study at a British university,”184 for example by trying to represent the needs of the villagers in the Department of Education in Khartoum. However, his position in the neo-colonial government only aggravates his relation to the inhabitants of Wad Hamid, and he grasps the full impact of his diasporic experiences and how they have erased his natural rootedness in the village community: 


Where, then, were the roots that struck down into times past? Where the memories of death and life? What had happened to the caravan and to the tribe? Where had gone the trilling cries of the women at tens of weddings, where the Nile floodings, and the blowing of the wind summer and winter from north and south? (S, 106)

 
The narrator’s disillusionment with the divine landscape and communal structures of Wad Hamid slowly builds up, until he suddenly challenges the validity of his conceptions about his naturally felt emplacement, which he has always taken for granted and never questioned before. Routes, not just the ones he took himself but global mobility initiated by colonialism more generally, destroyed the narrator’s inherently felt sense of belonging, his social rootedness in the village structures. He is no longer sure of his purpose in the village, with the people whose values he no longer shares. In reaction to this, a scene follows in which the narrator contemplates the symbolic elimination of all foreign influences brought to the village by colonialism and a return to the pristine origins of pre-colonial village life. This is to be effected by burning down the secret library of his alter ego Mustafa, a mysterious middle-aged man who has moved to Wad Hamid during the narrator’s absence, and who lived in London before for more than thirty years, acting out a kind of anti-colonial revenge by seducing and afterwards abandoning European women. The library is a miniature reconstruction of England, fashioned with Victorian style furniture, an English fireplace and “[n]ot a single Arabic book” (S, 108). Its symbolic portent is that Mustafa, whom the narrator initially regarded as the embodiment of anti-European 
resistance, actually cherishes British culture. However, the narrator treads out the fire at the last moment and decides against throwing away the key to the library, as to make its contents unavailable would be “[m]eaningless” (S, 131). He realizes that a return to rootedness in pristine origins is not only impossible for him individually, but that due to the Western influences which are irrevocably ingrained in the Sudan as a legacy of colonialism and further spread to rural areas by the neocolonial government, also the village’s existence at large as an isolated, spiritual microcosm cannot much longer be kept intact.
 
In the novel’s closing passage, the narrator is in danger of drowning in the Nile in a scene which might be read as an attempted suicide. Salih seems to suggest that the narrator finally accepts the inevitable fact that the ‘season of migration to the North’ cannot be halted, and consequently that the only way to overcome the hopeless condition of being caught “half-way between north and south […] unable to continue and unable to return” (S, 132) is a gradual acceptance of modernity. After some initial hesitation and a brief moment of complete despair, the narrator is determined to “make the northern shore” (S, 131). He does not abandon his fate to the river but becomes astonishingly active, decides to seize power over “the river’s destructive forces” (S, 132), and to a certain extent gives up his reliance on the heteronomy of the divinely inspired landscape:185 


Then my mind cleared and my relationship to the river was determined. Though floating on the water, I was not part of it. I thought that if I died at that moment, I would have died as I was born – without any volition of mine. All my life I had not chosen, had not decided. Now I am making a decision. I choose life. (S, 133)

 
Motivated by the overwhelming desire to return to normality, symbolized by the craving for a cigarette and the longing for his family with whom he wants to stay “for the longest possible time” (S, 133), the narrator decides to escape the river and to discharge his duties (S, 133) of contributing to his country’s future as an ‘Africanized modernity’: 


The railways, ships, hospitals; factories and schools will be ours and we’ll speak their language without either a sense of guilt or a sense of gratitude. Once again we shall be as we were – ordinary people – and if we are lies we shall be lies of our own making. (S, 39)

 
This statement recalls the Nahda’s aims of “selectively synthesizing the material advances of Europe and the spiritual and moral worldview of Islam”,186 with which people became disillusioned after the beginning of European colonialism. The divine, however, seems to be completely absent from these last scenes and Salih leaves open the question of whether it will still be part of the soon to be industrialized environment of Wad Hamid. Elmarsafy points out: “[D]espite the numerous forces in the history of the Sudan that all aim at driving Sufism out of the village of Wad Hamid, the saints, and the saintly, keep coming back.”187 This is also suggested by the ending of “The Doum Tree of Wad Hamid,” which according to Hassan is contemporaneous with the end of Season but told from the view of an older generation. Here the narrator acknowledges that “there’s plenty of room for all these things: the doum tree, the tomb, the water-pump, and the steamer’s stopping-place” (DTWH, 19).
 
In conclusion, one can say that at the end of Season as well as “The Doum Tree of Wad Hamid,” Salih’s respective narrators realize that their conceptions of emplacement have to be re-considered and that the simple association of roots with origins no longer seems to be valid in a post-colonial world. Makdisi sums up the newly won insight of the narrator of Season as follows: “[T]here is no longer any place that can be sealed off from others so that people can be identified by it. The rigid distinction between East and West to which the narrator originally clings has eroded by the end of the novel.”188 Origins have to be preserved, but new influences have to be admitted, too. This in mind, the narrator manages to raise “the upper part of [his] body […] above water,” (S, 133), but he requires help in letting go his nostalgia for the past and re-emplacing himself into a changed environment and altered social structures. The novel ends with the words: “Like a comic actor shouting on a stage, I screamed with all my remaining strength, ‘Help! Help!’ ” (S, 133). Referring to himself as “a comic actor,” the narrator seems to have become aware of his own naivety in believing that he would find, on his return, “the world as unchanged as ever” (S, 2). At last, he is ready to confront reality. Salih at the end of Season suggests that the routes that have been taken and the routes that will be taken have to be included into a new conception of rootedness in the face of a globalized modernity. This insight is further cultivated in Aboulela’s narratives. For her migrant characters, mobility has become commonplace. They learn, however, to preserve 
the “Sufi” core of their identity amidst foreign influences by developing mental strategies of emplacement.

 
Emplacement through Routes
 
The second part of Aboulela’s novel The Translator, which describes the widowed protagonist Sammar’s return to Khartoum after having lived for several years in Aberdeen working as a translator, opens with an epigraph: 


… the fog cleared and I awoke, on the second day of my arrival, in my familiar bed in the room whose walls had witnessed the trivial incidents of my life in childhood and the onset of adolescence … I heard the cooing of the turtledove, and I looked through the window at the palm tree standing in the courtyard of our house… I looked at its strong straight trunk, at its roots that strike down into the ground, at the green branches hanging down loosely over its top, and I experienced a feeling of assurance. I felt not like a storm-swept feather but like that palm tree, a being with a background, with roots… (TT, 133)

 
Quoting this powerful passage from Salih’s Season, Aboulela evokes the impression that Sammar’s return to her geographical home will be a healing and reassuring experience. Similar to the narrator of Season, Sammar in Europe yearns for the African landscape, “[t]o see home again. It was a chandelier on the ceiling of her life, circles of light” (TT, 33). She indulges in it on her return: “Here. Her life was here. Life was the dust storms that approached rosy brown from the sky, the rush to slam shut windows and doors, the wind whistling through bushes and trees” (TT, 158). However, Sammar, too, soon becomes disillusioned with the nostalgia she nurtured for the home, in which she felt emplaced as a child: “No this and no that. No water. In this land where the Nile flooded, no water. No water to have a shower with, flush the toilets with, cook, drink” (TT, 161). Both Sammar and Salih’s narrator hope to automatically regain a feeling of complete emplacement on their return, which neither of them is able to achieve. While Salih’s narrator despairs with the situation, suffers from a mental breakdown which ends in an attempted suicide and only then begins to understand that he has to change his conception of rootedness, Sammar realizes relatively soon that although she feels a strong connection to her origins, her personal happiness does not depend on feeling emplaced in a specific geographical environment. In her time in Aberdeen, she has learned to find her sense of belonging in her personal relationship to Allah, in prayer and spiritual contemplation. This way she can feel at home independent of her physical location. When Rae, the secular Islamic scholar for whom she has worked in Aberdeen and who has converted 
to Islam during her absence, comes to Sudan to ask her to marry him, he points out that: “Ours isn’t a religion of suffering, nor is it tied to a particular place” (TT, 198). This placeless faith which is not influenced by border crossings can be seen as the main constituent of diasporic identity formation for Aboulela’s characters.
 
While in Salih, mobility is described as a mainly destructive force which brings about identity conflicts, for Aboulela’s characters constructive possibilities for self-identification are created by (trans-)migration in the form of spiritual enlightenment. In contrast to the narrator of Season, who loses his initial rootedness through his diasporic experiences, Aboulela’s characters feel to some degree unfulfilled in their geographical homes and only find their place of belonging by leaving their familiar social and cultural environment behind. In Minaret (2005), the female protagonist Najwa, growing up in a well-situated family in Khartoum, attending university and leading a relatively carefree life until her father, a government official, is overthrown in the 1985 military coup, always feels that there is something missing from her life. She cherishes her friends and the university, and she feels comfortable in the environment of Khartoum, which is described in lyrical language reminiscent of Salih’s fiction: “The morning shade and the smell of the mango trees began to soothe me” (M, 11). Nevertheless, Najwa does not feel fully emplaced as she experiences a void which she manages to close only years later, abroad in London, when she turns to her faith after she has gone through some hardship and has experienced the alienation of living in a foreign environment. Leaving the London mosque “refreshed, wide awake and calm, almost happy,” Najwa realizes: 


 I was happy because I was praying again – not like when I was young when it was just to boost my grades or to complement my fast in Ramadan – but with the intention of never giving it up. I reached out for something new. I reached out for spiritual pleasure and realized that this was what I had envied in the students who lined up to pray on the grass of Khartoum University. (M, 243)

 
In a sense, in Minaret spiritual emplacement is only enabled through dispersion and the experience of diaspora. In Khartoum, Najwa ‘performs’ her faith because it is part of the culture around her. Only in the foreign environment, away from these social bonds, does she learn to appreciate the “spiritual pleasure” (M, 188) behind this set of cultural rules and begins to establish a personal relation to Islam in which she finds room for self-identification and belonging. Referring to her own experience, Aboulela explains in an interview with Claire Chambers that migration to a non-Muslim country can even strengthen one’s belief in Islam and shape one’s personal relationship to Allah, as in a foreign country with a different belief system, one is free from pressure by one’s family or community 
and can establish a more personal relationship to one’s faith.189 In this context, Geoffrey Nash points out that for Aboulela, the “secularized godless Western metropolis” constitutes the space “in which an individualized faith commitment can grow free from the tyranny of ‘the officially enforced world-view beside which no others are tolerated’.”190 Aboulela clearly emphasizes that Islam is not bound to a specific geographic location and to a certain group of people but that one can discover faith also in exile, in environments one would not usually expect to be confronted with it: “Here in Scotland she was learning more about her own religion, the world was one cohesive place” (TT, 108). The reason, Aboulela points out, simply is that “Islam isn’t just part of the culture in my fiction, it’s not a social norm or something like that, it’s to do with the individual and their faith and their own belief and what they want to do.”191
 
Based on Stuart Hall’s idea of “thinking at the limit,” which describes post-colonial (hi)stories that interrupt the unidirectional narrative of globalization, Michael Chapman describes Leila Aboulela’s novels as “the reverse of the post-colonial exilic narrative (the journey from rooted national belonging to metropolitan marginality); rather, the protagonists’ Islamic faith helps them find roots in London.”192 This relation between roots and faith works on different but interacting levels. First and foremost, the characters rely on their personal relation to Allah and evolve mental strategies of emplacement by constructing for themselves what can be called a spiritual mindscape, offering them stability. Moreover, the Muslim cityscapes of London and Aberdeen respectively constitute a physical environment which facilitates emplacement.
 
Due to the influences of globalization, it might be easier to feel at home abroad nowadays than in the past. At least in European capitals and larger cities the existence of mosques and Muslim communities, the availability of familiar food and clothes have become commonplace. Although both Najwa and Sammar feel foreign in Britain at times and experience Islamophobia heightened by the first Gulf war and, in Najwa’s case, the 9/11 attacks, the environment they have to face seems less xenophobic than the London which Salih’s Mustafa and the narrator of Season face in the 1930s/1960s, where they are met with strong orientalist prejudices. In the meantime a pan-ethnic Muslim community has developed, 
and both Sammar and Najwa enjoy the opportunities of taking part in Tajweed classes and interfaith meetings and benefit from the infrastructure set up by the Muslim community, reflected for example by halal restaurants and grocery stores offering halal food.
 
Spirituality, which is deeply entrenched in the divine landscape of Wad Hamid in Salih’s fiction, is not inherent a priori in a specific geographical environment in Aboulela. The Muslim cityscapes of London and Aberdeen in Minaret and The Translator are actively designed in contrast to the divinely given landscape of Wad Hamid. Thus, the characters in Aboulela’s fiction are able to connect to their spiritual roots although they are detached from their geographic roots. Marta Cariello points out that they need to produce and perform place so as not to perish in the “diversified cultural discourses”193 of a multicultural society in which they live as a minority: “The city of London becomes, in Minaret, a space where the rhythm of migrants moving, working, searching for and reconstructing a home, heeding the call to prayer, leading a parallel social life, intrudes in the urban fabric of the city.”194 The most prominent symbol of Muslim immigrants’ emplacement in London described in Minaret is the minaret of the mosque in Regent’s Park. On one of her walks with Mai, the little girl of the family for whom she is working, Najwa points out: “We never get lost because we can see the minaret of the mosque and head home towards it” (M, 208). Although with “home,” Najwa refers to the flat of her employers which is located close to the mosque, the connotation of the mosque as a home for Muslim migrants is implicit. At another point in the novel the frequently used motif of perceiving lights at a distance associated with homecoming is employed by Aboulela: “Above the treetops I can see the dome of the mosque with the chandelier bright through the glass” (M, 107). Although the mosque is a steadfast element signifying a home place for Muslims in London, Aboulela wants to stress that, in theory, mosques could be built in any city in the world as long as there is a large enough Muslim community to support it. The home towards which Najwa is heading is independent of a specific geographical location. This is emphasized by the structure of Aboulela’s narrative in that she connects all scenes in which she describes the mosque as a landmark to the feelings associated with the mosque: “Today I almost felt like I was in Mecca” (M, 187–188), and the spiritual experiences shared by a pan-ethnic Muslim community, some of its members having constantly settled in London, others who travel between 
places. Mobility or rather transmigration is compatible with their interpretation of Islam. Tamer, the adolescent brother of her employer, points out to Najwa: “I read in a book that a Sudanese sheikh in the sixteenth century said that a day will come when people will travel by movable houses and communicate through slender threads – isn’t that amazing?” (M, 108).
 
Describing the mosque as a spiritual place where one can share one’s faith with others and where one’s current geographical location becomes irrelevant, Aboulela suggests that it cannot only be regarded as the symbolic landmark of the Muslim cityscape of London, but as a universal entity that depends in its realization on the religious activities of migrant Muslim communities, by whom it can be erected in any part of the world. The light which shines through the dome of the minaret, signifying hope and confidence, is a spiritual light, and the home associated with the mosque by Najwa is less the building itself but rather the faith experienced within. By hinting at the interchangeability of geographical space and concentrating on spiritual places, Aboulela is taking up recent theorizations of a deterritorialized or globalized Islam,195 which describe the shift from an institutionalized national religion to an individual religiosity aiming at a universal community beyond the boundaries of nation states and ethnic identity.196
 
This notion of a mobile faith is further enhanced by the description of the characters’ attachment to moveable tokens of their faith, by adding meaning to specific objects such as Sammar’s prayer mat or Najwa’s headscarf. Najwa starts to wear a headscarf in Britain as in the foreign environment her faith becomes more important to her and she is in search of stability: “When I went home, I walked smiling, self-conscious of the new material around my face […]. Around me was a new gentleness” (M, 247). The headscarf, which helps her to be less concerned with superficialities and concentrate more on her inner self, becomes a “material substantiation”197 of faith offering stability. Sammar’s prayer mat, similarly, is described as an important element of her newly established life in Aberdeen and a vital part of her daily routine, which roots her in an environment from which she often feels alienated: “Her prayer mat had tassels on the edges, a velvety feel, a smell that she liked. The only stability in life, unreliable life, taking turns the mind could not imagine” (TT, 37). These sensory associations materialize faith and connect the spiritual mindscape with 
physical experience. Once built, these associations offer comfort, stability and a sense of belonging for the protagonists throughout the novels.
 
Not only the Muslim cityscape or tangible objects help Aboulela’s characters to construct homeliness and feel emplaced, however: It is also purely mental states brought about by rituals like recitation of the Qur’an, watching religious programs on TV, the fasting in Ramadan, spiritual contemplation or prayer that constitute feelings of belonging. Aboulela describes praying as sliding into “another dimension,” “a dip into an alternative state, where [one] was weightless and free.”198 These alternative states might be described as spiritual mindscapes and are presented as safe havens one can escape to. When Najwa is harassed on the London bus by three young men who pour a can of lemonade over her head and call her “Muslim scum,” she begins to recite the Sura al-Falaq invocation, asking Allah for protection from the evil, and immediately feels reassured: “[E]ven if they hurt me I won’t feel it too badly; it will be a blunted blow, a numbed blow” (M, 80). This illustrates the solidity of her rootedness in faith, which offers her stability even in an extremely hostile environment.
 
In The Translator, Aboulela powerfully describes how the moment of prayer helps Sammar overcome the grief for her dead husband and feel more comfortable in a place where she often experiences alienation: 


Now she stood alone under the high ceiling of the ancient college, began to say silently, All praise belongs to Allah, Lord of all the worlds, the Compassionate, the Merciful… and the certainty of the words brought unexpected tears, something deeper than happiness, all the splinters inside her coming together. (TT, 74)

 
The “protective and curative properties”199 the doum tree and the grandfather’s house offer in Salih’s fiction are found, first and foremost, in spiritual contemplation, but also in mobile objects and the self-created Muslim cityscape by Aboulela’s characters. Unlike the landscape of Wad Hamid, which depends on the doum tree as the chosen place of the saint, these instances are not bound to geographical space. Thus, spirituality as the essence of emplacement becomes mobile in Aboulela’s fiction in contrast to Salih’s fiction in which the characters’ emplacement in spirituality is so dependent on the landscape of Wad Hamid that they feel lost and uprooted in any other place.
 
In Aboulela’s novels, “spiritual pleasure” (M, 188) makes up for the lack of a familiar geographical, social and cultural environment and thus seems to become 
a synonym for emplacement. As pointed out above, this faith-based rootedness is constituted by rituals, material substantiations like Sammar’s prayer mat or Najwa’s headscarf and the experience of community in the Muslim cityscape. All these elements are geographically independent to some degree, so that Aboulela constructs spirituality as “a space of mobility.”200 Thus, as Cariello points out, religion as described by Aboulela becomes “dispersed, transnational, interconnected, and global, and yet constitutes a local, always rooted and specifically – if not individually – constructed and experienced place.”201 Being emplaced in religion consequently means to feel at home independent of one’s geographical location.
 
Origins and geographic space, commonly associated with the concept of roots, do not play much of a role in regard to diasporic identity construction in Aboulela’s fiction. Roots can develop away from hereditary origins as they can be detached from physical localities and only exist within the mind, as the symbolism of spiritual mindscapes in Leila Aboulela’s novels demonstrates. Lindsey Moore points out in this context that “Aboulela’s characters can be interpreted in terms of ‘neo-Islamic’ identity, which emphasizes an individual religiosity that displaces ethnicity and culture.”202 Thus, in Minaret, Najwa points out that since she is living in London she no longer feels very Sudanese but just thinks of herself “as a Muslim” (M, 110). Aboulela thus seems to suggest that placeless spiritual rootedness in the “supra-national space”203 of religion seems to be a valid form of emplacement for today’s globalized, stateless Muslim community.

 
Conclusion
 
 The symbolism of spiritual places is relevant for both Salih and Aboulela in regard to their depiction of different states of emplacement and displacement. Salih’s symbolism of roots as grounded in a divine landscape and thus connected with a familiar geographical, social and cultural environment reflects the struggles of self-identification so characteristic of the Sudanese post-independence period. While presenting the desire for a return to origins, Salih already puts 
the roots/routes dichotomy into question and hints that roots and routes may sooner or later become interrelated. He shows that clinging to your roots without accepting change can lead to fragmentation in a world in which globalization is on the rise as a consequence of imperialism.
 
Aboulela tries to adapt spiritual emplacement to the development of a globalized Islam in an ever more migratory world. The divine is no longer tied to the African landscape and emplacement has become much more independent from geographical space. Thus, the changed concept of rootedness, the possibility of an interaction of roots and routes becomes visible in Aboulela’s fiction. Spirituality, which is the main condition for emplacement also in her fiction, is symbolized as deterritorialized, mobile and re-rootable. Her symbolic depiction of the Muslim cityscapes in Britain as well as the characters’ personal spiritual mindscapes emphasizes that emplacement is not only possible in sedentarism but also in motion.
 
Roots and routes have come to interact in this way. In Salih’s Season, they indeed appear as a dichotomous pair for the most part, as spirituality and hence rootedness is described to be tied to a specific environment and therefore cannot easily be re-rooted by the diasporic subject. Aboulela, on the other hand, points out that roots and routes can fruitfully interact. Religious rootedness can in fact be strengthened by migration as illustrated through Najwa and Sammar. As Anna Ball points out, the possibilities of what the “rooting in religious belief and community may offer the diasporic subject”204 should be established as “a further axis of diasporic experience and route of postcolonial enquiry.”205 The deterritorialization of faith that Aboulela portrays in her fiction indeed constitutes a new, more flexible concept of rootedness for Muslim migrants which takes into account the taking of routes in an ever more (trans-) migratory world, in which one third of the world’s Muslim population lives as minorities in non-Muslim societies.206
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Ain’t I a Woman? A Mother? A Nation?‘Woman’ and ‘Nation’ in Pre- and Post-IndependenceIndia
 
 The role of the so-called ‘Indian’ woman and the understanding of womanhood in India have been differentiated along historical and religious factors before, during and after colonization. The woman seen as a symbol of resistance or of the nation and national fantasies is generally labeled as ‘Nation-as-Mother’, a national emblem used to support the anti-colonialist struggle. Meanwhile, colonists treated women as a symbolic space of education and civilization which transformed upper-caste women into the bhadramahila (gentlewoman) model.207 ‘Woman’ – in the Indian cultural environment – is substituted for the spiritual/the home/the family208 (as the repository of traditions and of the private sector) or, especially post-Independence in popular cinema (as well as in political propaganda), for the ‘nation’ and national identity, transforming ‘woman’ both into a newly but superficially empowered entity and into a helpless object of representation. Motherhood and womanhood are reflective of some limitations of agency which are reinforced by Brahminical notions of female sacrifice, duty and devotion. The article is intended as an analysis of the ways in which women of the Third World are subjectified as bearers of tradition, fulfilling roles which are capable of augmenting their oppression.
 
 

 
This paper is a critique of the way in which the concept of ‘nation’ has been formulated in relation to the trope of ‘woman’ in late pre- and early post-Independence India. As ‘nation’ has been both the focus of the British Empire’s endeavor to maintain control and occupancy over India and the new nationalists’ attempt to gain political capital and overthrow the British domination of India, the concept of ‘woman’ turned into a handy weapon. The article discusses the role of women as instruments or as agents in the formation of the so-called Indian nation: the events of the time did help women to improve their status in society as well as (partly) within their domestic spheres, nonetheless not allowing them to transgress the limits of national symbols in nationalist discourse. The analysis 
will touch upon the status of lower caste or Dalit women who have been mainly under-represented in the Indian imaginary until famous thinkers and political leaders such as Mahatma Gandhi and Dr. B. R. Ambedkar took up the ‘woman question’ in the public sphere. It is an aspect that needs some inspection as the analysis will continue with a discussion of borders and margins as well as an interpretation of the Bengali film Kantataar (“Barbed Wire”),209 set in a territory at the border between India and today’s Bangladesh at the time of the Partition, whose protagonist is supposedly a young lower caste woman struggling to survive. The selection of this film in the context of ‘nation’ as ‘woman’ is required as the concept of ‘nation’ symbolized by ‘woman’ is informed by an understanding of the concept of ‘border’. Moreover, the Partition generated changes in the formation and meaning of ‘nation’.
 
India is made up of a variety of communities that now share a state (India) and a national language (Hindi) which some rural communities do not know or speak as they use their own language. Additionally, communities are differentiated by religion, caste and subcaste (jaati). The concept of ‘border’ as well as that of ‘nation’ therefore becomes very porous. When India became a nation after the 1947 Independence from the British, other events followed as some communities did not feel ‘Indian’ and wanted to preserve their language and a particular religion (other than Hindu). This gave rise to the Partition between India and Pakistan and to the one between West and East Bengal. The history of the latter, though complex and violent, can be shortly put as a bloody religious war disguised as a fight for the preservation of culture. Even before Independence, the trope of woman as ‘mother’ was used to symbolize the nation. The Mother (with capital ‘M’) was a Hindu goddess, Mother Durga, celebrated in the Vande Mataram hymn.210 Despite its replacement with today’s national anthem, the trope of ‘woman’ along with that of ‘mother’ continued to be used in the national movement in India but it has lost its clear religious character. To take this point further, India as a nation was portrayed as a nourishing mother for all and the concept of ‘woman’, in its turn, needed to symbolize the resource of the ‘nation’ itself. For this reason, the Partition of Bengal characterized by rampant ethnic 
and religious cleansing on both sides of the border demonstrates the porosity and vagueness of the notion of ‘nation’.
 
The paper also interrogates ways in which the nation has been mainly symbolized by upper caste women who were – despite potential expectations – not in a position of power as their ‘respectability’, symbol of the nation’s respectability, was measured exclusively in terms of their motherhood (capacity to give birth to sons within wedlock). The ‘nation’ was only later if at all represented by middle-class or lower caste women.
 
Conceptualizing the ‘Nation’ and ‘Woman’
 
 In order to give meaning to the relationship between ‘nation’ and ‘woman’ and to generate new meanings by decoding it, I will refer to Charles Sanders Peirce’s theory of semiotics211 which combines three semiotic elements. Looking at ‘nation’ as a symbol and at ‘woman’ as the symbol of the nation, one understands that Ferdinand de Saussure’s theory of semiotics212 is not comprehensive enough to conceptualize their relationship. The signifier of the sign ‘nation’ is the word ‘nation’ itself, but the signified, that which the signifier ‘nation’ stands for in the real world, may include a complexity of signifiés, especially in the ‘Indian’ context. For, after all, what is the ’Indian nation’?
 
It is more useful to apply Peirce’s theory as it combines a sign (the equivalent of Saussure’s signifier) which denotes an object and an interpretant. Since the sign encodes an object (which can be anything thinkable), there must be an interpretant, or the ramification of a sign which occurs by decoding it and forming into another sign. As the signified for ‘nation’ cannot be the same as that of ‘woman’, and as the ‘nation’ is not formed of ‘women’, how could the sign ‘nation’ be replaced or supported by that of ‘woman’? Why has ‘nation’ been symbolized by ‘woman’?
 
The signs and symbols of the national culture are, as explored by Gellner and undertaken by Homi K. Bhabha, opposed to the “historical necessity of the idea of the nation.”213 When discussing the way in which the nation is represented 
by symbols, Bhabha makes the distinction between the pedagogical and the performative: the pedagogical sees the question of nation as narration or as ‘history’ told, written or imagined in the past; the performative focuses on the continuous process of the formation of the ‘nation’. Thus, there is a split between the pedagogical and the performative: 


 In the production of nation as narration, there is a split between the continuist, accumulative temporality of the pedagogical, and the repetitious, recursive strategy of the performative. It is through this process of splitting that the conceptual ambivalence of modern society becomes the site of writing the nation.214

 
Between the temporality and spatiality/spatialization of the nation-space, the concept of the ‘people’ emerges. The ‘people’ claim, as Bhabha puts it, “to be representative” of that ‘nation’.215 This generates a crisis between historical ‘objects’ (who give authority to the national discourse “based on the pre-given or constituted historical origin in the past”), and ‘subjects’ as symbols of contemporaneity, “as that sign of the present through which national life is redeemed and iterated as a reproductive process”.216 The narration of a ‘nation’ encompasses several other narrations of its past. The performative is the very element that produces the split. However, Bhabha reformulates the two – the pedagogical and the performative – by introducing the supplementary, which are the people of the ‘nation’. The social cohesion of modern times is often viewed as ‘the many as one’ theory which prefers a holistic culture and community. Nevertheless, Bhabha reminds us that “a more intriguing image of itself ” is proposed to be employed, namely the out of many one theory, which can link the elementary, the microscopic, to the historical and the locality.217 By using Bakhtin’s “national vision of emergence,”218 Bhabha not only valorizes Lokalität in connection with temporality, but attaches another factor to it, the life of the people, and gives a short quotation from Goethe to exemplify it: “A creative humanization of this locality, which transforms a part of terrestrial space into a place of historical life for people.”219
 
In the pre- and early post-Independence eras, when nationalist leaders were trying to create the appropriate ideology that would bring people together in 
spite of their language, cultural, social and religious differences, in order to support the fight against British rule which was concomitantly in search of a justification for a prolonged stay in India, ‘woman’ became an effortless answer. Recalling Foucault’s equation of nationhood with territory, Sanjeeta Ray continues by linking authority with “discourses about the nature and function of women” who are therefore not only the embodiment of the nation itself but also of its territory.220 As the territory of a nation and as nation, ‘woman’ is a site of vulnerability – a territory occupied by a foreign conqueror is like a woman’s raped body – and a site of authority if controlled by the ‘native’ males. Quoting George Mosse, Ray emphasizes woman’s qualities as being representative of the nation’s respectability: “Woman as a national symbol was the guardian of the continuity and immutability of the nation, the embodiment of its respectability.”221
 
Ray hints not only at the Indian nationalists’ need of the woman’s image as representative of Indian (Hindu) values (culture), but also at the Hindu woman’s function as “crucial semiotic site in and around which the discourses of imperialism, nationalism, and Indian postcolonialism, and feminism are complexly inscribed.”222 The use of the category of ‘woman’ as the representation of the nation in the so-called Indian context has proved to be a mere political strategy that worked on both sides of the struggle meant either to keep India under British rule or to bring it out and recreate it as a monolithic nation. To quote Sanjeeta Ray once more, “every aspect of our sociopolitical reality is gendered,”223 and the category of woman served as a homogenizing, unifying element for diverse and sometimes contradictory powers. By applying Saussure’s terminology, one would view the sign ‘woman’ as combining the signifier ‘woman’ and the signified ‘nation’, a representation of a people nourished by a woman/mother. It may be interpreted as a complete process of preservation and transfer of national sentiment and pride. Nevertheless, this process cannot be complete, especially because the Indian ‘nation’ is varied and complex. Peirce’s theory is better applicable here, as mentioned earlier, because of the third element, the interpretant, which not only provides a link between sign and object but also generates new meaning: ‘woman’ (the sign, Saussure’s signifier) symbolizes ‘nation’ (the object, signifié), but the object has several meanings; therefore, as the interpretant is both the sign of the object and a kind of ‘predecessor’ (sign of the same object), it is capable to further generate new meanings. ‘Nation’ cannot only be symbolized 
by ‘woman’, and ‘woman’ cannot only symbolize ‘nation’. Through the power of interpretation, the interpretant chose the Hindu woman to represent the signified ‘nation’. Yet, the sign (signifier) may change.
 
On the other hand, the English imagination of India chose as a focal point the Hindu woman as the embodiment of the British Empire’s duty to educate and free Indian (Hindu) women and children from the oppression of their countrymen. By using “the rhetoric of benevolence,”224 the British could justify their presence in India. Concomitantly, Indian nationalists were using the rhetoric of independence which had at its core the Hindu woman as well. Emphasis was put on the Hindu woman because the British equated ‘Indian’ with upper-caste Hindus. For their rhetoric to be successful, India had to be Hindu, Hindu had to be ‘feminine’, and ‘feminine’ would necessarily mean ‘inferior’. This visualization of India as a sign that included ‘feminine’ (read ‘inferior’) as signifier was extremely unbeneficial to the ‘native’ men who were symbolically castrated and had to retaliate by using gender in their favor, thus re-gain authority and power.
 
I return to the main question to be asked when talking about ‘nation’ and its representation: whose nation? What is the nation in the context of the formation of the Indian ‘nation’? The multiplicity of religions, castes and cultures within the same territories makes it difficult for researchers to refer to the ‘Indian nation’, although there is a strong national sentiment infused by politically interested agents and deeply felt by the population at large. As the British carelessly equated ‘Indian’ with ‘Hindu’, discarding other religions, and as among the Hindus, the caste hierarchy functioned as the only valid social structure, in which man was the supreme entity, the very representation of God, ‘woman’ as category of representation took on a variety of identities, differentiated mainly by gender and caste, as well as religion.
 
As specified before, in late pre- and early post-Independence times, two discourses were prevailing: the imperialist one based on a rhetoric of benevolence, protection and improvement (through education) of women in India against the oppression of their own countrymen, and the nationalist discourse whose main interest was to gain political power and recognition by counteracting the British politics of reformation. No attention was paid to the differences between categories of women that existed at the time in the Indian society. Thus, women from the upper castes were more accountable and visible on a battlefield in which the concept of ‘nation’ played the major role. This concept masked the intentions of 
the combatants with respect to power and did not really include ‘reforms’ for women.
 
If ‘woman’ is a category that serves the nationalist discourse and is promoted as the embodiment of the nation itself, and if women are simultaneously “boundary subjects,”225 situated on the margins of society, on the border that separates the public materialistic sphere of men from the spiritual private one of women,226 one wonders how woman can be ‘inside’ the nation. And, not lastly, what is the nation in the Indian context? Whose nation is being talked about? Simultaneously, rereading Sojourner Truth’s question in her speech of 1851, “Ain’t I a Woman?”,227 the question of woman spreads into different layers, complicating the answer, especially in relation to the concept of ‘nation’, historically used in the political arena for the leaders or powers of the time to gain political capital. When one discusses the notion of ‘nation’ in relation to that of borders, one understands it as being in an inter-relation with an (imagined) community. ‘Belonging’ is the territory over which peoples as well as individuals fight in order to get a sense of their identity. In the case of the subcontinent, the creation of the ‘nation’, more as an imagined rather than as a physical space, has played an important role in the Indian nationalist discourse whose center became the trope of ‘woman’ – woman as preserver of traditional customs, practices and beliefs – against the threat that came from the enemy (the British Empire, the West). Ironically, though, ‘woman’ as an analytical and moreover as a social category became the center of a discourse thought and maneuvered by men, the center of a society which had always kept her on the margins because of lack of rights, mistreatment, domination, multiple oppression. Nevertheless, making ‘woman’ the center did not mean that the role and status of women improved, owing to the opposition between the center and the margin in which the center is the nation-state or “the central site of ‘hegemonic masculinity’,” as defined by Connell. 228 Consequently, the rhetoric of the margin in opposition to the center must be replaced with the double concept of the border in which inner and outer boundaries function in accordance with a “multiple logics of power.”229
 
 
The formation of the nation or, moreover, of the concept of ‘nation’ in the Indian context initially paid the least attention to the category of lower caste women, treated as a well-defined category with well-defined ‘rights’. As they had been forced to have no identity of their own for ages, public figures such as Mahatma Gandhi and Dr. B.R. Ambedkar took on this issue and connected it with the emancipation of the Indian ‘nation’. These were the moments in which untouchable or Dalit women were offered an opportunity to change their status of what I would call here ‘boundary objects’ (recalling Kristeva’s “boundary subjects”) to emphasize their complete objectification in society and within the family. Although the two approaches taken by the two political figures of the time were different (Gandhi supported a non-violent approach, in which women were invited not to get involved in the public sphere, while Dr. Ambedkar thought women had to be physically present in the change and formation of the new ‘nation’), it was the right moment for Dalit women to see themselves as part of society and ask a question almost similar to the one of their black sisters in the United States: Ain’t I a Woman, too?
 
Dr. Ambedkar drafted the Hindu Marriage Act enacted in 1955 that affected the lives of women.230 According to Pardeshi, there are many writings that support Dr. Ambedkar’s Hindu Code Bill as the document that has at its core the liberation of women.231 Although it indeed reformed a patriarchal feudal society in which “women were bonded through the caste based laws of marriage, divorce, and inheritance,”232 and although it is generally viewed as the end of lower caste women’s injustices by offering a “non-brahmanical perspective on women’s liberation,”233 his achievements are also based on a rhetoric of woman as nation, but this time, women are invited to participate as equals, not as dependants of their male family members (fathers, brothers, sons). Pardeshi tells us that although it was Gandhi who first included women in the nationalist movement as equal and valuable participants, it was during the Ambedkarite movement that women actually “took to the streets.”234 To return to the question of ‘nation’ and its meaning in relation to women, ‘nation’, from this perspective, means ‘participating’, being a subject instead of an object. Women are, for the first time, treated as subjects; even more than that, caste is brought in the spotlight, and those who have been invisible are now visible, and by doing so, the purpose 
of re-affirming the ‘nation’, real or imagined, has been more easily achieved because it existed for a goal: that of liberating the enslaved. The representation of ‘nation’ takes on new nuances, in addition to the pedagogical and the performative: Bhabha’s supplementary, which involved a goal represented by the low caste women’s rights.
 
The re-visitation of the ideology of nation by bringing to the front the Hindu upper caste woman, other categories of women who were living on the territory of India were unacknowledged and almost erased from the Indian imaginary, if one can call it ‘Indian’, due to the variety of communities, religions and languages contained by what is now called ‘India’. Although upper-class women were mainly the focus of nationalist discourse, there are scholars who theorize that the contribution of all women in India to anti-colonial politics must be recognized even if it is frequently not officially recorded and therefore not publicly visible.
 
As women in India were and still are separated depending on caste, religion and (more recently) social class, the accounts on historical events in which women are included should not be biased unless they do reflect the biased position of the very society that produced them. Maybe that is why new research recalls and infuses them with new perspectives. Suruchi Thapar-Björkert makes a competent analysis of the women’s implication in the Indian national movement after Independence and insists that hers is an account not of the élite upper-class women generally recognized as symbols of the nation during those times but that middle-class, non-élite, unsophisticated women were also involved in the movement not through hard evidence and facts, but through memories and stories which are difficult to be recognized as “truth.”235 Nevertheless, the author contends that history contains “multiple truths.”236 History, or any other narrative, is the outcome of someone’s account of events. We are not here to establish the historical truth but to admit and to include the perspective of the unaccounted or unaccountable. Moreover, we are here to ask whether those who have been accounted in the question of the nation’s symbolic representation were indeed in a privileged position.
 
Taneja criticizes reformers for not including lower caste women in the formation of the ‘nation’.237 Immediately post-Independence, reformers were only trying to raise women’s position within the same patriarchal society. “They never questioned 
the power imbalance”.238 Thus, Taneja emphasizes the objectification of women by the political and nationalist discourses of the time according to which womanhood, despite now including the image of the ‘new’ modernized woman, still remained “tantamount to annihilation of one’s very identity”239 in the domestic sphere. Taneja’s emphasis is based on Partha Chatterjee’s analysis of the Indian nationalist discourse with respect to women’s role:240 “The home in its essence must remain unaffected by the profane activities of the material world – and woman is its representation.”241
 
The same position is critiqued by Madhu Kishwar who sees the fight against untouchability, removed with the help of the Arya Samaj movement, as one mainly directed at reforming women instead of reforming society by giving them “dignity” and not “freedom”.242 In other words, woman was viewed in religious terms, as the embodiment of the Divine that had to remain untouched (sic!) while the public sphere (outside the domestic space of the ‘home’) was meant to be understood as the space of the embodiment of the profane which could be, and should be, dealt with only by men. From this perspective, woman/women was/were denied the moral right to inhabit the public sphere as it was simultaneously profane and contagious and therefore had to be kept at bay from the space of the home, the family (represented by the woman, the mother, the marriage) being sacred.

 
Borders and ‘the Doubly Other’
 
 Alarcón et al.’s concept of the border destabilizes the opposition between center and margin by introducing the concept of the double border (or “the double concept of border”).243 The editors refute the dichotomy center/margin as it does nothing but to serve the hegemony of masculinities and suggest as a substitute a “multiple logics of power”244 in order to discuss the relation ‘nation’ – ‘woman’: 
 


 We propose that it is through racialization, sexualization, and genderization that the nation is able to transcend modernities and to become a timeless and homogenized entity. In this sense, woman as a monolithic category – represented either in the particularistic discourses of nationalism or in the universalizing discourse of “global feminism” – is problematized and put in crisis not only because of their inability to bring into view the instability of a national or international order that transcends itself to the level of “essence,” but also because they guarantee agency to some while at the same time turning others into a spectacle […].245

 
The kind of woman who symbolizes the nation in the Indian context is termed by Sanjeeta Ray “the doubly other”:246 being Indian as well as woman; being non-white/Easterner and non-male. For, in spite of the differences between women in India which place some in privileged positions and others in subaltern ones, being Indian (i. e., living in India) and being woman are two categories of analysis and social categories which lack power. Women, in this context, are both similar (by sharing the secondary position in family and in social life, the first one being secured by men) and different (in terms of caste, religion, social class, etc.).
 
The diversity of the social and cultural category ‘woman’ complicates the understanding and the ‘narration’ of ‘nation’. As Frantz Fanon puts it, “culture abhors simplification.”247 Fanon also informs us that people are located in the performative time: “the fluctuating movement that the people are just giving shape to.”248 The “instability of cultural signification”249 disturbs the national culture as fixed and stable narrative. Fanon’s ‘undecidability’ is revisited by Julia Kristeva’s ‘loss of identity’ as expression of the performative. In his “DissemiNation”, Bhabha utilizes Kristeva’s conceptualization of the nation as a ‘symbolic denominator’ and as “a powerful repository of cultural knowledge that erases the rationalist and progressivist logics of the ‘canonical’ nation”.250 He explains how Kristeva sees nation as being bordered by a double temporality: “The process of identity constituted by historical sedimentation (the pedagogical); and the loss of identity in the signifying process of cultural identification (the performative).” 251
 
 
However, Alarcón et al. found that between ‘woman’ and ‘nation’ there is a space and a ‘suspended moment’, a kind of metaphorical ‘mutual inclusiveness’ illustrative of the double concept of the border: 


 ‘Betweenness’ refers to a peculiar form of temporality, a ‘suspended moment,’ a moment of simultaneity and mutual inclusiveness or the spatiotemporal interval of différance essayed by Derrida. Nation and woman include a political economy that is related to the production, distribution, consumption, and circulation of discourses and practices dividing time and space between bodies who are the occupants of metaphoric and national homelands.252

 
If ‘woman’ and ‘nation’ are intertwined in a ‘suspended moment’, the pluralism of the national sign lies in its meaning and its différance. It is “where difference returns as the same”253 and “is contested by the signifier’s ‘loss of identity’ that inscribes the narrative of the people in the ambivalent, ‘double’ writing of the performative and the pedagogical.”254 The pluralism of meaning may be generated by the function of Peirce’s interpretant in the relations between sign and object. The role of writing is the one that Bhabha identifies as the supplementary that moves between meanings: 


The movement of meaning between the masterful image of the people and the movement of its sign interrupts the succession of plurals that produce the sociological solidity of the national narrative. The nation’s totality is confronted with, and crossed by, a supplementary movement of writing.255

 
The concept of ‘nation,’ correlated with that of ‘woman’, in the context of Indian society, pre- but mostly post-Independence, has been a controversial one because of the intricacies triggered by the diversity of the Indian society and of its social values and principles in relation to women’s roles and rights. On the one hand, women’s roles have been widely emphasized in popular culture (especially in Indian films), in order to reach large masses of people and thus to reconfirm women’s lack of agency, attested by their always being tied to the concepts of ‘nation’ and ‘family’: women’s behavior is/will be reflected in the nation’s future. On the other hand, women’s rights, especially immediately post-Independence and in Dr. Ambedkar’s Hindu Code Bill (revised in 1948), allowed women to shape their identity outside the requirements of their close connection 
(or even confusion) with ‘nation’ and with ‘family’, by, for example, being allowed to get a divorce and alimony for the children. In a way, even the differences between women belonging to different castes have decreased because of benefitting from the same rights. Nevertheless, despite the Hindu Code Bill being intended to be applicable to the entire society and make it uniform, the Muslim community in India continued to hold on to their ‘personal laws’, making it sometimes difficult for the Bill to protect women in need. The following section will illustrate how women – in the plural –, represented by the same character, are not protected by the law and cannot be the representation of a ‘nation’ that is at the same time diverse and conflicting.

 
Woman and Nation in Barbed Wire
 
 The first Partition of Bengal between the West Bengal and the East Bengal took place in 1905, and after six years, in 1911 the two parts were reunited. In 1947, when India became independent, West Pakistan wanted to become a separate country and East Pakistan, also East Bengal (with a majority population of Muslims), wanted to separate again from India (namely West Bengal), where the majority of the population was Hindu.
 
Set in West Bengal, at the border with East Bengal, part of Pakistan and later on the current state of Bangladesh, Bappaditya Bandopadhyay’s 2005 film Barbed Wire (in Bengali, Kantataar) investigates the incredible experience of a woman who lives during the Partition of the two sides of Bengal. Apart from her story, the film also engages a historical context which blurs the meaning of ‘nation’, exploring the various meanings of ‘border’ and of ‘borderline’. As I mentioned earlier, the history of India after Independence was sometimes violent, as the India of those times was a complex combination of ethnoscapes256 and religio-scapes. The meaning of ‘nation’, understood as nation-state, becomes fluid and ironically impossible to be delimited by clear boundaries. Nevertheless, these were set as Lord Curzon delimited the two Bengals.
 
In Kantataar (‘Barbed Wire’), the main character is a woman who seems to have lived all her life near the Western–Eastern Bengal border. Although not shown in the company of her birth family, we are told that she left her village when she was very young to escape poverty. Caste is not directly mentioned here, but the audience is inclined to believe she is a low-caste woman, used 
to hard work and determined to survive against all odds. Historically, we also know that upper caste Hindus were part of rich families and during the Partition, those Hindus came from East Bengal to India. Therefore, the protagonist is not a rich Hindu who migrated from East Bengal. By reading between the lines, the audience can also understand the protagonist’s religious background: she cannot be a Muslim, as Muslims generally fled the villages at the border and joined locations in East Bengal, where the majority of the population was Muslim, and thus they did not run the risk of being killed for religious reasons. Throughout the film, the woman changes her identity several times: she changes her name, her religion and her clothes in order to increase her chances of surviving and finding a ‘home’ under dangerous, inconstant, unsafe circumstances sequentially marked by scenes in the film that feature soldiers, guns and army trucks. The meaning of ‘nation’ under such circumstances is as unstable as the balloons that the assistant of one of the woman’s lovers’ flies every day in order to measure the direction of the wind, as he proudly asserts. His task is a highly speculative one, producing results as volatile and as unreliable as the boundaries set by humans to separate the two sides of Bengal. Materially and visually, the border between the two states is a mere barbed wire in the countryside which separates a piece of land full of trees and grass, seemingly nobody’s property, on which shepherds take their cattle to graze. To quote Gloria E. Anzaldúa: 


 Borders are set up to define the places that are safe and unsafe […]. A border is a diving line, a narrow strip along a steep edge. A borderland is a vague and undetermined place created by the emotional residue of an unnatural boundary. It is in a constant state of transition.257

 
The other women featured in the film are all poor. Many of them are prostitutes who have found the easiest way to survive: by selling their bodies, especially to the men working at the border (police officers, jail administrators, etc.). The director repeatedly features and calls the border a market. As the band of singers in the truck say, the border is ironically a colorful and shiny market where everything is for sale: clothes, bodies, identities. The border is at the same time restrictive and nourishing (providing for one’s needs): people turn it into a necessary evil, one with and by which they can live. The border is a material but fluid space where lives and destinies are negotiated every day, according to needs. As needs 
change in resonance with the film’s leitmotifs – the blowing of the wind and the flying of the balloon –, so do identities.
 
The protagonist herself changes her identity with ease – one may say she trades her identity on the male-dominated market. She is known under several names: Ruksana, Pirani, and Sudha, and she appears either Muslim or Hindu, depending on how circumstances require it. Accordingly, she wears different clothes and attires, markers of her supposed religion and social status. The sign ‘woman’ in this case is made up of a multitude of signifiers (her several names) and of signifiés (her multiple identities). In this context, ‘woman’ is no longer ‘nation’ as it has been promoted by nationalists. Her role and status, her trading of her identity on the ‘market’, are not included in the national discourse.
 
From a feminist point of view, the director’s construction of a female protagonist who, in her search for a ‘home’ and sense of belonging, can only rely on a series of men, can be interpreted as sexist and patriarchal. Nevertheless, to give credit to the historical context of the film, being a woman without a husband was dangerous at the time of the Partition. Even married women were in danger of being abused or raped. Therefore, although the relationship between Binod and Sudha is portrayed in the classical Indian movie style in which the lovers chase each other at length before she gives in to love, with the woman teasing her beloved into kissing her in the rain or behind a tree, thus reaffirming old stereotypes of the Indian concept of love, Sudha’s connection and abandonment to Binod is understandable. To take the point of marriage further, without unbinding it from the concept of ‘nation’, Sudha (or Ruksana, or Pirani) could not symbolize the stereotypical conception of ‘nation’: a woman who is outside the institution of marriage, without sons resulting from marriage, without a home, without markers that would make her ‘respectable’ in the eyes of society, cannot be the symbol of the Indian ‘nation’. Before the twentieth century, the ideal model of woman in India and in Bengal in particular was the bhadramahila model, created by the Brahmanic reformers, which included a set of qualities that revolved around the concept of respectability, intended to reflect the respectability of their husbands and respective families. Their lifestyles had the function to reaffirm and reinforce men’s authority in both the public and the private spheres.
 
The episode in which a band and a group of prostitutes travel by bus to get to the border introduces the concept of love, the ideal for which the protagonist has left relationship after relationship. Ironically, a woman like her in the socio-historical context of the film must not look for love but for security. The lyrics of the song from the bus, encouraging viewers and characters to leave everything behind and only look for one’s love, remind one of the protagonist’s approach  
to life. She does admit that she has several identities, leading different and parallel lives that correspond to the three main times of the day: morning, noon and night. Accordingly, we are told of at least three relationships with three different men (the contractor, Manjit, Binod) outside the institution of marriage. This makes the protagonist, although a woman, questionable in terms of ‘respectability’ of the concept of ‘nation’ which she can no longer symbolize.
 
The contractor, her first partner, falls in love with her and moves with her to a deserted building with “no door, no window, no address”, abandoning his family for her sake. At that time, the protagonist is called Pirani (a Hindu name), and she accepts the man although he is married to another woman. Her ‘home’ is soon invaded with snakes of jealousy as the contractor starts suspecting Pirani of cheating on him. The status of woman, as presented here (Hindu, lower caste, not married), is an unstable, unsafe one: the woman cannot even leave the ‘house’ by herself, otherwise the ‘husband’ has the right to doubt her ‘respectability’ and purity.
 
Later, she meets Mahjid, a young Muslim man with whom she elopes but cannot make a living either, as he is always getting in and out of jail. She finally meets Binod, the weather man, with whom she has to part after one of the village lawyers discovers her in his tent. The lawyer recognizes the woman, now called Sudha, as she came to him under several identities in order to obtain identity papers, and he informs Binod about it and warns him against her being a terrorist who sells information to the ‘enemy’. As prostitutes are deemed informants selling information to soldiers from across the border, Sudha is similarly linked to the lowest, least appreciated category of society. As she is presented in the film, the protagonist is someone without a choice. The symbol of ‘nation’ as the ‘Indian woman’ is unclear while failing to include all categories of women.
 
Homi K. Bhabha rejects Bakhtin’s attempt of reading “the national space as achieved only in the fullness of time,”258 because the historical is surmounted (in Bakhtin’s words)259 by Goethe’s ‘ghostly’ (Gespensternmässiges) or ‘double’,260 as well as by Freud’s “uncanny.”261 Bhabha admits the necessity of a past, but links it to the necessity of a future. The protagonist’s continuous redefinition of her identity and her changing of places create a quality of an unreal, ghostly, 
immutable and unstable, ungraspable entity. ‘Nation’ in this context has a past enmeshed with a fluid-like present characterized by instability, uncertainty and confusing variety of its very population. The future is yet to be written, the narration is not complete and the narrator is not fixed.
 
By applying the theory of the double concept of borders to the low caste women represented here by the protagonist, one can better understand the porous quality of the borders as well as their restrictive and oppressive role in connection with women. If there is an intersection between women and nation which is conducive to performativity, the interval of différance proposed by Derrida and discussed by Alarcón et al. creates a “spacing”262 occupied by women who at the same time are and are not symbols of the nation. Spacing, or “the becoming-space of time and the becoming-time of space,”263 includes nation and women in a way that allows the performativity of the subject to “interrupt the ‘pedagogy’ of the nation-state.”264 The double concept of borders is expanded from the intersection of women and nation to the decentralization of woman as a monolithic category.
 
Having identified the status of the protagonist of Barbed Wire and remembering that the public figures of the time equated ‘woman’ with ‘nation’, one wonders what ‘nation’ is in relation to the protagonist. How does she fit into the framework? How could she contribute to the formation of the ‘nation’? Although public discourse and nationalist propaganda invited women to take part in the formation of the ‘nation’, historical events re-imagined in works of art proved that not all women symbolized ‘nation’, at least in terms of what society appreciated as ‘respectability’.

 
Conclusion
 
 The nation has been generally narrated in several ways using a historical past which kept the pedagogical separated from the performative. In the late pre-and late early post-Independence history of India, ‘nation’ was symbolized by ‘woman’ – a trope used in very broad terms, ignorant of the varieties and differences in caste, religion or class of women who lived in India. The intersection of these differences was possibly consciously ignored as the political agenda of the time required an ideal model of woman to be looked up to and followed by all 
the other women. Therefore, it was not important for political leaders to emphasize the differences between women as their goal was to fight a more powerful enemy, the British. The Partition of Bengal only deepened the dissonances and complicated the historical context which still wanted woman to represent the nation. Under the circumstances, the non-ideal, non-model woman is given body and voice by artists such as Bandophadyay in order to correct the pedagogical and challenge the performative. She is the supplementary that stands out by its mere existence.
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Christmas in the Diaspora: DislocatingSymbols in Kipling, Cary and Dabydeen
 
 In this article I set out to investigate the rituals and symbols involved in Christmas celebrations far from home and argue that English Christmas traditions, which mostly originate in the Victorian period, not only fulfilled a religious role but also significantly helped to shape ideas of Englishness.
 
But what happens when traditional symbols do not work any longer as before? It is precisely the diasporic context of colonial experience where the symbolic construction of home and family by means of Christmas celebration becomes deeply problematic. For the specific set of symbols on which English Christmas rituals depend – such as the salient opposition between darkness and light, motivating all paraphernalia like candles, stars and manger – operate within a topographic and climatic framework which simply does not universally hold.
 
On the basis of these observations, I analyze and discuss three closely related texts which all negotiate such dislocated ritual performances. While Kipling’s poem “Christmas in India” complicates the colonial family model, Cary’s short story “Christmas in Africa” stages a diasporic Christmas as an act of liberation. Finally, David Dabydeen’s creole poem “Christmas in the Caribbean” serves as a postcolonial response to both these predecessors. The article therefore examines and discusses these different approaches and their consequences for ritual practice in light of recent diaspora theories.
 
 

 
On December 23, 1843, the Illustrated London News, which hailed itself the “family paper of the week,” dedicated some of its pages to the imminent Christmas celebrations.265 It offered an explanation of the English tradition of Christmas Waits,266 a scene from Dickens’s A Christmas Carol,267 first published only a few days before, and some poetry revolving around the same theme. The following two stanzas are taken from one of these poems entitled “The Yule Block. A Christmas Carol”: 
 


The Yule-Block 
A Christmas Carol
 
 

 
‘A cross-grain’d block of elm we’ll take 
And by this light hold merry wake!’ – Old Ballad
 
 

 
When holly leaves and ivy green, 
With berries bright and dark between, 
Around the cottage room are seen, 
The simple place adorning –
What joy before the cheerful blaze, 
The almost conscious fire displays, 
To sit in Christmas’ merry days 
Ay! Sit up till the morning
 
 

 
And hear the early carillon 
Of village bells – while old and young 
Are mingled in that festival throng, 
Through life we aye remember! 
To feel the heat of Summer’s glow, 
In frosty depth of Winter’s snow 
And think we’re Maying it, although 
’tis flowerless December!268

 
The poem itself seems to be nothing out of the extraordinary. It is simply a compilation of the symbols and moods we have come to associate with the English way of celebrating Christmas. It lists holly leaves, ivy green, the winter frost and the Christmas log which provides the cosy and joyful Christmas atmosphere. Poignantly, the poem is printed below the illustration “A Christmas ‘at home’ ” , which depicts a traditional Christmas feast. A group of about twelve people –presumably the extended family, complete with playing children and dogs –have gathered before a blazing fire waiting for the roast and Christmas pudding about to be served.
 
What both these representations of Christmas have in common is that they stress the ritualistic character of Christmas – in the sense that Christmas relies on a diligent “repetition of historical precedents” and “careful choreography of actions.”269 At the same time both of them also relegate all religious significance of this Christian ritual to the background. Conceptually speaking, Christmas is the ritual by which Christian cultures remember the birth of their savior Jesus 
Christ. Yet, as the above quoted instances show, the symbols surrounding Christmas – the holly leaves, the Christmas log and the Christmas pudding – do not so much refer to the sacred dimensions of the ritual as to the profane. If we consider the importance of symbols to rituals “in terms of an independent system organized like a language for the primary purpose of communication”, then we need to “focus on what the symbol means (communicates) within the context of the whole system of symbols in which it is embedded.”270
 
In the case of Christmas, the answer to this question seems relatively straightforward. Both the poem and the illustration stress the sanctity of the home and the unity of the community and firmly embed this in the Winter season – a sentiment still prominent today: 


 The primary meaning of our contemporary Christmas is the celebration of familial bonds, manifested in family reunion and gift exchange […]. The common aim of these activities is to engender a mutual feeling of communitas that reaffirms the bonds of family and friendship through a highly ritualised set of group interactions.271

 
Thus, if we regard symbols as the language system of ritual, then the above quoted symbolism articulates a sense of home, family and its traditional values. However, it is also salient to remember that symbols are not naturally tied to what they stand for, but are characterized by the arbitrary relationship to their referent.272 Thus, their meaning relies on conventions and is consequently bound by context. Therefore, where symbolic practices of diaspora are concerned, it is of high interest to analyze what happens to a particular set of symbols once this context changes radically. Therefore, I suggest interrogating the development of the English Christmas and its symbolism once it is dislocated from its original habitat.
 
It must be emphasized from the outset that this symbolism does not only articulate the sense of home, it also produces a sense of England and of Englishness or rather some idea what this sense ideally should be. The poem “The Yule Block” summons a timeless version of a merry England, clearly located in the countryside where life may be simple (“the simple place adorning”) but all the more happy and joyful, especially when decorated with the typical English Christmas ingredients. Furthermore, the poem praises the ability of the ritual to unite the people of England at least once a year regardless of their social 
standing. The timelessness of the English Christmas is further emphasized by the “Old Ballad” which precedes it as well as by its title “The Yule Block” (Yule being an old Saxon word for Christmas).273 Mark Connelly points out that Christmas is “privileged as the touchstone of national traits” and “was, and still is, associated with the perceived solidity of the past and the beneficial example that is thought to set”.274 In this sense, Christmas becomes a ritual, which is less or at least not only concerned with remembering a religious event but with staging or performing a patriotic vision of the homeland “England.” Connelly therefore is right in arguing that in nineteenth-century England the celebration of Christmas actually becomes a celebration of England and its unity.275
 
The notion of Christmas as a patriotic ritual becomes even more pronounced in the second poem of the Christmas edition of the Illustrated London News, which begins as follows: 


A Christmas song – a Christmas song 
That shall not be sung alone, 
For rich and poor – for the altar pure 
The Good Church and the Throne! 
For the Judge’s Court and the College Hall, 
And the Bar with the burly brow, 
Noble and Peasant – Man and Child, 
The sail – the loom – the plough! 
For the soldier brave – for the son of the wave, 
With the British flag unfurl’d 
A Christmas song – a Christmas song 
For all the living world […]276

 
 This “Christmas Song” also refers to the unity of England, in which people may be rich or poor but all are characterized by just and kind social behavior. What is of particular interest here, though, is that these English values do not stop at the national borders: The notion of Englishness is clearly associated with a sense of 
an imperial mission as England sings its Christmas song “for all the living world” and praises the unfurling of the “British flag”, i. e., British rule and power. Indeed, English missionaries introduced and supported the dissemination of the idea of Christmas in the colonies: The performance of English Christmas was a strategy to spread Christian and quintessentially English values but of course, also a way for the English population abroad to remember and sustain their connection to the homeland.
 
In the following I will focus on the effects of and on this performance of English Christmas once English populations were removed from its original context. Students of global diasporas have shown that these imperial exile communities can insightfully be analyzed as “imperial diasporas”277 or “English diasporas”278 as they, like all diasporas, are located in a state of “re-turn”279 to the home culture. On the other hand, it is important not to generalize the various diasporas and their dynamics and keep in mind their historical and social specificities, which the focus on the English Christmas for the imperial diaspora will hopefully facilitate.
 
On the basis of my definition of Christmas as performance of home and nationalism, Christmas should appear to be the prime ritual and symbol for the imperial diaspora and a celebration of the meaning of home. By celebrating Christmas in the new home, the bond to the homeland is kept and partly recreated. Mark Connelly argues in his chapter on Christmas in the British Empire that “the desire to imitate home became slavish at times; there was a deep-seated need to maintain the bonds of the imagined community.”280 He explains this desire as the wish “to stress a deep, sublime chord with an ancient and beneficent history.”281 But this slavish desire also revealed the modifications the new environment required and which were often at odds with the tradition. Christmas, perhaps one of the prime fields of diasporic activity, proves to be double-bound because English Christmas symbolism, the language system on which the rituals rely, is closely tied to a specific place and external circumstances such as snow, dark nights and English vegetation. For example, if we take Christmas 
Time in Many a Clime, a missionaries’ collection of Christmas celebrations in the various colonies and beyond as an example, it is conspicuous that they all report the similarities but, also most prominently, highlight the differences of celebrating Christmas in a different “clime”: Miss H. C. Watney from Calcutta asks whether it can really be Christmas when 


 the carols and presents are the only things that make it feel the least like it, for the warm sun shines out of a blue sky just as it does at midsummer in England […] After rubbing one’s eyes and trying to make believe there has been a frost, one has to give it up in despair and take it on faith that it really is Christmas Day. There are not even any Christmas bells to help the imagination […].282

 
By contrast, Reverend E. W. Greenshield from Canada tells English children back home that they “would not care to spend many Christmas Days in those far northern regions, […] and though English boys and girls like plenty of snow and ice […] they would most likely say that the share of ice and snow they usually got in Old England was quite sufficient for them.”283 What all these reports have in common is a yearning for ‘proper Christmas’ as it is celebrated back home.
 
Does this indicate that celebrating Christmas in the (imperial) diaspora is transformed into a ritual which emphasizes rupture rather than continuity? If symbols make up the language of ritual, what kind of language does this interrupted ritual produce and what does it communicate? To shed further light on these questions, I have chosen three texts which negotiate these dislocated ritual performances. Two of these, Rudyard Kipling’s well-known poem “Christmas in India”284 and Joyce Cary’s correlated short story “Christmas in Africa”285 are examples from the imperial diaspora. They use the Christmas festival as a way to discuss the relation to the homeland, while my third example, David Dabydeen’s 1980s poem “Christmas in the Caribbean,”286 complicates this agenda and serves as postcolonial response to both his colonial predecessors, highlighting the relevance of English Christmas traditions far beyond the imperial diaspora.
 
 
Nostalgic Christmas
 
 Rudyard Kipling, the ‘Bard of the Empire’, first published “Christmas in India” in 1886 while he was living and working in Lahore. The poem begins: 


Dim dawn behind the tamarisks – the sky is 
saffron-yellow –
As the women in the village grind the corn, 
And the parrots seek the riverside, each calling to his fellow 
That the Day, the staring Eastern Day, is born. 
Oh the white dust on the highway! Oh the stenches 
in the byway! 
Oh the clammy fog that hovers over earth! 
And at Home they’re making merry ’neath the white 
and scarlet berry –
What part have India’s exiles in their mirth?287

 
These opening lines, just like the following stanzas, center on the celebration of Christmas in the Anglo-Indian community, which the poem refers to as “India’s exiles.” What is conspicuous right away is the striking similarity to the missionary reports from Christmas Time in Many A Clime: The Christmas experience in India can only be articulated by stressing salient differences to the familiar procedures back at home in England. Most notable are again the differences in climate such as the “saffron-yellow” sky. The symbolic dislocation is indicated by the parrots which announce the arrival of Christmas Day at the rise of the “Eastern Day.” At first glance this only refers to the geographical location, namely that another day in India has begun. But on the other hand, “Eastern Day” and its phonetic similarity to “Easter Day” – the other great religious festival of Christianity located in the much warmer spring season – invites a different reading. This seasonal and ritualistic dislocation can be read as a mirror to the dislocation of the exile him- or herself, whose sense of symbolic structures has been uprooted by the diasporic existence. This sentiment is heightened by the ignorance of the natives (for whom it is indeed only a day like any other in India). Unaware of the festive mood of the English, Indian women continue to grind their corn while the Indian peasants still work their fields (“As the cattle crawl afield beneath the yoke,” l. 10). Instead of celebrating the unity of the (idealized national) community at Christmas, the different cultural surroundings rather pierce the illusionary veil of connectivity and expose the alienation of the Anglo-Indian community from the country they live in. Indeed, the poem reflects the odd status 
of India and its Anglo-Indian inhabitants as part of the empire: “[I]t was neither full colony such as the African territories nor yet quite Dominion. This odd status is reflected in the way the British celebrated Christmas in the subcontinent. ”288
 
In the poem, any description of the status quo in the colony is effectively contrasted with the jolly festive rites and the contrast in season back at home. While the sun shines hot in India, the paleness of the English winter light is evoked (ll. 17–18). While in India the painstaking work and working life continues,289 “they’re making merry ’neath the white and scarlet berry” in England (l. 7). Indeed, the poem and its description of a diasporic Christmas has become known as a prime example of imperial discourse which can only represent the other – in that case, India and its inhabitants – by their lack of or difference from Englishness. Thus, Ashcroft et al. write that in “Christmas in India”, “the evocative description of a Christmas day in the heat of India is contextualized by invoking its absent English counterpart. Apparently it is only through this absent and enabling signifier that the Indian daily reality can acquire legitimacy as a subject of literary discourse.”290
 
Does the poem then use Christmas as a “homing device,” as Connelly refers to the festive season?291 Certainly, if we understand Christmas as the annual performance of nationalism and patriotism that combines the sacred institutions of home and homeland, then the symbolic incommensurabilities can only enforce the ideological importance of the original home and thus the lack of it in exile. The standard interpretation of the poem focuses on the expression of melancholy and the feeling of being out of place. In this sense, the poem turns Christmas into the ritual which reminds its participants – i. e., the Anglo-Indian community – that they are not truly at home. On the contrary, the annual praise of the sanctity of home, family and by extension the nation – despite or precisely because of the attempt to recuperate and imitate the familiar symbolism – can only reinforce the awareness of exactly this lack in exile.
 
Yet, I wonder whether this exilic notion might not merely be a phenomenon of the diaspora, but rather at the heart of the Christmas ritual itself. Even the poem quoted at the beginning of this article, with all its traditional symbols 
and ideas of Christmas, contains the notion of a temporal removal inherent in Christmas: 


To feel the heat of Summer’s glow, 
In frosty depth of Winter’s snow 
And think we’re Maying it, although 
’tis flowerless December! (ll. 15 – 18)

 
 According to these lines, for the duration of the ritual, summer can be summoned up in the middle of winter. Thus, what the ritual achieves is to remember or even physically bring back a better time or place into the present. This opens up a third aspect of Christmas: The question of whether it is a religious or secular celebration becomes almost irrelevant, instead it becomes per definition the ritualistic expression of a spatial and temporal dislocation. Both “The Yule-Block” and “A Christmas Song” present an idealized England: The former presents simple and timeless English village life where people lack modern luxury but are nonetheless happy and content; the latter (of which I have only quoted stanza I) continues to praise the honest and charitable rich as well as the peasants and their “happy lot” (stanza IV, l. 2) – an obvious evocation of an imagined harmonious and socially just feudal world rather than the reality of nineteenth-century England. Implicit in this process is the awareness that this recourse to a better time or place can only be partial and ephemeral. The celebration of Christmas as ritualistic dislocation can only heighten the difference of everyday life before and after the festivity. In other words, Christmas is the observance and preservation of nostalgia.
 
There has been an on-going debate among scholars whether Christmas with its contemporary significance was actually invented in the nineteenth century. This is argued, for instance, by John Storey.292 Perhaps invention is too strong a word, but what seems to be certain is that English Christmas in the form we know it today emerged as a product of Victorian England.293 Characteristics of this Christmas are the development of a distinctive Christmas iconography and symbolism such as the Christmas tree (which was introduced in England by Queen Victoria’s husband Prince Albert), “holly, mistletoe and other decorations, 
[…] stockings and […] snowbound winter landscapes”294 and of course, the notion of nostalgia. As Armstrong points out, the “tendency to look back at Christmas and lament what has been lost in the face of economic and social change can be found from the seventeenth century to the present day,”295 yet it was in the Victorian era where the need to recuperate and rescue the remains of a more idyllic past in the form of Christmas crystallized to the extent of bordering on the obsessive: “The Victorians looked to an idealised ‘Merrie England’ sometime between c. 1400 and c. 1640 for the roots of the modern Christmas, and particularly enjoyed nostalgic recreations of events such as Christmas revels in royal and baronial courts.”296 It is not surprising that this nostalgic search for a true and better England can be located in Victorian and hence industrialized England. For Victorians the true Englishness could be identified in a bucolic vision – idyllic English villages with intact social communities (a vision which both the quoted poems project) standing for national traits worth preserving and to be disseminated across the entire world. Interestingly, in Christmas Time in Many a Clime urban and industrialized London is listed (as the only English setting) as one of the places where working-class people and especially the poor and starving children are in urgent need of the missionaries and their support of Christmas celebrations.297
 
For the Victorians, it was in the pre-industrial era that people knew how to celebrate Christmas, and not only did they perceive this ideal world to be gone but also one of its last remainders, the proper English Christmas, was in the danger of dying out.298 So by trying to revive perceived “old English” traditions (and in that sense perhaps inventing them), the present would be reminded of a better past and improved by this memory: Christmas as “a unique survival of an ancient English way of life.”299 However, the prevailing notion that Christmas is an endangered ritual entails the idea that Christmas always used to be better, more accurately observed and more emotionally rewarding in the past.300 Here, 
nostalgia comes full circle. By celebrating Christmas, the Victorians (and this is still true for modern day Christmas) celebrated their English heritage and encouraged “the re-creation of the past as a form of recreation, while also showing that it is, tantalizingly, always just beyond full knowledge or sensation.”301
 
What does this signify for the nostalgic reproduction of Christmas in the diaspora such as in Kipling’s poem? Can it be read as indication that this nostalgia is not exclusively produced by the diasporic condition but instead a true imitation of the English Christmas tradition? In this sense, the nostalgic sentiment is not only caused by the spatial dislocation of the diasporic subject but rather by dislocation and nostalgia inherent in the English idea of Christmas itself. This argument would also support the idea that the home culture becomes ‘frozen’ or even intensified by the diasporic dislocation. By evoking a truly English idea of Christmas, Kipling’s “Christmas in India” presents the Anglo-Indian imperial diaspora as a “fossilized fragment of the original nation.”302 The symbolic language of the poem might insist on rupture, yet the dislocation thereby produced communicates a ritualistic continuity from the homeland to the Anglo-Indian diaspora.

 
Symbolic Liberation
 
 From Kipling’s effectively produced nostalgia, I now turn to Joyce Cary’s essay “Christmas in Africa” (published 1953, but written earlier) whose title consciously alludes and yet simultaneously seeks to distance itself from its Anglo-Indian predecessor.303 Similar to Kipling, Cary is an imperial author who became known for his novels on Africa, in which he processed his experiences in the colonial service, thereby aligning himself to the literary tradition by which imperial adventurers conveyed their version of Africa back to the European public at home.304
 
Even at first glance, Cary presents his account of spending Christmas far from home as the exact opposite to Kipling’s version. The essay is an autobiographical narrative of one Christmas Cary had to spend alone in Borgu, Northern Nigeria, where he was stationed as Assistant District Officer as part of his service in the colonies. It can be assumed from Cary’s letters that this period in his life 
was decisively marked by loneliness,305 which can only have been heightened by the imminence of Christmas, especially as he had left behind his wife and new-born son in England.306 Despite these details we know from his biography, Cary chooses a radically different approach from Kipling for his presentation of Christmas in Africa. Although the idea of having to spend Christmas alone is contrary to the festival’s character as a celebration of community and family, he claims that he is “glad for the unique experience.”307
 
Interestingly, already the first paragraph provides a shift in convention. Like most reports on Christmas away from England, “Christmas in Africa” begins with the climatic difference by explaining to the reader (back home) that Christmas in West Africa happens in the dry season. However, rather than emphasizing this symbolic incongruity and thereby solidifying the narrator’s distance from his temporary home, Cary locates himself on the other, the African, side: “Christmas in West Africa comes in the dry season, the time for feasts. […] The time of scarcity, in our summer, […] when women starve themselves to keep their men fit for work, is still months away.”308 By using the possessive pronoun “our,” the narrator articulates a sense of belonging to his new home. Although he admits that this has not always been the case, that he “had hated it,” “felt deprived” or even “disgusted” by it, this feeling “had changed” and seems to have changed exactly at Christmas time.309 This appears to be a rather curious moment for such a change of mind. The way Cary describes having spent Christmas could not have been any more different from the festivities back home. He is alone, cut off from any human community or even mail communication. His Christmas feast is nothing out of the ordinary but the food he eats “at least ten times a week – soup from the tin and roast chicken with sweet potatoes” and the attire he calls “formal” in fact consists of rather casual “clean pajamas and mosquito boots” –strong evidence of his adjustment to life in the African empire.310 Yet, although he is completely on his own, left without any of the symbolic or ritualistic elements which renders any “careful choreography” or repetition impossible, he is in a festive mood and marks the special occasion with pudding and champagne while indulging in a feeling of connectedness and community.311
 
 
This seems to contradict the view that symbols are needed as the essential language of ritual as Cary’s narrator develops the sentiment that the symbols are intended to induce in their absence. I suggest that this vacuum opens up the possibility of an imaginative space in which Cary replaces the familiar Christmas symbolism of tree, holly and carols with the figure of the distant African drummer. It is this figure or rather the entire tribe, which Cary refers to as “my people,” to whom he feels connected in their Christmas celebrations, providing another hint that he imagines to have adopted some African manners: “Christmas with the African as with us is a time of family rejoicing, but the family is a whole village, even the whole tribe.”312 Cary positions himself as part of this extended family and even more specifically in the father’s place as their ruler – “That is why the ruler in Africa […] is, so to speak elected by the people themselves to a father’s place” – a paternalistic ideology for which Cary has been justifiably criticized.313 Thus, in contrast to Kipling’s poem, this lonely Christmas day in the African bush is rendered special by the strong family affiliation the narrator experiences and for which he is truly “glad.”314
 
Yet, this feeling is a construction and probably even a self-delusion as the narrator is indeed subjected to absolute solitude and can only hear the drummers from a far distance (“I felt joined to the unseen dancers”).315 We, the readers, do not even know for sure whether the drummers even celebrate Christmas or whether this is a projection on the author’s – Cary’s – side and they are up to something completely different. The only thing we can be certain of is that he is not part of but definitely excluded from the festivities, whatever they celebrate. I argued before that in the absence of traditional Christmas symbols Cary imaginatively replaces them with the only available symbols at hand to evoke the sentiments he traditionally associates with Christmas from home: faced with a symbolic vacuum, he fills it with the help of the imagination and thereby creates new signifiers and metaphors, indeed new, unusual symbols to stand in for old meanings. This is clearly an imperial gesture as the colonial ruler interprets and classifies his new surroundings according to hitherto familiar patterns. In Cary’s case, he incorporates the African dancers and drummers into his own symbolic system in which they automatically become part of his Christmas celebration.
 
Also part of this colonial point of view and yet another proof of the symbolic incorporation is the time difference which the narrator establishes between himself and the Africans and with which he explains his connectivity: 
 


 I was as far from them in time as from the bush in spirit. And yet as the difference between the children and the parents brings them together, as the greater, as the greater difference between the grandparents and the grandchildren gives them, often, a more immediate sympathy, so I felt joined to the unseen dancers in the barrack yard.316

 
The rhetoric of placing Africans on a lower level of the evolutionary ladder is a familiar colonial trope; however it is curious that this time difference by which Cary becomes the grandfather rather than the father of “his people” is used as means of explanation for his sudden sense of connection. By establishing a family connection to the unseen dancer, Cary also establishes a sudden sense of belonging. My suggestion is that it is again the dislocation inherent in the English Christmas which can serve as a rationale and tool for comparison here. If Christmas has always been an exercise in nostalgia by which we long for the days of “proper festivities” when life was better and simpler, then it is perhaps the imagined, pre-industrial African Christmas onto which the speaker can project his idea of a Christmas true in spirit. It is the symbolic blank space, stripped of all the elements which were developed as part of the commercialized, nineteenth-century ritual, which provides the opportunity to live out the most important concept of Christmas – nostalgia and an idealized version of the past. To the European imperialist, the invisible Africans become a symbol themselves – a symbol of the simpler stage in the history of mankind when people knew how to celebrate Christmas properly, when the emphasis was on the family and the social community and not the consumerism of the modern day. The speaker envisages himself as part of this story in which the Africans remind him of the true value of Christmas. Left to solitude, the narrator assigns “his Africans” and himself roles into this performance of the myth of nostalgia which is at the heart of Christmas and which for him becomes a unique experience. Thus, for one night the African bush becomes the stage for his very own Dickensian Christmas Carol.

 
Postcolonial Christmas
 
The last text I want to discuss leads us from the nineteenth- and early twentieth-century imperial perspective to a late twentieth-century postcolonial voice. Indo-Caribbean author David Dabydeen’s poem “Christmas in the Caribbean” published in his collection Coolie Odyssey (1988) clearly refers to the Kipling poem and yet radically shifts the perspective. In Kipling’s version, the focus is on the alienation of the white “settlers” from their adopted home while the natives, pursuing 
their work in ignorance of the Christian festivities, function as background props to emphasize the distancing effect. In contrast, “Christmas in the Caribbean” center-stages the Indian background workers, yet in a very different context. The locale has shifted from India to the indentured laborers on the sugar plantations in the new world, from imperial to (forced) labor migration, and the central characters are transformed from native background props into diasporic subjects themselves. Just as for Kipling’s Indians, for Dabydeen’s laborers Christmas Day does not provide an exemption from their daily routine: “Big bellied women bawl bloodcloth / Run Salvage wardrobe from washline” (ll. 2 – 3) while “Cutlass swing sing to cane in mystic trance” (1. 11). Indeed, Christmas or any of its traditional symbolism is hardly mentioned in the poem at all. Yet, its title and the intertextual reference to “Christmas in India” in its first line “Sky raining cane-ash plant-scab black miracle” raise the readers’ expectation. As in its literary predecessor, “Christmas in the Caribbean” starts with a description of the climate, and the promised miracle of the day invokes the miracle of the birth of Jesus, which this day commemorates. However, the weather description does not focus on the deviations from the English season; instead the “cane-ash” rain is no natural condition. It is a product of the cane-burning and hence tied up with human history and even more specifically colonialism. Already the second and third line indicate that no miracle of birth from a virgin mother will be celebrated: Childbirth in the Caribbean is a bloody and mundane business.
 
There is a complete absence of any traditional secular Christmas ingredients, and the only religious symbol, the cross, is replaced by the cane which determines the very existence of the indentured laborer: “But cane is we stubborn Cross, it don’t give one scunt for / Romance” (ll. 13 – 14). The Christian symbol which promises salvation to its believers is transformed into the sugar cane –symbol for colonial exploitation, slavery and indentured labor. Hence, the poem refuses to fulfil its readers’ expectation (and curiosity) and give a report of any Christmas festivities in a different “clime”, precisely because Christmas with its promise of communal harmony in which the entire world becomes a family does not happen for the colonial subject. The poem is not willing to perpetuate the nostalgic myth and insists that the only festivities which exist for them are the cutting of cane, the hard life on the plantations every day without the promise of salvation. “These shrivelled wise ones burn weed, chant, dance, / and pray” (ll. 7– 8). In fact, Christmas only comes to play a major role ex nega-tivo.
 
We can also read Dabydeen’s poem as postcolonial comment on the national and imperial character of English Christmas and thereby providing a counter-discourse to the meaning of Christmas as disseminated by the missionaries as well as to his literary predecessors who leave out the natives’ voice in their reflections. 
Perhaps the only symbolic traces of Christmas in the poem can be traced in the image of the holy family, or to be more precise, its dislocation. Dabydeen strongly focuses on the role of women and mothers. I have already pointed out that birth, as it is presented here, could not be more different from the story of the birth of the Christian savior by a virgin mother in Bethlehem. The poem destroys any hope by giving the advice that “The secret is not to born [sic] or get dead quick” (l. 15), and the mother here does not bring forth new life, but on the contrary she is the source of disease: “the babies / cannibalize she nipple, mother-cord, devour she-disease” (ll. 16 – 17). The traditional qualities of motherhood are reversed; only disease and possible death can be transmitted via the umbilical cord and mother’s milk. This bleak outlook on mother- and childhood is another unsettling of the readers’ expectation in regard to the heightened and sentimentalized importance of children and women in traditional Christmas imagery.317
 
Furthermore, this stanza disturbs the idea of the holy family and the miracle of the birth from a virgin mother, according to High Church Anglican doctrine, which is central to the religious importance of the festivities, and whose image is part of the Christmas iconography.318 Apart from a radical re-positioning of the image of the holy family, these last lines can be viewed as a reference to the last stanza of William Blake’s poem “London” (1794): 


But most thro’ midnight streets I hear 
How the youthful Harlot’s curse 
Blasts the new-born Infant’s tear 
And blights with plagues the Marriage hearse.319

 
 Read in this light, the gap between the untainted birth of High Church Christian doctrine and the reality on the sugar plantations could not be any greater. Similar to Blake’s harlot, who passes on her diseases to her infant, Dabydeen’s Indo-Caribbean mothers transmit their plight onto their children, whether we read it quite literally as venereal disease or more figuratively as the labor bonds and poverty into which they were born themselves: the colonial condition as hereditary malady. This dislocation of the holy family can also be understood as part of a postcolonial agenda: It does destroy the family myth and the bourgeois family 
model on which the empire was ideologically built and for which Christmas serves as a normative model. The poem rejects this vision of the empire as nuclear family with the mother country as its benevolent, almost-sacred head by representing the mother as the bearer of vice, not virtues.
 
To summarize, Dabydeen’s postcolonial Christmas poem could not be more different from its colonial predecessors. Christmas only comes to life in its absence and its non-fulfilment of the promise of salvation on the Caribbean sugar plantation. Instead of functioning as “homing-device” as it might for Kipling and Cary, Dabydeen uses it as it opposite, as “unhomely device.”

 
Kipling Revisited
 
 Yet, after the reading of Dabydeen, it might be worth taking another look at “Christmas in India” and re-evaluate its use of Christmas as “homing device.” Postcolonialism is often understood to be a response to the historical phenomenon of colonialism and its aftermath and has particularly shaped the way in which we read both colonial and so-called postcolonial texts. This different approach can often lead to a different reading and understanding of the colonial text – shaped through an awareness that the history of colonization caused hybridization on both sides of the colonial divide and increased attention to the ambivalences created by this experience.
 
At first glance, as I have suggested above, the poem is an exercise in homesickness and nostalgia – a longing for an English Christmas and how the exiles’ families celebrate it back home. On the other hand, one could argue that the poem in fact suggests a different level of meaning. In addition to the sentimental reading on the surface discussed earlier, Kipling’s text can also be understood as an ironic, if quite subtle, comment on the relation between the mother country and her imperial diasporic subjects. The poem might endorse the myth of nostalgia and articulate a longing for traditional Christmas symbolism which is rendered impossible by the Indian environment; yet, despite the expressed homesickness, it rejects the inclusionary Christmas spirit of the British Empire, propagated by The Illustrated London News’ Christmas song. The bond between center and periphery which should be strengthened by the common Christmas ritual is not experienced by the speaker. According to him, the connection between the homeland and its diaspora is a shallow, hypocritical one: “They will drink our healths at dinner – those who tell us how they love us, / And forget us till another year be gone!” (ll. 19–20). The Anglo-Indians might miss “home,” yet this feeling is not reciprocated as Britain’s diaspora is forgotten by the people who still live at home.
 
 
But the alienation between home and diaspora goes much further than this. If we look closely at the second stanza, which describes the natives pursuing their field work and a group of mourners praying to their own Gods on this special Christian day, the differences between the personas become obliterated. It starts with the natives who call “on Rama” (l. 13) as they lay to rest one of their deceased members. Yet, the second part of the stanza prompts doubt who is uttering the second apostrophe to the Hindu God: “Call on Rama—he may hear, perhaps, your voice!” (l. 14). The speaker claims that he and his people are praying to “other altars” (l. 15) as they are “ ‘ good Christian men’” (l. 16) today. The question remains why the religious affiliation is put in inverted commas, bestowing upon this statement an ironic, mocking undertone, leaving open how much of a believing Christian the speaker really is. Furthermore, the speaker admits that it is only today that they as good Christian men “ ‘ rejoice’ ” . This turns the speaker’s Christian faith into a façade, something that is only kept up for the sake of appearances and tradition once every year. Thus, it allows for the option that the call to Rama is voiced by the diasporic speaker, admitting the possibility that the Hindu Gods might hear you. The blurring of certainties as well as speaking voices is made to parallel Kipling’s Anglo-Indian subject’s cultural confusion. The poem includes untranslated Indian expressions such as “ghat” (l. 12), opaque to the Western reader, as well as English translations of Hindu concepts such as “black dividing sea” (l. 23) for the kala pani – a concept from Hinduism which stands for the mournful exilic experiences of the Indian labor diaspora of the nineteenth century itself as, according to traditional belief, the crossing of vast masses of water resulted in the loss of their Hindu essence.320 Applied to the imperial diaspora, this would mean that the effect of the dislocation is irreversible.
 
In general, the location of the speaker becomes increasingly unclear: India is cast in a cruel light, but still adopted as “grim stepmother” (l. 30). And indeed, the speaker concedes that once you enter “her service,” “her temple’s shrine” (l. 31), “[t]he door is shut – we may not look behind” (l. 32). Life in the colony has changed the diasporic speaker, and the notion of home can no longer be easily defined nor allocated. The Anglo-Indians are no longer merely British subjects, they are also another Indian “caste” (l. 38). According to this reading, Christmas is no longer a simple “homing device”, it is rather a “mocking Christmas” (1. 40), reminding its followers not only of the symbolic gap between a Christmas in the homeland and in the diaspora, but also that something more than the symbolism 
has changed: It is the diasporic subject itself which can no longer be touched by the values and cultural notions these symbols are supposed to communicate and for whom they hence no longer have the same meaning.

 
Conclusion
 
 What all three texts discussed here have in common is the sense that the English Christmas tradition cannot be simply recreated in the diaspora. This is true partly because the familiar symbols are not available, but perhaps even more so because the old meaning which those symbols are supposed to transmit and evoke cannot be recreated in a different environment – they simply no longer work. That can be a cause for mourning and nostalgia, but it also generates the production of new meanings as well as the search for new symbols. As part of the attempt to keep the ties to the homeland, the importance of old symbols can be heightened, but in order to adapt to the new locale, they acquire new meanings. My reading of the three texts, despite their historical differences, confirms Sudesh Mishra’s thesis that diasporas “defeat all attempts to institute a discrete homeland-hostland dichotomy,”321 instead they all provide a story of both continuation and rupture. Yet, in relation to diaspora and symbolism, these texts also indicate that just as the notion of belonging becomes more diffuse and in order to make oneself at home, as a claim to belong, new symbols are created in order to fill the gaps or to integrate new and different experiences in the symbolic system of the diasporic subjects. In this sense, the diaspora can indeed be called a prime field of symbolic activity.
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Two Stone Lions: Law, Home,and Diasporic Sovereignty
 
 This paper explores an evocative symbol of sovereignty through an interdisciplinary reading of the novel The Secret River (2005) by Kate Grenville, in order to consider the relationship between diaspora and colonial settlement in the context of the British diaspora in Australia. Such a focus aims to explore the troubling of sovereignties through the consideration of colonization and the transplantation of home. As the protagonists are displaced, they bring with them transplanted inscriptions of sovereignty and colonial settlement with legislative claims to the territory and the construction of ‘home.’ This essay thus considers the relationship between diaspora and sovereignty as it is articulated in Grenville’s novel.
 
Symbolic Re-enactment of a Travelling LegalOrder: Stone Lions and Sovereignty
 
Constructions of sovereignty are complex, and carry multiple meanings across different jurisdictions.322 As a manifestation of power existing in the symbolic realm, “the idea of sovereignty continues to inform the theory and practice of law.”323 Yet, whilst sovereignty as a source of law exists as a concept which is therefore – necessarily – potentially unassailable and authoritatively solid, with “boundaries that exclude as much they include,”324 there is also a critical acknowledgement of its inherent performativity.325 Consequently, it is necessary to complicate interpretations which rely on the false reduction of power to “hierarchic relations of law involving individuals who possess it and others who do not.”326 This paper will attempt to disrupt these power relations through an exposure 
of the self-authorizing and ultimately flawed structures of the symbolic concept of sovereignty. The aim here is not, then, to simply examine the relationship between sovereignty and law327 but, rather, to consider whether there may be, as Paul Kahn asks, “a space of sovereignty beyond law.”328
 
As Jean Cohen writes, “[t]he concept of sovereignty is a reminder […] of the ultimate dependence of political power and political regimes on a valid, public, normative legal order for their authority,”329 and yet, despite this burden, sovereignty as a notion remains “muddled in conceptual ambiguity,”330 an incongruity Grenville explores in The Secret River.331 Set in 1807, the novel follows the life of William Thornhill, from his early life as an impoverished waterman rowing cargo on the River Thames in London, to his arrest for theft and the subsequent sentencing of transportation to the colony of New South Wales. Upon arrival in Australia, Thornhill and his family attempt to claim their own corner of land, and they are drawn into a battle between the British ex-convict settlers and the local Aboriginal tribes in a violent confrontation over the right to territory. Stone lions are a prominent manifestation of sovereignty within the text, reappearing within the narrative to reflect Thornhill’s negotiations with power. When Thornhill first sees the stone lions, they are perched high on the gateposts outside an imposing church in London, a “building […] so big it made his eyes water” which “seemed to engulf him” (SR, 10). Grenville establishes this conception of sovereignty as a manifestation of absolute power in which the building becomes “a void into which his being expanded without fighting a boundary” (SR, 10). However, although the lions symbolize an unreachable, distant and commanding order – “snarling stone lions that his mother lifted him up to look at, [which] made him cry out in fear” (SR, 10), there is a sense in which this sovereignty is always self-authorizing, as a mode of performativity. When Thornhill flings a clot of wet dirt at the stone façade after the death of his mother, he lands “a thick black gobbet smack in the middle of that smug snout” (SR, 20) which remains there throughout the years as “all the rain in the world had never got out the mud from one of its nostrils” (SR, 20); it can, therefore, be openly defaced despite its seemingly untouchable façade. Thornhill, however, 
is trapped in a ritual of reenactment even as he acknowledges dissent, when he insists on erecting stone lions outside his house in Australia, once he has firmly ‘claimed’ the territory. Panu Minkkinen notes that: 


 Sovereignty must by necessity refer to something past that has established the relation it entails once and for all. This relation is, however, fragile in the sense that, in order to avoid the annulment of sovereignty as desuetude, the founding moment must be continually re-enacted symbolically or ritually.332

 
Thus, sovereignty must both reify and deny its own contingency: It has to reinforce the idea of rupture as a possibility even as it represents a continuation of a singular, linear narrative. As Minkkinen writes, sovereignty thus comes into being precariously and through its own lack, as “[l]aw as norms […] can exist only in relation to the maladies that have been deemed undesirable and that they are meant to rectify.”333

 
Home, Here? Here Is Home
 
The juxtaposition of wavering corridors of overlapping legal (and extra-legal) orders pervades the novel, as when Thornhill territorializes London through his awareness of how to navigate the cramped streets of London as a child and master the tides and currents, the knowable map of his world materialized through “the bends of his own River Thames” (SR, 4). This territorial ‘supremacy’ shrinks as he steps onto the convict ship, where, Grenville writes, “the hammock […] was all the territory he could claim in the world” (SR, 4). London is, then, represented as a highly-structured environment, a site of “brick walls and chimneys, cobblestones and mouldering planks” (SR, 9). Rather than the diasporic ‘here’ and ‘there’, a linear move between origin and destination, Grenville imagines territorial space as fluidly juxtapositional, in which, whilst Thornhill “had laboured like a mole […] in the darkness and dirt of London […] all the time,” the trees of New South Wales “had been quietly breathing, quietly growing” (SR, 82). Disrupting linearity in this way challenges the positivist assumption of legislative authority as the determination of sovereignty over smooth space in which the law emanating from a sovereign command is valid because of its genealogy 
alone.334 This vision of an unbroken line through space stretching from the sovereign center to its colonies established a normative contract in which all colonial space was collapsible to a cartographical singularity.335 This geo-political ontology is reflected in the novel when Thornhill acknowledges the continuity of linear space, saying that “this place had been here long before him” (SR, 82) and “would go on sighing and breathing and be itself after he had gone” (SR, 82 – 83). In the text, the way in which sovereignty is imagined not only ruptures the temporal narrative of originary normative authority in law, as a conceit of “gradual completion,”336 but demonstrates its fallibility as a construct which is always being re-imagined, always “a becoming.”337 This accumulative temporality can not only be usurped but is continually being superimposed with alternative versions of itself, and its antithesis. This reflects the pluralist processes practiced by diasporic settlers, as Lisa Ford relates: 


Settler sovereignty was a fluid and contested notion in the early nineteenth century […] [which] is nowhere more apparent than in jurisdictional practice – the responses of governors, law officers, and courts to indigenous violence against settlers. [They] rarely defined indigenous violence as a crime [but] pursued pluralism as policy.338

 
Indeed, it was not until 1836 that the Crown addressed the lack of ‘control’ over tribal groups living in the area, when the supreme court asserted that “British sovereignty was an absolute measure of jurisdictional and territorial right.”339 Within this theorization of “territory” as “but a part of the state’s normative content,”340 there are implications for the symbolic manifestation of diasporic sovereignty as a disturbance of a particular “purity”341 of construct. Through their materiality and perfomative positioning within the text, the lions are one representation of this flawed notion of completeness whereby “sovereignty […] 
can oblige itself juridically only through its own will.”342 The only way to think “beyond” this, as Martel writes, is to embrace Walter Benjamin’s attempt to “live with sovereignty such that it does not totalize the world that it purportedly represents” by understanding “how sovereignty can be deflated and de-centred without undoing its ‘positive’ functions”: 


 Rather than seeking to eliminate sovereignty altogether (which may indeed be impossible), it is broken into its constituent pieces, scattered and diffused so that it ceases to function as a coherent, overwriting ideology that shapes politics into its own image.343

 
Martel explores Benjamin’s reading of the fetishism of sovereignty, as “a reality that is occluded by its own representation”344 and argues that, rather than trying to resist sovereignty (which is impossible), Benjamin demonstrates the way in which we can instead engage with this concept, with the intention to disorientate or “destabilize the inevitability or totalizing effects of sovereignty […] by turning to a moment when its vulnerability was laid bare.”345 This is not so much a subversion of sovereignty as it is an attempt to “de-[center] it from its stranglehold on human agency without actually getting rid of it” by “turning towards it, by looking at the very materiality of what makes it what it is and seeing its undoing in that very place.”346 This ‘turning towards’ could be read through the way in which Grenville begins her novel with a post-lapsarian scene describing the first morning after the Thornhills have arrived in Sydney, writing that the ship carrying Thornhill “had fetched up at the end of the earth” (SR, 3), a signification of the deterioration of ‘home’ as a materialistic certainty into that which is no more than “a story” (SR, 331), but therein lies its potential power, for it is a story with the power to re-imagine an originary, unsettled sovereignty.

 
The Construction of a DiasporicUnsettled ‘Settlement’
 
There are several versions of sovereignty (or sovereignties) imagined within The Secret River. The first I would identify as the positivist logic of authoritative possession, coming from the terra nullius conception which legitimized colonial settlement. 
Although this has since been identified – following Mabo347 – as a false legitimation, there has been no renunciation of the authority through which it was conceived. In the novel, this is manifested through the ways in which the settlers attempt to transplant their own version of ‘home’ onto a foreign land, in renditions familiar from tales of colonial expansion across the British Empire, so that “in the ways that mattered to the Thornhills it was the Thames all over again” (SR, 84). Any ‘foreignness’ is erased by means of designating territory as dependent on colonial authority to legitimize its existence – “[i]t had no means of surviving except for the thread that bound it to Home” (SR, 84). Sovereign space is enacted in an unbroken line of command, so that Thornhill may look “down at his estate [and] imagine it a version of England” (SR, 345). Here, sovereignty is not contained in the body of the subject but is held by the state (or formerly, the crown), a concept developed through the process of colonial expansion, “deployed by colonial authorities to subject Indigenous peoples to European rule.”348 In this way discourses of sovereignty are shown to be built on the grounds of a flawed and incomplete negation of otherness in the determination of possession. The paradigm of classical sovereignty has to incorporate a vision of “a legal order [which] must be construed as a closed, gapless normative system.”349
 
In a second, or perhaps subsidiary reading, Thornhill appears to embody a version of this transplantation of England abroad, and yet for him there is something new, “a future that would not be like the past” (SR, 123). He is not simply re-naming territory in replication of the places of his origin, but sees himself as naming them by inscribing his identity into virgin soil. In this sense, sovereignty gains its authority not from a connection to the distant crown but rather from the act of possessive nomenclature as a filiative process. As Aileen Moreton-Robinson writes: “[T]he possessive logic of patriarchal white sovereignty works ideologically, that is it operates at the level of beliefs, and discursively at the level of epistemology, to naturalise the nation as a white possession.”350 To consider sovereignty as a patriarchal notion is perhaps particularly resonant in the context of diasporic affiliation to ‘roots’ grounded in the ‘homeland’. Minkkinen observes this as one such usage of the concept, in which “we have the sovereignty of the dead father who reigns over the fraternity of men through the symbolic 
totem that has been erected to commemorate him.”351 Minkkinen refers to Foucault’s understanding of “the family as a ‘cell’ that still overtly models itself on a juridical rationality of law and sovereignty that is […] deeply imbedded in the technologies and strategies of disciplinary power.”352 Minkkinen describes this as the “heterotopy of the relations of sovereignty,”353 reflecting the classical paradigm of command authority.354 This filiative derivation, made explicit in the diasporic hierarchy of a particular form of convict-settler colonialism, reflects “the traditional hierarchical understanding of a juridical constitution [which] stands in for the totemic symbolization of power.”355 Minkkinen also identifies a second reading of sovereignty which is particularly relevant here, arguing that “[r]egardless of how complete the symbolization of the dead father’s power may be, a residue or a remainder of the primal father will always be left over.”356 Thornhill appears to superficially achieve detachment from his diasporic state as a ‘British’ settler in foreign land (through the attempt at a reconfiguration of ‘settlement’ into ownership); yet, he has retained a residue of his paternal affiliation. In building a pair of stone lions to sit atop his grand house, he cannot mimic what has been left behind, he can only evoke “a trace of what has been banished from memory.”357 In this text, however, that is both the crown’s residual sovereignty over its diasporic subjects, and the massacre, destruction and usurpation of Indigenous sovereignty, a possession born out of multiple dispossessions.
 
For Minkkinen, disparate conceptualizations of sovereignty exist as “interrelated perspectives,” all of which are “structured under the notion of the ‘head.’ ” 358 This reading of the familial nature of sovereignty can be seen to carry a peculiar resonance when considered in the light of Thornhill’s early encounters with the stone lions outside Christ Church: 


 During his mother’s last illness […] the lions on the gateposts at Christ Church haunted her. She re-lived, over and over again, a memory from her childhood of climbing up onto the 
fence and reaching out to pat them. He could see how her body felt it, again and again, being snatched away as her father whipped her off the railings. (SR, 20)

 
 In this way, the lions as a symbol are intimately tied to the death of his mother, evoking a matrilineal and explicitly violent affiliation which contrasts sharply with the affection of patriarchal, and possessive, sovereignty acting as a form of re-subjectification. This jarringly complicit form of subjectivity is demonstrated through Sal, Thornhill’s wife, as the symbolic representation of the diasporic theme of return. Whilst Thornhill seemingly becomes accustomed to the palimp-sestic vision of layering one life over versions of another, Sal “could never for a moment stop seeing the differences between that place and this” (SR, 90). She marks off the days and collects items she intends to take back ‘home’, like an engraving of London Bridge upon which she “trace[s] the lines of the streets as if walking along them in her mind” (SR, 184), for, as Grenville writes, “[t]he thing was like a promise, that London was still there, on the other side of the world, and she would be there too one day” (SR, 91). For Sal, this new settlement will always be other, tied to the center through a line which marks defiantly the point of departure, where “ships anchored in the port were the end of the long string that joined this place with the one they had left behind” (SR, 92). This reflects the Hobbesian doctrine of absolute sovereignty in which “internal sovereignty must be located in one single institutional center whose will is legibus solutus.”359 The construction of the conceptual diasporic center, or “homeland”360 is rejected by a critique of the colonial project of territorializing ‘empty space’ through a teleological chain of command; as Lauren Benton writes: “Empires did not cover space evenly but compose a fabric that was full of holes, stitched together out of pieces, a tangle of strings.”361 This ‘tangle of strings’ fundamentally unsettles the notion of home that is embedded within the symbol of sovereignty as a (necessarily domestic) claim to ownership and possession.
 
For Sal, the objective of working hard and saving money is always to return ‘Home’–Grenville writes that “her dreams were all of the place they had left” (SR, 157). For Thornhill this is a sign that “her dreams had stayed small and cautious, being of nothing grander than the London they had left” (SR, 114 – 115). Rather than an affirmative genealogy, he sees a definitive rupture. His son Dick, for example, is a “child born at sea between one world and another” (SR, 123). Consequently, 
whilst for Sal their objective is to return, a contract of promise enacted in the shadow of “the Bow Bells” (SR, 127), it becomes apparent this contract is a fictive narrative, a “story they had told each other so often” (SR, 127). Thornhill recognizes “there could be no future for the Thornhills back in London” (SR, 182): For him it is the originary center which becomes part of the same fiction, until he discovers he “could no longer quite believe in those streets” (SR, 302).
 
The process of imagining sovereignty is evoked differently again through the relations between the settlers and the Indigenous population: “There were no signs that the blacks felt the place belonged to them. They had no fences that said this is mine. No house that said, this is our home. There were no fields or flocks that said, we have put the labour of our hands into this place” (SR, 96, italics in the original). Rather than resting on archaic juxtapositions of civilization vs. savagery, Grenville presents a much more densely textured and complex picture reflecting the complexity of legal theorizations of Indigenous claims to territory in natural law debates.362 If sovereignty is not absolute and exclusive within the classical paradigm, then it is illegitimate, for there can be “no overlapping jurisdictions.”363 The idea of conceptualizing sovereignty is different in the Indigenous context, which, as Moreton-Robinson writes, “does contain a normative system of rules but they are intrinsic to an inter-substantiation of humans, ancestral beings and land. Indigenous people […] carry title to the land through and on their bodies.”364
 
Although Indigenous sovereignty was implicitly affirmed, following Mabo, it is important to note that “[t]he Court expressly avoided the question of whether those societies possessed or exercised a sovereignty of their own, and whether that sovereignty was wrongfully denied.”365 Thus, though Native Title was proposed as a means of reasserting land claims, “the court refused to enquire into the fiction of settler sovereignty.”366 This reaffirms the narrative of a singular authority and denies recognition to multiple normative systems. In the context of New South Wales, Benton relates that an increasingly complex legal authority was manifested through a configuration of martial law, local custom and new colonial constitutionalism (post 1824) which resulted in an “emerging legal order [which] was very much a hybrid, contingent creation.”367 Such hybridity 
is reflected in the disorientating and shifting edges of the settlement, conveying a reading of resistance to a singularly legitimate authority “to which [Indigenous people] did not freely and fairly consent, and [which] to them effectively remained ‘foreign’.”368 The issue of sovereignty in relation to ‘consent’ is thematically complex within the text, not only as it relates to Indigenous sovereignty, but also as it poses a threat to any reading of Thornhill as a settler who is also a sovereign representative. The Thornhills, then, are less ‘agents of empire’ than they are uneasy manifestations of its normative practices, evident from the way in which the concept of ‘home’ shifts in meaning from the concrete to the abstract – from “the old bit of roof-tile” to “a comfortable but distant idea” (SR, 331). Grenville explores the uncertainty of sovereignty; the settlers defend their violent actions against the tribes by claiming that such “lazy savages […] reap by stealth and open violence the produce of a tract they are themselves too indolent to cultivate” (SR, 269, emphasis in the original). Even though these settlers were deprived of their legitimacy in England, the nature of their genealogy designates them the sovereign right to claim territory. Violence is key to this dissemination of sovereign authority over space as “justice being dispensed” (SR, 274). Minkkinen argues that, indeed, the “threat of violence” always lies “behind the relation of sovereignty, animating and upholding it.”369 And yet, the operation of this violence is more nuanced than it first may appear as a consequence of its role within the legal order. This is implicit in the text when the settler Loveday attempts to convince the others they must act, arguing that “we must grasp the nettle, painful though it may be, or else abandon the place to the treacherous savages and return to our former lives” (SR, 311, italics in the original). His argument reflects Minkkinen’s suggestion (after Benjamin) that, not only does lawmaking and law-giving necessarily incorporate violence, but, moreover, “law is by definition unable to denounce the violence that it has resorted to even after the end has been achieved” – and it is this which severs it from “an assertion of true sovereignty.”370 Whereas Ford argues that territorial sovereignty, as a closed and “perfect” construct, “took on a unique and uniquely destructive meaning”371 in colonial Anglophone settler societies, some critics would argue that this violence is embedded within the concept itself. Paul Kahn, for example, suggests that the concept of sacrifice is key to an understanding of sovereignty, as “the domain of law is maintained at the border literally by killing and being 
killed.”372 However, herein lies the essential paradox, as “sacrifice is always beyond the regulatory order of law.”373 In the diasporic context, in particular, “the legal system itself reflects its own limits”:374 Through the recognition that although “law and sovereignty are bound to each other [and] cannot appear simultaneously,”375 it is possible to engage with the explicit paradox emerging through a violent diasporic unsettling of temporality as a ‘turning towards’ the failure of originary authority.
 
Thus the Thornhills’ connection to their ‘former lives’ is both the source of legitimacy and that which must be severed. This paradox of necessary negation – in which, as Kahn writes, “[s]overeignty literally creates a rent in the universal that is beyond repair”376 – is therefore always a failure as it only succeeds in either denying the legitimacy of a sovereign authority (and therefore, negating sovereignty itself) or, conversely, highlighting the constructed nature of the (non-) teleological link from the diasporic agents to their imagined homeland. The idea of this ‘severance’ as a complication of the idea of originary authority is constantly asserted in the text, when Grenville’s settlers insist that “everyone had started fresh-born on the day of their arrival” (SR, 335). The sovereignty that they rely on to claim territory for themselves is rendered as paradoxical, part of a Möbius strip in the sense that it looks as if there are many sides and multiple boundaries, but in fact is a geometric illusion: Its topology is that of a singular boundary, just as non-orientable as, in this potent analogy, sovereign authority. 377 The nature of this fallible construction as a guise to obscure the self-consuming paradoxical loop of diasporic sovereignty is most explicitly revealed in the aftermath of the massacre. After the settlers have rid the land of the Indigenous tribes who threatened their territorial claims, a process of renaming begins. ‘Thornhill’s Point’ becomes ‘Thornhill’s Place’, transformed from a basic and bleak ‘temporary’ settlement into a “fine stone house” (SR, 328). The settlers thus seem to have made their mark as something both new – a rupture – and yet 
solidly continuous, authoritative and enduring. And yet, Thornhill’s fear is that without their presence, “it would not take long for Thornhill’s Point to melt back into the forest” (SR, 308), evoking the way in which sovereignty achieved through violence will always be built on shifting grounds. Thornhill notices that “[s]omething was wrong with the way the pieces fitted together” (SR, 329): The stone lions do not quite look as they should, even when accompanied by a “high stone wall [which] kept out everything except what was invited in” (SR, 332). Rather than hostile threats to outsiders, Thornhill imagines the lions look more “like tabbies in front of the fire” (SR, 329). Hence, as the Möbius strip acts as a subverted topology, it provides a metaphor for diasporic Return reconfigured as a loop beyond orientation: there is no seamless flow nor complete ‘re/construction’ possible, thus something ‘not quite the same’ is the result.

 
Legal Order: Possessive Sovereignty
 
 When seen in the light of Moreton-Robinson’s conceptualization of ‘possessive logic’, the domestication of the stone lions can be read as a critique of settler/ colonial paradigms of “ownership, control and domination.”378 This ‘possessive logic’ is a normative process of legitimizing through exclusion, where there can be no break between sovereignty and the law. 379 Hence, the law constructs a statute for a lawmaker who is thus “incapable of doing wrong”380 by the virtue of sovereign authority. Therefore, the source itself is the authority of the source: Herein lies the paradox of self-generating legitimacy, demonstrated in the novel in the potentially infinite (unmapped and unchartered) reaches of claims for possession: 


King George owned this whole place of New South Wales, the extent of which nobody yet knew, but what was the point of King George owning it, if it was still wild, trodden only by black men? The more civilised folk set themselves up on their pieces of land, the more those other ones could be squeezed out. (SR, 125)

 
In a continuation of this narrative, post-Mabo legal cases have not emphasized the concept of indigenous dispossession as much as addressed the issue of territorial entitlement, for as Noel Pearson writes, “[c]olonial dispossession could 
not now be reversed.”381 As Pearson argues, “even as we accept that Aboriginal rights survive the acquisition of sovereignty under what is known as the doctrine of continuity, the mistake arises in relation to the question of ‘what continues?’ ” This question is key if we consider the normative context of sovereignty as self-generating “a triple primitiveness”382 of subject, power and legitimacy as the unstable logic of a possessive desire. The act of naming that Thornhill engages in, for example, extends – for the settlers – to a re-christening of all the Indigenous people they encounter. It is only when Thornhill comes across an Indigenous tribe engaged in a tribal dance that he acknowledges one of the dancers “was not Whisker Harry who existed only in the minds of those who had given him that name [but] another person entirely” (SR, 254). Thornhill also re-christens himself when he designates his portrait with his full claim to self-possession, “William Thornhill of Thornhill’s Point” (SR, 334), and re-constructs his biography to eradicate the unpalatable elements of his past so that he was no longer “born in dirty Bermondsey but in clean Kent, by the chalk cliffs” (SR, 335). Thornhill imagines he comes to ‘know’ the land he calls his own, to recognize its limits and its edges, such as “the way the ridges dipped and rose over the valley […] as familiar to him now as Wapping Stairs and Swan Wharf had been” (SR, 264).
 
The process of possession is one of re-imagining space, but if this is indeed the case, to reiterate Pearson’s question, what is it, exactly, that continues here?383 For Thornhill, this possessive desire is only complicated once you admit the land you are claiming is breathing; when he imagines his piece of land as a living thing – the gentle swelling of that point, as sweet as a woman’s body” (SR, 125) –, the territory gains a corporeal prominence which resists the doctrine of terra nullius. The possessive logic of sovereignty cannot tolerate the point at which the settlers become part of the space they seek to possess, when “this place [becomes] known” (SR, 331) in their bodies: Thornhill’s attempt to become self-sovereign, to sever himself, occurs through his need to inscribe himself on ‘his’ territory, as Grenville writes that he “could feel the shape of the ground through his back. My own, he kept saying to himself. My place” (SR, 144, italics in the original). The valley he has chosen to live in, to make ‘his place’ in, is not merely a blank slate receptive to his processes of nomenclature, pliable to bend around his vision of a future home. It is heavily evocative as a space of temporal 
collapse, in which linearity is both unsettled through a ‘rupture’ and simultaneously reconfirmed as “there, a man did not have to drag his stinking past around behind him like a dead dog” (SR, 182). Thus, although Thornhill attempts to cleave and shape the land into a recognizable home, this turns out to be an impossible task as “no matter how much a man did in this place, the everlasting forest could not be got rid of, only pushed back” (SR, 260). Even when the Thornhills have built their great stone house and enclosed it within a protective high stone wall, the garden they attempt to plant is mournfully resistant, so that the “roses never put their roots down [and the] turf yellowed and shrivelled and finally blew away” (SR, 333).

 
In the Beginning there Was … InscribingSymbols of Sovereignty and the Myth of Origin
 
 Different manifestations of sovereignty in the novel demonstrate the cracks in the positivist assumption of sovereignty over territory in a manner that has implications for contemporary interpretations of modern law. During the first days of implantation on their newfound land, Grenville writes that, through Sal’s eyes, “this place was merely the material from which the world was made, not the world itself. There was not a stone here that had been shaped by a human hand, not a tree that had been planted” (SR, 140, my italics). Sal’s perception of fragmentation conflicts with that of Thornhill, for whom etching ownership is a matter of survival. For him, one cartography is collapsible into the other, so that “the very same moon that he had seen a thousand times in the evening sky over the Thames” (SR, 141) can highlight the lines of the city he re-imagines for his wife in the ‘new’ world: “[d]own there by the boat – that’s where Christ Church would be, and our little track the Borough High Street, see it there?” (SR, 141, italics in the original). Both diasporic identity and sovereignty work on a confirmation of origins which must be ruptured as they are re-imagined through the very act of re-imagining what has been lost.
 
The process of naming the ‘other place’ emphasizes the violence with which the act of law names the world.384 Furthermore, it reveals the morphological qualities of representation and their uncertain relationship to space (even the solid space of ‘home’); when Grenville writes that, for the children, “the place their 
mother and father called Home was nothing more than a word, something they needed to be taught” (SR, 227). The capitalization of the word ‘home’ here, coupled with the aspects of ritualization enacted through Sal’s evocative ceremonies of return and re-telling of traditional English tales and songs, fetishizes Home so that the songs, for example, are not gentle lullabies but instead “instruction, pure and simple, and preparation for a return” (SR, 227). And yet, this is instruction which merely emphasizes the sense of disorientation, for if the children were ever to return to these fictive spaces, they would be no more than “places from a story that belonged to someone else” (SR, 331). Similarly, when Thornhill finally builds his “fine stone house” (SR, 328), the lions he had attempted to erect on the walls do not quite align with the story he had imagined: 


 He had pictured lions on the gateposts, rearing up with their teeth showing as had the ones at Christ Church […]. He had ordered them from London, a hundred guineas a pair. When they arrived, they turned out to be a more domestic type of creature. Rather than snarling at interlopers, they lay on their haunches, paws spread, like tabbies in front of the fire. (SR, 329)

 
The problematic paradox symbolized in the stone figures, shipped from the homeland, renders explicit the paradox of rupture and continuity in the construction of (diasporic) sovereignty. As sovereignty is defined and legitimized through the violence of the law, its very process of enunciation in a diasporic context reveals the flaws in the self-generating process of authorization.
 
The lions are located “high on the gateposts so they could be seen” (SR, 330), a visual warning to “interlopers” (SR, 329), symbolizing for Thornhill the same threat he was subject to as a child in London. Thus, rather than symbolizing a foundation of a new legal order severed from the last, the stone lions act as a sedentary reminder of his diasporic heritage and the impossibility of escape: They act as reminders that sovereign legitimacy is that upon which he stakes his own claim to territory, and can, therefore, neither be negated nor surpassed. In this way, just as he imagines his descendants will tread the boards of his solid stone house “and never know what was beneath their feet” (SR, 330), the transplantation of sovereignty will remain caught in a continuous cycle of negation, rupture and Möbic continuity. It is that very process which is symbolized in the poses of the stone lions high on the gateposts, down on their haunches, immovable, and uncontestable yet toothless and domesticated shadows of the original objects.
 

 
Conclusion: Fragments of Dirtand the Consolation of Stone
 
 Rather than a jarring juxtaposition of competing sovereignties, Thornhill’s reiteration of the conceit of sovereignty reflects a different interpretation of sovereignty altogether. For Thornhill, in the novel’s final scenes, transplantation appears to have been only the rupture made explicit: 


[H]e had three hundred acres and a piece of paper to prove it was all his, and that fine house with stone lions on the gateposts […]. But there was an emptiness as he watched Jack’s hand caressing the dirt. This was something he did not have: a place that was part of his flesh and spirit. There was no part of the world he would keep coming back to, the way Jack did, just to feel it under him. (SR, 344)

 
Such disorientation reflects the founding of a diasporic settlement, which, as Ford writes, “founded settler sovereignty precariously, anxiously, and in some ways incompletely on the subordination of indigenous jurisdiction.”385 Grenville develops a hyper-critique of narratives of settler possession, and in doing so demonstrates the need to re-conceptualize the normative frameworks of sovereignty. Diaspora has always revealed the limits of the sovereign state, as a form of “expansion [which] necessitated the testing of sovereign authority at its fragile margins.”386 Diasporic sovereignty is constructed in the process of a necessary severance from the origin which ‘turns back’ into itself, an illusionary Möbius strip: “[L]aw reiterates its own power and authority through the violence that it has used to achieve that end. Hence the end itself remains immersed in the violence that has brought it about.”387 The way in which violence is legitimated in the text suggests that sovereignty symbolizes a totality which cannot be subverted but must be challenged in order so that diasporic ‘agents’ may “live with sovereignty such that it does not totalize the world that it purportedly represents.”388 This is why I contend that to study this sovereignty in the light of a diasporic context rather than as part of a colonial claim to territory provides a means of unsettling and interrogating the conceptualization of sovereignty as it relates to spatial and normative practices of law. Thus, diasporic sovereignty can be considered as simultaneously the negation of fragments of territory at 
its material base, whilst bearing the residual consolation of the unity of stone: For, as Grenville writes, “this place was merely the material from which the world was made, not the world itself ” (SR, 140, my italics).

 
 

 



Franziska Quabeck
 
Oddity Magnified: In Search of Identityin Kazuo Ishiguro’s When We WereOrphans
 
 The dislocation of a human being does not only happen in geographical dimensions such as space or location, not only in political dimensions such as nation or citizenship, but it has social, personal and psychological ramifications. The sense of self, the individual’s personhood and psyche both conscious and unconscious, are disturbed or prevented from coming into being by the forceful removal of the individual from the place where it is rooted. These effects are graphically described in Kazuo Ishiguro’s When We Were Orphans. The novel focuses on the disruptive force of the diasporic experience on the individual’s sense of self. The forceful dislocation the central character experiences is drawn as a force that completely destroys his sense of self and sends him on a lifelong quest for identity. This quest is symbolized through the magnifying glass that directs his gaze at the past and functions as the crucial paradigm for the protagonist’s oddity, thus causing a permanent marginalization.
 
 

 
As is commonly understood, a central concern in diaspora studies, diasporic theory and in the diasporic experience is the idea that the dislocation that usually forms an element of the diasporic space has a fundamental bearing on the individual’s sense of self, i.e., on their identity. Identity, as the requirement for a person to know who they are, becomes shaken when the individual is metaphorically uprooted and their ties are loosened. The dislocation, however, is a complex phenomenon that does not only occur in geographical dimensions such as space or location, nor only in political dimensions such as nation or citizenship, but, even more importantly, in social, personal and psychological dimensions. The sense of self, which relates to other people, the individual’s personhood and their psyche both conscious and unconscious, can be shaken, destroyed or prevented from coming into being by the removal of the individual from the ‘place’ where it is rooted. On the psychological level, which will be in the focus of this paper, the diasporic consciousness is largely shaped by the “traumatic dispersal from an original homeland” and therefore by a “sense of 
uprootedness, disconnection, loss and estrangement,”389 which calls into question the sense of self of the diasporic subject.
 
These effects are graphically described in Kazuo Ishiguro’s novel When We Were Orphans, which focuses on the disruptive forces of the diasporic experience on the sense of self in the individual. Though strictly speaking no diasporic subject, the forceful dislocation the central character experiences in the novel is drawn as a force that completely destroys his sense of self and sends him on a lifelong quest for identity. This search is embodied by the figure of the English detective, whose magnifying glass is the symbolic epitome of his search – a search that completely segregates him from society and leads to an empty self, devoid of identity. This emptiness is shown to have severe consequences for the character’s intersubjective relations and it becomes clear that the traumatized has no possibility of becoming rooted again.
 
The diasporic discourse is largely shaped by questions of identity and belonging, the idea of a home, the disruption of the sense of self and general psychological ramifications for the diasporic subject. These psychological ramifications that can be caused by the forceful dislocation of the individual and shape their experience of being in the world are emphasized by Vijay Mishra: 


 Traumatic moments heighten the sense of mourning occasioned by a prior ‘death’ of the homeland which in a sense is part of the entity, the dasein, of the subject. There is no immediate cure for the condition because the loss remains abstract; it is not compensated for by happiness in the new nation-state and is therefore internalized as the emptiness of the ego itself.390

 
This emptiness and the experienced trauma caused by the loss of the homeland necessarily evoke the question of what is home, since the emptiness described by Mishra does not simply result from the physical removal from a location. As Avtar Brah has shown, there are two sides to the question of what home is. The first usually relates to the idea of a country and/or nation as a home, but the second one is the question of home “as the site of everyday lived experience”391 which implies an inextricable link to other people: “It is a discourse of locality, the place where feelings of rootedness ensue from the mundane and the unexpected daily practice. Home here connotes our networks of family, kin, friends, 
colleagues and various other ‘significant others’.”392 Thus, the central idea is one of emotional bonds, which provide a sense of ‘embeddedness’ and belonging for the individual, so that there is an interdependence with other people. The origin of this interdependence, however, is even more deeply rooted than in social bonds. From infancy onwards, as Appiah points out, “it is in dialogue with other people’s understanding of who I am that I develop a conception of my own identity. We come into the world […] capable of human individuality but only if we have the chance to develop it in interaction with others.”393 This interaction is crucial, for individuals perceive their ‘significant others’ as mirrors that mirror back to them a sense of self, which is why, according to Appiah, this interdependence must be acknowledged: 


 To value individuality properly just is to acknowledge the dependence of the good for each of us on relationships with others. Without these bonds, as I say, we could not come to be free selves, not least because we could not come to be selves at all. Throughout our lives part of the material that we are responding to in shaping our selves is not within us but outside us, out there in the social world.394

 
At the same time, the interdependence is inextricably linked to a sense of responsibility in the act of mirroring back. For, if the sense of identity of the self is crucially formed by the perception of others, a positive sense of self can only be achieved through a positive mirror of recognition. If people understand who they are through the perception of recognition by others, any proposed lack of recognition can therefore have severe consequences for this sense of identity, as Charles Taylor has emphasized in his theory of the politics of recognition: 


The demand for recognition […] is given urgency by the supposed links between recognition and identity, where the latter term designates something like a person’s understanding of who they are, of their fundamental defining characteristics as a human being. The thesis is that our identity is partly shaped by recognition or its absence, often by the misrecognition of others, and so a person or group of people can suffer real damage, real distortion, if the people or society around them mirror back to them a confining or demeaning or contemptible picture of themselves.395

 
Both Appiah and Taylor thus use Lacan’s psychoanalytical concept of the mirror stage as crucial in the formation of the self in order to emphasize the interdependence 
between human beings for their own sense of who they are. At the same time, both acknowledge that this interdependence is created not only through the fact that ‘society’ in the widest sense has this mirror function, but also relies on the basis of language as the constitutive element. As Taylor points out, the “crucial feature of human life is its fundamentally dialogical character”396 and thus it is language that builds the very grounds for forming this proposed sense of identity: “Dialogue shapes the identity I develop as I grow up, but the very material out of which I form it is provided, in part, by my society, by what Taylor calls its language in ‘a broad sense’.”397
 
This emphasis on language, however, is not only crucial in the sense that human beings are dialogically constituted, but also because their sense of identity is inextricably linked with the idea of a life’s story. Human beings figure out who they are by conceiving of their lives as a kind of narrative, a narrative which supports the idea of a coherent diachronic self that is constituted through its own story: “For modern people, the narrative form entails seeing one’s life as having a certain arc, as making sense through a life story that expresses who one is through one’s own project of self-making.”398 The act of narration becomes a crucial means of establishing a sense of who one is, so that according to Iain Chambers, “our sense of our selves is also a labour of the imagination, a fiction, a particular story that makes sense.”399 Thus, in the context of distorted images of identity and experiences of loss and dislocation, narrative can become a healing element, which can serve as a means to impose “an imaginary coherence on the experience of dispersal and fragmentation,”400 according to Stuart Hall. However, this does not guarantee that a sense of identity can always be provided by narrative. As “we reveal each other to ourselves,”401 it might be impossible to reveal a coherent sense of self. An identity might be so distorted that it cannot constitute a narrative whole.
 
Such is the case in Kazuo Ishiguro’s novel When We Were Orphans (2000), which tells the story of a dislocated and traumatized subject who is denied a sense of identity due to his lack of roots. This lack deprives him of a clear 
sense of identity and simultaneously, his missing sense of identity prevents the establishment of new, substitute bonds that could integrate him in human society. In the attempt to come to terms with the past and thereby find out who he really is, Ishiguro’s protagonist Christopher Banks paradoxically reveals unwittingly that even narrative cannot constitute a coherence of his self. In the following, I argue that the novel’s most central motif is that of the search, which corresponds to the prevalence the same motif has in diasporic discourses, and that this motif is symbolized through the magnifying glass Ishiguro’s main character uses under the guise of the role of the detective in order to solve the actual mystery, which is the question of his identity.
 
Having grown up as a boy of English nationality in the International Settlement in Shanghai at the beginning of the twentieth century, Christopher Banks is forcefully removed from there when both his parents are allegedly abducted and he is sent to England into the charge of an aunt he has never met before. The novel leaves no doubt that Banks considers Shanghai his home and that the displacement to England as a proposed home clearly has a traumatic effect on him: 


 It was this last remark, this notion that I was going ‘home’, which caused my emotions to get the better of me for – I am certain of this – the first and last time on that voyage. Even then, my tears were more of anger than sorrow. For I had deeply resented the colonel’s words. As I saw it, I was bound for a strange land where I did not know a soul, while the city steadily receding before me contained all I knew.402

 
The obvious juxtaposition of England and Shanghai, the boy’s forceful removal and the longing to return that characterizes the novel have led critics to regard it as a typical example of a diasporic novel. For instance, Brian Finney argues: “Banks is a transnational torn between two countries and cultures. [… He] is simultaneously exiled from the safety of his childhood and from the city of his birth. What he discovers in the course of the novel is the fact that he cannot go back.”403 Similarly, Chu-chueh Cheng claims that Ishiguro “depicts Diaspora as a tragedy more communal than individual,”404 which is of course one of the key concepts in diaspora theory: a community that forms itself in a host country as a more or less segregated group. At the same time, the novel’s title and the frequent occurrence of orphans throughout the novel (Banks, Sarah, and Jennifer, 
to name only those of central concern) has invited readings that focus on the metaphorical ramifications of orphanhood. Thus Brian Finney observes that in the novel “to be orphaned, to be deprived of parental security, becomes a trope for transnational identity, for being exiled from one’s fatherland or motherland.”405 Similarly, Christopher Ringrose considers Ishiguro’s protagonist as “a perpetual exile and orphan who has no home except childhood memories.” 406
 
While none of these readings can be refuted per se, and Christopher Banks is characterized as experiencing the classic “sense of uprootedness, disconnection, loss and estrangement,”407 in Cohen’s sense, the true focus of the novel is on the wider effects such a dislocation has on the subject’s psyche. This is inextricably linked to the narrative style of the novel, which is usually perceived as moving from realism to surrealism towards its ending. Banks is considered an unreliable narrator, expressing insecurities in his narrative such as “I do not remember now…” (O, 69), which Elke D’Hoker calls “Banks’ slightly distorted view of himself and his past.”408 It is his view of the former, “himself,” which is crucial, as I will show in the following.
 
Upon his arrival in England, which is the immediate consequence of the loss of his parents, Christopher Banks – in a fashion that very much resembles the poetic genre of the dramatic monologue – unintentionally reveals to the reader that he feels entirely lost and out of place. An early recollection of his, which is deliberately placed at the very beginning of the novel, makes clear how readers are to evaluate the information he provides about his own sense of self. This episode, which centers on a chance encounter with a former classmate, reveals the incongruence of Banks’s memories with others’, so that the reader learns from the beginning to listen to what other characters say about Banks and adjust what he actually says about himself, which demonstrates that the placement of the episode at the very beginning is no coincidence. As Osbourne invites Banks to a society event, he remembers two crucial characteristics about the protagonist the latter continuously tries to deny: 
 


 ‘I thought of you because I was remembering. I was remembering how you always used to quiz me about my being “well connected”. Oh, come on! Don’t pretend you’ve forgotten! You used to interrogate me mercilessly! “Well connected? Just what does that mean, well connected?” Well, I thought, here’s a chance for old Banks to see “well connected” for himself. ’ Then he shook his head, as though at a memory, saying: ‘My goodness, you were such an odd bird at school.’ (O, 5)

 
Both Banks’s ‘obsession’ with being connected and his appearance as an oddity sum up the essence of the character, whose utmost concern is his search for who he is, despite the fact that he tries to deny this: “it has always been a puzzle to me that Osbourne should have said such a thing of me that morning, since my own memory is that I blended perfectly into English school life” (O, 7). Significant as it is in itself, the episode is nevertheless closely followed by another dialogue of a very similar structure, as Banks, again seemingly by coincidence, meets the Colonel who accompanied the boy on his journey from Shanghai to England. Again, the two accounts of Banks’s behavior and general being differ vastly: 


[A]s he continued with these reminiscences, I found myself becoming somewhat irritated. For gradually, from behind his cheerful anecdotes, there was emerging a picture of myself on that voyage to which I took exception. His repeated insinuation was that I had gone about the ship withdrawn and moody, liable to burst into tears at the slightest thing. No doubt the colonel had an investment in giving himself the role of an heroic guardian, and after all this time, I saw it was as pointless as it was unkind to contradict him. But as I say, I began to grow steadily more irritated. For according to my own, quite clear memory, I adapted very ably to the changed realities of my circumstances. I remember very well that, far from being miserable on that voyage, I was positively excited about life aboard the ship, as well as by the prospect of the future that lay before me. (O, 27)

 
Three different aspects lend this passage its crucial significance for a general reading of the novel. First, Ishiguro clearly directs the reader’s attention to the fact that whenever this narrator proclaims to remember something “clearly” or “very well,” one must assume that these are instances in which he lies to himself in order to gloss over his true feelings and construct an “imaginary coherence”409 in order to come to terms with the past. Second, his description of the colonel’s narrative, which gradually reveals a picture he takes great offence at, must be considered to be an ironic self-reference of the novel, since it is in fact a description of Banks’s own narrative, which gradually reveals the truth about him – a truth which stands in great contrast to his cheerful narration. And third, Banks’s statement that he had been looking forward to his future is equally ironic, because 
the novel reveals that he is never given a future as a human being, which will become clear in the following.
 
The third episode of the kind appears much later in the novel when the clarity of the incongruence between what Banks believes about himself and what others see has increased exponentially. Having spent an evening with another former classmate, Morgan, Banks is confronted with the former’s recollection of his existence at school as a “miserable loner,” who always felt “left out of things,” which is a confrontation that once again causes great irritation in the narrator: 


 I could remember well enough Anthony Morgan’s being something of a ‘miserable loner’ at school. […] But his assertion that I had likewise been a ‘miserable loner’, one with whom he might have made a matching pair, was such an astounding one, it took me a little while to realise it was simply a piece of self-delusion on Morgan’s part – in all likelihood something he had invented years ago to make more palatable memories of an unhappy period. (O, 183 – 184)

 
Once again, Banks refuses to accept the truth about other people’s perception of himself and simultaneously gives himself away unintentionally, since he fully acknowledges the practice of self-delusion as a coping mechanism by attributing it to Morgan. In this way, he reveals his method of self-deception as emotional escape, which is so prevalent throughout his whole narration. Banks deliberately forges his narrative in order to avoid the realization that he has always been perceived as an oddity and has also always felt at odds with his surroundings. He tries to impose “an imaginary coherence”410 on his life’s narrative, but this practice ironically reveals his incapability of doing so, as he has to include other characters’ true perceptions. Banks thus must be conceived of as a being that is literally ‘dialogically constituted’ in the sense that we only find out about his true feelings through his dialogues with others, and more often than not, it is clear that it is the others who provide insight for the reader. Thus, we are told about how Banks truly felt when forced to start a new life in England from his account of his childhood friend Akira’s similar experiences in Japan. Growing up in the International Settlement, Akira too has a different country of ‘origin’, where he is placed in school for over half a year, until he returns to Shanghai for no obvious reason. Once again, as Banks explains the rationale for his return, it becomes obvious that we can equate Akira’s experience with Banks’s own: 
 


 From his very first day in Japan, Akira had been thoroughly miserable. Although he never admitted this explicitly, I surmised that he had been mercilessly ostracised for his ‘foreignness’; his manners, his attitudes, his speech, a hundred other things had marked him out as different, and he had been taunted not just by his fellow pupils, but by his teachers and even – he hinted at this more than once – even by the relatives in whose house he was staying. (O, 89)

 
The parallels are striking. Being of Japanese descent and having been sent ‘home’, Akira is mirrored back a thoroughly degrading picture of himself as being different, an oddity, to the extent that he feels compelled to leave. Not only is Banks equally ‘native’ to the foreign place he is sent to, but he is perceived to be an oddity to the same extent with the only difference that he never acknowledges this, so that Akira’s story becomes his. The character virtually disappears, because he “blends” in with the other characters of the story to the extent that he himself hardly exists anymore, which emphasizes the emptiness of the self and the lack of a true identity both inside and outside the storyworld. This is further underlined by the fact that he for once openly reveals this practice of imitation, assimilation to the extent of disappearance when he recollects his time in England.
 
How at odds with himself and his surroundings the character is throughout the novel becomes clear when one considers again his statement that he “blended in” perfectly at school. The use of the word “blend” here is once again ironic, because it perfectly describes what happens to him: by imitating gestures and the general habitus of his classmates, Banks believes to be fitting in, but what he actually does is disappear: he describes that he “reproduced” mannerisms and “absorbed […] gestures, turns of phrase and exclamations” to the effect that “not a single of my fellows noticed anything odd” (O, 7). First of all, the very fact that this is possible at all emphasizes Banks’s lack of identity, which enables him to adopt any other for lack of his own. Secondly, the practice of mimicry he adopts, per se renders him to be different, “rearticulates presence in terms of its ‘otherness’ ” in Homi Bhabha’s words: 


In mimicry, the representation of identity and meaning is rearticulated along the axis of metonymy. As Lacan reminds us, mimicry is like camouflage, not a harmonization of repression of difference, but a form of resemblance, that differs from or defends presence by displaying it in part, metonymically. Its threat, I would add, comes from the prodigious and strategic production of conflictual, fantastic, discriminatory ‘identity effects’ in the play of a power that is elusive because it hides no essence, no ‘itself ’.411

 
 
 As Pascal Zinck has pointed out, in When We Were Orphans the “fear of loss, instability and schizophrenia” prevails, while mimicry “provides a camouflage, an alluring protection under the armour of a borrowed self.”412 In this context, which emphasizes that the dispersal of the protagonist has caused him to lose his sense of self, which is irretrievable through a lack of recognition from his peers and a constant exclusion from society, the diegetic camouflage of his chosen profession as a typically English detective reveals its true significance.
 
It has been argued that Ishiguro’s choice of making his protagonist an English detective is ultimately motivated by the attempt to create a pastiche of the English detective novel. As Gordon Spark points out, the novel “appears to be a conventional detective novel, a gentle homage to the English Golden-Age Detective genre of the 1930’s,” and Christopher Banks himself “appears to be the classic detective figure of that period, solving baffling cases with a flash of his magnifying glass and a twist of his brilliant mind.”413 Equally considering When We Were Orphans a pastiche in the Jamesonian sense, i. e., a “blank parody, parody that has lost its sense of humor,”414 Tobias Döring has tried to show that the crucial function of the novel is to “reconsider the anatomy of the English detective” and thereby to address questions such as “how does the conventional figure fare in postcolonial writing? Whose authority can vouch for justice and restore a sense of order? What narratives can be constructed here to address, or to redress, the trauma of a violent past?”415 Thus the novel is seen as embodying the spirit of the postcolonial practice of rewriting by choosing as foil a very ‘English’ genre, aligning the central character with the prototype of the English detective, and setting the plot at the so-called Golden Age of the genre in the 1930s in order to thoroughly subvert this English genre and give it new meaning. As Chu-chueh Cheng argues, the “parallel between Banks and Holmes is unmistakable”: 
 


On his fourteenth birthday, Banks receives a magnifying glass, one of Holmes’ most recognizable paraphernalia. With this gift, Banks investigates various cases when he becomes a detective. Holmes, as an imaginary sleuth, is a heroic figure whom Banks admires and whose manners he consciously emulates.416

 
Through adopting this role model and attempting to emulate it, Döring argues, Banks finds his way into the English culture nevertheless, because it is “his professional work as a detective that eventually gives him a local habitation and a name in English culture,”417 so that the gift of the magnifying glass he receives has the function of an “initiation into Englishness.”418 Moreover, this proclaimed initiation is seen as lending Banks a new identity, substituting his lacking “connections” and providing him with a sense of who he is, according to Alyn Webley: “[The] literary references […] underline the imaginative process by which Banks constructs his identity. He models himself on the fictional detective, just as he observes and copies carefully the manners of his school friends […]. ”419 At the same time, most scholars acknowledge that this construction is a mere farce and Banks a fraud. Hélène Machinal calls his role a “performance” and the character an “actor,”420 while Chu-chueh Cheng describes him as “a representation of a representation, a replica of no real origin.”421
 
Most critics, however, are so blinded by the fact that there seem to be intended parallels between the two imaginary characters, Holmes and Banks, that they overlook three things: Banks never comes up with detection as something that could matter to him – Akira does.422 Secondly, not once, in the entire novel, does he align himself with his alleged literary model; in fact, there is only a single reference, made by one of his classmates, which simultaneously signifies his status as an outsider, as they are talking about him behind his back and all he hears is the degrading statement: “But surely he’s rather too short to be a Sherlock” (O, 10). And thirdly, the novel is anything but a detective novel: there is no 
murder, there are no suspects, there is no gradual revelation of the truth by the detective himself and most importantly, this particular detective is certainly not a brilliant mind, since he does not actually find anything out by himself.423 Gordon Spark’s attestation that Christopher Banks himself “appears to be the classic detective figure of that period, solving baffling cases with a flash of his magnifying glass and a twist of his brilliant mind,”424 is quite ironic in view of the fact that the character is portrayed as utterly helpless throughout the novel and is left in the dark about his parents’ actual whereabouts until the very end of the novel. Paul Vlitos has argued that When We Were Orphans “does work as a sort of detective story, offering a satisfactory resolution to its mystery,” but still emphasizes that “Banks doesn’t solve it himself,”425 and in this seemingly minor detail lies the clue to the novel and the reason for Ishiguro’s choice of the detective figure.
 
Over the course of the novel, the main character is constantly and continuously driven by the desire to solve the mystery around both his parents’ sudden disappearance, and within the storyworld, it is this desire that lets him choose the profession of the detective in order to dedicate his whole life to this search. Irony of ironies, though, he comes to realize that there has never been a crime in the way he has imagined, since his father simply left the family to live with another woman and his mother was shortly afterwards ‘sold’ to a Chinese warlord by the close family friend ‘Uncle’ Philip. The actual problem though is that Banks never finds this out for himself, and the revelation of the truth, which would be his conventional task at the end of the novel in a long intricate narrative, is taken from him by the confrontation with this ‘Uncle’ Philip, who tells the story himself. The catharsis the novel has seemingly been building up to is never achieved and Banks is thrown back on his actual problem: he could not have solved the mystery, because the actual mystery is that of who he is. What seems to be a search for his parents is in fact a search for himself, which is never concluded satisfactorily. As the plotline of searching intensifies in his somewhat surreal quest taking place in an almost completely destroyed Shanghai, he believes against all odds to have run into his childhood friend Akira when he encounters a wounded Japanese soldier. Obviously trying to save his life, the soldier plays along until they are both captured by Chinese soldiers; Banks is delivered to the British consulate and has one rare moment of true insight. When the colonel asks him whether he had believed to have met the soldier before, he answers: “I 
thought I had. I thought he was a friend of mine from my childhood. But now, I am not so certain. I’m beginning to see now, many things aren’t as I supposed” (O, 277). As Banks realizes that he has failed, the reader comes to truly understand why. The choice of the detective figure has less to do with genre conventions and subversions than with the function a detective has by definition: to look at the past. Crime detection is inextricably bound to an understanding of past events, of what truly happened and why, and this is why the figure as such has as much symbolic impact in post-colonial discourse. It is emblematic for vergangenheitsbewältigung, unraveling past traumas and by conceptualizing them, signifying the attempt to come to terms with them. The detective figure is characterized by the inquisitive gaze, which is necessarily directed at the past. Thus not only the direction, but even more importantly the nature of the gaze, which is one of search, inquisitiveness and scrutiny emblematizes the motif of the search for belonging, the search for identity.
 
The fact that this is Christopher Banks’s real quest is emphasized in the novel through the symbol of the magnifying glass. Like any true detective, who searches even for the minutest details, Banks owns a magnifying glass that he carries around with him. It has been argued that this magnifying glass is “a symbol of his status and his ability to impose degree of agency upon the world,”426 or that through the gift, “the expatriate orphan is symbolically adopted into mother country and culture and, as a token of this act, receives the tool by which he is to make his way.”427 In fact, the magnifying glass obviously serves as a symbol of his life-long quest for identity and the intensified gaze at the past and, less obviously, it becomes the symbol of Banks’s oddity, which conflicts with his search for identity. For this reading, the description of the actual gift giving, the moment when he receives this important object, is crucial. On his fourteenth birthday, two friends take him to tea and present the gift as, we learn a little later, a means of mocking him and exposing his oddity: 


 My first reaction to this gift was one of huge excitement. I snatched it up, brushing aside the bundles of wrapping covering the table surface – I suspect in my enthusiasm I caused a few sheets to flutter to the floor – and began immediately to test it on some specks of butter smeared on the tablecloth. I became so absorbed that I was only vaguely aware of my friends’ laughing in that exaggerated way that signifies a joke at one’s expense. By the time I looked up, finally self-conscious, they had both fallen into uncertain silence. (O, 8)

 
 
 In this scene, which seems to have a comic effect on the surface, lies the essence of the novel: the main character, deprived of his roots, of his home in Brah’s second sense, traumatized by the dislocation and forever thrown off course, is obsessed with the search for himself and as he lacks an actual identity becomes such an oddity that he never finds a sense of self and is permanently marginalized. He is excluded from society because he doesn’t know who he is, and this life long search, symbolized in the magnifying glass, functions as a means of segregation. At the same time, his search is inextricably connected with his narrative, because his gaze back at his life is clearly an attempt to construct the narrative coherence that is a constitutive element for one’s sense of self, but at the same time, his uncertainties, his vagueness and delusions, which color his narrative, demonstrate how incoherent this self is. Banks is an unreliable narrator because he cannot remember, because he has no sense of self. The dislocation that has uprooted him and leaves him without a home and the misrecognition by his peers as an oddity has created an empty character who even through narrative cannot construct a coherent self. Thus, ironically, Ishiguro has his central character tell his life story only in order to have him reveal that there is no story, because he has no self. This prevents Banks from ever forming emotional bonds with those around him that could restore the sense of self and thus leaves him with the only option of utter solitude. His magnifying glass does not function as a means to help him find where he belongs, but is symbolic of his exclusion. No matter how thoroughly he scrutinizes the past and constructs a narrative, the reader’s gaze is directed at the magnified image of his oddity.
 
While the ending has sometimes been perceived as somewhat positive or hopeful (Brian Finney speaks of a “tone of muted contentment”428), Banks’s disrupted relation to his foster daughter Jennifer, who as an orphan functions as an alter ego like Akira, prevents him from joining her and her family and makes it clear that he can only ever be alone: “there are those times when a sort of emptiness fills my hours, and I shall continue to give Jennifer’s invitation serious thought” (O, 313). His choice of words here emphasizes that this “thought” will always only remain a thought and will never come into being as an actuality. His search is not over; he is still driven and will continue to be so for the rest of life, because the destruction that he has suffered cannot be redeemed: “There is nothing for it but to try and see through our missions to the end, as best we can, for until we do so, we will be permitted no calm” (O, 313).

 



Holly Morgan
 
Writing Her Own Story: Acculturation,Metatextuality and Symbolizing Queernessin Shamim Sarif’s I Can’t Think Straight
 
 This paper examines the relationship between queer sexualities and diasporic communities in Shamim Sarif’s novel, I Can’t Think Straight (2008). Sarif’s novel features representations of lesbianism in both the Palestinian and Indian diasporas in the UK. Through a consideration of the notions of possibility/impossibility as outlined by Gayatri Gopinath in Impossible Desires, this paper highlights the ways that a queer diasporic identity is rejected even as it is actualized. Sarif’s use of pop-culture icons as indicators of one of the protagonists sexual orientations, as well as her positioning of same-sex relationships against spirituality, works to support notions of female same-sex impossibility, even as a lesbian relationship is brought to the fore and allowed to flourish. By examining Sarif’s use of the heterosexual wedding as the ultimate symbol of community involvement, I further deconstruct the ways that the diaspora community is framed as restrictive, rather than liberating, thereby reinscribing the same hetero-patriarchal nationalist ideals onto the bodies of women that the diaspora is often seen to reject. Furthermore, Sarif’s employment of metatextuality suggests that her protagonist, Leyla, is allowed to write her own narrative, but her subsequent lack of engagement with family and community make it difficult to ascertain to what degree Leyla has been accepted and to what degree she has been forced out of her community, rendering her relationship with Tala impossible if she values her community involvement.429
 
 

 
Arvind Narrain and Gautam Bhan, the editors of Because I Have a Voice: Queer Politics in India, write in their introduction that “[t]o speak of sexuality, and of same-sex love in particular, in India today is simultaneously an act of political 
assertion, of celebration, of defiance and of fear.”430 Since their writing in 2005, non-heterosexual sex in India has been decriminalized (2009) and recriminal-ized (2013), bringing it to the forefront of international news. Since the recent reinstatement of Section 377 of the Indian Penal Code resulting in the recriminal-ization of non-reproductive sex between consenting adults, the status of LGBTQ individuals in India has been brought to the foreground of international news. Section 377 of the Indian Penal Code (1860) was repealed in August 2009 and reinstated on 11 December 2013. Section 377 prohibits sexual acts deemed “against the order of nature,” and renders them punishable by up to ten years in prison.431 As a result, same-sex and queer relationships have become increasingly regulated and some individuals report an increase in incidents of violence, discrimination, and persecution.432 With an enormous number of Non-Resident Indians and Persons of Indian Origin having vested interests in the politics, economy, and cultural capital of India, the relationship between sexuality and diaspora becomes all the more relevant in light of recent events as activists rally both in support of and against Section 377.
 
The narrative of Shamim Sarif ’s novel I Can’t Think Straight (2008) frequently shifts between Amman, Jordan and London, England, and follows the stories of two young women, Leyla and Tala, as they attempt to circumvent their respective parents’ desires to wed them to men in their communities. As such, the characters are not directly affected by the laws and regulations in practice on the Indian subcontinent. However, Leyla is a Muslim of Indian heritage who resides in the London suburb of Surrey with her parents, Maya and Sam, and her sister, Yasmin. The parents demonstrate strong cultural ties to India, and the Indian Muslim community in the London area is constructed as central to their understandings 
of self and belonging, while the two daughters place much less emphasis on the religious and cultural community of their parents. Tala’s family has homes in both Amman and London, and her family travels between the two, with her younger sister also residing in New York. It is later made clear that Tala’s family is of Palestinian origin, but had business interests in Jordan, and relocated there when their life in Palestine became unsafe.433 The family’s status as wealthy business owners is later emphasized and is utilized within the narrative as a further point of contention between Tala, who supports workers’ rights and fair trade, and her parents who are constructed as overtly capitalist and unsympathetic to the plights of others.434 The novel opens in Amman, where Tala and her family are preparing a lavish party to celebrate her fourth engagement while her mother prays that Tala will not embarrass the family again by calling off the fourth wedding her parents have planned for her (CTS, 9 – 10). After the party, Tala, who resides in London, returns there only to find herself in love with Leyla, a British-Indian woman whom she meets through a mutual friend. As the two try to pursue their relationship, they meet resistance from both of their families, although they eventually overcome the resistance and affirm their commitment to one another. Beginning with an analysis of the relationship between queer sexualities and the diasporic subject position, the following paper seeks to highlight the complex relationship between symbol, sexuality, community, and narrative as they apply to the lives of Sarif’s characters, placing greater emphasis on the experiences of Leyla and her family due to the fact that they are given more attention within the novel.
 
In order to thoroughly understand the relationship between sexuality and diaspora as it is constructed in Sarif ’s novel, a brief overview of the current attitudes towards female sexuality in India and its diasporas is required. Suparna Bhaskaran’s Made in India: Decolonizations, Queer Sexualities, Trans/national Projects discusses the discourse surrounding the acceptability of queer female sexuality in India, noting that female-female sex was not directly prohibited under Section 377 of the Indian Penal code but that Section 377 was used to control both heterosexual and queer female sexualities.435 Bhaskaran’s work was written before the law was repealed, but is once again made relevant due to the recent 
re-criminalization of non-reproductive sex. That female same-sex relationships are not outlined in Section 377, and the fact that no women were convicted under Section 377, attests to the unthinkability of queer female sexualities in contemporary India as well as what Bhasakran identifies as the hetero-patriarchal and phallocentric state of the law in India.436 In light of recent legislative changes, an examination of queer identity construction in literatures of the Indian and South Asian diasporas becomes not only relevant but increasingly useful to assess the degree to which culture and sexuality continue to be constructed as in conflict with one another.
 
Scholars of diaspora tend to conceptualize queer diasporas in one of two ways. In the Handbook of Lesbian and Gay Studies, Anne-Marie Fortier suggests that queer diasporas can be studied as either “the creation of queer spaces within ethnically defined diasporas” or “the transnational and multicultural network of connections of queer cultures and ‘communities’.”437 In the context of Sarif’s novel, it makes sense to focus on both of Fortier’s constructions of queer diasporas, as both Leyla and Tala seek places from themselves in their respective diasporic communities, branch out into the broader queer community in London, and then return ‘home’ to try to normalize their relationship within their families and peer groups. For both women, the creation of a queer space within their respective communities is never fully achieved, due in part to the constructions of impossibility superimposed on them by others and the hetero-patriarchal norms that they are expected to uphold. Instead, the young women are pushed to the margins of their familial and social circles, while progressive allies in both settings attempt to eke out a space for them.438
 
Gayatri Gopinath’s Impossible Desires: Queer Diasporas and South Asian Public Cultures posits an impossibility of female same-sex sexuality in South Asia and the diaspora that supports the same notions of unthinkability that Bhaskaran outlines and which are highlighted in Sarif’s novel. Although Gopinath’s work is centered on South Asian diasporas, and therefore not directly linked 
to Tala’s experiences in Sarif ’s novel, the same overarching themes are applicable. Gopinath writes: 


 Because the figure of ‘woman’ as a pure and unsullied sexual being is so central to dominant articulations of nation and diaspora, the radical disruption of ‘home’ that queer diasporic texts enact is particularly apparent in their representation of queer female subjectivity. I use the notion of ‘impossibility’ as a way of signalling the unthinkability of a queer female subject position within various mappings of nation and diaspora.439

 
This impossibility and unthinkability is simultaneously invoked and challenged by Sarif ’s I Can’t Think Straight. In both Leyla and Tala’s families, external cues are used to identify the young women as lesbians, and the queer relationships in the novel are framed as indicative of Westernization and acculturation in their new homelands. Both young women are eventually accepted by their fathers, while their mothers maintain hard feelings until the end, suggesting a further relationship between gender and diasporic community building.
 
Drawing on Gopinath, I posit that this construction of impossibility exists on a spectrum. Within this spectrum of impossibility, Sarif ’s novel falls somewhere near the middle; Leyla and Tala feel safe enough to come out to their immediate friends and family, but their parents are shocked, disappointed, and grossly concerned about what their respective communities will think. In particular, the heterosexual wedding becomes a point of conflict, as both mothers deeply regret not being able to engage in the spectacle of heterosexual marriage and the social capital that they perceive to accompany the wedding of a daughter. I also consider Sarif ’s use the metaphor of writing to signify Leyla’s journey to self-actualization; I Can’t Think Straight ends with the publication of Leyla’s novel and Leyla and Tala both open to their families about their sexualities. Finally, I conclude by considering Sarif’s novel in relation to two other contemporary lesbian coming-out novels by diasporic South Asian woman writers, Shani Mootoo and Tanuja Desai Hidier. When read together, the three novels highlight the potentiality and limitations of reading queer Indian fictions through the framework of possibility /impossibility.440
 
By examining the symbols used to denote queer female sexualities in Sarif ’s novel, I analyze the relationship between diasporic subjectivity and female same-sex desire. Although largely ignored by scholars, Sarif’s novel and the film of the same name have received positive attention from LGBTQ and lesbian 
cultural and activist organizations, but relatively mixed reviews from non-LGBTQ focused media outlets. The two stories are largely true to each other, with an identical plot line and very similar dialogues, and many reviews of the film also consider or reference the novel. Unlike many adaptations, Sarif’s work does not follow the typical schedule of novel-screenplay-film production, which makes reviews of the film not only relevant but also heavily imbibed with references to the novel and the writing process. Rather than a strict novel-cum-film trajectory, some elements of the novel are borrowed from the screenplay, and the novel and film versions of the text were released in the same year, which explains the almost identical nature of Sarif ’s two works, a quality not always found in adaptations between mediums (CTS, 4, acknowledgements).
 
Whereas Jeanette Catsoulis of The New York Times called the film “another weightless confection” and “an alternative-lifestyles campaign for Maybelline,”441 and the highest praise that indiewire.com reviewer Chris Wisniewski gives the film is that it is, “at the very least, mostly inoffensive,”442 other reviewers were more positive. Rachael Scott’s overview of Sarif’s work in the Guardian article “Having a Gay Old Time” effectively brings to the fore many of the issues that the text raises, and highlights the fact that I Can’t Think Straight was not Sarif ’s first work dealing with inter-cultural same-sex love.443 Scott emphasizes the fact that Sarif released two films on the same day, situated within an unlikely genre (“cross-cultural, lesbian, romantic dramas”), and therefore calls their simultaneous release “extraordinary,”444 and her review very obviously acknowledges the politics involved in producing films of such a nature and attempting to market them to a mass audience.
 
Despite the novel’s romantic and simple plot line, Sarif ’s text contains two very interesting manifestations of the relationship between queer identities and diasporic belonging. I Can’t Think Straight presents readers with a lesbian coming-out narrative in two distinct cultural contexts: Muslim British Indians and 
Christian Palestinians. Both Leyla’s and Tala’s parents react negatively when their daughters disclose their sexuality and their decisions to pursue same-sex relationships. However, the diaspora communities to which the families belong and their statuses within them are central to their reactions and shape how they process and react to their daughters’ disclosures. The parents of both women are not concerned about their daughters’ actions, but rather about what people will think of their daughters’ actions. This focus on community, in turn, warrants an examination of the relationship between sexuality and diaspora, and an examination of the constructions of impossibility. Through the use of Western cultural symbols to denote sexuality, Shamim Sarif simultaneously breaks down and reaffirms the relationship between sexuality and acculturation, rendering the novel a highly significant avenue to further potentiate a queer diasporic framework, as ‘diasporic community’ is framed as the antithesis of openly queer identities.
 
Symbols and Secrets: The Coming-Out Processes
 
 Both Leyla and Tala hide their sexual orientation from their families at the beginning of their relationship, but come out to their parents near the end of the novel. Significantly, both of the young women are suspected by their siblings to be lesbian because of their employment of external signifiers of their sexuality. Moreover, these cues function not only as signs of queerness, but also as signs of acculturation and adaptation: the protagonists’ moves towards same-sex sexualities are simultaneously paired with movements away from the cultural and religious affiliations of the parents. At the same time, parents cite fear of community reproach, rather than their own feelings of homophobia, as their reason for disagreeing with their daughters’ sexual orientations..
 
In many ways, Leyla’s family in Surrey is constructed to be much more accepting of her sexuality than Tala’s family is, though her mother’s initial reaction is anger and disgust. Her sister, Yasmin, is the first to recognize that Leyla is a lesbian, through a recognition of external cues. When Yasmin discovers that Leyla has lied to their parents about going on a date to spend time with Tala, who she says is just a friend, Yasmin “recalled that Leyla had been playing the new kd lang CD almost non-stop recently” (CTS, 65), and immediately decides that her sister must be a lesbian. Shortly thereafter, she becomes “sure she’d seen a DVD of ‘The L Word’ lying around” (CTS, 66).445 Although Yasmin’s 
recollections are neither proven nor disproven, the invocation of queer icons from Canada and the United States, respectively, works to distance Leyla’s sexuality from the British-South Asian community in which she resides. In some ways, this invocation of North American cultural references mirrors what Bhaskaran identifies in her work: “the official homophobic nationalist response [to queer sexualities in India] is that homosexuality is a western/white disease/phenomenon and therefore does not exist in India.”446 Sarif takes it one step further by removing it from the British-Indian community as well, homing queer desire (or at least queer performance) in North American popular culture rather than within the community or geographic area in which the family resides. Moreover, these invocations of Leyla’s taste in music and film are unprecedented, as there are no other discussions of the young women’s tastes in music or film within the novel.
 
Leyla’s sister Yasmin reaffirms this association near the end of the novel when she is describing the relationship between Leyla and Tala to Ali. When Yasmin suggests to Ali that they conspire to bring the two women together, he is ignorant as to the reason why. Rather than just explaining to him that Leyla and Tala have a sexual history with each other, Yasmin exasperatedly asks Ali if he has ever seen ‘The L Word’, hoping that he will make a connection between the television serial and his two friends. By relating the relationship between her sister and Tala to the television drama, Yasmin suggests that their sexuality is performed, obvious, and available to be consumed by an audience.
 
At the same time, Leyla ironically challenges the idea that sexuality is externally signified. After her first date with Tala, immediately following her recognition that she is attracted to women, Leyla reflects: 


 She had no idea how one met women that might be open to [a lesbian] union without responding to internet postings, or sifting all one’s acquaintances according to various unreliable stereotypes. And if she did that, it seemed too ridiculous that Ann Framer, her best 
friend in the last year of school, should potentially be classified in the wrong box because she was good at tennis and liked cats. (CTS, 62)

 
 A hierarchy is here created, as Leyla simultaneously condemns internet dating, re-affirms the notion of femme invisibility, objectifies queer women, and re-enforces a dichotomy of right/wrong sexualities. Her use of the phrase “women that” instead of the grammatically correct “women who” objectifies women in the queer community. Furthermore, although she refers to the stereotypes of queer women as being unreliable, she comes to this realization only a day after she has competed in a tennis match with Tala, thereby fulfilling the same stereotype which she seeks to disband. Finally, no other mention of Ann Framer is made, which forces readers into the same uncomfortable space of compulsory heteronormativity and a dichotomy of sexual orientations that the novel seeks to dispel, through the idea that classifying her as a lesbian would be putting her in the ‘wrong box’.
 
Leyla’s coming out to her parents about her sexuality is also juxtaposed against her sister Yasmin’s confession that she wants to go backpacking in India. Although the two confessions are, on the surface, vastly different and occur at different points within the text, Leyla’s mother Maya sees them as equally distressing due to the ways that they will affect her status in the community, as well the ways in which both are foreign to her and differ from what she knows (CTS, 167). Leyla and Yasmin are set up as both allies and competitors as they work towards liberating the minds of their parents. After a seemingly innocuous reference to making a Greek salad, Maya laments to her children that they “are so worried about other cultures. London! Greece! What about your own heritage? Did you ever think about that? India has one of the richest cultures in the world!” (CTS, 50). This statement serves to reinforce her strong ties to India and the Indian community, as well as her relatively weak ties to London, as she obviously situates herself as outside of British culture rather than contributing to either British culture or a hybridized British-Indian subculture. Gopinath argues that “[v]iewing the (home) nation through the analytical frame of diaspora allows for a reconsideration of the traditionally hierarchical relation between nation and diaspora, where the former is seen as merely an impoverished imitation of an originary national culture,”447 and it is this impoverished (cultural) view of England and the diaspora that Maya employs. During this conversation Yasmin, Leyla’s sister, announces that she wants to spend six months backpacking in India. Maya “knew that backpacking could lead to three things – hitch-hiking, 
rape and murder, in that order. The issue of hygiene was also foremost in her mind, but she supposed that if you were headed for a bloody death, then clean underwear was perhaps the least of your problems” (CTS, 50), emphasizing both the class status of the family, and their complicated relationship with their originary homeland, as well as Yasmin’s shift away from constructing India as a ‘home’ site of family reunion and visitation and towards a more removed construction of India as a ‘backpacker’s paradise.’
 
Sarif thus creates an inherent paradox in her work. Leyla’s taste in music and television function as symbols to her sister that she is a lesbian (or, at the very least, interested in queer women/culture), while she denies the possibility of performative aspects of sexuality, asserting that sexuality is not performed and is therefore unidentifiable. A few days after Leyla comes out, her sister confronts their mother in the kitchen, and attempts to ‘break the ice’ regarding her sexual orientation. This leads to their mother’s reflection about her children’s cultural and physical shifts aways from her: “she could not imagine what would be left for her when Leyla was in lesbian bars picking up girls, and Yasmin was, God forbid, backpacking somewhere on the subcontinent” (CTS, 167). By positioning the futures of both of her daughters side by side in the text, and by framing both as equally concerning for Maya, a parallel is drawn between the two daughters and their negation of cultural and familial duties. Just as Leyla’s newly disclosed sexual orientation erases the culturally narrated future that Maya is mourning, Yasmin’s desire to go backpacking in India suggest that she does not identify with India the way that her parents do, which adds to Maya’s grief.

 
Community and Religion:The Mosque and the Wedding
 
 After Yasmin’s announcement that she wants to spend six months backpacking in India, and Leyla’s coming out, her mother reflects on the two revelations. Her biggest regret about Leyla, however, is that she can no longer plan a wedding and go through “the preparations and shopping and congratulations and general elevation of status among her peers at the mosque” (CTS, 167). Of course, this ignores the fact that Leyla could still have a wedding, though the question of whether her mother would be comfortable inviting her friends remains unanswered. Moreover, Maya’s lamentations draw attention to the fact that the function of the heterosexual wedding in their community is not to celebrate the love 
between two people but rather for the families to assert and acquire social capital.
 
Maya’s discussions of sexuality and marriage are strongly linked to religion and the role of the mosque and religious communities in her life. Reference is made to the mosque at several points throughout the novel, but never on the basis of piety. Always, the mosque is invoked when one or the other of Leyla’s parents speculates about what others will think about the family, and particularly what they will think about Leyla. It becomes a stand-in for the community at large, and is constructed as the center of social norms and practices. Quite early in the novel, Leyla declines her father’s invitation to join him in prayer in favor of going out with Ali, the well-liked boyfriend who introduces her to Tala. When Leyla tells her father that she prefers to pray when there are fewer people around, he responds, “If you don’t go with everyone else, how will they know you’re a good Muslim?” (CTS, 28), thus valuing the opinions of others over the actual act of worship. Later, when Leyla comes out to her mother, her mother uses this rejection against her: “First you stop coming to mosque, now you are up to your neck in sin!” (CTS, 148). This sparks a heated argument between the two about whether or not being gay is a sin, and ends in Maya storming off when her husband interrupts their argument, solidifying his allegiance with his daughter (CTS, 168). Even Ali acknowledges that Leyla’s coming-out was brave because “not many people in [their] community would be willing to do that” (CTS, 161), again reinforcing the idea that her sexuality goes against community norms, though it is never confirmed that he is also Muslim.448
 
Sara Dervla Shannahan has examined how queer and Muslim identities intersect for women living in Britain, and her observations are useful for understanding the position of both Leyla and her mother as they argue over the religious acceptability of Leyla’s newly confessed lesbianism.449 Shannahan notes that 


recently the existence of non-heterosexual Muslims has received much attention in the global North. This can be seen as a response, in part, to the international activism/s of queer Muslim groups, the emergence of distinct [communities] within (predominantly secular) local queer spaces and the production of overtly queer Muslim media.450

 
 
Shannahan identifies the Quran as a non-homophobic piece of literature, but recognizes the many widely known homophobic interpretations. She further notes, however, that many scholars, such as Scott Kugle, are working to discredit homophobic readings.451 Kugle’s Homosexuality in Islam: Critical Reflection on Gay, Lesbian, and Transgender Muslims is largely based on personal experience and personal interpretations of the Quran, but he also refers to, and confers with, some of the many existent support groups for LGBTQ Muslims, including the Safra Project, which is based in London.452 Among other things, Kugle’s work highlights the intricate diction of Muslim law, which does not prohibit or condemn same-sex relationships or even same-sex marriage. Most importantly, Kugle’s work emphasizes the possibilities for an integration of queer sexualities and Islamic traditions that are ignored in Sarif ’s novel. Kugle’s focus on the support groups which exist in London, the setting of Sarif’s novel, speaks to the presence of the very individuals who Leyla’s mother cannot imagine existing –individuals in same-sex relationships who also practice and participate in Muslim life. Rather than engaging with this possibility, either through acceptance on the part of Leyla’s family or through the introduction of another openly lesbian Muslim character, the text introduces Jennifer, whose only described feature is her blue eyes, to be Leyla’s girlfriend after Tala (CTS, 171). An otherwise flat character, Jennifer becomes significant because she surprises Leyla by casually asking her out on a date in the neutral space of a house party and disrupting Leyla’s assumptions that one must resort to stereotypes or the internet to meet same-sex partners (CTS, 143). Jennifer normalizes lesbian identity within the novel in that she lacks an identified race, religion, or culture, suggesting, rightly, that sexual orientation transcends these categories, but her lack of development within the text means that she does not and cannot provide an example of lesbian possibility in a diasporic context for Leyla or Tala. By ignoring the presence of an LGBTQ Muslim community within the Leyla’s diasporic location, the novel perpetuates the idea that Leyla would not only be the first in her community to be openly lesbian, but allows readers to believe Maya’s assertions that same-sex relationships are a sin according to the Quran. The reaction of Leyla’s mother in I Can’t Think Straight is in line with the commonly held notions of queer sexuality as sinful, but ignores the emergence of recent Quranic scholarship which disagrees with her stance.
 
 
Similar to Kugle’s work, the writing of Shahnaz Khan discusses how Muslim women in Canada negotiate what she identifies as the competing discourses of Orientalism and Islamism.453 Although the Muslim communities in Canada and London are obviously framed by differing discourses of multiculturalism, Khan’s analysis of the experiences of her interviewees sheds light on some of the complex negotiations of religion and sexuality that may take place in a Muslim context. Utilizing Homi K. Bhabha’s work on Third Spaces, Khan outlines the experiences of two women. Khan’s interviewee, Iram, “does not see any contradiction between being a muslim [sic] and being a lesbian. She states that there are no suras (verses) in the Koran that forbid homosexuality, although she admits that the focus and tone of the Koran is clearly heterosexual.”454 Much like Sarif ’s character of Leyla, Khan’s interviewee notes that she did have difficulties gaining acceptance from her family when she first came out, but that they eventually came to terms with the idea.455 In Khan’s article, Iram identifies herself as being in a somewhat “alienating position”456 due to her alliances with feminism and her lesbian identity, but ultimately feels that homosexuality and Islam can be negotiated, a sentiment that is assumed but never asserted within Sarif ’s narrative.
 
Interestingly, Leyla does not directly address issues of sexuality and religion as in conflict with one another; she simply puts her foot down and tells her mother that she does not accept a God who will not accept her (CTS, 148). By refusing to engage with discourses of religion, Sarif maintains the light-hearted nature of her novel, but does little to activate the potential for increased lesbian visibility in Muslim spaces. Instead, the text shies away from these discussions, making an incomplete statement about the compatibility of Muslim faith and same-sex romantic love. Once again, the idea of spiritual incompatibility and therefore impossibility is invoked by Maya, and Leyla, although disagreeing, does not challenge this notion but merely pretends the argument did not happen. At the same time, however, Leyla’s parents invoke the mosque as the center of their diasporic community, and the Muslim faith as a justification for their homophobia. By utilizing the mosque as a symbol of community and religion, and by framing her mother’s main argument against her sexuality around the religious community while at the same time failing to portray the religious community, Sarif’s narrative shirks the opportunity to demonstrate a site of possibility 
and inclusion. Readers are left, instead, wondering about the religious implications of Leyla’s choice for both herself and her parents. The diasporic community, centered around participation at the mosque, is therefore framed as restrictive rather than liberating, its absence confirming its impossibility.
 
The relationship between Tala’s sexuality and the diaspora is constructed in a similar manner, though her family is even less receptive towards her coming-out than Leyla’s family. She is keenly aware of the issues it will cause, and highlights this to Leyla: “[t]his is not a way to live, Leyla […]. It’s not easy. It’s not acceptable […] where I come from[, n]obody lives like this. Not openly” (CTS, 93). Leyla responds with a sigh, “You live in the West now” (CTS, 94), thereby setting up an East/West dichotomy framing the Middle East as backwards and London as forward thinking, which contradicts Leyla’s own hesitancies to come out, and the difficulties she faces afterwards, including her revelation that she lives on “[a] street where no-one was gay. Or at least, no-one said anything about it” (CTS, 158). This conversation with Leyla is the crux that causes Tala to call off her wedding with Hani, crushing the hopes of her mother for the wedding that would allow her to save face in the community. When Tala and her father announce that they are calling off the wedding, Reema is “incandescent with rage that, over the course of two hours, sublimate[s] into hysterical grief at the demise of her own hopes” (CTS, 153). Her reaction is to remove Tala from Jordan because “the idea of sitting through visits from pitying, prying, probing friends was too much for Reema to bear […]. Today was the day of her daughter’s death” (CTS, 154). Although Reema does not kill Tala even figuratively by ignoring her or exiling her, she does remove her temporarily from the community in Jordan, and the two women return to London. It is worth noting, however, that Reema’s idea of punishing Tala – removing her from Jordan – is not much of a punishment at all, as Tala seems to prefer London to Amman, describing the souk as a dump and noting that “there really isn’t much to say about Jordan” (CTS, 34, 172).
 
For both young women, the wedding is framed as site of community engagement. More than the union of two people, the wedding functions as a performative site of piety, wealth, and cultural affiliation. The emphasis on community as a cornerstone of diaspora is well documented by diaspora scholars. Robin Cohen goes so far as to highlight intergroup marriage as a threat to diasporic identities, a concern echoed by Maya and Reema’s apprehensions about their daughters: 


 Other groups may intermarry with locals, adopt or blend with their religions and other social practices (creolize) and thereby slowly disappear as a separable ethnic group. A strong or renewed tie to the past or a block to assimilation in the present and future must exist to 
permit a diasporic consciousness to emerge, while the active fraction of the incipient diasporic must have time to mobilize the group concerned.457

 
 Thus, with their heavy emphasis on facilitating suitable in-group marriages for their daughters, Reema and Maya represent the incipient diasporic, mobilizing their daughters towards community preservation. That it is the mothers, and not the fathers, resisting their daughter’s sexuality and engagements outside of the community reflects Gopinath’s assertion that “female sexuality under nationalism is a critical site of surveillance, as it is through women’s bodies that the borders and boundaries of communal identities are formed.”458 The element of surveillance and management as a means to control their daughters’ sexualities is strategically invoked by both mothers at many instances throughout the text, with references made frequently to the selection of suitable grooms and the performance of a wedding for the community. The mothers’ generation of women, therefore, functions as the keepers of culture and community integrity, recreating what can be assumed to be a similar environment of control to that which they experienced. Conversely, the fathers remain ignorant to the ways by which their daughters should be governed, and appear to care little about what the community or others think of their families, instead focusing on issues of finance and career development.
 
When Leyla has come out to her family but Tala has not, she argues that “[t] he Middle East is an unforgiving place. And my parents have a strong presence in that world, and it’s a culture that doesn’t change” (CTS, 186 – 187). Of course, this statement suggests that their life in London is merely a recreation or imitation of their life in Jordan, condensing her doubly diasporic locations into one “Middle East” of Palestine, Jordan, and the Arab communities of London. Shortly after this conversation, Tala comes out first to Hani, and then to her parents. Her mother, Reema, 


felt as though a badly-honed axe had just slammed down on her fingers. She couldn’t believe Tala had just said it like that. Gay. The very word made Reema shudder. It was so far from the reality of marriage and it was miles away from the sexual act, which in its natural state contained within it the image of strong, wild maleness merging thrillingly with willing female submission. (CTS, 193)

 
Thus, she reduces sexuality only to “the sexual act” of penetrative penile-vaginal sex, ignoring all other factors and avenues of intimacy undertaken by both heterosexual 
and queer couples. In the final pages of the novel, Hani joins Reema for lunch in Jordan as a way “for Amman society to see that he bore no hard feelings towards Tala’s family for what had happened” (CTS, 203), thereby elevating community perceptions of their relationship once again above all else.
 
Maya and Reema, as mothers, seek to gain social capital by marrying their daughters to desirable men. Both women are equally devastated when they learn that their respective daughters will not participate in the spectacle of heterosexual marriage. For both families, the wedding provides an imagined avenue for the parents to showcase their wealth and receive increased positive attention, and the daughters’ coming out effectively shatters that dream. In the case of Leyla and Maya, that dream is centered around the mosque as a community space, whereas the imagined spectacle of the wedding in Tala’s family is utilized as a way for Reema to maintain her ties to Jordan. For both daughters, the rejection of heterosexual marriage is framed as a shift away from their ‘Eastern’ communities of origin towards a more ‘Westernized’ identity. Despite their diasporic locations, the diaspora communities in which they reside are still constructed as restrictive and bound by ‘old’ traditions while London and ‘the West’ are idealized.

 
Re-writing the Grand Narrative: Leyla’s Metatext
 
While the emphasis on community and the wedding as a community event are central to reading I Can’t Think Straight as a diasporic novel, Sarif’s narrative also functions on a meta-textual level; Leyla is an aspiring author. The narrative of Leyla’s writing career becomes a stand-in for her relationship with Tala and her lesbian identity, allowing her to re-write her life in accordance with her own desires, instead of following the grand narrative structure laid out for her by her parents, which would culminate in heterosexual marriage. When Leyla meets Tala for the first time, her oeuvre of writing consists of only a few short stories, with the conceptualization of a novel in her mind, but not fully actualized, much like her sexual history is made up of only a few short flings but is only recognized when she accepts her own attraction to Tala. As her relationship with Tala becomes central to her existence, she is able to give up her job with her father and focus full-time on completing her novel. Shortly after their relationship ends and it becomes clear to her that Tala will marry Hani, her male fiancé, Leyla is requested to re-join the family business and once again relegate her writing career, and her sexual relationships with women, to the background in lieu of focusing on developing family and community ties. The text’s conclusion, then, of Leyla publishing her book, goes on to suggest that she was, in fact, 
able to write her own story, while the dedication that Tala requests – “To Tala […] [w]ho finally had the courage to come out to her parents” (CTS, 199) – highlights the same, as it precipitates the two reuniting for the happy conclusion of the novel.
 
The idea of the metatext is first invoked when, immediately following Leyla’s coming-out, Tala is described as “lying in the salon, on an antique chaise lounge, like a Victorian heroine from a third-rate novel” (CTS, 149). A comment, perhaps, on the opulence of her lifestyle as well as a tongue-in-cheek reference to the light-heartedness of the novel, this statement is also reflexive of the way that Tala is a key figure in Leyla’s ability to re-write her life as she sees planned, against the hetero-patriarchal grand narrative laid out for her by her family. It further comments on the fact that Leyla is the actor in the story, while Tala is a passive body in her life, despite her feisty and challenging personality and her history of actively ending relationships. Later, after misplacing Leyla’s short stories, Tala refers to the stories as “shameful reminders of her past uncontrolled feelings […]. It hardly mattered, because these stories were all that belonged to her here and now, for she had walked away from the person behind them” (CTS, 162– 163). She reduces her relationship with Leyla to a fiction, a story that has passed and cannot be rewritten, while Leyla actively engages in the re-writing process.
 
Coincidentally, it is only after running into Tala that Leyla finishes revising her book, and its relationship to Tala is not lost on her: “The idea of the book thrilled her but she came to realize that the low hum of excitement that quivered constantly in her body was somehow more related to Tala, to having seen her and felt the touch of her hand on her arm” (CTS, 179). Thus, it is no surprise that as the novel is released for the public to read and accept or reject, so too is Leyla and Tala’s relationship made public and available to be either accepted or rejected as an intercultural same-sex pairing. The release of the book is a symbolic coming-out for Leyla as an author and Leyla and Tala as a couple, reminiscent of the act of coming out as queer signified by the image of the closet as conceptualized by Eve Kosofsky Sedgwick. In her canonical work, The Epistemology of the Closet, Sedgwick notes that “the image of coming out regularly interfaces the image of the closet, and its seemingly unambivalent public siting can be counterposed as salvational epistemological certainty against the very equivocal privacy afforded by the closet.”459 Sarif ’s counter-positioning of Leyla’s debut as an author and her subsequent openness about her sexuality and relationship 
with Tala suggests that, despite cultural and familial pressures to hide who she is, Leyla is able to write her own narrative, suggesting a hopeful future for other members of her community.

 
Situating Sarif: A Spectrum of Possibility
 
In and of itself, then, Sarif’s text has an optimistic ending and suggests that queer self-actualization is possible within both the Indian and Palestinian diasporas in Britain. However, the consistent framing of community as a site of resistance, and the constant juxtaposing of both tradition and religion against sexuality also suggests that lesbianism in a Muslim British Indian community is still something remarkable, beyond the scope of imagination, and therefore impossible. Sarif ’s text lies somewhere in the middle of a broader scope of texts by diasporic South Asian authors featuring female characters in same-sex relationships. On one end of the spectrum is a text like Shani Mootoo’s Valmiki’s Daughter which, although celebrated for bringing queer identities to the fore in an Indo-Caribbean context, still features largely impossible queer relationships, and at the other end is a text like Tanuja Desai Hidier’s Born Confused.460
 
Central to Mootoo’s narrative are two queer couples: Saul and Valmiki, and Viveka and Anick.461 Both of these couples are also interracial and intercultural; Hindu Indo-Caribbean father Valmiki and daughter Viveka are, respectively, in relationships with Saul, an Afro-Caribbean man, and Anick, a white woman from France. By the end of the novel, all four of these characters end up in heterosexual marriages, with their sexuality closeted to the community at large and 
known only to a few close friends and family members. The novel’s only openly gay character, Merle Bedi, is a homeless woman who works as a prostitute to support her alcoholism. Her sorry position is directly linked within the text to her queer identity: Merle confessed her love for a female teacher to her parents and was cast out of the family home as a result. Viveka openly wonders if she would face the same fate if she were to come out.462 Due to the vastly different cultural contexts, a direct comparison between Sarif’s and Mootoo’s work will not be undertaken here, but Valmiki’s Daughter is invoked to highlight the broad range of approaches to queer female identities in the various manifestations of the Indian diaspora.
 
In contrast to Mootoo’s text is Tanuja Desai Hidier’s Born Confused. Although the narrative is more broadly focused on the coming-of-age of a teenage girl of Indian heritage in a middle-class American context, themes of same-sex sexuality and transgendered identities also emerge. Hidier’s protagonist, Dimple, visits her cousin, Kavita, in New York and attends South Asian cultural and activist events at her university. Dimple is shocked to find that Kavita is in a relationship with a woman, but more importantly, the most intimate scene in the text between Kavita and her partner is when Dimple glimpses them through a crack in their bedroom door, intimately intertwined applying henna to each other’s naked bodies.463 As Kavita’s partner had only, pages before, debated the ethics of the appropriation of Indian fashion by Western women,464 their utilization of henna in their lovemaking symbolically asserts that their sexual orientation and South Asian identities are integrated within them; there is no need to choose between being an active community member or an out lesbian.465 The text also introduces a trans character to the narrative, perhaps to acknowledge the strong and culturally significant role of hijras in some Indian communities. The character of Zara is first introduced as an “Indian goddess” and “the most striking woman [Dimple had] ever seen,” and then later recognized by Dimple as transgendered.466 Zara embraces this part of her identity, allows Dimple to photograph her daily routine application of makeup and accessories, and grants permission for the photographs to be displayed in a gallery, publicly embracing her identity within the context of the South Asian diasporic community.
 
 
 In contrast to Mootoo’s novel, I Can’t Think Straight recognizes that a queer diasporic female subject position is possible. At the same time, however, the relationship does not receive the same degree of acceptance within the community as do the relationships between women in Hidier’s Born Confused. Leyla and Tala actualize their relationship and are ultimately happy together, but the initial tensions within the text posit the Indian and Palestinian diasporas in London as sites of impossibility and queer invisibility. Through her use of symbols of Westernization and acculturation in the hostland as synonymous with queer identities, she further distances Leyla and Tala from their diasporic communities. Likewise, her use of metatextuality suggests that Leyla is writing her own story, but her parent’s initial lack of support for her writing career and pressure towards the family business constructs the diaspora as a place that is stuck in traditional notions of familial obligation. Despite the fact that both young women are able to come out to their parents, their respective communities are not framed as accepting spaces of queer sexualities. The position of the mothers as the keepers of community and culture further reflects the burden placed on women in hetero-patriarchal communities to be simultaneously acculturated and rooted in their communities of origin. Read alongside Gayatri Gopinath’s notions of the impossibility of queer female sexuality in a South Asian diasporic context, Sarif’s novel provides a happy ending amidst complex negotiations of culture and sexuality, granting hope to those who wish to see possibility, and mobilizing the potential queerness in diaspora rather than isolated queer diasporas.

 

 



Marlena Tronicke
 
‘A Bootless Inquisition?’ Searchingfor Imaginary Homelands in The Tempest
 
 So far, postcolonial criticism of Shakespeare’s The Tempest has almost exclusively centered on Prospero and his oppression of the island’s native population. But Prospero as well as Miranda can be discussed from a different angle: partly strangers and partly at home on the island, both characters can be considered as being in a diaspora. The play’s juxtaposition of two alternative home spaces examines the ambivalence of the notion of ‘home’ for Prospero and his daughter. Through the play’s removal from both a clear geographical space and a stable concept of reality, both the island and Milan have to be interpreted as symbolic rather than concrete home spaces because they exceed the mere function as representatives of the diasporic host society and the ancestral homeland respectively. Rather, the interplay between the two constructs a notion of ‘home’ that can never be reached and hence comes to symbolize the concept of the Imaginary Homeland, a place that Prospero and Miranda seek to return to at the end of the play.
 
 

 
Within the Shakespearean canon, The Tempest holds a firm position among the more controversial plays, and it is peculiar in many respects. Everything about this text appears intangible and distinctly otherworldly, as Prospero himself emphasizes: “We are such stuff / As dreams are made on, and our little life / Is rounded with a sleep.”467 Above all, it is the setting that provides a key to the play’s deep-layered symbolism. The entire action takes place on an enchanted island, which in its microcosmic state is much more secluded and confined than any other of Shakespeare’s Green Worlds. More importantly, the island does not merely serve as a backdrop against which the action unfolds, but the very nature of the island and especially the different characters’ relationship with it as a home space are at the heart of the play. The island seems contradictory and elusive, as brilliantly captured by the courtiers’ arrival. They have only just set foot on the shore, and already Adrian and Sebastian’s first impressions of the exotic new surroundings could not be more different: 


 
 
 
 
	ADRIAN: 
	The air breathes upon us here most sweetly.
 
 
	SEBASTIAN: 
	As if it had lungs, and rotten ones.
 
 
	ANTONIO: 
	Or, as ’twere perfumed by a fen.
 
 
	GONZALO: 
	Here is everything advantageous to life.
 
 
	ANTONIO: 
	True, safe means to live.
 
 
	SEBASTIAN: 
	Of that there’s none, or little.
 
 
	GONZALO: 
	How lush and lusty the grass looks! How green!
 
 
	ANTONIO: 
	The ground indeed is tawny. (T, 2.1.49 – 56)

 

 
The Tempest is famously unspecific with respect to both its setting and time frame. Although the kingdoms of Milan and Naples nominally hint at existing places, there is no reason to tie them to the real-life geographical locations, let alone a distinct era. Still, it is commonly agreed that this is a play ‘of the New World.’ For example, Vaughan and Vaughan argue that it “unquestionably has American overtones.”468 Others have found it to dramatize an African or Irish context, and such readings can be justified as well.469 The Tempest has had one of the richest afterlives of all Shakespearean plays,470 and so, for good reasons, it has come to be regarded a text for “all eras, all continents and many ideologies.”471
 
Apart from these examinations of its setting and the ever-present debate about the play’s generic status, The Tempest has received extensive critical attention for its unique character constellations, and here discussions have focused mainly on two aspects: the somewhat futile but nevertheless recurrent question of whether Prospero is the playwright’s alter ego on the one hand, and the (post) colonial implications of Prospero as colonial oppressor of the island’s native inhabitants, Ariel and Caliban,472 on the other hand. This almost exclusive concern with Prospero tends to overshadow most other pertinent questions and can be explained by the fact that, as the editors of the latest Arden edition point out, our attitude towards the protagonist significantly influences the general understanding of the play: 
 


In the eighteenth century, when the magus was perceived as an enlightened and benign philosophe, the play seemed a magical comedy; by the late twentieth century, when Prospero had come to be viewed as a tetchy, if not tyrannical, imperialist, the play itself seemed more problematic.473

 
Certainly, in the latter respect the play answers to a postcolonial reading; it presents “a theatrical microcosm of the imperial paradigm,” as critics have pointed out.474 Here, interpretations vary from “a radically ambivalent text which exemplifies not some timeless contradiction internal to the discourse by which it inexorably undermines or deconstructs its ‘official’ pronouncements, but a moment of historical crisis,” as Paul Brown argues,475 to the assumption that “The Tempest not only displays prejudice but fosters and even ‘enacts’ colonialism by mystifying or justifying Prospero’s power over Caliban.”476
 
Against this fascination with Prospero and Caliban, the character of Miranda has been much overlooked so far. Although the father-daughter relationship is at the center of the play, critics often consider her one of Shakespeare’s most boring heroines: too child-like, naïve and otherworldly to merit closer examination. Among others, Ania Loomba criticizes the “lack of a strong female presence, black or white,”477 and Lorie Jerrell Leininger merely refers to Miranda as “the dependent, innocent, feminine extension of Prospero.”478 The name itself suggests a childlike naivety about her.479 She wonders at and is admired by others, “the top of admiration” (T, 3.1.33), and these are the qualities that she is commonly reduced to. Consequently, the conception of Miranda has largely changed from 
 


 a nineteenth-century tradition that understood [her] merely as a trope for a feminized conception of nature […] to a more recent materialist tradition that conceives of her merely as an unwitting object of exchange in a matrix of colonial and nuptial economies.480

 
Miranda inevitably features in postcolonial discussions of the play, yet almost exclusively with regard to her involvement in Prospero’s colonial venture. Such interpretations equally tend to reduce her to “a cipher, a figure important only for her unwitting role in helping to realize her father’s political aspirations.”481 This perceived one-dimensionality, however, can only be considered a misreading of Miranda’s character. On the contrary, Shakespeare presents her as surprisingly outspoken, assertive, strong-willed and at times even rebellious. Jessica Slights is one of the few critics who support this view, stating that “Miranda’s choices are admittedly few, but she is presented as an imaginative and headstrong young woman who shows no signs of acquiescing unthinkingly to her father’s wishes.”482
 
Taking into account these previous discussions of both Prospero and Miranda, a postcolonial reading of the play can be bolstered by not merely reducing them to representatives of colonization but also by drawing on a diasporic framework.483 This perspective has been entirely neglected by previous criticism, which is surprising considering the prominent position that the discussion of ‘home’ and the search for an ancestral homeland take within the play. In the following, I propose that in their state on the island both characters can be considered as being in a diaspora; Miranda to an even stronger degree than Prospero. It is primarily through her search for a sense of home and belonging that The Tempest dramatizes the feeling of living in between two worlds that is so typical of diaspora. In this context, both the island and Milan have to be interpreted as symbolic rather than concrete home spaces, because their juxtaposition in the play exceeds the mere function as representatives of the diasporic host society 
and the ancestral homeland respectively. Rather, the interplay between these two spaces constructs a notion of home that can never be reached and hence comes to symbolize the concept of the Imaginary Homeland; the home that diasporic subjects so often strive to return to even though it only exists in the mind.
 
Diasporic Subjects?
 
 As regards Prospero’s state on the island, the play gives a clear definition: he is in exile, which he was forced into because the alternative would have been death. However, his and his daughter’s situation can much more adequately be described as being in diaspora, even if they are the only members of their diasporic community. By definition, two people can, of course, not form a diaspora, but with this particular play, such a reading is possible because of the characters’ representational quality. No one character is like any of the others, and so each of them comes to represent something fundamentally different and larger than themselves alone. As Vaughan and Vaughan explain, “The Tempest’s characters […] embody the most basic human relationships: father and daughter, king and subject, the dynamics of freedom and restraint, obedience and rebellion, authority and tyranny.”484 To follow Robin Cohen’s criteria of what defines a diaspora, Miranda and Prospero have been dispersed from their homeland Milan to a foreign region; through Prospero’s memories, they seek to establish a shared memory or myth about their homeland; and furthermore, due to their position as colonizers, they are not fully integrated as part of their new community on the island. Also, the play finally has them prepare for a return to the homeland, and they express a commitment to restoring the homeland to its pre-usurpation stability and prosperity.485
 
By necessity, the island has become at least a temporary home for both Prospero and Miranda, and generally the notion of ‘home’ indicates a feeling of warmth, shelter and ease. As Avtar Brah defines it, home is “the site of everyday lived experience. It is a discourse of locality, the place where feelings of rootedness ensue from the mundane and the unexpected of daily practice […]. This ‘home’ is a place with which we remain intimate even in moments of intense alienation from it.”486 Prospero acknowledges the island as a safe haven, a homely space which he reached “By providence divine” (T, 1.2.159), but on the whole, the 
feeling of alienation Brah mentions prevails. On the one hand, for Prospero the island is a space where he rules in the manner of his former dukedom. He has recreated the authoritarian power structures of Milan by subjecting the island’s native population, and his colonialist regime implies that his deposition from the throne of Milan may not have been altogether unjustified. In that sense, he is more powerful than ever since there are no contestants to the throne and hence his reign on the island is unchallenged. On the other hand, he perceives the island as a space of confinement, referring to it as a “full poor cell” (T, 1.2.20) and “this bare island” (T, epilogue 8). Throughout the play he emphasizes that he does not belong there and everything he does serves as a preparation to return to Milan. Indeed, the entire play is based on the premise of his urge to return, since the storm in the play’s title is Prospero’s weapon to take revenge on his enemies and be reinstated as Duke of Milan. Thus, with him the feeling of home and belonging remains connected to Milan as his ancestral homeland whereas the island becomes a symbol of the foreign.
 
In contrast to her father, Miranda’s situation mirrors that of a second generation diasporic subject, a generation that faces the challenge of growing up in between both worlds. She is 15 years old but followed her father to exile on the island when she was only three; by birth, she is the rightful princess of Milan. This, however, is a past life she only has a faint memory of. She is constantly torn between the sense of ‘difference’ and superiority conveyed to her by her father and the urge to feel at home, since she does not know any other home to identify by. Clearly, the enchanted island is not her original home, and at no point in the play does she explicitly express a feeling of belonging there. Nevertheless, her behavior and characterization, which can best be understood in terms of the hybrid, suggest otherwise. In her diasporic state, she is as much a ‘creature’ of this island as is Caliban. She may have been displaced from her place of origin, but this displacement onto the island has influenced her in the way she has been brought up. Prospero sees this as a benefit when he says “here / Have I, thy schoolmaster, made thee more profit / Than other princes can that have more time / For vainer hours, and tutors not so careful” (T, 1.2.172 –174).487 And the island has shaped her in more respects than offering an education away from courtly life. Consequently, Miranda’s characterization in the play does not coincide with her diasporic state but is its immediate result. As Patricia Hill Collins explains the most basic sense of intersectionality, wherever 
women are concerned “gender, class, race and nation, as separate systems of oppression […] mutually construct one another.”488 With Miranda this becomes especially striking because of her diasporic state; she is ‘other’ on the island in terms of all these intersecting factors. At first glance, this may seem an odd proposal, and it might sound questionable to claim that the white colonizer experiences such a form of oppression; within the play alienation seems to be a more appropriate term. But the discourse of ‘difference’ and ‘in-between-ness’ is a constant companion to Miranda’s character.
 
First, women in this play are an “absent presence,”489 as Stephen Orgel aptly phrases it. Miranda is motherless, and in that sense her situation is similar to Caliban’s, whose mother Sycorax is dead. The third female character mentioned is Ferdinand’s sister Claribel, who has gone lost and is now Queen of Tunis. This leaves Miranda the only woman on the island and in the play. Second, she has never seen another woman in her life; there is only the faint sense of “Had I not / Four or five women once, that tended me?” (T, 1.2.46 – 47),490 which she further stresses by saying, “I do not know / One of my sex, no woman’s face remember – / Save, from my glass, my own” (T, 3.1.48 – 50). Therefore, the conceptual frame of reference for ‘woman’ is virtually non-existent. When it comes to herself as the only representative of this concept, the play offers conflicting constructions of femininity. She has been brought up in a men’s world – even though, strictly speaking, her father is the only ‘real’ man on the island491 – and hence, judging from her words and actions, she appears quite tomboyish. This shows most obviously when, in her courtship with Ferdinand, she takes the upper hand and bluntly asks him: “Do you love me?” (T, 3.1.67). Slights, too, notices Miranda’s adopting the role of the courtly lover, a reversal of conventional gender roles, and she is certainly right in remarking that “indeed, it is Miranda who must teach Ferdinand a thing or two about effective wooing.”492 In addition, Miranda is portrayed as physically strong and thus endowed with a traditionally masculine 
characteristic. When Ferdinand struggles with carrying the logs, she simply steps in and says: “It would become me / As well as it does you; and I should do it / With much more ease, for my good will is to it” (T, 3.1.28-30). Again, this is because she has grown up on the island, where the gender conventions of Milan do not exist. She is so unlike this courtly society that we can only share Shin’s feeling that “Naples may be in for some startling social moments, once she is queen.”493 Nonetheless, this rather progressive impression we get of her stands diametrically opposed to how she is described by the other characters. To all men on the island, she is the epitome of beauty, grace and femininity. Ferdinand praises her in typical Petrarchan discourse as “the top of admiration, worth / What’s dearest to the world,” “So perfect and so peerless,” and “created / Of every nature’s best” (T, 3.1.38 – 39; 47– 48). In a similar vein, her father idolizes her, telling Ferdinand: “Do not smile at me that I boast her off, / For thou shalt find she will outstrip all praise / And make it halt behind her” (T, 4.1.9-11).
 
Moreover, Miranda’s frame of reference as regards gender conventions is not only restricted as far her own role is concerned. The concept of ‘man’ in the sense of ‘potential lover’ is equally inaccessible to her, so her entire courtship with Ferdinand is characterized by comic innocence and naivety. She falls in love with him in an instant, and he appears too good to be true: “What is’t, a spirit? / Lord, how it looks about. Believe me, sir, / It carries a brave form. But ’tis a spirit” (T, 1.2.410-412). Slights poignantly names this scene “a moving and comic portrait of romantic attraction and sexual awakening.”494 Miranda is so overwhelmed by Ferdinand’s sudden presence on the island because “[t]his / Is the third man that e’er I saw, the first / That e’er I sighed for” (T, 1.2.445-447). In a relationship reminiscent of Adam and Eve’s, Ferdinand is the archetypal man in the same way as she to him is the archetypal woman. Her words when she sees the courtiers wandering around the island later are similarly marked by innocent wonder: 


 
 
 
 
	MIRANDA: 
	O wonder!
 How many goodly creatures are there here! 
How beauteous mankind is! O brave new world 
That has such people in’t.
 
 
	PROSPERO: 
	’Tis new to thee. (T, 5.1.182-184)


 
In the first place, her reaction can be accounted for by the fact that the sudden arrival of so many men is simply too much to process. Yet on a different level, 
this passage marks a parody of the colonialist fascination with the exoticism of the new world; only Shakespeare here turns the colonialist perspective upside-down. Miranda, daughter of the colonizer Prospero and a white woman, is surprised by the strangeness of those coming from the outside. But this “brave new world” she talks about is not actually new to her: It is the place she has come from and hence her ancestral homeland. Thus, Miranda constructs herself as ‘different’ in this scene, which suggests a subconscious identification with the island as a home space.
 
Her being the only female is relevant in another aspect, too. The play emphasizes her objectification, specifically with regard to the notion of her chastity as commodity. Leininger’s claim that Miranda “need only be chaste – to exist as a walking emblem of chastity”495 is somewhat strong and again wrongly reduces her to one-dimensionality, but it is true that she performs the classic rite of passage from daughter to wife. Within the realm of the play and its biblical connotations, she must take the position of Eve. As Ferdinand declares, “So rare a wondered father and a wise / Make this place paradise!” (T, 4.1.123 – 124).496 Nonetheless, it is more appropriate to side with Slights, who holds that “[Miranda’s] romance with, and marriage to, Ferdinand is best understood not merely as a political affiliation effected for Prospero’s pleasure, but also as a crucial opportunity for Miranda to derive a sense of herself as an agent in the world.”497
 
Coming back to further intersecting markers of identity, it has to be added that Miranda is not only a stranger on the island in terms of her sex, but also of race and ethnicity, which again problematizes her relationship with the other characters in the play. The play’s dialogue and stage directions do not give a clear account as to skin colors, and they are opaque about specific locations of the island and its inhabitants. However, from Prospero’s much-debated “this thing of darkness I / Acknowledge mine” (T, 5.1.275– 276), it can be assumed that at least Caliban is to be envisaged as ethnically different from Prospero and Miranda. In the case of Prospero, Shakespeare very much follows the ideology of colonialist discourse. The magician constructs his own ‘difference’ as an instrument of power, in terms of both ethnicity and class. But Miranda does not share his straightforward self-identification as a foreigner on the island and so for her, the situation is much more ambivalent.
 

 
Prospero and Miranda’s Imaginary Homeland
 
 During the play’s short time span – a single afternoon which roughly equals the play’s approximate running time of two and a half hours – Miranda matures to a remarkable degree: She comes to terms with who she is, falls in love, and finally becomes the princess of Naples. But this development signifies more than a teenager’s adolescent phase of finding her place in the world. Specifically, it is the complex process of discovering and constructing an identity,498 a process of searching for a sense of belonging in the world for someone who has been displaced. The entire action of The Tempest takes place in one single location, but the island is not the only home space the text has to offer. Instead, there are two diverging constructions of ‘home’ that dominate the play: the island on the one hand and Milan/Naples499 on the other hand. These two alternatives of a geographical home are defined against each other and only work if read side by side. Milan as a possible home space is already implied during the opening scene but becomes firmly established with Miranda’s first appearance on stage. This scene opens with an unusually lengthy dialogue with her father Prospero, which, typically for Shakespeare, primarily serves to convey the immediate antecedents for the audience. More importantly, in this case the information is as new to Miranda as it is to the audience, because Prospero has been deliberately silent about her origin so far: 


 
 
 
 
	PROSPERO: 
	I have done nothing but in care of thee,
 Of thee, my dear one, thee my daughter, who 
Art ignorant of what thou art, naught knowing 
Of whence I am, nor that I am more better 
Than Prospero, master of a full poor cell, 
And thy no greater father.
 
 
	MIRANDA: 
	More to know
 Did never meddle with my thoughts. (T, 1.2.21– 22)


 
 
 It is striking that Prospero ascribes such importance to Miranda’s lack of knowledge about her roots. According to him, she cannot know who she is since she does not know who she has been and where they have come from. In other words, he constructs her present identity by means of the past and hence a different location. Miranda’s final lines, ostensibly not questioning her father’s behavior, lead Loomba to describe her as “the most successful of [Prospero’s] creations”: “She obeys in silence and has been taught not to question why, despite the fact that Prospero has left his story tantalizingly incomplete.”500 But from the following utterance we learn that, contrary to what she said earlier, Miranda has in fact struggled several times to find out more: “You have often / Begun to tell me what I am, but stopped / And left me to a bootless inquisition, / Concluding, ‘Stay, not yet’” (T, 1.2.33-36). From this passage it can be taken that Miranda adopts her father’s strategy of thinking of herself, of “what she is,” in terms of who she has been in the past, of the place she has come from. And still, she has been denied this vital information so far, and as a result all enquiries have remained fruitless. Therefore, she may be ignorant of who she really is, but she knows exactly who she is not: a native of the island. Even now, Prospero does not decide to tell her more because he thinks that it is her right to know, but because the past he so carefully seeks to conceal has literally come to the island in the form of the courtiers who have been cast ashore. And so he continues to reveal the picture to her layer by layer: 


 
 
 
 
	PROSPERO: 
	Canst thou remember
 A time before we came unto this cell? 
I do not think thou canst, for then thou wast not 
Out three years old. […]
 
 
	MIRANDA: 
	’Tis far off,
 And rather like a dream than an assurance 
That my remembrance warrants. Had I not 
Four or five women once, that tended me?
 
 
	PROSPERO: 
	Thou hadst, and more, Miranda. But how is it
 That this lives in thy mind? What seest thou else 
In the dark backward and abysm of time? 
If thou rememb’rest aught ere thou cam’st here, 
How thou cam’st here thou mayst.
 
 
	MIRANDA: 
	But that I do not. (T, 1.2.38-52)


 
In this dialogue, Prospero communicates his own memories of the past and thereby seeks to evoke an image of the ancestral homeland Milan, but importantly, it is only an idealized narrative construction. In “Imaginary Homelands,” his 
key essay on the condition of in-between-ness that is so typical of the diasporic writer, Salman Rushdie explains his striving for an authentic representation of his homeland India, which inevitably has to fail since such a faithful depiction of reality can never exist: 


 It may be that writers in my position, exiles or emigrants or expatriates, are haunted by some sense of loss, some urge to reclaim, to look back, even at the risk of being mutated into pillars of salt. But if we do look back, we must also do so in the knowledge – which gives rise to profound uncertainties – that our physical alienation from India almost inevitably means that we will not be capable of reclaiming precisely the thing that was lost; that we will, in short, create fictions, not actual cities or villages, but invisible ones, imaginary homelands, Indias of the mind.501

 
The above dialogue precisely mirrors the predicament Rushdie describes here. Miranda experiences a feeling of loss, senses that there is a missing piece in the jigsaw puzzle that she has to complete in order to fully discover who she is. Thus, she tries to reclaim the past, but her physical alienation from Milan makes this impossible and so she relies on Prospero’s narrative. As Rushdie further argues, throughout the process of writing about the homeland, any writer is necessarily confronted with “broken mirrors, some of whose fragments have been irretrievably lost.”502 Paradoxically, though, he considers this fragmented sense of memory and reality a positive quality, which is indeed essential to the diasporic writer’s imagination: 


The shards of memory acquired greater status, greater resonance, because they were remains; fragmentation made trivial things seem like symbols, and the mundane acquired numinous qualities […]. The broken glass is not merely a mirror of nostalgia. It is also, I believe, a useful tool with which to work in the present.503

 
For Prospero, the broken glass fragments are exactly that: a mirror of nostalgia. But for Miranda, they cannot be that, as her memories are too faint, more like “a dream than an assurance.” Her broken mirror is not the nostalgic past. Rather, it is the present and the future which she needs in order to find her roots, find out who she is or could be and where she belongs.
 
Although at the beginning of the play it is only present in the form of Prospero’s construction as the imaginary homeland, Milan appears quite real. And 
yet, it is immediately exposed as an idealized fiction. At first, the audience and Miranda experience it solely through the broken mirrors of Prospero’s memories and, apart from his previous power as the Duke of Milan, these memories are not entirely positive. Quite the opposite, Milan is depicted as a place of wealth and glamour, but also corruption, treason, disloyalty and crime. In that sense, Milan and Naples come into existence when, with the courtiers, their physical representatives are cast ashore: Antonio, the usurper, Trinculo and Stephano, idiotic drunkards, and finally Sebastian, who, as a mirror image of Prospero’s backstory, tries to murder his brother Alonso on the islands in order to seize the crown of Naples. The only positive descendant of this place, possibly with the exception of good-hearted Gonzalo, is Ferdinand. It is fitting that in his concept of the imaginary homeland, Rushdie is concerned with diasporic authors, because here it is Prospero who writes the story of Miranda. It is her past and it should be her memories, but they are filtered and narrated by him. Amongst all the magical powers he possesses, it is his Faustus-like command of books and knowledge that is his real strength; his control over narrative and language are vital to his reign over the island with all his inhabitants. Brown quite rightly states that “Prospero’s narrative demands of its subjects that they should accede to his version of the past,”504 and the same holds true for Miranda. No matter how hard she tries to remember, she has to accept Prospero’s version of the past and of home in Milan, even if this can only ever be a fiction and, in Rushdie’s terms, a ‘Milan of the mind’.

 
The Ending: A Return Home?
 
 Recalling Cohen’s conceptualization of the diaspora, diasporic communities have in common that “their ancestral home is idealized and it is thought that, when conditions are favorable, either they, or their descendants should return.”505 In The Tempest, the Myth of Return becomes real, it seems. As soon as the problems have been resolved, it is agreed that all characters except Caliban and Ariel return home, which prioritizes the geographical origin over the diasporic host society. The possibility of staying on the island is not even mentioned once. But why exactly is this a non-issue, especially considering the negative images of Milan and Naples that have been conveyed, as well as Miranda and Ferdinand’s apparent contentment with each other’s company on the island? The answer to 
this question is twofold. Above all, the explanation can be found in the play’s generic structure.506 The action has begun in disharmony and upheaval, so in the end the social order has to be restored. Nonetheless, the conclusion is remarkably open-ended. We are told that the court set sail for Milan and Naples, but this is only narrated by Prospero. It may be argued in favor of technical difficulties of staging such a return, but since the opening storm provided an equal challenge in this respect, this cannot count as a sufficient explanation. Instead, Shakespeare decides to end the play with Prospero’s famous epilogue, conventionally inviting the audiences’ applause: 


 
 
 
 
	PROSPERO: 
	Let me not,
 Since I have my dukedom got 
And pardoned the deceiver, dwell 
In this bare island by your spell; 
But release me from my bands 
With the help of your good hands. 
Gentle breaths of yours my sails must fill 
Or else my project fails, 
Which was to please. (T, epilogue 5 – 13)


 
What is key about these lines is the fact that Prospero explicitly links his fate to the audiences’ approval. He hands over narrative power, his control over events. If they do not let him return to Milan in their imagination, he will never return but instead remain bound to this island forever. Furthermore, his lines are spoken as a monologue ad spectatores because all the others have already left the stage and he only talks about himself. Caliban and Ariel have been set free and the others have begun, it may be suggested, their return home. Yet we never get to witness either their departure or arrival.
 
Connected to this is the question of whether the play-inherent logic allows for a return home. At first glance this may seem an unsatisfying conclusion, but it is the most powerful ending the play could have provided. At large, The Tempest has to be understood as an allegory that investigates the concept of ‘home’ on a myriad of levels. With its focus on Prospero (and Miranda’s) exploitation of the island and its inhabitants, previous criticism has continually emphasized 
that here the play takes a stance which can at best be called ambivalent. Yet through the powerful symbolism that is evoked by the play’s alternative home spaces for Miranda and Prospero, The Tempest also offers a distinctly ambivalent construction of home on the side of the colonizers. Neither the island nor Milan work as a separate entity and thus together they symbolize the state of ‘in-between-ness’ that is so typical of the diasporic subject. I do not suggest a reading that victimizes or redeems the two characters with regard to their colonial venture. Rather, I intend to outline how with a text that is otherwise often considered to support colonialism, Shakespeare simultaneously anticipates a current discourse in diaspora studies. Prospero intends to return to a country which in his memory remains as an idealized version of the place he has been banished from. But he has once known Milan as a real place and thus doubtlessly considers it his ancestral homeland. Unlike him, Miranda experiences a sense of belonging on the island, and yet she, like her father, seeks to return home. However, the place that she thinks of as her ancestral homeland is not only a fiction, but, more importantly, a fiction that is not her own. For her diasporic state of living in between two worlds, this imaginary homeland does not provide a deeper feeling of rootedness than she can find on the island. Hence ultimately, the search for a sense of home and belonging indeed remains a “bootless inquisition” to some extent, albeit in a different way than Miranda thinks. Her unease does not result from Prospero’s withholding vital information about her past but from a struggle to reconcile the present situation of being at home on the island with the image of a home that can never be visited because it only exists as a fiction. From the start, this struggle is deemed fruitless.
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Discourses of Terror in Frenchand Spanish Novels after 9/11
 
 This paper discusses the French and Spanish literary response to the 9/11 attacks in the genre of the novel. Whereas U.S. novelists like Don DeLillo or Jonathan Safran Foer tend to focus on the victims of the attacks, French and Spanish novels explore alternative ways to negotiate the event. These vary from representing 9/11 as part of a wider historical context of conflicts and suffering ranging from the Trojan War to the Hiroshima bombings, the Holocaust and the Spanish Civil War. Also, some novels take up the terrorist’s perspective in order to address the question of guilt. A recurring feature emerges in these novels’ sustained representation of the dichotomy ‘Orient versus Occident’ and of Huntington’s thesis of the clash of civilizations. The novels discussed here thus emerge as rather more Manichean contributions to the existing body of writings on 9/11.
 
 

 
September 11, 2001 has been referred to as the “mother of all events,”507 a “cultural caesura”508 and a “transnational media event.”509 One often reads about how reality vanished on that day510 and that we are now dealing with “new” and even “absolute images.”511 English-language authors such as Don DeLillo, Jonathan Safran 
Foer and Jay McInerney have since established a genre of ‘9/11 novels’ surrounding the attacks in New York.512 The existence of a literary debate surrounding 9/11 in France and Spain, however, has not been documented extensively.513 This essay will therefore present a number of contemporary novels in French and Spanish engaging the topic of “9/11”, or “11-S”. Among the responses by French writers, I have selected Windows on the World (2003) by Frédéric Beigbeder,514 11 septembre mon amour (2003) by Luc Lang515 and Le Jour de mon Retour sur Terre (2003) by Didier Goupil516. In order to assess the perspective of Algerian authors writing in French on the events, I will also discuss Slimane Benaïssa’s La dernière nuit d’un damné (2003),517 Yasmina Khadra’s Les sirènes de Bagdad (2006)518 and Boualem Sansal’s Le village de l’allemand ou Le journal des frères Schiller (2008)519. The Spanish response is exemplified by Alberto Vázquez-Figueroa’s crime-novel Todos somos culpables (2001),520 the historical novels Una y todas las guerras (2003) by Antonio Prieto521 and La sangre de los inocentes by Julia Navarro (2008),522 Juan Manuel de Prada’s novel La vida invisible (2007)523 and by Antonio Muñoz Molina’s travelogue Ventanas de Manhattan (2008)524.
 
 
Discourses of Terror in French-language Novelsafter September 11, 2001
 
 Windows on the World (2003) by the controversial French author Frédéric Beigbeder is set on September 11 between 8.30am and 10.29am. Each chapter corresponds to one minute between the first airplane collision and the final collapse of the Twin Towers. The narrative switches between two voices: the first is the voice of the author’s alter ego, a frustrated, arrogant, French yuppie writer who sits in the restaurant of the Tour Montparnasse in Paris and attempts to imagine the events that took place on that day. The second one is the voice of the American Carthew Yornston, who is having breakfast with his two children in the Windows on the World restaurant in the north tower of the WTC the very moment it is hit. He dies during the attack, as do his children, and relates his experience to the reader from beyond the grave, as it were.
 
In Beigbeder’s novel, 9/11 is depicted as a cultural caesura with regard to the relationship of fiction and reality to trust, human values, stability, fear, utopias, freedom and religion. According to Beigbeder, the U.S. discovered doubt on September 11 and returned to the skeptical age of Descartes. But to the rest of the world, too, and in particular to those of Beigbeder’s generation, that day represented a watershed: the enforcement of self-evident truths of individuality, freedom and independence at the cost of traditional values such as love, family and morals was now questionable. In the aesthetic depiction of the events, Beigbeder, I contend, builds on discourses of the Holocaust.525 This can be illustrated with a number of examples. First, he references canonical documentaries and feature films about the Holocaust (e. g., Alain Resnais: Night and Fog, Claude Lanzmann: Shoah, Roberto Benigni: Life is Beautiful, Steven Spielberg: Schindler’s List).526 For example, the American narrator attempts to dispel his son’s fear of death by trying to convince them that the collapse of the towers is his “Benigni idea” of a grand adventure. Beigbeder even explicitly compares September 11 to the Holocaust by referencing Claude Lanzmann when he describes 
September 11 as a mystery, just like the Holocaust.527 Second, Beigbeder makes explicit use of expressions such as “gas chamber” and “crematorium”528 in order to compare 9/11 to the Holocaust. He describes how two dozen brokers suffocate at a meeting in the north tower, piled at the door as if in a gas chamber. Like the Jews in Auschwitz, the customers in the Windows on the World restaurant are gassed, burned and reduced to ashes, and as such they should be commemorated in the same way.529 Ground Zero is described as the “largest crematorium in the world.”530 Even the description of the disgustingly sweet smell of human flesh and of human ash falling like snow is borrowed from concentration camp literature. Third, the problem of testimony and the topos of incomprehensibility is one of the central elements of Holocaust literature. Beigbeder refers to this when he describes his novel as “an attempt to describe the indescribable.”531 The question of guilt and responsibility (‘what were we to do?’), the question of theodicy (‘how could God let this happen?’) and the decision to commit suicide in the face of certain death are all negotiated in the novel.
 
Beigbeder most likely prepared this provocative approach quite precisely, since, as an author well-versed in controversy, he knew that any such comparison in the year 2003 would be risky in France. At that time, the debate surrounding French collaboration with the occupying German forces between 1940 and 1944 and the involvement of the Vichy Regime in the deportation of French Jews remained extremely controversial. It is thus most interesting that Beigbeder removed or modified countless comparisons to the Holocaust in the English translation of his novel, as for example with the comparison to gas chambers quoted above. His publisher is said to have advised him to do so, as the book would not be publishable in the US. In an open letter, Beigbeder justified his actions after the publisher demanded he make the changes and that even André Gide had undergone a similar ordeal. 532
 
 Luc Lang’s novel 11 septembre mon amour (2003) depicts the narrator’s journey across the U.S., where he encounters numerous occasions for criticizing the country: the enormous buildings, eating habits that, to a Frenchman, appear 
primitive, the murder of the native population, the atom bombs on Hiroshima and Nagasaki, the constant quest for sources of oil, the naming of American fighter jets, the attitude towards immigrants, and so forth. This novel is an example of how France (in contrast to Spain) was relatively quick to return to a critical position towards the U.S. after 9/11.
 
 

 
Even in the title of his novel, Luc Lang alludes to a different historical caesura in referencing the well-known film Hiroshima mon amour by Alain Resnais and Marguérite Duras (1959). The novel begins with the sentence “J’ai entendu des voix” [“I heard the voices”].533 In this way, Lang translates the frequently repeated, stereotyped dialogue regarding the impossibility of speaking about Hiroshima to the events of September 11. The voices that the narrator hears are those of people stuck in the burning Twin Towers who telephoned their loved-ones to say goodbye. In a sense, the narrator becomes a witness to these telephone calls. Lang questions the primacy of the spectacle that appears to be so dominant with 9/11. Although the narrator is haunted by phantasmatic television images, he is convinced that those who watch on their television screens are not confronted with the full extent of horror. He describes in detail the explosive sound that bodies make as they tear through the fire department’s safety nets and impact on the ground. Watching the events on television keeps the images and sounds of this horror at a distance, not showing us the exploded and sometimes burning bodies, not the severed heads, feet, hands and other fragments of bodies.534 Lang’s is not a mere retelling of televised news stories. Instead, the narration serves the function of conveying this horror in its sheer acoustic entirety, a horror that transcends visual representation.
 
What made September 11 different from other events were, according to Lang, not the images of the burning Twin Towers, but the sounds and voices accompanying the images. The physicality of the human voice had already been noted by Roland Barthes in Le grain de la voix.535 Lang also emphasizes the special qualities of the voice that calls “la physique charnelle de la voix.”536 During the attacks on New York, we are for the first time confronted with voices that document death. A voice is normally a symbol of life and presence; even if it comes from a recording, it creates the illusion of life and presence. During 
9/11, however, we hear voices at the moment of death that instead are testimony to absence and lack for those of us who have outlived the event. Time and again, the element of voices is present with an ironic twist: Lang refers to the wisecracking U.S. President as “Double V Bouche.”537 But this is more than an odd pun. On the one side, the U.S. is presented as a country that is stuck in the oral phase, as the French narrator’s culinary experiences of American eating habits suggest about the country at large. But Lang’s criticism goes further: Americans have an-thropophagically incorporated the Other – Lang here refers to Native Americans. During his journey across the U.S., the narrator realizes that a given identity is never homogenous, but that it rather assimilates traces of that which it excludes, in this case the memory of Native American genocide. Lang illustrates here what Walter Benjamin termed “righteous violence” in his Critique of Violence,538 to which Derrida also refers when he points out that the act of founding a new system of law, i.e., the founding of a state, always occurs by the use of force.539 Thereby, the U.S. constitution is claimed to have no prior source of legal justification either. The legitimization of a regime occurs only after it is established. Terrorism exposes the violence inherent to the founding moment of justice thereby threatening the legitimacy of the state itself. It constitutes an attack on the founding moment of justice and thereby on the legitimacy of the state itself.
 
Using the medium of fiction, the novel takes up Jean Baudrillard’s question of whether we are at all equipped for the struggle against terror if we deny and suppress the violent side to our own history.540 For Lang, the suppressed memory of Hiroshima is also a part of this. In replacing “Hiroshima” with “11 septembre” in his title, he is alluding to another substitution. The Ground Zero of Hiroshima – and thus the memory of Hiroshima itself – was overwritten by the Ground Zero of New York. Hiroshima has thus become a non-place of collective memory. We might interpret the work of Lang as stating that the very task of literature is to retrieve and wrest from oblivion that which has been erased, overwritten and excluded from official memorial culture.
 
 Although the name of the country Didier Goupil’s novel Le Jour de mon retour sur Terre (2003) is set in is never mentioned explicitly, references in the text indicate that the action takes place in the U.S. Similar to Don DeLillo’s Falling Man, this novel begins with the description of a nameless survivor of the WTC attacks who 
wanders through the rubble, covered in ash.541 As he looks back, the reader is invited to contemplate the perfect world this protagonist comes from: a loving husband and father, he left home to go to work like any other day. And yet on this day, he sees how people, driven by the fear of death, jump from the burning towers, he hears how they impact on the ground around him. Ever since, he is severely traumatized and time seems to be standing still. It seems unimaginable for him to return home, and he realizes that the security which comforted him for so long was mere illusion. On the street, he meets another nameless woman who has also been homeless since the attacks and who does not want to return to her old life. Together they undergo biblical trials such as a heat wave and a flood that plague the U.S. Spellbound by their television screens, most of the population drowns when they do not notice the water rising in their houses. The nameless couple, however, survives and has a son together. Only when this child is born does the clock that had stopped at 8.47am (one minute after the north tower was hit by the first plane) begin to tick again.
 
 

 
Goupil makes particular use of biblical allusions in his novel. New York, which is compared to Babylon, is only referred to as a tower (“La Grande Tour Gold”)542 and the attacks are described as a second Genesis.543 Humans have now been cast out of paradise and damned for all eternity. The president of the nameless country in which the novel is set is a pitiful character, and yet also perfidious in that he deliberately uses biblical phrases to disguise a colonial siege and to entice his people to follow him blindly. This president recognizes that he is in a position to redefine the borders of his country by waging a war that knows neither enemy nor end. While he attempts to fool the country with biblical rhetoric, the biblical plagues have already reached their soil and, like Babylon before it, the U.S. is punished for its pride.
 
 Slimane Benaïssa’s novel La dernière nuit d’un damné (2003) depicts the events of September 11 from the perspective of the perpetrators and seeks to fictionally reconstruct the three years prior to the attacks. The didactic purpose of this novel 
is more clearly recognizable than in those discussed above. It attempts to familiarize the reader with Islamic religion, for instance with a preface, the quotation of countless suras from the Quran throughout the text, and a glossary appended in the back of the book. 544 The novel describes how young Raouf – half Lebanese, half Egyptian – becomes a terrorist fanatic. He lives in the U.S., where he works as a software developer and meets and befriends Athmane, a Palestinian. Gradually, Raouf is drawn into a world of complete fanaticization, although he is initially anything but naive and gullible. Since his father has recently died at work under mysterious circumstances, however, Raouf now lacks orientation, feels lonely and undergoes a serious identity crisis. Like his relatives, he is a stranger to two cultures, belonging neither to the world of his home country, nor to his country of residence. It is this feeling of uprootedness that is exploited by the terrorist recruiters. Raouf is inducted into a circle of radical Islamists and nominated as an eligible “martyr for God”. Over the following three months, he receives private tuition in Islamic theology. He is no longer allowed to watch films or read fiction, and listens only to sermons.
 
 

 
At a secret location, Raouf is locked away in a sort of cell and subjected to ‘training’ on a daily basis in order to learn how willing martyrs should behave. Most of all, as a future martyr he must learn to lose his fear of death; he is administered pills to suppress the inevitable fear. He learns that the act of terrorism is not merely a message, but rather an attempt to give recognition and a voice to the cause of the suppressed. After several weeks, all individuals imprisoned at the camp are given a pre-written will and instructions for the attacks. They are meant to return to normal life, behave inconspicuously, carry out ritual purifications, and pray. The future martyrs are intimidatingly informed that they have reached the point of no return. It is also explained to them why innocent passengers on the planes should die, yet the plotters of the attack should live. At first, Raouf seems to accept all of this, and his path to martyrdom is certain; but then the reader comes to discover that Raouf is no longer taking his medication. At the end of the novel, when he sits watching the attacks on the World Trade Center on television, it becomes evident that he did not get on the plane. As he pens his story, the police arrives to arrest him.
 
 
What distinguishes Benaïssa’s perspective on the perpetrators from other fictional descriptions of perpetrators is a more credible mediation of the Islamic background.545 Unlike other novels in which terrorists are depicted as society’s losers, the protagonists of Benaïssa’s novel do not endure material poverty and are middle-class citizens with well-paid jobs. It is their cultural integration that, according to the author, has failed, forcing them to exist in a parallel world. Muslim immigrants are also partially to blame, in that they strive to assimilate and “carnivalize” the traditions of their homeland. On the one hand, this occurs within the imitation of Christian traditions, on the other through the travesty of their own traditions. The doubled otherness of the second generation of immigrants leads – according to Benaïssa – to them becoming susceptible to fanatic indoctrination.
 
 Yasmina Khadra’s novel Les sirènes de Bagdad (2006) is the third part of a trilogy about the causes of Islamic terrorism: the first novel, Les hirondelles de Kaboul (2002),546 is set in Afghanistan, the second, L’attentat (2005),547 tells the story of a Palestinian suicide bomber. In Khadra’s novels, violence is the result of relentless suppression and degradation. In a 2006 interview with the French magazine Evène, Khadra explains that he wanted to convey that terrorism has concrete causes and is not simply the act of mentally deranged individuals.548
 
 

 
Initially, the novel’s narrator and nameless protagonist is a rather shy and reserved young boy from a small village in Iraq. Although he is reluctant to get himself mixed up in the war, he soon discovers that there is no neutral ground in this matter. He has his first traumatic experiences when he witnesses American G.I.’s executing a mentally disabled person and when he later realizes that all the guests at a wedding have accidentally been killed in a missile attack. Over the following weeks, more and more youths leave the village to avenge the dead and join the armed resistance. The key experience for the protagonist comes when the family’s home is raided at night by American G.I.’s. The Americans pull all family members out of bed, even the narrator’s old and sick father. 
When the father shamefully runs into the bedroom because his underwear has slid down, the G.I.’s knock him to the ground so that he lies exposed in front of his children. In a matter of seconds, this disgrace changes everything, as the narrator now feels duty-bound to restore his family’s honor by exacting bloody revenge. With this purpose, he leaves his parents and makes his way to Baghdad to fight the Americans. He gets in touch with other villagers now living in Baghdad and belonging to a terrorist organization. After some time, he is selected for a secret mission that will make September 11 appear harmless. His task is to travel with a deadly virus and to infect as many people as possible. But ultimately he refuses to board the plane and is killed by the ruthless terrorists. Like Benaïssa, Khadra thus also shifts the focus towards those deciding at the last minute that they do not want to be perpetrators.
 
Towards the end of the novel, two characters discuss current events of global politics and the task of intellectuals. It is in passages like these that Khadra is clearly stating his position: he considers intellectuals in particular as being responsible for actively mediating between cultures and to attempt to convince radical Islamists of their wrongdoing. Even if, in interviews, he claims to be an opponent of the Huntingtonian clash of civilizations thesis,549 Khadra does not suspend the asymmetrical Western perspective on the Orient as a monolithic bloc, but rather inverts the perspective. His figures frequently speak of “L’Occident,”550 without any differentiation. With his nameless protagonist, Khadra makes it clear that in war there can be no neutral position. He also detects a catalyst for violence in the traditional concept of honor in a patriarchal society that continues to believe that injustice can always be settled with violent revenge.
 
 The protagonists of Boualem Sansal’s novel Le village de l’allemand ou Le journal des frères Schiller (2008) are the brothers Rachel and Malrich, sons of an Algerian mother and German father.551 Both brothers live with relatives in a Parisian banlieue, while their parents remain in Algeria. Rachel discovers from the media that a massacre has taken place in his parents’ village. He travels to Algeria and is told by survivors how his parents died. Rachel is taken aback when he sees the inscription on his parents’ gravestone. Becoming distrustful, he opens a suitcase containing his father’s prized possessions, which turns out to be a veritable pandora’s box. He finds insignia of the Hitler Youth, Wehrmacht and Waffen-SS, 
as well as a document listing the places in which his father lived and worked: Frankfurt, Linz, Grossrosen, Salzburg, Dachau, Mauthausen, Rocroi, Paris, Auschwitz, Buchenwald, Gand, Hartheim, Lublin-Majdanek. Furthermore, the suitcase contains coded letters that prove that even after the war, the father sent secret letters to other Nazis in hiding. Returning back to Germany, Rachel begins to research, question witnesses and read academic literature on the subject of World War II. His friends, wife and even his brother all react negatively to this behavior. Rachel spends more and more time alone, his wife leaves him and his employer fires him, before he finally takes his own life by gassing himself with car fumes in order to atone for his father’s crimes.
 
 

 
Following the death of his older brother, the younger brother Malrich, motivated by his brother’s diary and the writings of Primo Levi, also begins to ask questions about his father’s past and his own identity, guilt and liability. He relates historical knowledge to his own existence and wonders whether he might know any Islamists whose deeds in the banlieue he ignores. He therefore decides to tell his friends what he has read about the Holocaust. The boys discuss this at length and ask what can be done in order to fight Islamist terrorism.552 The longer he investigates into his father’s past and reads his brother’s diary, the clearer it becomes how devastating the effects of silence and suppression are, as they merely perpetuate the crime, relativizing it, preventing the punishment of those that are guilty and paving the way for further ignorance and thereby the repetition of the crime.553 In his novel, Sansal asserts that terror must be viewed in its greater historical context and articulated – not unlike in the novels of Beigbeder and Navarro – to the Holocaust and international terrorism.554 He criticises the way Algerians, French and Germans turn a blind eye to blatant injustice, thus privately consenting to the violence. Radical Islamists are only able to gain influence in the banlieue because the state leaves immigrants to their own devices and fails to educate them on the Holocaust and the Algerian war. One could therefore conclude that a transnational memory is called for in order to fight global terrorism.
 

 
Discourses of Terror in Spanish Novelsafter September 11, 2001
 
 In the following, I consider a number of Spanish novels that engage the topic of September 11, 2001. For many years before that date, Spain had been the target of acts of ETA terrorism, and on March 11, 2004, Al Qaida executed coordinated bombing attacks on Madrid commuter trains. These factors may explain, to some degree, why Spanish novels treat the New York attacks rather differently than French novels. In terms of genre, there is a tendency towards crime fiction and the historical novel. Spanish authors engaging with the topic encourage the global community to recognize the mistakes it has made and to join the US in a battle against terror, injustice, and poverty.
 
In Alberto Vázquez-Figueroa’s novel Todos somos culpables (2001),555 private detective Gaetano Derderian is hired by Romain Lacroix, a multi-millionaire and owner of the international firm Acuario & Orion, to find the origin of a series of acts of sabotage and murder. Derderian soon realizes that instead of nations, multinational firms have stepped in, without armies, national anthems or flags and acting without regard to social, ethical and religious values. During his investigations, it is explained to him what it means to be a ‘terrorist’: namely someone who is capable of committing physical violence against someone or something. From that moment onwards when a person acts in violence, he or she is a terrorist, regardless of their motive.556 It would therefore seem that no differentiation can be made between state terrorism and terrorism against the state. Derderian learns that it is not only firms that have a growing international influence, but that local terror organizations are globally connected: an employee of the firm which hires the detective admits to knowing Osama Bin Laden from going on summer holidays together in Marbella. Both are puzzled as to why an educated, intelligent and wealthy man who could live life to the fullest would decide to live in caves and murder innocent people. In view of this incomprehensible 
choice, they come to the conclusion that terrorism is like a tumor that can afflict any individual.557
 
As his investigation wears on, the detective begins to doubt his mission, which he views in terms of a game of chess. He questions his ability to defeat an invisible enemy which adheres to none of the established rules and creates nothing but chaos. These ruminations lead him to believe that a phantasmatic enemy will never be successfully defeated by any government with tanks and bombs.558 He thus proposes to defeat Bin Laden with the help of the media. A pretend double should be presented to the world in order to undermine Bin Laden’s credibility. This person should accept the responsibility for the attacks and preach increasingly incredible and hateful statements until even his most faithful followers begin to doubt his sanity. In a passionate speech at the end of the novel, Derderian makes it clear that the western industrial nations in particular need to rethink their approach: this catastrophe of apocalyptic dimensions should be fought with all available means – legal or illegal. Clearly, Derderian overlooks the fact that he himself is committed to the terrorist line of thought by assuming that the end justifies the means. He aims to convey to the world that those who do not help to distribute wealth and prosperity equally across the world are also responsible for the events of September 11.559 In Vázquez-Figueroa’s novel, 9/11 is thus assessed as a global problem connecting Spain to the U.S. and to the rest of the world. It is suggested that only with a more just distribution of goods, terror can be effectively tackled.
 
 Antonio Prieto’s Una y todas las guerras (2003) places 9/11 at the end of chain of historical events. The Trojan War, the Roman Empire, the so-called Sacco di Roma, the French Revolution and World War II are among the epochal events connected by the narrative. The book ends with 9/11, as the first-person narrator describes, on the final page, the experience of seeing the World Trade Center being hit by two planes. On the one hand, 9/11 comes across as a caesura, yet on the other, the attacks and subsequent war are merely another example of how history proceeds in cycles and the same events will forever be repeated .560
 
 

 
 
Prieto cites the typical human weaknesses of pride and obsession with power as an explanation for the attacks on New York. Likewise, the Trojan War was not about Helen, but about Priam’s treasures and the strategic location of the city. The rape of Helen by Paris was merely a pretense which with the powerful disguised their greed. Troy is presented as the prototypical war and the memory of this battle is overwritten again and again by further battles incited by avarice and megalomania. History can thus be related as a succession of armed conflicts; times of peace are merely interludes to prepare for the next war.561 The fall of the Roman Empire, the French Revolution and the following years of terror are also depicted as repetitions of this familiar pattern. The end of the novel is set during World War II in Berlin. However, this part begins with a prolepsis: the reader learns that today the narrator and his girlfriend live in Rome. Their neighbor Richard from New York has often told them of his visits to the WTC and has proudly spoken about the Twin Towers, which to him signify, pars pro toto, the indestructible nature of the U.S. Even if the Egyptian pyramids and the Parthenon were to fall, and the Vatican library were destroyed, the Twin Towers would remain undamaged and untouched. The towers provide the subject for both the beginning of this section and the book’s end. But before then, the plot flashes back to Berlin in 1940/41, where the narrator works as a translator of radio broadcasts. Since he works for the Nazis, he is, like his colleagues Paul Hertz and the Russian Tatiana, a collaborator: “We were all guilty.”562 As the war progresses and the situation in Germany becomes more and more volatile, the narrator has two important realizations: First, there will never be one war to end all wars, because war never leads to peace and freedom, but hatred and thus further conflict. And second, one cannot escape one’s memories. And yet, the names of only a few individuals will live on in history, the majority will be forgotten as anonymous deaths.
 
At the end of the novel, the narrator watches the two planes tear into the towers of the World Trade Center on television. He consoles himself with the knowledge that everything that is destroyed will be reconstructed somewhere else in another form. The energy continues to exist, only its form changes – at 
this point, the reader is reminded of the first law of thermodynamics. All historical epochs and caesuras discussed in the novel – the Trojan War, the Roman Empire, the downfall of Papal Rome, the years of terror in Paris, World War II and finally 9/11 – are merely variants of one and the same war.
 
 9/11 is depicted as an apocalypse in Juan Manuel de Prada’s novel La vida invisible (2007). The first-person narrator describes watching television with his wife and seeing the two planes cut through the towers like butter. The people hanging from the windows are likewise described with the help of metaphors, in that they look like insects, robbed of their wings. The experience of the victims in the towers is a frequent object of metaphorical rendition in other novels, as well: Didier Goupil compares those that jump from the tower windows to Icarus, while Antonio Muñoz Molina compares them to puppets. Juan Manuel de Prada attempts to render the horror of this spectacle in poetic metaphor. He describes the panic of the people jumping from the WTC as insects missing their wings, as bees driven into a narrow space, as crippled pigeons and “saviors” without a cross.563 By means of figural language, the unspeakable horror is condensed into a sensual experience.
 
 

 
Viewers are hypnotized by the images. They stare blankly as if frozen by the gaze of Medusa. With September 11, the television has become a Medusa of sorts, offering a spectacle that is simultaneously fascinating, shocking and paralyzing. The novel thus undertakes the task of showing what images conceal. The reaction of viewers to the images on television is compared to the inhabitants of besieged Madrid during the Spanish Civil War. Once again, 9/11 is placed in the context of grave historic events in the past of the author’s country. The narrator’s wife monotonously repeats the words, “I just can’t watch.”564
 
The setting of de Prada’s novel is not New York, but Chicago. And yet like New York, Chicago is a city that evokes the story of ambitious Babylon with its towering skyscrapers. Madrid, too is described as another Babylonian city and it is thus clear to the reader that New York is by no means unique in this light, and that the attacks were a threat not only to Americans, but to the entire world.
 
 

 
The eponymous theme of the window forms the structure of Antonio Muñoz Molina’s Ventanas de Manhattan (2008), a hybrid of novel and travel fiction. The leitmotif of windows was also chosen by the French author Beigbeder for his 
9/11 novel Windows on the World. The window would thus appear to be a popular subject when it comes to the aesthetic themes of 9/11. As art-historian Godehard Janzing has shown, defenestration has long been a highly symbolic act. To Janzing, the falling person clearly represents the hopelessness of the situation and conveys human vulnerability.565 The individuals falling from the windows of the World Trade Center are described as “transnational icons” that accompanied the mobilization of the nation.566 The window serves to make our cultural framework transparent and functions as a place of agreement in times of conflict.567 Muñoz Molina’s and Beigbeder’s use of the window, and also Don DeLillo’s recurring theme of falling from a window, reveal the authorial technique of employing narrative patterns and historical topics to aesthetically frame the topic of 9/11. What is more, the last resort of jumping places the attacks on New York in relation to other historical moments of crisis. A striking difference between Muñoz Molina’s travel report and other works of 9/11 fiction can be found in the quotation of canonical Spanish authors. In doing so, Muñoz Molina relates the events to the collective memory of Spanish readers and links 9/11 to even earlier historical epochs such as the Siglo de Oro.568
 
The autobiographical first-person narrator experiences the collapse of the Twin Towers neither with his own eyes, nor in front of a television, but through a telephone call from his daughter in Spain.569 The spectacle he witnesses with his own eyes appears to be impossible and – just like in de Prada’s La vida invisible – of an apocalyptic nature. He characterizes the attacks on the Twin Towers as “unimaginable”, “barbaric” and “implausible.”570 Based on this shocking experience, he realizes the fickle nature of material existence: if there were to be 
a loss of water and electricity, emergencies, panic and chaos would ensue.571 9/11 has, according to Muñoz Molina, demonstrated how narrow the line between normality and catastrophe is, which has thus led to a profound feeling of insecurity in society. Americans have a particularly hard time dealing with the attacks and the awareness of personal vulnerability because unlike the Europeans, they have no memory of war on their own soil.
 
 The narrative of Julia Navarro’s 700-page novel La sangre de los inocentes (2008) begins in thirteenth-century Languedoc during the persecution of the Cathars; its second episode is set in Carcassonne in 1938, in Paris in 1939 and in Berlin during World War II; and the third part takes the reader into the present-day, globalized world. All three time periods are connected by the fictional chronicle written by a monk named Julián. At the beginning of the novel, the friar composes a chronicle to report on the persecution of Cathars who die for their belief. Ferdinand, a twentieth-century scientist and the protagonist of the next section, is researching these writings. When he dies, he leaves his research to a Basque priest employed to help the European secret service combat terror. This manuscript is therefore the leitmotif of the novel, which is intended to illustrate the fact that innocent people die in every cultural or religious conflict.
 
 

 
The section of the novel about the Holocaust is intended to show that modern problems are the result of previous crimes that have not been accounted for. Navarro, too, calls for society to take responsibility and face up to the mistakes of the past. The chapter taking place in Israel and Palestine demonstrates how children who had once been friends and were unaffected by the prejudice and hatred of their parents, ultimately become enemies. At the same time, however, it becomes clear that there can be no winners in war, but that in the end everybody loses.
 
The final third of the novel begins with a giant leap forward in time. A few minutes ago at the outset of this section, terrorists in Frankfurt have carried out an attack. The personnel of the Centro de Coordinación Antiterrorista of the European Union call upon the Vatican to assist with the investigation of the attack and the manhunt for masterminds. One of the perpetrators, Mohamed Amir, has survived and contacts his terror cell, who force him to marry the widow of a deceased bomber and send him to his family in Granada where he is to lie low for some time. Mohamed became a fanatic extremist because he had failed in his goal of integrating in Spain. In spite of all his efforts, he was never able to cast off the outsider name of “moro” (‘moor’), and felt that he was excluded from 
society on the basis of his appearance.572 In Hans Magnus Enzensberger’s term, one might therefore call him a radical loser.573 Navarro describes Mohamed as the victim of a xenophobic and exclusivist society that lives by a false understanding of tolerance.574
 
The masterminds behind the attacks remain anonymous, still pulling all the strings. The reader is only given a hint that one of the individuals behind these acts is an arms dealer who deliberately provokes confrontations and armed conflicts in order to further his business. Like Khadra’s character of Dr. Jalal, the head of the terror organization El Círculo is a fanatic Islamist who on the surface claims to be interested in the reconciliation of the two cultures. He gives talks on tolerance and friendship between cultures and religions, while secretly planning terrorist attacks.
 
This novel attempts to provide an answer to the question of why an individual would sacrifice his or her own life in a suicide attack. One of the women offering themselves up as suicide bombers is a Serbian named Ylena. At the age of twelve, she was raped and mutilated by Muslims that raided her village. She seeks revenge for the grief inflicted upon her by bringing to an end the destruction of her tormenters while also causing the greatest amount of damage possible. Ylena is arrested by police in Istanbul, but she still succeeds in detonating the bomb. Although the planned massacre, intended to destroy relics of Mohamed, is a failure, she succeeds in taking the lives of ten policemen along with her own. As this novel illustrates, it is rather a matter of chance whether or not investigators are able to track down suicide bombers. Even if larger catastrophes and massacres can be prevented, terrorists can never be completely stopped from killing themselves and innocent people.
 
In Navarro’s scenario of a global conspiracy, Nazis and radical Islamists work hand in hand to crush the despised western world. In doing so, they are supported by arms dealers who deliberately fuel the fires of ideological conflict in order to profit from the sale of weapons. In Navarro’s novel, history comes 
across as an eternal struggle between those who spill the blood of the innocent and those who strive to stop them.

 
Conclusion
 
 The French novels written by Beigbeder and Lang refer to figures of western memory by comparing 9/11 to other caesuras in history such as the Holocaust and Hiroshima. They support the thesis that suppressed violence in the history of western nations remains latent and will, at some point, erupt again. One could therefore conclude that an act of terror is an attack on the legitimacy of a state, as it is the manifestation of the very same violence that accompanied the founding of the state and was later legitimized. In addition, Beigbeder, Lang and Goupil criticize the media and place particular emphasis on the paralyzing effects of the televised images of September 11. They balance out the dominance of visual perception and TV footage with the horror of sounds (bodies impacting on the ground) and smells (the burning of human flesh).
 
The Algerian authors Benaïssa, Khadra and Sansal focus predominantly on second-generation immigrants who live with a feeling of double alienation and are thus particularly susceptible to hateful, fanatical arguments. Benaïssa and Khadra attempt to place themselves in the position of potential perpetrators: for Benaïssa, failed integration and the loss of the father are enough to render the protagonist susceptible to becoming a terrorist. In Khadra’s novel, on the other hand, terror results from suppression and humiliation, just as violence breeds more violence. He considers intellectuals responsible for actively mediating between cultures and combating terrorism with dialogue. For Sansal, the factors of terrorism are a lack of historical knowledge, insufficient atonement for previous crimes and a feeling among youths of not being a legitimate member of society. Therefore, he, too, calls for better integration policies and, furthermore, a transnational cultural memory.
 
The Spanish authors focus predominantly on global responsibility and solidarity with the U.S. In his crime novel, Alberto Vázquez-Figueroa depicts 9/11 as the outcome of the unjust distribution of goods and world poverty, for which not only the U.S., but the entire western world is responsible. Terrorism can only be fought by a global community with a strong sense of solidarity with the so-called ‘Third World’. Prieto’s cyclical version of history presents all historic caesuras as equal in importance, while megalomania and greed are the core factors and all wars are considered to be repetitions of one and the same basic pattern. De Prada broadens the scope of the threat beyond New York and underlines –like Beigbeder and Lang – that the attacks have a far more shocking effect 
 than televised images can convey. Antonio Muñoz Molina takes September 11 as an opportunity to reprise the familiar Spanish literary topos of Vanitas and remind his readers of the fragile, fleeting nature of life in the twenty-first century. Julia Navarro also makes a rather long historical leap from the Cathar Wars to September 11. Her novel attempts to create a psychological profile of terrorists, in which unsuccessful integration and suffering from previous wars are the motivators of terrorism. In contrast to most other 9/11 novels, she also includes female perpetrators in her perspective on terrorism. In her conspiracy plot, arms dealers are behind the attacks, who add to their vast fortune without scruple by sowing the seeds for further conflict and, in doing so, knowingly accept the deaths of innocent people.
 
As this comparison has shown, the Algerian and Spanish novels deal less with the victims of the attacks than the perpetrators (or victims who become perpetrators) and try to fill the gaps in our imagination using the medium of fiction. Their protagonists are mostly radical losers in Enzensberger’s sense of the term, suffering from social injustice, unsuccessful integration and a false understanding of tolerance in Western society. The Spanish novels place the event of 9/11 in a wider historical context than their French counterparts, for example by beginning with the Trojan War or the persecution of the Cathars, and they frequently feature a cyclical version of history (e. g., Prieto, Navarro). There is, however, one thing that all novels about September 11 discussed here have in common: none offer an alternative to the dichotomy of Orient/Occident and Huntington’s thesis of the clash of civilizations.

 

 



Keith Sandiford
 
William Earle’s Novella: Obi, Obeahand the Ideological Work of Haunting
 
 This essay theorizes William Earle’s Obi; or, The History of Three-Fingered Jack (1800) as a “narrative of haunting” after Derrida’s construction of hauntology. The novella is a family narrative marked by the traumas of betrayal, violence, slavery, and death. This critique argues that Jack the protagonist internalizes the personal and social legacies of those conditions and transmutes them as moral imperatives for private revenge and broader political resistance. Further, the text is shown to derive its structural energy from a pervasive tension between “history” as the ambivalence of colonial power, and memory as the ethical imperative of the oppressed to resist that history and pursue revenge and revolution to transform the racialized order of slavery. This critique recovers the hauntological from the occult power of obeah and from the irrepressibility of trauma and memory thematiz-ed in the novella. Functioning in dynamic complicity with tropes of brokenness and dismemberment, these elements spectralize the narrative’s moral order, and intensify the durability of obeah’s power to haunt and possess the public imaginary.
 
 

 
A modest volume, appearing in the very year the eighteenth century yielded to the nineteenth, William Earle, Jr’s Obi or, The History of Three-Fingered Jack (1800) is a narrative of slavery, rebellion, witchcraft, terror and brutal death that reproduces the profound sense of revolutionary angst hanging over Britain and her West Indian colonies at the turn of the century. A source of persistent frustration, the documentary record on Earle (?1781– ?) is sketchy, elusive and intriguing. Son of a prominent London bookseller, he is credited with the authorship of two dramatic works, Natural Faults (1799) and The Villagers (date unknown). In the case of the first title, he became embroiled in a controversy alleging that he had plagiarized the play First Faults, written by Mrs. C. de Camp. In the case of Obi, there is no such dispute as to authorship. Earle appears to have lived in Jamaica and/or to have been close to primary sources who were familiar with the Three Fingered Jack conflict and other events in the colony’s history. The author is reported to have spent six months in Newgate for defaming a tradesman.575
 
 
Formally organized as an epistolary narrative, the novella consists of fifteen letters written by George Stanford, a resident of Jamaica, to his correspondent Charles, residing in England. Except for one reference to a letter received, the text does not contain any actual correspondence from Charles. The plot is haunted by Jamaican slaves’ agitation for freedom and the slavocracy’s anxieties about the transformed political and social order that might follow abolition. With the fugitive slave Jack Mansong, popularly known as Three Fingered Jack, as its protagonist, the novella narrates a sensational account of his life, and his leadership of an outlaw band whose depredations on persons and property from the relative safety of hideouts in the Blue Mountains haunted the public peace throughout the year 1780.576
 
A deeper source of haunting in the text emanates from Jack’s relationship to obeah (an African-originated belief system whose practices involved sorcery, magic, spells and fetishes). Jack’s vision of his life’s work is to pursue revenge for his father’s and grandfather’s torture and murder by slaveholders. That vision has been shaped by his mother’s deliberate oral transmission of the family narrative to him in his very early boyhood. As Earle’s “history” proceeds, Jack pursues this imperative and obligation by intensifying the climate of terror around Mornton’s plantation: he openly declares his determination to wreak harm and havoc on his enemies, and pits obeah’s supernatural power against the secular power of the colonial authorities’ political and military might. The novella concludes with a manhunt ordered by the colonial authorities, in which Jack puts up a ferocious defence, but is eventually captured by a small band of Maroons who dismember and place his head and arms in a pail of rum. The foregoing relations 
lay down major buttresses for this essay’s critique of Earle’s Obi as a “narrative of haunting.”
 
Categorically designed to re-present trauma and to contain and honor the irrepressible return of painful memories, narratives of haunting recover family histories like Jack’s from relegation to the unspeakable, from effacement to the invisible, and from vulnerability to disappearance from the historical record. For formal theoretical grounding, I have used Derrida’s neologism “hauntology,” from which he develops a complex concept to stand as an alternative to ontology, opening up the virtual space between being and nonbeing, between presence and absence, between the living and the dead. Derrida characterizes hauntology as a concept “[l]arger and more powerful than an ontology or a thinking of Being;” extending his explanation, he defines it as 


 neither living nor dead, present nor absent: it spectralizes. It does not belong to ontology, to the discourse of the Being of beings, or to the essence of life and death […]. We will take this category to be irreducible, and first of all to everything it makes possible: ontology, theology, positive or negative onto-theology.577

 
Derrida’s persistent invocation of Hamlet and the young prince’s imperative to avenge his father’s death finds a poignant repetition in Jack’s similar imperative to remediate his family trauma. The powerful persistent evocation in the narrative of Jack’s father and grandfather also illustrates Derrida’s figure of the spectrality of history, conceived to give the repressed/irrepressible the form of a ghost that is neither dead nor alive, constantly returning and departing, always casting its shadow toward the future.578 These patterns disrupt the conventional binaries inherent in being, space, and time. In the novella’s plot they persist in history, enjoining on the protagonist the ethical imperatives of redress and reparation, and the desire to revolutionize the social order of slavery. Here a timely caveat is in order. This methodology does not bespeak any literal belief in ghosts on my part, or any palpable design on readers to adopt such a belief.
 
Now, the key propositions, bearings, and conclusions of this essay may be synthesized as follows. Jack experiences the oral history he receives from his mother as an ethical imperative to resist the tendency of public formal histories to suppress and erase, and as a hereditary obligation to be the agent of revenge for his family’s trauma. Confederated with other fugitive slaves similarly positioned in conflict and dissidence with the slavocratic power, Jack employs the 
physical tactics of assault, pillage, and kidnapping as instruments of political resistance. Lacking legitimate secular power, Jack appropriates the supernatural occult power of obeah to confront the racialized order of slavery. His dismembered remains displayed in public places figure the ambivalence of colonial power: on the one hand, the political authorities intend this display to serve the ends of deterrence; on the other, the display of brokenness unintentionally reproduces the durability of obeah’s power to haunt and possess the public imaginary. Dismemberment spectralizes the hauntological functions of trauma, mourning and memory; these functions drive Jack’s desire to revolutionize the moral order of the world slavery gave him.
 
Reviewing the modern scholarship on Obi, one finds a consistent holding that British attitudes to obeah were shaped by a combination of popular cultural representations and by the agendas of colonial and metropolitan vested interests. More precisely, these attitudes reflected plantocrats’ and bureaucrats’ anxieties about obeah’s role in slave rebellions such as Tacky’s Rebellion (Jamaica, 1760) and violent revolutionary change (as in Saint Domingue, 1791– 1804). Alan Richardson historicizes the growing interest in and shifting attitudes towards obeah from approximately the mid-eighteenth century (James Grainger’s Sugar Cane, 1764) through the Romantic period (e. g., Wordsworth’s “The Three Graves,” 1797), and into the twentieth century (e. g., Rhys’s Wide Sargasso Sea).579 He affirms obeah’s significance as a source through which Caribbean slaves could recover and solidify their cultural identities, and appropriate its power to fashion a politics of sorcery with the objectives of resistance and liberation. An inclusive spectrum of greater and lesser lights, Richardson’s critical survey demonstrates obeah’s capacity to hold the poetic imagination and to generate narrative and dramatic plots. Notwithstanding this diverse imaginative history, Richardson is emphatic that obeah resists full representation. But the controlling historical impetus of his essay pushes him forward. Without any motive of detraction, I would like to roll back his forward advance and freeze the frame at Earle, precisely to inquire how that resistance to representation informs Earle’s text and produces the dynamics of haunting and revolutionary agency to illuminate our understanding 
of Obi’s objectives. Because the bulk of critical work on Obi has followed a similar diachronic strategy, typically pursuing the causes for shifts and manipulations in the portrayal, my basic positioning towards the critics will be conditioned by my deeper, more concentrated focus on Earle’s novella than has been done so far. The first two decades of the twenty-first century have seen a steadily growing interest in the discursive meanings and functions of obeah, with intensive focus on early nineteenth century stage performances of Obi in melodrama and pantomime. This focus may be attributed to the popular cultural appeal of this sensational story with its powerful political content. It may also be due to the adaptability of the various versions of the narrative to new historicist and cultural studies approaches. But a major driver of that interest no doubt was the decision by the Romantic Circles’ Praxis series editors to devote a volume to critical essays mainly on the historical stage performance of Obi, and their own direct involvement in a modern Boston production (July 2000).580 Astute and insightful, Debbie Lee’s essay in that volume examines the occult themes that magnetized dramatists, performers, and late eighteenth century anti-slavery and Romantic poets. She opens the piece with the statement that Ira Aldridge’s performative embodiment of the role (in William Murray’s melodrama, late 1820s) “sandwiched” a dimension of cultural history between obeah and sugar.581 I endorse the credit Lee gives to Aldridge for imbuing the role with his exceptional artistic genius, thereby recovering from the role the dramatic power of its contextual history. But I want to contract her field of reference from the extended historical record down to the specific earlier appearance of Earle’s Obi. From that positioning the trope of Ira Aldridge’s body may be shown to be already prefigured, if not identified and evaluated until now, in the layering of bodies (nation, family, individual revolutionary hero) in Earle’s text. Lee goes on to develop her article with a powerful set of resonances joining the brokenness of slave bodies with the incidence of broken parts used in obeah rituals (alligator’s teeth, human hair, goat’s semen, animal fat, among others). In this essay, I use the corporeality of brokenness to aestheticize Jack’s personification and practice of obeah and to draw inferences about Jack’s apprehension of obeah’s occult power to heal trauma and reform the moral order.
 
 
Taking her point of departure from the common tendency among plantocrats, official administrators, and sympathetic publicists to understate, trivialize or outright deny the seriousness of slave resistance, Lissette Lopez Szwydky surveys the causes of that tendency, and selects pointed examples from Jamaica and its revolutionary neighbor, Saint Domingue.582 She identifies the symptoms of this tendency as misreportings and effacements contrived to serve the political needs of authors and audiences, and to promote the agendas of political and economic interests. I agree with her assessment that Earle’s writing certifies his abolitionist credentials, but I disagree with her view that Earle, like his successors in the melodrama and pantomime productions of the story, “deemphasized the collective threat posed by Three Fingered Jack’s exploits in 1780 – 81.583 In the textual analysis to follow, and in the theoretical sources that support it, I will adduce the pervasiveness of haunting in the text as Earle’s attempt to represent the urgency of social threat.
 
Haunting Narratives and Narrative Voices
 
 Obeah, with its associations of the uncanny, terror, and revolutionary threat, engenders the pervasive impression that the text’s narrative momentum is driven by a potent haunting. The burden of communicating the story hangs heavy over the text. The epistolary correspondent sees Jack everywhere; his name is on everyone’s tongue; his charismatic power and presence permeate the social imaginary. Stanford utters a plaintive cry of desperation in Letter VII: “The image of Jack haunts me, and I am loath to drop my pen until I have concluded his history.” With that gesture we are reminded that the haunting is transracial, that it derives from an absent that is present, and that it emanates from a source whose desire is so importunate as not to be denied. As copious other evidence from the narrative attests, it springs from traumas that run deep in Jack’s family history, from the broader colonial history of slavery, and its associated racial terror. Jack’s power is therefore spectralized across the narrative; where Earle is the ghost writer for the narrative’s sources, Jack is the ghostly writer behind them all. This promotion to authorship defines the space Frances Botkin saw filled by 
Tuckey in the 1980 Jamaican pantomime production of Jack Mansong, where that character transcribes and transforms British written texts to accommodate the voices of an oral culture.584 Where Tuckey is a signifying monkey by analogy with Henry Louis Gates’ figure, Jack is a signifying ghost in my interpretation of Earle’s history. To read Earle’s narrative as a hauntology is to see the text as an attempt to disrupt the normal processes of conventional narrative/history, a disruption which postcolonial approaches to these types of narratives have shown to be the obligatory response to the ruptures, the repressions, and the outright erasures of the terror experienced by the traumatized (oppressed).
 
The primordial shaping influence in Jack’s life, his mother Amri is doubly defined as a subject of haunting. As wife and daughter she was an eyewitness to the physical assaults inflicted on her husband and father. Memories of their enslavement, tortures and brutal deaths are seared deeply into her consciousness. Twice victim of grievous family traumas, then, she is clearly unable to shake those memories, as evidenced by her compulsive retellings and her willingness to repeat the events to her son without any attempt to suppress the most unbearable details or abridge the narrative in deference to his tender youth. As mother to that son, she sets the paradigm for the moral action she desires Jack to follow by willfully appropriating narrative as an agency of remembering and mourning, by choosing oral transmission as a prophylaxis against the risk of official interdiction or erasure, by explicitly enjoining these practices on her son as tools of political resistance. As she vows to emulate her husband’s heroism by not divulging any information that might incriminate her father, even when she is being tortured to extract the same, she binds her son to the solemn duty of avenging family traumas. It is she who leads him to Bashra’s (an obeah man’s) cave; it is she who personally invests him with the obi horn of occult power. Further, transcending the sources of haunting occasioned by family loss, she reflects the weight of haunting from an even larger and more inclusive category, the loss of nation. Separation (absence) from ethnic cultural meaning and from the imaginary of nationalist feeling weighs heavily upon her as she explicitly commits Jack to the project of vindicating the national honour lost to slavery, and to a vision of restoring Feloop national pride.585
 
 
Painful and painstaking, Amri’s oral archivation of Makro’s acts of resistance, his punishment and tortures for those acts (ending with the dumping of his body at sea) drives home the hauntological imperative to honour and not repress pain and trauma. Though dead and absent, the images of Makro and Feruarue are given living presence in Amri’s retelling of their stories. The free floating of the signifiers living/dead, present/absent makes the scene of narration hospitable for the ghosts of father and grandfather to spectralize the growing boy’s consciousness and plead for vengeance. Jack is allowed no ambivalence as to his own moral and ethical obligations to exact that vengeance. For Jack, the drive to vengeance is the non-negotiable work of inheritance. For him, in Derrida’s terms, to be is to inherit: “Inheritance is never a given, it is always a task.”586 Postcolonial reworkings of Derrida’s theory of haunting have emphasized the need to preserve the memory of these injuries from silence and erasure. José Colmeiro identifies the risks to lie in “unproblematic transparent mimetic representations of the past” which tend “to replicate […] straight and smooth historical narratives.”587 Against these risks, Tina Kirss defines the ethical imperative as a “will to materiality” that confronts the past out of a concern for justice.588 Assuming a broad range of media (fictions, memoirs, journals, films) and positive political actions, Colmeiro summarizes how such narratives accomplish the desired objectives: “These haunting narratives thus make visible the disappearances and absences silenced in normative historical accounts, and replicate the process of confronting a difficult past that still needs to be dealt with in the present.”589
 
The episode in the text where Jack begins to enact the terms of the legacy received from his mother brings the hauntological to a powerful and dramatic intensity. I distinguish it here by emphasizing that I am referring to a specific episode and that Jack’s revolutionary actions are only just beginning. For present 
purposes I want to focus on Jack’s address inciting the slaves to rebellion in Letter VI, and derive from it the constituents of a narrative of haunting which functions as a metonymy for the full revolutionary project. That the past is not past but continually returns to help the dispossessed to confront the present and shape the future is shown by the way Jack’s speech is interpenetrated by the harangue Aphra Behn’s Oroonoko addressed to the cowardly slaves in Surinam. The coincidences of rhetoric and themes are uncanny returns of the past: rights, freedom, ruptures, and loss recall the focus of Oroonoko’s preoccupations and bring him into this novella with the impact of spectral certainty. The ghostly emanation of Oroonoko’s past through the recovery of his rhetorical power draws attention to Jack’s present personification of courage, fearlessness and resolve. Like Oroonoko’s, Jack’s speech is haunted by the risks slavery posed to family and freedom (“suffer not our wives, your mothers, to sink under the load of unnatural and disgraceful slavery,” Letter VI). Closely aligned, the mourning for loss of national integrity returns in this speech also. The intimidated repressed slave masses scatter and desert Jack at the approach of superior fire power; like Oroonoko, Jack meets the slaves’ cowardice with impassioned upbraiding and withering scorn. But he wins the loyalty and support of one (Mahali) who, like him, personifies obeah, Feloop nationalism, and revolutionary desire. Since Oroonoko was widely read, and popularized on the English stage, Earle no doubt knew the story; but the trope of haunting is nonetheless compelling, whether he consciously borrowed some of the story’s rhetoric or whether the narrative haunting was occasioned by the irrepressible return of myth.
 
What seems like a final utterance of disillusionment and defeat (“I thought all men loved Liberty,” Letter VI) really bears a compelling irony. The vision afforded by spectral sources intimates that the disillusionment assumes cosmological proportions. The axiomatic formulation, “I thought all men loved Liberty,” interrogates the Enlightenment credos of universal freedom and equal rights, effectively disrupting the master narrative that legitimated them. The formulation also suggests he has discovered that no one size fits all. This leaves him to search for an alternative that will serve the specific situation of this group of oppressed and enslaved. We will see how this compromise is worked out farther on.

 
The Reactionary, the Radical and the Spectral
 
 But here it is pertinent to place this discourse on universal freedom, this doctrine of equal rights, and the spectralization of the revolutionary spirit resonating in Obi within a particular ideological context. For the intellectual distinction he brought to polemical debate on these issues, Edmund Burke provides a critical 
reference point to situate the reactionary partisans who opposed abolitionist values (like Earle’s) and Jack’s relationship to the debate on rights, liberty and the legitimacy of slave revolution. Especially in his Reflections on the French Revolution (1790), but also in speeches and letters, Burke problematized the doctrine of rights and expressed palpable horror at the prospect of slave revolutions. Tropes of the monstrous and the spectral permeate Burke’s anti-Jacobin, anti-revolutionary rhetoric. They occur with such frequency in his writings, it is hard to overestimate the role his discursive leadership played in framing for conservative and reactionary British minds this myth of revolution and social disorder as originating from a violent stalking spirit of terror, called forth from the grave by revolutionists to haunt and terrorize the French, and by extension the British and European minds. Taking the full sweep of human history before the French Revolution, Burke wrote: 


 Before this of France, the annals of all time have not furnished an instance of a complete revolution. That Revolution seems to have extended even to the constitution of the mind of man. […] They [the revolutionists] have so determined hatred to all privileged orders, that they deny even to the departed the sad immunities of the grave. [… T]hey unplumb the dead for bullets to assassinate the living. If all revolutionists were not proof against all caution, I should recommend it to their consideration, that no persons were ever known to history, either sacred or profane, to vex the sepulchure, and, by their sorceries, to call up the prophetic dead, with any other event, than the prediction of their own disastrous fate.590

 
The assumption is of a totalizing (“a complete revolution”), transgressive phenomenon (extending “even to the constitution of the mind of man,”) unprecedented in civilized history and memory. Spirits can be conjured up and unleashed (like bullets) to haunt, assault, or injure the living. The passage recalls Stanford’s desperate cry, “the image of Jack haunts me,” and it asserts Burke’s deeply held persuasion that the rational enlightened mind has been infiltrated and possessed by a spirit and monster of revolution. In yet another respect this extract positions Burke’s voice as an originary intelligence for tracing Earle’s ideological sources and for predicating Jack’s revolutionary determinism. It is compelling to note the coincidence between white radical revolutionary agents acting as sorcerers and grave robbers, ransacking the tombs of the aristocratic dead, and the colonial obeah sorcerers gathering grave dirt and other skeletal remains for their charms and fetishes to destabilize the order of colonial Caribbean 
societies.591 Again, Burke’s visualizing power and his compulsive resort to spectral imagery stands out in this passage: 


 Out of the tomb of the murdered monarchy in France has arisen a vast, tremendous, unformed spectre, in a far more terrific guise than any which ever yet have overpowered the imagination, and subdued the fortitude of man. Going straight forward to its end, unappalled by peril, unchecked by remorse, despising all common maxims and all common means, that hideous phantom overpowered those who could not believe it was possible she could at all exist.592

 
This pattern of conflating insurrectionary groups took various permutations in Burke’s mental imagery, but the following instance shows that Jack’s project of rebellion and haunting was typologically, but negatively, prefigured in Burke’s rhetoric. Though he condemned slavery on certain principles, Burke recoiled in horror from the spectre of blacks and mulattos acceding to power in Saint Domingue as much as he did from the spectre of mob rule in revolutionary France. That the two groups of freedom and autonomy seekers became conflated in his mind as one illegitimate racialized mass, “a gang of Maroon slaves, suddenly broke loose from the house of bondage”593 is illustrated in this oft-quoted polemical effusion: 


The French Constitution […] is founded upon what is called the rights of man; but, to my conviction, it is founded on the wrongs of man; and I now hold in my hand an example of its effects on the French colonies. Domingo, Guadeloupe, and the other French islands, were rich, happy, and growing in strength and consequence, in spite of the three last distressing wars, before they heard of the new doctrine of the rights of man; but these rights were no sooner arrived at the islands than any spectator would have imagined that Pandora’s box had been opened, and that hell had yawned out discord, murder, and every mischief; for anarchy, confusion and bloodshed, raged everywhere; it was a general summons for:
 
Black spirits and white,
 
Blue spirits and gray,
 
Mingle, mingle, mingle,
 
You that mingle may.594

 
 
 Among other things, the passage conveys Burke’s contempt for the emerging doctrine of rights, and I shall return to this preoccupation later. But here I want to accentuate that not only did Burke racialize the face of terror in the colonies, he also spectralized the shape of revolution there too. The extract illustrates an intensive concentration of Burke’s practices of visualization and theat-ricalization. Potently exemplifying the unconscious processes of imaginary construction, the language counterintuitively inscribes the hauntological space in which Jack’s revolutionary desire floats freely. Anarchy, confusion and bloodshed are personifications of a decentering authority. The mingling of black, white, blue and gray spirits is the sign of a disrupted hegemony and a consequential diffusion (deferral) of power to new diverse orders. This is categorically the nature of Obi’s work of haunting but it also underlines the profound anxiety Burke experienced over the emergent question of rights, and it triangulates haunting, anxiety and rights into a framework for situating Earle’s novella within the context of the political novel.
 
Ubiquitous in the philosophical thought of both pro- and anti-slavery partisans, the rhetoric of rights stirred the natural desire for freedom in the slaves. For his part, Burke found the “rights of man” an extreme doctrine, difficult to define or sustain as an absolute idea: 


The pretended rights of these theorists [French philosophes and kindred Enlightenment ideologues] are all extremes; and in proportion as they are metaphysically true, they are morally and politically false. The rights of men are in a sort of middle, incapable of definition, but not impossible to be discerned. Political reason is a computing principle; adding, subtracting, multiplying, and dividing, morally and not metaphysically or mathematically, true moral denominations.595

 
To a status quo ideologue like Edmund Burke, this notion was equivalent to a dangerous heresy. He propounded the self-evident legitimacy of traditional precedents establishing the fixed orders of rulers and ruled. “We fear God, we look up with awe to kings; with affection to parliaments; with duty to magistrates; with reverence to priests; and with respect to nobility. Why? Because when such ideas are brought before our minds, it is natural to be so affected.”596
 
So far, the conditions defining the novella’s formalism, those identifying its functions as counterdiscourse, the rhetorical, polemical and hauntological relations it embodies also link it to the late eighteenth century-early nineteenth century political novel. Emerging in England in the radicalizing and revolutionary 
climate of those turn-of-the-century years, the political novel (sometimes known as the Jacobin novel) furnishes an appropriate generic framework for Obi in the ways it mirrors contemporary debates about power, slavery, revolution, justice and the attendant issues of rank, privilege, human rights, freedom.597 William Godwin’s Caleb Williams (1794) and Mary Wollstonecraft’s Maria, or The Wrongs of Woman (1798) represent the novelization of those debates about the legitimacy of feudal, aristocratic and patriarchal structures sustained by tyranny, oppression and inequality. The slave trade, colonies, and the complicated threats they posed to the bonds of family life are illustrated in Elizabeth Inchbald’s Nature and Art (1794), while slavery’s capacity to breed cruelty in masters and revolutionary violence in slaves is depicted in Charlotte Smith’s “The Story of Henrietta” (1800). Partly set in neighbouring Saint Domingue, John Thelwall’s Daughter of Adoption (1801) engages the philosophical vision of abolition in a plot that also dramatizes the causal relations existing among excessive wealth, racially stratified social orders, and threats to traditional family values (incest, interracial liaisons). Obeah’s potential for spreading panic and empowering rebellion is contextualized in Maria Edgeworth’s meliorist approach to abolition in “The Grateful Negro” (1804). This short fiction juxtaposes loyal slaves and their generous lenient master, Mr. Edwards, on one plantation, against the discontented slaves and brutalizing overseers of an indifferent master, Mr. Jefferies, on another(both properties in Jamaica). Edgeworth’s dramatic contrasting of two different ways to order life and exercise mastery within the same colonial locale reflects the wider debates in the colonies and Britain about the most effective measures to promote stability and prepare slaves for freedom and self-governance.
 
Predating Edgeworth’s story by four years, Earle’s Obi had set a paradigm for debate and reflection among abolition supporters and readers of intelligent sentiments and general reformist tendencies. In Letter I, Stanford tells Charles that he is in daily disputation (“altercation”) with island planters on the legality of slave trading, the morality of holding other humans as slaves, and the downright criminality of the practices associated with both. This specific claim of regular rhetorical engagement, together with other assertions by Stanford, provides the historical and ideological contexts for certifying the novella’s affiliation to the political novel: the narrator vouches that in his search for freedom Jack is 
demanding a legitimate right; that Jack is defender of the rights of man; and that he is a true patriot fighting for the liberty of his people. To the cogency of those criteria the narrator adds the allusive rubrics of this summation: that in expressing a spirit of rebellion Jack is doing nothing more than asserting those egalitarian impulses that flow in other men of mark and distinction throughout the world. These dignifying attributes place Jack squarely within the legitimacy of Enlightenment moral and political ideals, and elevates the project of black freedom to the dignity of other universal revolutionary projects.

 
Earle’s Work, Obi’s Work, and the Projectof Revolution
 
 Invoking enlightened universalist values, Earle performs an unmistakable counterdiscursive gesture: with it he positions Obi, as the author of a revolutionary project, to identify himself with a specific set of philosophical relations to the concept of a “project” within the broader ideology of “work.” (I will give this concept a broader, more philosophical grounding below.) For Jack as protagonist, Earle’s work yields a complex set of signifiers constellated around the trope of work. We can recover these specific ramifications by making a deeper probe into the text’s dramatic confrontations between Harrop and Obi.
 
Keen to execute his plan for revenge against his white enemies, Jack goes one night with his mother to receive the obi horn containing the charms and fetishes that would protect him.598 Next day he encounters Captain Harrop. Once again ideological intentionality is framed in the structure of a dialogic exchange, this time in Letter VI, between Harrop, the former kidnapper and slave trader, and Obi, the son of parents who were kidnapped and sold into slavery by Harrop. Neither knows the identity of the other. Harrop approaches Jack with his characteristic guile; his introductory speech is laden with the same unctuousness, hypocrisy and confidence trickery he used to entrap the youth’s parents. Downright mendacious, Harrop claims that he brought Amri to the West Indies to repay her kindness in rescuing him from a shipwreck, and to continue his project of affording her moral and intellectual improvement along enlightened European lines. The speech is full of eloquent effusions about nature and the culture of feeling drawn from romantic and sentimental commonplaces. But it is also dense with ironic pronouncements about the moral virtues of work, and insinuations that 
the sons of Africa are better constituted to enjoy those benefits by toiling daily under the direct rays of the sun. Harrop’s pious platitudes and deeply racialized discourse only serve to reinscribe his history as a subject who used guile and chicanery to exploit and benefit from the labor of slaves. Listening, Jack comes to identify him as his parents’ enslaver and engages him by reciting his own biographical narrative. As the two versions of history collide, the tension hangs heavy in the air between them. Seizing the moment, Jack attacks him with lethal intent. The dialogic framing of the two narratives ironizes the conventional orders of work and contests Harrop’s slavocratic assumptions about the rights of Europeans to exact slave labor from Africans. If Harrop’s relation to labor is one of immoral appropriation achieved by intrigue and deceit, and articulated through discourses of nature and sensibility, Jack dialogizes this voice by defining his project as a solemn hereditary duty, the work of a single purpose, transformational, revolutionary. Born into slavery, he would naturally follow the condition of his mother and be forced to labor along with other slave children on Mornton’s plantation. From the performative acts of his parents I want to theorize that work held a special set of meanings for him. Before he died, Makro left certain solemn injunctions about the agential imperatives that should guide Obi’s life. He asserted his desire to forge an unbroken bond between his consciousness and the boy’s future revolutionary agency by passing his girdle on to him. In her turn, Amri’s narrative performance symbolized the work of memory and the work of nurture. Thus, labor in Harrop’s discourse has to be read for its materialist history of coercion and alienation.
 
Recollecting for Jack at age 22 what she felt seeing him begin to “labour” at age six, Amri slips through the labyrinth of language designed by the plantation and colonial systems to restrict her range of referential possibilities, her moral and ideological choices, and her son’s. Amri uses the resources of the trace to navigate the labyrinth: “The trace,” Derrida writes, “is always that which exceeds presence and absence. It eludes that which might maintain its presence.”599 The slippage permits her to imagine a way out of the system’s closure, past alienation and coercion, towards a reinvented moral future. Her vision “differs”/“defers” the sign “labour” into the signs of diligence and industry, the hallmarks of an apprenticeship that would strengthen him for the greater work of struggle and resistance, that would change his life, transform his consciousness and remake the world slavery made. This imaginary through which individual action may produce permanence in the world may be shown to proceed from the concerted 
exercise of work, action and “remembrance” (memory, in the terms I am using here): in Hannah Arendt’s words, “the living activities of speech, action, and thought” need “remembrance” to establish permanent reality and fulfil the human world.600 Makro had declared with the settled certainty of a juridical decree that slavery was the unlawful expropriation of another’s labor (Letter XIII). Obi’s consciousness was further raised, by the legacy of his grandfather, to dissent from the ethics of slavery. That dissent formed the work of conscience. Receiving the obeah fetishes from Feruarue, Jack assumes the cultural work of symbolic magic, and with it he continues the revolutionary tradition of his grandfather who led the rebel cause, also with obeah fetishes (Letter V). As his consciousness matures, Jack contemplates his role in that legacy in a speech that begins: “Why does the agonizing sweat of vengeance alone chafe my cheek? Why doth this nerved arm handle the spade, when it should wield the sword?” (Letter VI). Following this speech, Jack knocks Harrop to the ground with a deadly blow, and would have killed him, had it not been for the intervention of an overseer and a crowd of slaves. In a longer speech, Jack continues to channel the passion and indignation of Oroonoko, redeploying the latter’s rhetoric and themes to the conditions of Jamaican slavery. The tone of Obi’s speech is urgent, vengeful, upbraiding. The themes he sounds are the nonnegotiable duty of rebellion, the injustice of their enslavement, the inhuman degradation they suffer; and the worthy pursuit of liberty.
 
Theorizing those tropes of hereditary and metaphysical work illustrates a range of immanent ideological meanings. Their complicated associations with trauma, memory and dispossession show that they are always already hauntological. I want, then, to link them to the final part of this section to demonstrate how certain emanations of the novel’s spectral depth position the protagonist for the work inspired by hauntological guidance. Amri’s intentionalist action in leading Jack to Bashra’s cave weaves a magic circle that girdles all those present in the cave, corporeal (mother, son, and obeah priest Bashra) and spectral (husband /father, father/grandfather) into a compact of duty, will, and desire. The scene of dialogic encounter between Jack and Harrop repeats a similar convergence of spectral energies that advances the plot along its immanent trajectory. Harrop suddenly materializes in Jack’s work space in the manner of an apparition: “Towards the approach of evening, as he wiped the sweat from his brow, an European stood by his side whom he knew” (Letter VI). As Harrop tells his distorted story of the way Jack’s mother’s came to Jamaica, ghosts of entrapment, loss and exile gather around again as they do for every retelling. His reconstituted 
truth dissolves under the weight of its own fraudulence, and his narrative assumes the cognate definition of spectral in its speciousness. As Jack listens, the narrative energy produces the enigma of absence and presence as the gap widens between the version Harrop tells and the version Jack knows. Absent his father and mother, he has to be the present silent witness for them and for all the slave dead whose histories are rendered vulnerable to distortion or erasure. When Jack tells his narrative as his mother passed it on to him, he implements the function of hauntology to correct master narratives and unsettle (haunt) accounts authorized by vested interests. When he asserts himself to reveal his identity, he reaches for full presence and grasps the moment to inaugurate his agency. The separate and collaborative scholarship of Lynn Hunt and Thomas Laqueur on the work of narrative in the emergence of the concept of human rights is definitive in establishing the significance I ascribe to this agential moment in Earle’s novella. Lynn Hunt situates the epistolary novel at the historical intersection of empathy and the institution of human rights.601 Laqueur’s work speaks directly to the humanitarian impulses of Earle’s political fiction and my articulation of Jack’s ethical imperative: the imaginative representation of individual and family experiences of “suffering and vanishing – of pain and dying unremembered – constituted a claim to be regarded, to be noticed, to be seen as someone to whom the living have ethical obligations.”602
 
Harrop’s appearance at this point in the novella sets the stage for a classic protagonist-antagonist confrontation; the conjunction of identity and agency in Jack’s response strengthens his purpose to reform the moral order of the world. In the events and altered relationships Earle designs to advance the story to climax and denouement, Harrop is deeply implicated as the causal agency of suffering and disorder, and is justly punished for his transgressions. After initiating his cousin William Sebald into the evil commerce of slave trading, he contrives through blackmail and deception to separate him from Harriet Mornton, the woman William loved. Harrop then marries Harriet, leaving William to descend into mental anguish and social abjection. Jack’s capture of Harrop opens the way for William and Harriet to be reunited. The novella ends with their marriage and new-found happiness, the bright promise of a changed future.
 
This union is a significant manoeuvre of reversal in the plot: formerly victims of Harrop’s greed and self-interest, William and Harriet emerge as figures of virtue rewarded. Their marriage repudiates the hegemony of the gothic family 
narrative in which Mr. Mornton and Harrop are the ugly male oppressors, their status authorized by slavery, money and colonial social power. Harriet’s escape from her father’s household and from her marriage with Harrop breaks the bondage of repressed desire and circumscribed autonomy for women in this kind of domestic polity. Beyond rescue and past redemption, Harrop is left to starve in Jack’s cave. His fate is a compelling symbol of Jack’s resolve and the book’s abolitionist moral that slavery, to be defeated, must be starved (of human cargoes, suppliers, purchasers).
 
The cave that is the locus of Harrop’s captivity and demise is a complex signifier of the ideological work Jack and obeah perform in this narrative’s revolutionary vision. In Jamaican history, caves have figured prominently in the resistance politics of slaves who chose flight, denial of labour, plundering of crops and other forms of destabilization against the plantation power. Known collectively under the conceptual label of marronage, these tactics formed parts of Jack’s rebel strategy. The cave powerfully conflates the physical resources of nature and the metaphysical site of occult knowledge. He uses it defensively as a space of refuge when pursued by soldiers. Offensively, the cave serves as a fastness from which he launches attacks to rescue his mother and his comrade-at-arms, Mahali, and as a stronghold where he punishes transgressors (Harrop). In its metaphysical functions, the cave is an even more complex signifier. Sacred repository of knowledge, belief and healing for obeah practitioners, the cave holds within itself the power of immanence to shape revolutionary vision and transform the external world. These functions reinscribe the cultural work of fetishes and charms subversively carried on from caves by his grandfather and Bashra, both mentors for Jack in the formation of his revolutionary desire. The cave is, therefore, a space where the corporeal and the spectral interanimate to produce obeah as a new epistemic order.603
 
In the novella’s interrogation of old orders, obeah displaces rationalist and enlightened systems, and spectralizes the possibility for a new epistemic order to undergird the imaginary of revolution. Nowhere is that revolutionary impulse more strikingly represented than in the orgy of bloodletting played out in the book’s closing scenes. The killings of white figures revisit upon the slavocratic establishment the haunted memories Amri shared with Jack of lacerating 
whips, eviscerated organs, quartered and burnt bodies that traumatized slaves during the Middle Passage and on the plantations. The nexus of blood and obeah provides the fusion of the corporeal and the mythic that are necessary for revolutionary change.604
 
In his impassioned speech to the slaves, Jack articulated a vision of revolutionary work in his expressed single purpose of solidifying the abject and benighted slave masses into a “firm and resolute body” (Letter VI). Corporeality recurs in that rhetorical trope, this time with a decided nationalist intentionality. Jack constantly dedicated his resistance to the cultural imaginary of a Feloop ethnicity and the restoration of a Feloop homeland. The imaginary, Kerwin Lee Klein tells us, has an express agency in securing perpetual “affective bonds.”605 Transformed within the occult space of the cave, the imaginary power of memory, belief, and the materialist practices of obeah create the consciousness required to make the “affective bonds”(love) visible as work. Paradoxically, in the very source where critics have problematized the status of the black slave and the African, one finds validation for this constructive consciousness. Hegel’s Master-Slave dialectic envisions this progress to self-consciousness and to social agency on the part of the slave: 


 The truth of the independent consciousness is accordingly the servile consciousness of the bondsman. This, it is true, appears at first outside of itself and not as the truth of self-consciousness. But just as lordship showed that its essential nature is the reverse of what it wants to be, so too servitude in its consummation will really turn into the opposite of what it immediately is; as a consciousness forced back into itself, it will draw into itself and be transformed into a truly independent consciousness.606

 
Jack’s rejection of slavery signifies the capacity of the slave to recreate the self, and to produce new social relations. Entailing his hereditary obligation with an ethical imperative defines the work as world-changing, world-making. Sean Sayers develops a critique of Hegel that reemphasizes this ethical and political dimension and lends validity to this reading: “With the development of our relation to nature through labor comes the emergence of self-consciousness from immediate natural conditions towards a developed, reflective and mediated state and, consequently, the growth of freedom.”607
 

 
Dismemberment and the Ideological Workof Haunting
 
 By itself, obeah does not comprehend the total universe of hauntological sources that animate the narrative. I need not return to all of them here. So, before proceeding to summation, I will reinvoke dismemberment for its frequent recurrence as a trope of absence and presence and let it serve metonymically to mark the central, organic, ideological work of haunting.
 
With specific reference to the Fawcett pantomime Three Fingered Jack, Debbie Lee advanced the very intelligent insight that dismemberment figures power for all the ways it keeps returning in the Three Fingered Jack saga: its presence in the broken parts used in obeah rituals, in Jack’s missing fingers, in the brokenness of his family, and in the broken bodies and sprits of all those millions of Africans for whom he spoke. I want to describe that power as hauntological and specify its significance to the definition advanced before, of an agency that makes past trauma present. Jack’s missing fingers are the absent that is always present. The missing digits are haunting reminders of the violence on which Caribbean colonialism and its larger container, the ideological system of empire, were built. Random (broken) parts were made (sacrificed) to serve the ideal of the global power of empire. Besides its operation through the power of brokenness, hauntology may also be perceived in chains of unbroken-ness that are preserved and reproduced through memory and narrative. An intriguing demonstration of this process may be recovered from a comparative reading of a speech in The Tempest, sometimes attributed to Prospero, sometimes to Miranda, with a Harrop speech in Obi. In Act 1, scene 2 of Shakespeare’s play, the voice in that speech reproduces the motives and power of the colonizer/enslaver-in-chief, reproaching the dispossessed and enslaved Caliban for recalcitrance to the usurping power and for imperviousness to enlightenment and civilization: 


I pitied thee,
 
Took pains to make thee speak, taught thee each hour 
One thing or other: when thou didst not, savage, 
Know thine own meaning, but wouldst gabble like 
A thing most brutish, I endow’d thy purposes 
With words that made them known. But thy vile race, 
Though thou didst learn, had that in’t which good natures 
Could not abide to be with; therefore wast thou 

Deservedly confin’d into this rock, 
Who hadst deserv’d more than a prison.608

 
 In an analogue speech in Obi (Letter VI), Harrop elides the motives of commerce and the consequences of enslavement, and pretends that Amri followed him to Jamaica to improve her mind with the gifts of European civilization and enlightenment: 


She was a wild untutored being, bred up in native simplicity, in the bosom of Africa; she was ignorant and I matured her understanding; her good heart was incircled by weeds of a savage growth; I plucked them by the roots and implanted in their stead seeds of a more refined nature; by my daily perseverance, and the susceptibility of a heart that owned all tender feelings from her birth, they soon expanded and ripened into blossom. I felt a pleasure in the culture of her mind, such as you must feel, when raising from the ground a nutriment to life.609 (Letter VI)

 
This intersection is hardly coincidental. Indeed, it further corroborates the evidence for Earle’s ideological allegiance to abolitionist ideas. Moreover, it reveals Earle’s ability to deploy abolition not only as a political strategy but also as an ideological discourse. It demonstrates the power of hauntology to return to origins, resist erasure, and reverse trauma. This return to the topos of the speciously benevolent but doomed project of empire under the guise of civilization is the hauntological return of the anxiety that the colonial project might meet its most robust resistance, not only in violent revolution but in disparately positioned discourses (Prospero and Harrop on one side, Earle on the other).
 
This deployment of abolition as a counterdiscursive ideology extends beyond the theme of the European civilizing project. Earle also assumes the gesture to disavow the colonizing master narrative. Specifically, it is the linear, closed structure and rationalist pretensions of that narrative that he disavows in Obi. Ascribing the origins of his narrative to multiple sources, and further extending that multiplicity to techniques of narration relaxes the strictures of traditional authority and conventional authorship. Exposing history as a notoriously unreliable practice, slippery, and subject to the motivations of narrow special interests, he concedes a substantial weight of authority to memory, and to its bearers, 
the chief of these the voice of a female slave. In that single identity he includes and legitimizes two classes traditionally elided from authorship. The privilege of memory is evidenced in Jack’s ominous words to Captain Harrop on their first confrontation, “Keep the remembrance in thy heart” (Letter VI). These words carry the double edge of an aggressive threat and of the unveiling of a strategy for a new social practice. A similar injunction and admonition Jack made to the slaves (“remember the struggle is for liberty,” Letter VI) may be interpreted to mean that memory is both defensive and political. These aspects of Earle’s fictional design instance a relation to the political novel which Miriam Wallace historicizes as a fluid inclusive space for “new subjects not hitherto legitimized under the aegis of the earlier existing rubrics.”610 Obi’s “new subjects” may be positioned within the new legitimating discourses of human rights emerging in the late eighteenth century and early nineteenth century. Identified with both philosophical and literary texts, Obi reproduces the political novel in its wide diffusion of the theme of rights: the right to fight oppression, the right to protect kith and kin, the right to resist the alienation of individual labor by the rich and powerful.611
 
Epistolary and political, abolitionist and anti-colonial, Earle’s modest novella leverages these relationships for the project of writing and recovers a revolutionary project from their collected energies. Rhetorical candor and political insight establish the ground on which the two projects meet. “Who worked his passion to the pitch?” and “Who drove him to the deeds of desperacy and cruelty?” With these two rhetorical questions Earle equivocally insists that a system of slavery and human injustice made Jack the rebel he became. By a deft insinuation (the writing finger worn to a stump) with an overwhelming sense of the cause he was seeking to publicize, Earle assimilates the labor of writing to the labor of slavery. In the closing statements of this essay, it is proper to ask two questions about the text’s closure. How are existential orders transformed? What relationships are changed at the end? For a response to the first we might look to the hand to hand combat scene between Jack and the wild man (Letter XIV). An epic display of approximately equal athleticism, the scene stages a contest between two powerful combatants. The match ends in undecidable ambivalence. Each man to his corner, the resolution looks like the persistence of nature and nature, a plot twist that eschews the old order of one party emerging in 
violent triumphalism over the other. For a response to the second we should focus on Jack’s final act of “desperacy” and the William-Harriet marriage. Both Jack’s valiant revolutionary attempt and the successful union of William and Harriet presage the imaginary of an insurgent generation, imbued with a reformist ideology to shape a new social future. While Jack is captured and killed, the dismemberment and spectacularization of his body ironically guarantee him an afterlife that would haunt the imaginaries of publics contemporary and subsequent to the event. The governor’s order to exhibit his dismembered remains around the island ensured an unintended durability, and spectralized the hauntological power of his revolutionary consciousness in public mind and cultural memory.
 
These conclusions strongly affirm that Jack as historical person and mythic figure resists the conventional artifices of closure. They also warrant that close reading and careful historical contextualization may uncover the bearings of Earle’s abolitionist project. Further, they yield compelling evidence that Obi the novella exceeds the personal political to unfold the project’s deeper ideological work.612 The performance of authorship in this project reimagines writing as a strategy that privileges the work of multiple agencies and incurs the immanent energies of that multiplicity. Earle’s original motive to represent slavery and promote abolition is transformed by the immanent narratives of memory and the still deeper immanences of occult beliefs and occult practices. Thus, the novella redefines itself less as a scribal activity (an articulation among fingers, pen and paper) and more as the operation of desire and consciousness, capable of leveraging the hidden work of haunting to produce the public work of moral and social good.

 
 

 



Barbara Puschmann-Nalenz
 
A Great Good Place or Ghastly Pile?Representations of the English CountryHouse in Recent British Fiction:Metamorphosis of a Literary Motif
 
 This essay proposes an exploration of contemporary fictions by Emma Tennant, Antonia S. Byatt, Graham Swift, Kazuo Ishiguro and Alan Hollinghurst, in which the English country house is seen as symbolic of norms and beliefs that have been overhauled by the experiences of the twentieth century, or as a monument of the mythologized national past.613 After 1970 the noble mansion has become the object of historical novels presenting in tragic, melancholic, humorous, or satirical narratives periods of the cultural watershed which, viewed from the date of their publication, lies in the more or less distant past, or, paradoxically, in the conserved past of an imaginary future. They show disaffection towards mournful nostalgia and face the vicissitudes and developments of the past hundred years of British and European history. In these novels a new stage in the literary treatment of the long-time epitome of national identity has been reached; appeals to ethical benchmarks emulate with the envisioning of an exciting but unknowable future.
 
 

 
The vision, in Salman Rushdie’s The Ground Beneath Her Feet, of “England as a pure, white Palladian mansion set upon a hill above a silver winding river”614 is a literary topos which makes the noble country house and Englishness almost mutually explanatory and reveals that the imagined referent is not seen as a material object, but an idea and part of cultural realization. Like Pemberley in Pride and Prejudice, the mansion in Rushdie’s novel remains “ideally arrested in a time 
beyond time.”615 The country house’s emblematic significance has been perpetuated in the national imagination and beyond, treasured by institutions such as the National Trust and the heritage industry which have made the house and its parks a magnet for visitors and object of admiration. The country house poetry of the seventeenth century was celebratory, but by comparison, the treatment in British fiction has often discriminately established a critical distance since the nineteenth century. Several recent studies that explore works of narrative prose published between 1880 and 1945 state that they thematize the emblem’s decay.616 Conclusively, its portrayed decline has been called “[t]he swansong of country-house life in the 1930s.”617 Cultural historians still investigate its constructedness in and outside fiction.618
 
Especially for novels engaging in social criticism, the caesura of World War I and Britain’s ensuing socio-political development at first diminished the importance of the country house for the fictional treatment of contemporary problems. As Paul Goetsch has pointed out, the detective novel and the romance subsequently made use of the topos.619 Yet ‘high-brow’ writers Evelyn Waugh and Aldous 
Huxley tend towards the satirical treatment of the symbol,620 while Vita Sackville-West recalled it as the seat of honorable values that endured, and in the thirties and early forties novels by Virginia Woolf (Orlando) and Waugh (Brideshead Revisited) also remind readers of the lasting merit of this center of Englishness despite their skepticism and melancholy.621 After 1945, however, the country house seemed to be doomed622 and the literary motif abandoned like many of the historic architectural specimens in England.
 
The re-emergence of the novelistic interest in the country house motif, simultaneously to the continuation of the Thatcher government, coincides with historian John Cornforth’s statement that “there has been an astonishing recovery in the fortunes of the country house since 1985. Current owners have a growing sense of confidence that they can maintain and preserve the big houses for future generations.”623 Therefore a re-visiting of the country house in narrative literature seems advisable for the poststructuralist period with its renewed emphasis on space – as represented in the fictional text – and spatiality – a way of textually representing the fictional world.624 Like landscape, cityscape, seascape and the house, the ancestral stately home represents a first-rate sphere of activity for “the poetic domestication of space” today,625 and thus a promising field for research. A special interest of postcolonial literary criticism has already been shown towards Anglo-Irish ‘Big Houses’ in current fiction; William Trevor, John McGahern and John Banville are among the authors who even in their most recent novels ascribe symbolic significance to the motif.626
 
 
The focus of this essay is on representations of a unique space and its semantic dimensions in contemporary English novels – the country house as signified and signifier. As indicated above, the divergence between the unreflective perception of the country house nourished in the collective imagination – from guide-books to popular genre fiction – and its depiction in much of ‘high-brow’ narrative literature today is striking. Admittedly, it cannot be overlooked that the iconicity of the English country house had been challenged by critics ever since the publication of Jane Austen’s narrative of the view of Pemberley House,627 and certainly by twentieth-century writers, e. g., in E.M. Forster’s Howard’s End, D.H. Lawrence’s Lady Chatterley’s Lover or Mrs Dalloway’s remembrance of the days of her youth at Bourton in rural England before World War I.628 While the representations of the country house in modernist prose fiction mostly show it as an idealized, but fragile ‘archetype of community’,629 endangered by historical and social crises and revolutionary change, the fiction of the age of deconstruction also brought with it if not the demolition, in any case the dismantling of this icon of Englishness, as part of the widespread problematizing of English national identity itself.
 
In narratives of the past forty years, the preceding glorification or neo-Gothic demonization of the country house as in several of Agatha Christie’s detective novels (e.g. The Mysterious Affair at Styles, and Curtain) has been repeatedly questioned and attacked, at times with satirical instruments and intentions. The setting of Emma Tennant’s The Last of the Country House Murders (1974), a narrative about the future as history, exhibits the final manor remaining in England at the fictional time of the story, the projected late twentieth century. Assuming the guise of a detective story, Tennant aligns this novel with Agatha Christie’s works and turns it into a pastiche, which can be held as one of the hallmarks of her writing, next to her feminist re-interpretations of ancient stories. That the country house motif retains a special meaning in her (re)writings is 
also evident from the 1993 novel Pemberley, or Pride and Prejudice Continued and, in 1994, An Unequal Marriage, or Pride and Prejudice Twenty Years Later. The titles indicate an intertextual fascination with Jane Austen that is also pursued in P.D. James’s popular recent crime novel Death Comes to Pemberley (2011). Whereas the latter provides another extrapolation of the fate of Austen’s heroes and heroines, The Last of the Country House Murders parodies the genres of detective novel as well as science fiction in creating a pseudo-dystopian environment and a darkly comic mood. Numerous writers, especially after about 1985, skeptically expose its mythologization. This analytical function is usually occupied by literary scholarship that starts with criticism of Jane Austen or deals with the period of the 1920s and 30s, but has more and more been conquered by fiction itself.
 
A.S. Byatt, The Virgin in the Garden (1978)
 
 The earliest instance of a fictional re-examination of the country house I want to consider is A.S. Byatt’s The Virgin in the Garden, a historical novel about art, Englishness and family-trouble in the early fifties. One of its settings – apart from indoor spaces such as churches, a vicarage, a school, and various homes – is the country house Long Royston in North Yorkshire. Its upper-class owner Matthew Crowe, a humanist, patron of the arts and sponsor of the new University on the Yorkshire moors, claims it as a “heritage I hold in trust.”630 He plays the part of agent for the production of a new play by Alexander Wedderburn about Queen Elizabeth I, to be performed in honor of the coronation of the Second Elizabeth (TVG, 18–21). The manor is to provide, in the summer of 1953, the space for the play’s outdoor performance, and it is opened if not yet to the general public but to all those involved in the rehearsals for the play. These people usually only see it from a distance: “Like Everest, climbed that year, it had always been there, but inaccessible,” or so Frederica Potter, the novel’s protagonist and central character of Byatt’s tetralogy, feels (TVG, 157). Class barriers have long excluded her from the spaces which now, at a moment of national greatness, in “outbursts of national cultural fervour in parks and gardens” (TVG, 17), seem accessible. Fine distinctions separate the Potter middle-class family from the artistically-minded playwright Alexander with his casual yet refined appearance, like the reformer Bill Potter a teacher at a local grammar school, but 
the gap between Crowe and other citizens appears vast.631 Seventeen-year-old Frederica prepares for her A-levels, and like her elder sister, she is in love with Alexander, who loves a married woman. The intellectually knowledgeable but inexperienced girl realizes differences through her perception of spaces, manners and objects,632 which the chosen community of the cast can now access on account of their artistic endeavors in preparation for the Coronation festivities. It is here visibly the supposed function of art – visual, musical, poetic and performing – to close the spatial gap between places such as the modest red-brick homes in Master’s Rowe and the mansion with its abundance of space and manifestations of artistic achievements, and to equally bridge the social gaps between the puritanically severe middle class and the prurient and luxurious country house owner.633 Frederica feels more annoyed than intimidated by the overloaded decoration of the Great Hall: “It’s all too much for me. I don’t see it. I’m the austerity generation.”634 Matthew Crowe, however, unwilling to accept this response, insists that knowledge, especially of the classics, will inspire admiration and liking. Therefore he explains to her the details of this stronghold of traditional Bildung during a guided tour that dwells on the mythological figures and stories portrayed in the plaster frieze, indicating thereby the mythologized status of the seat of refined culture. “[W]ell-educated Frederica” is able to identify them and “obediently” and “dutifully” stares at them, however “unguardedly” commenting in an equivocal way on what she perceives (TVG, 179–180). This “aesthetic education” (TVG, 181) – the reader gathers subtle hints that it will be followed by a sexual education of some kind – she initially receives together 
with the small-town amateur theatre company focuses on the visual representation of metamorphosis as related in classical narratives, especially Ovid’s. The visitors pause at the last picture in Crowe’s private rooms, which shows the death of the defeated Marsyas (whose musical art was considered hubris in comparison with the god’s) in the presence of smiling Apollo who punished and tortured him; this appears to them as one of the cruelest metamorphoses.635 It disaffects Frederica even more from the stately home instead of filling her with awe. If Crowe maintains that she must familiarize herself with his house and its furnishings, it is an order to succumb to his wishes as well as to his idea of culture and to give up or change her affectations and aversions (TVG, 186–187). Later, Crowe will regard Frederica more like an objet d’art than an individual, while she feels gawky and awkward.636 Yet Crowe eventually changes from attentive host and Apollonian patron of the arts to a “fierce jolly little satyr […], ready to bite and hurt” (TVG, 435), from whom she can escape only barely.
 
Metamorphosis gradually reveals itself as a key concept for the development of all three of the youthful protagonists, while Frederica’s mutation from school girl to acting young Princess and even Celestial Virgin will remain a transient and artificial one and advance her initiation.637 The narrative, however, extends the meaning of metamorphosis and elevates it to transfiguration by inserting the (factual)638 Easter edition of The Times (TVG, 195–197), which celebrates the seasonal awakening of nature as analogous to the mystical renewal of life in the nation and the Commonwealth through the approaching coronation of the young Queen, following a time of austerity, effort and grief. The quotation from Edmund Spenser’s Faerie Queene concludes the columnist’s meditation on change and steadfastness in an appropriately poetical and dignified manner. It supplements the preceding representation of change by the fine arts with another art form, which as extensive intertextuality is assigned a formative role in the novel.
 
 
Drama overcomes the characters in life at least as powerfully as on stage.639 The rehearsals in the manor where once “armies of servants” moved (TVG, 375) lead to a successful series of Astraea performances and to Saturnalia staged also by Matthew Crowe. Together with the theater crew, they invade the proud fortress of culture, and there Frederica the virgin, destined to play the young Virgin Queen in what was even in the sixteenth century a mythologization, is almost subdued by the Prospero-like “wizard” Crowe (TVG, 284–287; 434–435; 375). Simultaneously, English courtly heritage is conjured in quotations from the great poets and in most solemn official speeches: “Let it not be thought that the age of chivalry belongs to the past. Here at the summit of our world-wide community,” the glory of the Coronation ceremony and pride about the Union Jack waving on Mount Everest are proclaimed to meet in a moment of national triumph (TVG, 316). In one of the novel’s flash-forwards to a time twenty years later, Frederica listens to Alexander on TV calling this phenomenon “the huge misguided nostalgic effort of archaism.” She believes that he oversimplifies when he maintains that “[t]he truth was and had been that the party was and had been over,” implying that even in 1953, it all belonged to the past and was enacted as a mere theatrical performance with “the Queen’s little white human face” or “the tiny woman with fifteen yards of pleated white linen folded” at its center, a spectacle visible for everyone on TV in one of the earliest viewing communities of participants from all over the world (TVG, 317, 319, 322).
 
For Frederica the termination of the theater festival means leaving Long Royston with a feeling of no return and threatening emptiness after all the attention, champagne and magnificence. “It really was like being shut out of Paradise” (TVG, 523), and she regretfully departs under the impression of incomplete attempts at sexual initiation made by the manor’s owner. Still, Frederica is more than ever resolved to remain a virgin no longer. The end of acting means the beginning of another stage in life, which cannot arrive in her own temporarily deserted home or with the man she has idolized for too long. Frederica’s deflowering, messy and hazardous, instead takes place in an anonymous hotel room with a married man she does not especially care about, competent, matter-of-fact Ed Wilkie alias Raleigh, who calls himself “a scientist” (TVG, 554). It is clearly this side of paradise, sobering and discrepant in regard to the “aesthetic education”, deficient of any courtly or romantic overtones or any supposed uniqueness (cf. TVG, 556). Reality apart from art and stage proves grim in its different aspects, but nonetheless satisfactory to the heroine who will enter college wiser than 
she did the stately home. Life and art apparently stand in oppositional relation to each other.
 
Intellectually alert, analytical but so far uninformed (cf. TVG, 386–387) Frederica had been mistaken about the significance of place for this “landmark” in her life (TVG, 563). Her erroneous belief that it must only be the two individuals and their (supposed) emotions that count has obviously misled her; the third-person narrator steers the protagonist from her “aesthetic education” in the Great House through an éducation sentimentale eventually to a physical experience where she is neither obedient to an overbearing male – Crowe – nor threatening to an unwilling partner – Wedderburn –, but ‘secure’ like Wilkie himself (TGV, 434, 543). The artist Alexander realizes that defined places are not “just” places but heavily connotated and charged with sentiment, and Alexander’s flight from the school and the town leaves everyone behind who intended to fetter him (TVG, 561).
 
The final place of Byatt’s novel is not the garden with its bucolic and poetical connotations, but an oppressive one: the tiny council flat inhabited by Stephanie and her husband Daniel. In “the little box of a room,” Frederica confesses: “I feel I’m attached to nothing, all in the air, loose” (TVG, 564–565). This is a stage of development and awareness she has partly achieved by undergoing the exhilarating experience of the aristocratic house, its gardens and the theatrical performance of Astraea, paralleled by her reaching sexual experience. In The Virgin in the Garden, the manor – together with the Garden and the Virgin – is literally and figuratively left behind as the metonymy of another world which is de-mystified once the protagonist has encountered it. The theatrical metaphor excels in pointing to the fantasized and mythological which is celebrated in the staging of plays and rites in this particular place. These performances present a universe of its own, which, though a parallel one in regard to everyday experience, proves able to focus and converge the affects and identifications of the “imagined communities” (Benedict Anderson) at least for a limited time.

 
Kazuo Ishiguro, The Remains of the Day (1988)
 
 In Kazuo Ishiguro’s The Remains of the Day (1988) the protagonist-narrator Stevens tells the (hi)story of the country house retrospectively in 1956, focusing on the period between the world wars. The reader’s temporal distance to the fictionalized events is considerable, so that s/he will probably only know them from historical reports, whereas butler Stevens’s distance appears as slight, his narrative unreliable, but vivid through his memories. Catherine Bernard briefly mentions Ishiguro’s historical novel as an example from British fiction of the eighties 
that resumes the country house motif.640 In my view, however, the novel occupies a central position in the representation of Englishness that is at issue here, and its country house is metonymic of a conservative, elitist value system perceived by its first-person homodiegetic narrator. Darlington Hall, which bears the name of the former proprietors, actually was the ancestral home of an aristocratic family for centuries (making it an exception among the fictional country houses discussed in this essay). The noble mansion remains the focus of the narrator Stevens’s attention, although it has for the public moved from the center to the margins at the time of the retrospective narrative, 1956. For the reader who is not restricted to the subject’s gaze, there can be no doubt that the estate is, in the novel, perceived as symbolizing the state or the corporate good as a unity of many hierarchically organized components.641
 
The novel opens with butler Stevens’s worries about the staff plan, a major concern in his position, and follows the current owner’s simple instructions communicated from America to recruit a new staff “worthy of a grand old English house” – vaguely indicating what overseas myth and imagination regard as such.642 The reduction of manpower and the casual manners of the present owner are indicative of a change that followed the disgrace of Lord Darlington. Stevens’s nostalgic view of English landscape (RD, 28–29) and his anachronistic notion of the ancestral home, which after more than two hundred years was abandoned by the family who had lost male heirs, reputation and wealth, early in the novel hints at the ruptures of national history and identity.
 
The descriptive passages abound with references to the past of places in the house, its furnishings, distances and location on the premises and the positioning of the narrating subject in the rooms – habitually on the periphery, as he stresses, on the periphery of what he considers the center. Especially Stevens’s memories of the conference of March 1923, where the situation in Europe resulting from the Versailles treaty was discussed on the highest political and international level and which formed the beginning of secret meetings and relations, revives his enthusiasm for the old banqueting hall, the silver, the preparations to host the honorable guests, and the meals. It also illustrates his petty narrow-mindedness, which adds touches of irony to his unreliable narrative. Ultimately, he also remembers the anti-democratic and pro-fascist attitudes advocated there in the early thirties, which the reader has noted long before (RD, 195– 
199). The promotion of a stratified society with strong leaders suited the servant, who was and still is proud that in the manor’s hierarchy, he ranked above everybody else except his noble master, and who considered himself “a gentleman’s gentleman” (RD, 32). Not unlike his American successor, though in a more formal way, Lord Darlington did not keep a marked distance from his butler. Anti-parliamentary opinions uttered by the aristocrat in Stevens’s presence in 1935 display a willingness to break with certain English traditions; instead, pride of place and preference for oligarchies are supposed to reaffirm the status quo of the British Empire which had been shaken after World War I. Repeatedly the butler associates with his master’s social position, yet in a gesture of humility bows to upper-class interests, which are allegedly national interests, since without further reflection Stevens also considers “English ethos as embodied by the estate.”643 “Great decisions”, the butler proclaims, are to be taken “in the privacy and calm of the great houses of this country,” “within the walls of such houses” shut off from the ignorant crowd and their Cassandra, the press (RD, 115). Full of ingenuous self-importance he explains, “[t]o us, then, the world was a wheel, revolving with these great houses at the hub, their mighty decisions emanating out to all else, rich and poor, who revolved around them” (RD, 115). This mechanical image of the part played by the English country house as center and essential constituent of the instrument without which nothing can make progress emphasizes the idea of the mansion as the imperial seat of wisdom and culture.644 “A ‘great’ butler […] has applied his talents to serving a great gentleman – and through the latter, to serving humanity” (RD, 117). Stevens preserves his dignity when from March 1939, a tidal change occurs that puts the blame at Lord Darlington’s doorstep. The butler’s view has hardly been impaired by the fact that Darlington Hall was the place where the very principles of freedom, democracy and loyalty to the country had been betrayed by his master who, not only applauding appeasement policy, clandestinely engaged in politics against the government. What counts for the butler is that he was “close to the great hub of things” (RD, 227), whatever these things were. Aware of the circumstance that Stevens is a limited, narcissistic, and unreliable narrator, the narratee has gained knowledge obviously still barred to the butler in 1956: that the supposed seat of humaneness, the stronghold of high culture, had temporarily hosted a distinguished 
but strangely made-up community of men who wanted to change Europe according to their ideas, an enterprise which defamed and finally marginalized both manor and master. Although they originally seemed to be rooted in English ideals of fairness towards the enemy and trust in the competence and integrity of the leading classes, these agreements would end in a compliance and even complicity with rising racism and imperialism.645 From Lord Darlington’s utterances remembered by the butler, the narratee can conclude that the apparently progressive designs concealed revisionist political intentions of the English aristocracy and contempt for mass democracy and its institutions.
 
‘Decline’ of the country house here takes on a meaning that differs from decay as the consequence of material and social changes alone. The story’s ethical dimension, which the butler gladly tries to remain ignorant of, reaches beyond the narrator’s perspectivization.646 Stevens voluntarily renounces participation or judgment in the public domain and subserviently leaves it all to the “great”. A faithful and reliable servant, he stays on in the house after the departure of its occupants, because he is loyal to the place which is for him the ground of his identity. In a changed world he even retrospectively represents the submissive subject, symbolic of an imperial community and a meanwhile illusionary belief in the traditions of the estate. When he sets out on his journey to the West Country to leave this place for a few days, it is at his new master’s curious demand: “Take my advice, get out of the house for a few days” (RD, 4). The journey, that ancient literary topos that allows the representation of alterity, becomes an experience which causes Stevens, still the advocate of the former metaphorical significance of the noble mansion, to look at it from a distance for the first time in his life. This enables him to see that the estate is not the world, nor England. It is only then that its narrativization can begin, yet needless to say, the distance in time to the narrated events – over twenty years – hardly matters for him.
 
The novel – like the following one – shows literature’s renewed emphasis on ethics which was beginning to emerge before 1990. The object of the criticism it 
implies can be described, in Su’s words, as “specifically a moral failure” because both Ishiguro and Swift “cast national identity in ethical terms.”647 Su’s statement, made in reference to Waugh and Ishiguro, applies beyond Brideshead Revisited (a novel equally concerned with wartime but filled with a positive longing for the traditional life) and The Remains of the Day, and also extends to Out of this World.

 
Graham Swift, Out of this World (1988)
 
 Published the same year as Remains, the time of Sophie’s and Harry’s narratives, 1972, is another crucial moment in Britain’s social and political history. It was characterized by the miner’s strike and, above all, the Troubles, starting with the Bloody Sunday in Derry followed by the IRA bombing and the suspension of the parliament in Northern Ireland.
 
The event that finally motivates Sophie, one of the alternating narrators, to consult a therapist, and her father Harry, the second narrator, to talk, was the explosion of an IRA car bomb that killed Robert Beech, Harry’s father and Sophie’s grandfather, a second-generation arms manufacturer. He worked “with the express purpose of risking his life against the forces of terrorism,” and firmly took sides with the British army in Northern Ireland.648 The home he had bought testifies to his belief in traditional values and the wealth he made from weapons: a Queen Anne country house in Surrey, in front of which he was blown up together with his chauffeur. The son meticulously observes every detail of the irreparable damage done to the house with its original furnishings and walls (OW, 16). It is, however, Sophie, the young woman who meanwhile lives in the United States, to whom the narratee – her psychiatrist – owes the description of the seat of Englishness where she grew up “like a princess in a palace” (OW, 54), spoiled but without mother (dead) or father (absent). When she is at odds with her orphaned condition, she tries to convince the psychiatrist that she was privileged through her dwelling place, a model country house with English landscape garden: 


Palace? But you won’t quibble over a Queen Anne house with oak panelling and a gravel drive and a lawn with two cedar trees, and a walled garden with a pond and a yew-tree walk and an orchard and paddock, and a stable and stable yard […]. (OW, 54)

 
 
 The range of assets continues.649 Similarly to the enthusiasm of the new owner of Darlington Hall in Remains, Sophie assumes that Hyfield House, built in 1709 by Nicholas Hyde, would make the ideal English Country House theme park for an affluent American buyer: “you can’t get this sort of thing over here. The genuine historical English thing. […] The real, authentic, country-house experience” (OW, 54–55). Her experience there as a little girl included the terrorist attack and violent death of her grandfather with whom she had lived during her childhood. The discrepancy of the intrusion of contemporary reality into “this concocted English idyll,” to use Alan Hollinghurst’s words about the fictionalized seat of the bourgeois newly rich,650 provides the catalyst for the ethical debate for Harry, in which Sophie marginally participates with signs of insecurity and anxiety. Her grandfather meant to attach himself during a justified armed conflict to the ‘right side’, he had fought for a ‘just cause’ before, had been severely injured and was now generally worshipped as a war hero and martyr in this ‘War on Terror’ – whereas by others, however, he was hated as the enemy who helped kill civilians (OW, 86).
 
Harry had already broken with the family tradition of supplying arms for the national government to be shipped to every place of British military engagement worldwide. He looks back on a childhood in Hyfield House when he dreaded the English educational system with boarding and public school and equally his splendid but motherless home. “You belong nowhere” was the consequence he drew as a young man, seeing himself out of place, later to become a chronicler of war as a photo journalist, which he deems an “in-between space,” in order to give that up as well after his father’s violent death (OW, 116).
 
The material damage done to this English country house by the blast is only a weak reflection of the destruction of the emblem of national identity on the metaphorical level and of the harm done by attitudes that, even with the best of intentions, wrought emotional as well as physical havoc. The residence of Sophie’s grandfather Robert Beech, bearer of the Victoria Cross after World War II, hero, religious person, and true British gentleman, now hosts “a ghost” and has 
thus lost market value.651 For those who live in the United States it is a monument of the imagined past and thus a tourist attraction, as a place truly “out of this world”: “Castles and manor houses. Up-market vacations. Be a squire or a laird. Take a break from the twentieth century” (OW, 55). Especially the fulfilment of the latter wish – to get away from an age since one cannot get away from violence by changing places – is what Sophie strives for. The dream of safety and high-minded tradition embodied in the heritage home has been destroyed forever.
 
Both The Remains of the Day and Out of this World, published the same year but dealing with different decades, exhibit a moral and ethical concern that the characters of the novels and their narrators/reflector figures remain largely unaware of or try to ignore. The narratee and with him the implied reader are made to realize the conflict which the focalizers are in vain trying to suppress. Butler Stevens “simply trusted” and in addition denied himself an emotionally fulfilled existence on account of his sense of duty and ensuing participation in “greatness” – his butler’s ethos – and Sophie and her father struggle to cope with the sorrow and aversion caused by globalized warfare, where the answer to violence is again violence and murder. In Ishiguro’s as well as Graham Swift’s narrative, the question of responsibility, ethos and the spell of the past looms large without an answer being offered.

 
Alan Hollinghurst, The Stranger’s Child (2011)
 
 Alan Hollinghurst’s The Stranger’s Child, published in 2011, shows deconstruction and travesty.652 Here a noble English country house is put to use first as military headquarters and later as boarding school, whereas a less impressive specimen is turned into a ruin whose spoils reveal unnamed acts and preferences to posterity when it is taken over by antiquarians and historians. The novel’s structuring by temporal caesurae covers almost a century: I – 1913: “Two Acres”; II –1926: “Revel”; III – 1967: “Steady, Boys, Steady!”; IV – 1980: “Something of a Poet”; V – 2008 (Coda): “The Old Companions”. The Stranger’s Child narrates the history of two families across four generations: the aristocratic Valances 
and the gentrified, but bourgeois Sawles. Their respective country seats, the mansion Corley Court in Berkshire and the cottage Two Acres in Stanmore, Middlesex, were both built around 1880. Characteristically for this novel, each of the sections revolves around gatherings of some kind: Part I, a week-end visit among students at Two Acres; part II, a commemoration circle at Corley Court instigated by Cecil Valance’s first biographer Sebastian Stokes; part III, the birthday party of Daphne Jacobs née Sawle divorced Valance; part IV, the second biographer Paul Bryant collecting material from each of the members of the two families; part V, a funeral party assembled for the obsequies of Peter Rowe, one of a number of gay writers in the novel, and attended by surviving relatives and friends of the Valances and the Sawles.
 
At first sight, the narrative appears to follow a linear time scheme, but the process of reading reveals an increasingly overlapping, elliptic and unsystematic temporal construct. Naturally, the critical effort to outline a chronological story from failing memories and plotless tales told or imagined in the polyphonic narrative robs it of the indeterminate, multiple orchestration that exerts a special fascination on the reader. Precisely because the ‘fact or fiction’ truism seems suspended and replaced by the uncertain subjectivity of narrativization it intrigues readers. The novel’s second biographer figure is characterized by investigative curiosity. Compared to him, readers of 2011 are in a privileged position, since the novel’s first part by use of prolepsis discloses a secret it took most of the twentieth century to uncover in the novel’s world, publicized by writers focusing on Britain’s social history. Contrasting with systematic historical research, the narrative technique prevents coherence and makes elaborate use of spatiality so that readers never get the complete picture of a specific period of time or topic. In the structuring of Hollinghurst’s novel the authorial consciousness assumes the role of artfully organizing, de-focusing and concealing or quizzically juxtaposing elements of the story, of characters, or views.
 
The thematic concerns of The Stranger’s Child equally display more diversity than contiguity: “love-in-great-houses,”653 the impact of the Great War on families and English society, homosexuality and its changing public valuation, success and failure, rise and fall and mythologization of family (members), mystification and demystification, memory, life and writing, biofiction, imaginary and metafictional fiction. There are two thematic clusters: systematic historical research and the self-reflexivity of the arts. Diegetically, the novelistic representation of these 
central concerns employs different literary genres such as poetry, the epistolary form, journalism, interviews, multiperspectival narratives, gossip and memoirs. Unreliability may be the most striking feature they share. It extends even beyond the spoken or written word: one of the turning points in a series of narrative presentations of the protagonist Cecil Valance is the portrayal of his sepulchral monument in the country house which through the eyes of the visitor and former lover George Sawle is described in 1926 as totally incorrect (SC, 118–121): from a passionate, burly young man the poet-hero has been transformed into a delicate, otherworldly figure – one of those immortalized spectral appearances that represent the mythical national past in “a quietly crushing assertion of wealth and status […]. It seemed to place Cecil in some floating cortège of knights and nobles reaching back through the centuries to the Crusades” (SC, 119). At this time, 1926, the glamour and apparent grandeur are to George already vanishing from Corley Court: 


… everything old and old-fashioned, muddled and habitual […]. Hard to bear in mind that it was only fifty years old, younger than his own mother. It looked sunk in habit and history […] and again he saw Cecil […]. – “This gloomy hole is the family chapel” – and holding him tightly round his upper arm. (SC, 118)

 
Cecil’s remark and gesture point to his sarcastic lack of respect and his homoerotic inclinations which are memorised here. The novel’s title is left enigmatic and ambiguous: originally a line from Alfred Lord Tennyson’s “In Memoriam A. H.H.”, mentioned in Part I (SC, 5 – 6), it assumes a new meaning in the course of the narrative. The stranger’s child is, according to Theo Tait, Cecil himself, whose father, Sir Edwin Valance, who remained immobilised and mute after a stroke in 1919, died in 1925.654 However, the title may also – and more obviously, in my view – be an allusion to Daphne Sawle’s first child Corinna, whom everybody believes to be the daughter of her husband Dudley Valance, Sir Edwin’s younger son, heir to the title after his brother’s death, and author of a satirical country house novel published in 1922 (SC, 305–306). “The Stranger” is Cecil, famous poet and war hero. The Valances obviously have more than one skeleton in the closet. The first interviewer Sebby Stokes had courteously asked for an explanation of Daphne’s relation to Cecil in 1926 (SC, 142), but Paul Bryant interviewing George Sawle in 1980 extracts more direct information: 
 


I said how C[ecil] had written to both D[aphne] and Ingham from France saying “will you be my widow?” but was he actually engaged to D? He said, “I don’t think so, though of course there was the child.” What child was that? Here GFS [George F. Sawle] looked genuinely confused for a minute, then he said, “Well, the girl, wasn’t it …” He sipped at his coffee, still looking doubtful, “You see I’m not sure she knows about it.” I said did he mean Corinna? He said yes. I said, well you know she died three years ago. It was an awful moment, his old face looked really helpless with worry. […] He said, “Well, it doesn’t matter then.” (SC, 353)

 
The interviewer’s sensational work of biography, a book of then scandalous revelations titled England Trembles, comes out in the early eighties in time for the rage about homosexual writers. It is the début work of Paul Bryant, a lower middle class gay free-lance and former bank clerk, and it discloses Corinna’s parentage as the daughter of Daphne and the bisexual Cecil Valance, Dudley’s elder brother, heir to an aristocratic title and estate, and in his youth a rising national poet (SC, 274). In 1916, according to Daphne’s surviving brother George, Cecil spent one night with the then eighteen-year-old girl. He left her pregnant before he went back to France (SC, 353 – 354) and was killed in action at Maricourt, aged 25, a few days later, just like Hubert Sawle, Daphne’s eldest brother, at Ivry one year after him. Cecil, the mythological figure of later years whose body was brought back to the ancestral home – a privilege of the upper classes – and buried in the chapel under a marble sculptured effigy, also used to spend many hours alone with his Cambridge pal George, who was later to become an Oxford don married to Madeleine, also an academic. The reader, who through the ensuing discrepancy of awareness has a satisfactory advance over biographers and the general public, witnesses one such homoerotic occasion early in the first part, while the genetic origin of Corinna Valance remains concealed till late in the novel. It is reported, investigated by Cecil’s second biographer Paul, but nowhere really verified, since Daphne never again confesses to have had that affair with Cecil, after she allegedly did in her own book which is lost (SC, 404–405). This is not the only instance where J. L. Borges emerges as an ancestor of Hollinghurst’s new novel, while E. M. Forster, Henry James or Rupert Brooke appear as figures related to the fictitious poet Cecil Valance. The reader mostly gets information from the conversations about other characters or talks about other narratives; with the exception of the initial gay ramble in the woods, the events are mostly reported by the different internal focalizers.
 
From the novel’s starting-point in the Edwardian era to the early twenty-first century, the country house is ascribed a symbolic significance. ‘Two Acres’ (only two! – not considered much “in the old days” [SC, 295]) is also the title of Cecil’s 
most famous poem, quoted by Winston Churchill himself and known even to school children.655 Its first version was written at Two Acres during Cecil’s visit in 1913 and dedicated to Daphne in her autograph album (later, it is debated whether it was really Daphne whom he had had in mind). At the end in 2008, the villa Two Acres, now embraced by London’s suburbia, is decayed and demolished, while Corley Court, changed into military headquarters during World War II, has become the location of a second-rate prep school, where two of the characters, the TV-scriptwriter Peter Rowe and also Corinna Valance, taught for some time. Its former owner, Sir Dudley, left Corley Court already in the twenties and eventually sold it in 1946, when he mostly lived in Spain after his separation from Daphne, who remarried twice. Wilfrid, the son whom Dudley had fathered in spite of his homosexuality, is a socially marginalized odd character as an adult and expected to become the fourth baronet, but he may safely be termed an underachiever and, in addition to being an outsider, a slightly comical or pathetic figure. In 1980, the amateur biographer Paul Bryant visits him and finds him to be living with his impoverished and nearly demented widowed mother in almost squalid circumstances.
 
Two opposed terms concisely depict the development which is represented in five stages: liberalization, specified in the legalization of homosexuality which practically permeates the upper and middle classes here, finally leading to civil partnership after 2004. It leads to democratization through the diminishing of class and ethnic barriers and spreads through professional media culture. These innovations are juxtaposed with developments of deterioration.656 They consist of hypocritically concealed offences against traditional norms such as alcoholism, spiritism (SC, 301–305), suicide, neglect, scandal and deceiving appearances, unstable relationships, the secretive mustiness of time-honored institutions and buildings, e.g. the prep-school or Oxbridge. Added to these are a 
display of the hollowness of elitist social attitudes and encounters (e. g., “the kind of Cambridge talk” [SC, 5]), the insignificance and narcissism of artistic activity, and a widespread mystification of the literary industry (SC, 134, 278, 308–309). As far as the country house topos is concerned, the function of critical analysis is largely assumed by fiction itself in The Stranger’s Child. The ups and downs in family history, the multitude of figures, parties, talks, interviews etc. form a certain contrast to, but are also reflected in the houses, which remain as ‘calm anchors’ in the characters’ memories,657 although the transformation of English society also deeply affects the country seats: their inhabitants desert them one after the other. Those who inhabited the houses and survive and those who write about them eventually work and finally live either in creative or confused chaos: the Times building and Daphne’s last home at ‘Olga’, respectively.
 
The way in which the noble country house is perceived by the characters differs according to gender. Dudley Valance retrospectively defines his former wife Daphne Sawle’s first impression of the manor: “To her Corley Court was less a matter for the social historian than a vision out of some old romance” (SC, 388), which he ascribes to her class, sex and youth. His own view is more critical and leads him to have most of the house renovated, preserving only the heart and essence of the noble country house, everything else is to be (hideously) modernized. Tellingly, the tomb and the epitome of elitist education are preserved: 


At Corley, of course, certain things were sacrosanct – the chapel in the best Middle Pointed that money (or Money [the architect]) could provide, and where my brother was laid to rest under a great amount of Carrara marble. That could never be touched. And the library I left, at my mother’s stern request, in its original state of caliginous gloom.658

 
Daphne’s fascination with the place and with Cecil was one of the reasons why, in spite of her more modest background, she temporarily became mistress of Corley 
Court after the war-poet’s death, but nevertheless she later eloped with an artist. As she critically notes in 1926, class distinctions rank first: 


Daphne watched her mother cross the room, saw her distinctly, her comic note of bravery, knowing she was watched, flustered but making a go of it, an amenable guest in her daughter’s house. There was a little stoop of humility as she passed through the door, into the larger but darker library beyond, a hint of frailty, an affectation of bearing more than her fifty-nine years, a slight bewildered totter among the grandeur that her daughter now had to pretend to take for granted. (SC, 135)

 
The commemoration of the aristocratic poet and hero in this noble mansion belittles Freda Sawle’s worries, some of which, one has to admit, are petty, a widow’s trivial anxieties about which she embarrassingly talks to upper-class members on this occasion. “What she couldn’t begin to say was the mess Cecil Valance had made of her children” (SC, 144) – her second son George having been thrilled by the poet’s charisma and erotic aura, her daughter left pregnant and besotted. Freda never even learns that her killed first-born shared his male lover with the idolized poet (SC, 431). The violations of social norms are in the twenties still considered too damaging for the national reputation to be disclosed. While Lady Louisa Valance, mistress of Corley Court and by her family referred to as “the general”, is elevated by her widowed state and the loss of her eldest son and has her wishes respected during her lifetime (even Cecil is suspected to have merely fulfilled her aspiration for greatness by volunteering), Freda and Daphne experience humiliation as aging women. His successful career and the general disillusionment in the decade when it was definitely obvious that Britain had entered its post-imperial era cause George to speak of Corley Court without the former awe, noted with surprise by another admirer, Paul. “Cecil loomed in the background for him [George], less as a poet than as some awkward piece of lumber in the family attic” (SC, 248). A worshipped figure, he counts as part of the inventory of the ancestral home – the ghost in the Gothic castle. The everlasting memorial of the dead poet-hero, however, stands out inviolably amid the bygone pomposity seen by the new ambitious middle-class inhabitants: 


Only the chapel, the library and the great oak staircase, with its shield-bearing wyverns on the newels had completely escaped the hygienic clean-up of the 1920s. The library was useful as it was, and the chapel, a real High-Victorian gem, was also the site of the school’s strangest feature, the white marble tomb of the poet Cecil Valance. (SC, 209)

 
One generation after Louisa, wounded pride affects women like Corinna Keeper née Valance and Daphne Jacobs née Sawle alike, regardless of their origin; their 
changed situation – they no longer rank as the offspring of outstanding families in privileged living conditions – is observed by members of the lower middle classes Peter Rowe and Paul Bryant. The latter feels personally shocked by his accidental meeting with Daphne in a London street off Tottenham Court Road in 1980 – a woman who cannot herself believe that she was once mistress of a stately home with thirty-five servants (SC, 364). At first sight, gender seems to make a vast difference: the surviving male family members Dudley and George appear to fare better, the latter a childless Oxford scholar, the other an expatriate and recluse in a backward region of great land-owners. Dudley Valance opted for this place in a foreign country because in the twenties “England he felt was a changed land, and thenceforth he and his [second] wife have chosen to spend much of each year at their fortified sixteenth-century house near Antequera in Andalusia” (SC, 306), where he perpetuates as much as possible of the English aristocratic way of life from the old days as an amateur writer of autobiographical fiction in another ‘castle’. He transfers familiar spaces linked to a prestigious social position that was acquired by his ancestors to another geographical place and is thus able to perpetuate the illusion of an important and generally honored status. His son Wilfrid, single and childless, is estranged from his birthplace Corley Court, from the lifestyle and values of his upbringing, though the title of a baronet (and, as it seems, the title only) will be inherited by him after Dudley’s death. Like Peter Rowe, Paul, whose origins rank far below both families, realizes acutely that the loss of their privileged position in the leading class, which began to affect large parts of English society after World War I, causes a suffering that can only be born and concealed from the world by a geographical distance from the place where their ancestors resided (SC, 310).
 
Whereas 1967 went down in socio-political history as the year of the Sexual Offences Act decriminalizing homosexuality in private between adults, the eighties mark the liberal public approach to same-sex relations and especially to gay writers, one of whom is Paul Bryant, Cecil’s biographer. Based on the source material he collects from Cecil’s friends, family and their servants, he publishes England Trembles, in which he reveals the war-poet’s bisexual disposition and the marital trespasses of Daphne. Though Bryant’s books can cause scandal, he is after the millennium by the fourth generation labelled “something of a fantasist” (SC, 405) whose own homosexuality led him to ‘disclose’ upsetting details about the upper class he had originally felt almost unrestricted admiration for.
 
Situated in 1980, Part IV, “Something of a Poet”, bears a motto which in the emblem of the country house celebrates a caesura. Its historic significance was perceived by great minds in the 1920s, but only after another world war and post-war period it arrived in the center of society: “I see the respectable mansion. I see the smug fortress of culture. The doors are shut. The windows are shut. But on  
the roof the children go dancing forever” (SC, 283, emphasis added). This quotation is taken from E. M. Forster’s The Longest Journey, and the sight is exactly as Peter Rowe had perceived Corley Court at night in the moonlight (SC, 280). In this image the honorable country house is beyond the pale of the “pure white Palladian mansion” that was thought to embody nationhood. Forster’s first-person narrator hints at an ending but, instead of persevering in melancholia, he signifies a continuity of a very different kind. The Stranger’s Child turns out to be the fictional sequel of what one critic has called “the ‘crisis of inheritance’ narrative that reads the fate of the nation through the condition of the English country estate.”659 To persist with this identification would seem too generalizing in the light of the novels analyzed here.
 
By the strategies of making one fiction rely on another fiction or an uncertain memory, a probabilistic view of narrated events is created and the novelistic representation – instead of affirming verisimilitude – subverts its own trustworthiness. This, however, does not remain the only way of undermining the inviolability of the class that inhabited Corley Court. In addition, the direct representational method is applied in the short narrative set in the twenty-first century as a coda. Tellingly, its occasion is a memorial ceremony following Peter Rowe’s funeral.660 Peter Rowe was the one person to evaluate and appreciate Corley Court’s architecture as it had been. When he taught at Corley the view at night communicated its meaning through imagery, again not without implications: “The moon gleamed sharply on the pointed vane of the chapel roof, and on the dial of the stopped clock in the central gable, under the pale stone banner of the Valance motto, ‘Seize the Day’” (SC, 279). An age has been laid to rest and with it the attitudes of the newcomers who willingly yielded to “the aristocratic embrace”661 of England’s nobility. Their narrative portrayal is based on the awareness of historical research on Victorian and Edwardian society, which claims that “these new men used their wealth […] not for reinvestment in the enterprise where it originated, but for purchase of a landed estate, a country house, and a genteel education for their children in order to establish a family of respectable country squires.”662 The obituary speech for Peter Rowe, held by Professor 
Nigel Dupont, scholar, editor of Cecil’s poems and former pupil at Corley, is involuntarily comic. Both the deceased middle-class homosexual teacher and the knighted ancestors of Cecil Valance are denounced; and the country house emerges as the link that brought them together: 


For a brief period, just over three years, Peter taught at a prep-school in Berkshire called Corley Court. It was his first proper job – I believe he had worked in the men’s department at Harrods for a few months before. […] Corley Court was a High Victorian country house of a kind then much reviled, though Peter was fascinated by it from the start. It had been built by a man called Eustace Valance, who had made his fortune from grass seed, and been created a baronet on the strength of it. His son was also an agriculturist [Sir Edwin, manager of the large estate and author of The Incidence of Red Calves among Black Angus, 336], but his two grandsons, Cecil and Dudley, were both in their ways to become quite well-known writers. (SC, 407)

 
However, though well-known and eventually arrived in the sphere of high culture, even the war-poet is deemed a minor one, to which the subtitle of the novel’s third section also alludes, and the examples from his works at times border on kitsch (SC, 407). Being the grandson of a successful business man and offspring of England’s merchant class, his tomb, which puts him in a row with medieval crusaders, denies him and those who loved him his individuality in favor of national interest and pride of place.663 The analytical approach of the social historian which Dupont briefly applies unintentionally ironizes the endeavors of the Sawles, who are one example of the 


physical assimilation of the successful entrepreneurs of Victorian England into the landed elite through the purchase of a country house and the adoption of a gentrified life style, and by cultural assimilation through the public schools and admittance to the House of Lords.664

 
As the motto of Part IV, the statement from E. M. Forster’s Longest Journey shows more clear-sightedness than either Paul Bryant’s title England Trembles or Cecil Valance’s final letter from France, written in April 1916 and found among the debris of “Two Acres – the scene of this concocted English idyll”665 by an antiquarian bookseller. In this letter, Cecil addresses himself to Harry Hewitt, his last lover, and announces the dispatch of his latest verses for the following day, which he would not live to see any more, so that they were lost to posterity: 
“They are for your eyes only – you will see they are not publishable in my lifetime – or England’s!” (SC, 431). Neither the writer nor these poems survived, Two Acres lies in ruins, Corley is a public institution of learning, but as the reader knows and E. M. Forster’s vision symbolically prophesied, England was not doomed with the end of an era or of the hegemony of a class. Continuance proved stronger after the breaking up – or closing-down – of the old order. Regardless of the tragedy contained in the narrative, the traditional elitist classes’ exaggerated and self-important fear of England’s fall, which correlates with their own status anxieties, is satirized in connection with these exposures. The novel questions the grounds on which individuals partake in and contribute to the national narrative – the Victorian upper classes’ mythologized prestige based on wealth earned in the workshop of the world and invested in an estate and country house, on an immaculate conservative morality and, last but not least, an embracing of the arts. Hollinghurst’s portrayal of English society does not end in depression or entropy, but envisions another continuity of change through a lively transformation with a touch of anarchy, or “muddle”. Thereby it subverts an anachronistic elevation of the ancestral house to everlasting iconicity, yet does not see demolition as its fate. This emblem of steadfastness is in the temporal analepsis of Cecil’s last letter of April 1916 disenchanted by its most famous inhabitant and designated heir, even before the profanation of Corley Court takes place, which spares only the marble tomb, shrine of the mythological national heritage.

 
Conclusion
 
As the first and most evident result of this study of four country house novels published since the 1970s there emerges their historical or historiographic interest. Between them, these novels cover almost exactly one hundred years, from the year before the beginning of the Great War through a projected future around the millennium to the reader’s immediate past. The idea of the English country house as a national constant in public recognition, effectively preserved by institutions and the media, exists side by side with its skeptical treatment in narrative fiction. It was the purpose of this essay to investigate its image in recent narratives. As its outcome it can be asserted, firstly, that we recognize an animated sequel following “the Remains of the Estate Novel” (Su) and, secondly, that the representation of the stately mansion has become as volatile as the history of the past one hundred years. Moreover, in these portrayals, the country 
house refuses to offer the opportunity to take a break from the twentieth century.666
 
The novels by Ishiguro and Swift show literature’s renewed emphasis on ethics which was beginning to emerge around 1990. The object of their criticism can be described, in Su’s words, as “specifically a moral failure” because both Ishiguro and Swift “cast national identity in ethical terms.”667 In the fictions discussed above, the country house as an emblem of British national identity undergoes an examination – at times painful – as to the persisting validity, authenticity and ethos of its symbolic value. Its inhabitants – those who physically survive – frequently emerge from their ordeals with lasting insecurity. Neither the narratee nor the organizing consciousness behind the story proffer judgment or reproach, and yet the reader’s attention is stirred by the emerging disquieting themes and unsolved problems.
 
Although the English country house in former times used to be closely connected to a seat in Parliament, to influence and power and therefore to political institutions it no longer symbolizes English national identity (or identities) in either Hollinghurst’s or Byatt’s novel. As fiction provocatively evinces, the guiding light or national model is not provided any more by the stately mansion or the heritage home – whose home? whose heritage? – if the proclaimed comprehensiveness of its metaphorical significance was not a delusion during the past two hundred years, as Jane Austen might have insinuated already. Instead, the country house in The Virgin in the Garden and The Stranger’s Child is individually visualized according to the perceiving consciousness. The diversity of the “cultural nation”668 with its socio-political developments which shifted notions of center and periphery more than ever shapes the plurality of images created by its inhabitants or visitors. Apart from the stately home’s materiality and factuality it stood for an ensemble of prevailing ideas, values and experiences shared by a distinguished community.669 Byatt and Hollinghurst, however, explore and exploit the private and idiosyncratic which differs from the traditional and communal perception. Especially in Hollinghurst’s novel, the country house has itself become an imaginary place, a memory reconstructed from the failing memories of characters and the endeavors of the chroniclers dealing with a time bygone 
but not forgotten. As Paul Bryant’s dismay shows when he meets Daphne in 1980, he is among those who remain devoted to the values of that age: 


 She was a Victorian, she had seen two wars, and she was the sister-in-law, in a strange posthumous way, of the poet he was writing about. To Paul her natural habitat was an English garden, not a gusty defile off the Tottenham Court Road. Poems had been written for her, and set to music. She remembered intimacies that by now were nearly legendary. (SC, 287)

 
And yet, like Frederica Potter, Daphne Valance left the Garden, that Edenic place. The Stranger’s Child in its entirety, which also presents changing moral standards, possesses the qualities which its author ascribed to Tennyson’s poem and the novel’s title, namely that it is “sad and consoling all at once. It fitted exactly with an idea I wanted to pursue in the book about the unknowability of the future.”670 Thus the receding of the past into history or oblivion and the impossibility of foreseeing what is to come are metaphorized in the title, just as E. M. Forster’s image of the boisterous children dancing on the roof of the admired proud – he says “smug” – stately home that has been shut down epitomize the past and the future.


 



Book Reviews
 
Kevin Kenny. Diaspora. A Very Short Introduction. Oxford: Oxford University Press, 2013. 123 pp. ISBN 978-0-19-985858-3, 7.99 GBP.
 
 

 
The term ‘diaspora’ has long been used primarily to describe the dispersal of the Jewish people from their historic homeland. In the twentieth century, it was analogously applied to the forced migration of the Armenian, African and Irish population, thereby stressing their shared experiences of being exiled after a traumatic event in their countries of origin and their subsequent victimization in their new host countries. Since the 1980s, in response to a growing awareness of the impact of decolonization, globalization and a proliferation of population mobility of various descriptions, the term has rapidly gained in popularity and has come to function as a “metaphoric [designation] for several categories of people – expatriates, expellees, political refugees, alien residents, immigrants and ethnic and racial minorities tout court.”671 Today, diaspora has turned into a burgeoning field of study located at the intersection of a variety of disciplines, including literary and cultural studies, sociology, anthropology and history, and has furthermore become a staple of college and university curricula. Consequently, OUP’s decision to include the concept in their Very Short Introductions series is a timely one, and the conciseness the series is renowned for makes this volume a useful addition to the already existing introductions on diaspora by Dufoix (2008) and Cohen (2010).672 Kevin Kenny approaches the topic from a historical perspective, mostly concentrating on a comparison of the classic victim diasporas to illustrate the origin as well as the main characteristics of the concept.
 
Faced with a term which, due to its overwhelming popularity in recent years, has become so all-embracing as to be in constant danger of disintegrating, Kenny dedicates his first chapter to the search for a definition of diaspora as the basis for his subsequent surveys. In particular, Kenny seeks to find an alternative to the two strategies predominantly used in current academic discourse, both of which he dismisses as methodologically fraught. In his view, the social scientist method of compiling a number of criteria into typologies in order to establish what a diaspora is (such as Safran’s first list of main diaspora characteristics 
or Cohen’s “common features of diaspora”, a revised version of this list673) always runs the risk of being either too broad or partial and arbitrary. On the other hand, Kenny cautions that the approach of cultural critics to use the concept of diaspora as a framework of analysis for social processes of individual and collective identity formation as well as cultural production, though it might prove a persuasive tool for the study of all kinds of textual evidence, can result in overgeneralizations and even essentialization of entire populations if the fact that this evidence is usually produced by an unrepresentative cultural elite is not taken into due account. Instead, Kenny proposes “to use diaspora as an explanatory device” (13) which helps to make sense of certain areas of migration history and “the world migration creates” (1). He identifies the areas in which diaspora becomes most useful as a mode of explanation to be involuntary migration, connectivity – especially multipolar connections – and return. Kenny stresses that, seen in this light, diaspora works both as “a category of analysis [and] a category of practice” (14) – i. e., it accommodates the etic as well as the emic view on migration – and he simultaneously criticizes cultural theorists for not focusing enough on the everyday experience of “real people” (14).
 
Kenny’s decision to see the concept of diaspora as a methodological tool for the analysis of migration has its merits: it indeed deals with the phenomenon on a descriptive rather than a prescriptive level and is thus flexible enough to allow for groups being regarded as diasporic in one respect and non-diasporic in others; e. g., British settlers in the empire’s colonies, who, though the majority of them emigrated voluntarily, acted ‘diasporically’ in the way they established and maintained connections with their homeland. However, by basing his definition so firmly on the larger notion of migration, Kenny implicitly excludes all groups whose movement cannot be classified as migratory as such (i. e., nomadic people) or who have not moved across national borders at all, but who nevertheless challenge nationalist ideologies, such as indigenous or queer diasporas. Kenny’s afterthought on the last page of his book, that diaspora “as a concept is both powerful and empowering” and that, consequently, “if a given group chooses to define itself as a diaspora for its own purposes, who is the author of a short introduction to disagree?” (109) seems to refer to those non-migrant diasporas, but a more extensive survey of this phenomenon would have been expedient. More importantly, by dismissing the perspective of cultural critics without at least explaining their main ideas in appropriate detail first, Kenny deprives his readers, who turn to his book for a first overview on not only the history of diaspora but also of diaspora studies as an interdisciplinary 
field of research, of a great number of key thinkers and concepts that have significantly shaped this field over the last three decades. A more balanced account would have better satisfied the expectations the genre of a scholarly introduction creates in the reader.
 
In the following chapters, Kenny elaborates on the three areas of migration for which diaspora can be most pertinent as an explanatory device, using examples from Jewish, Irish, African and Asian history as case studies to elucidate his point. Thus, with regard to his first identified area – involuntary migration – he explains that Irish mass migration has been an ongoing process for more than 300 years, but only the emigration wave caused by the Great Famine in the nineteenth century can be usefully analyzed with the help of diaspora: 


 The migration was triggered by a catastrophic event. The migrants scattered to several destinations around the world. And they carried with them a sense of banishment and grievance that became central to their identities abroad. Yet an understanding of history derived from this one tragic era cannot be transposed onto Irish migration as a whole without reducing a complex story to a morality tale. (32)

 
Using the first four lines of Psalm 137 (“By the rivers of Babylon”) as a structuring principle, Kenny highlights the diasporic experiences of exile and alienation, the struggles and successes of settling-down in the new host country, but also the way diasporics establish connections with each other and their homeland (which he describes as often governed by nationalist motives) and the ‘myth of return,’ all of which he subsumes under the heading “connections.” The diasporics’ hope of one day returning to an – imagined or real – homeland is revisited in greater detail in the following chapter. Here, the large-scale return of members of the Jewish diaspora to the newly-founded state of Israel is compared to the case of the African diaspora, for whom “Africa was always more of an imagined homeland than a concrete geographical location or a realistic place of refuge” (61). Consequently, African diasporics’ dream of return assumed mainly “spiritual and political dimensions” (61). In both chapters, Kenny combines his historical surveys with discussions of the cultural and political energies that were generated in the different diasporas, a particularly stimulating example of which is his excursus on the Rastafarian movement and their dream of repatriation in Ethiopia, their imagined homeland.
 
In the last two chapters, Kenny turns to the significance of diaspora for making sense of today’s globalized world, which is characterized by new kinds of migration such as repeat migration and refugees, but also by advanced technology, which greatly facilitates connectivity across long distances. In addition, many states have by now recognized the potential of their former citizens living abroad, and Kenny illustrates the various ways these states employ to reach 
out to their diasporas with the aim of economic, cultural or political mobilization. In view of the fact that even today, nation-states are still in many respects the most powerful actors on the global stage, the author closes with an analysis of the relationship between the two concepts of nation-state and diaspora. He stresses that diaspora can either reinforce or deconstruct national history, depending on whether it is employed to homogenize and essentialize globally scattered people with very different migration experiences or used to study “dynamic forms of demographic, economic, political, and cultural interaction” (107) and to subvert “the supposedly fixed and natural relationship between identity and place” (108). These two chapters touch on many of the latest developments both in diaspora studies and of ‘diaspora in practice’ and thus constitute the most stimulating part of the monograph. However, it would have been advantageous to include a systematic discussion of the complex relationship between nation-state and diaspora already in the introductory part to underline the fundamental character of this connection. The final chapters would still have provided the chance for an outlook on whether and how this relationship will change in the future.
 
All in all, this monograph offers its readers a useful, if rather traditional, first encounter with the concept of diaspora and the histories of some of its classic representatives. Nevertheless, for the sake of the series’ pronounced aim at interdisciplinarity, this introduction would have benefitted from a stronger focus on the research conducted in the field of cultural studies.
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There seems to be an inherent connection between the works of Irish-born avant-garde writers and the object of music. This rings particularly true for the texts of James Joyce, which continue to be analyzed in terms of musical structures, allusions and – more recently – music aesthetics. But not only “Joyce and Music”-scholarship has flourished within the last decades, studies on “Beckett and Music” have created a separate branch of musico-literary criticism which has yielded extraordinary insights. Mary Bryden’s continuous stream of essays and a monograph (1998) give an early and concise account of how indebted the author Samuel Beckett is to the medium of music, while Werner Wolf’s study The Musicalization of Fiction (1999) recently viewed Beckett’s Ping as part of a ‘canon’ of ‘musicalized fictions’. But while Joyce’s texts often seek transmedial ground 
between the two involved media of music and literature, by thematizing, evoking and attempting an imitation of musical structures (here in particular the “Sirens” chapter of Ulysses), Beckett’s works have to be viewed in terms of a philosophy of music, deeply influenced by Schopenhauerian concepts. Franz Michael Maier’s monograph Becketts Melodien (2006, in German) as well as subsequent articles (in English) follow John Pilling’s and Mary Bryden’s attempts to trace Beckett’s music aesthetics to his own reading of Marcel Proust’s writings, which, in turn, are deeply influenced by Arthur Schopenhauer’s philosophy of music. Since Beckett’s texts often thematize or evoke music, but do not strictly attempt an imitation of the same, scholars working in the broad field of intermedial studies have mostly tended to avoid his texts. Beckett therefore presents an excellent object in which to analyze ‘literary music aesthetics’ rather than mere ‘intermedial references’.
 
Catherine Laws’ approach distinguishes itself from the “still relatively young and somewhat problematic context” of “‘word and music studies’” (15). Although her main focus remains on an antagonistic relationship between music and language, these are neither understood as separate ‘semiotic systems’ (of communication), nor simple ‘media’ devoid of historical or aesthetic contexts, but are viewed aesthetically in order to show how Beckett’s work “unravels the apparent opposition of language and music and informs his examination of creative authority” (14). These notions are, in turn, inherently connected to the topos of musical affectivity – a phenomenon which itself escapes language – and also explains Laws’ usage of ‘overtones’ as a central vantage point for her study (9). Her introduction criticizes the rather flimsy commentary on the topic in the past by otherwise distinguished writers, conjuring vague metaphors and analogies to music in Beckett’s texts or even applying Sonata and fugal forms to explain textual structures (16). Instead, the study draws on Eric Prieto, Mary Bryden and Franz Michael Maier as scholarly authorities in “Beckett and Music”-studies (16). Laws is a distinguished musician and musicologist herself. This not only explains the subtitle of her monograph but also its general outline: part one – “Music in Beckett” – promises an insightful reading of the literary music aesthetics present in Beckett’s texts (27–214), while part two – “Beckett in Music” – deals with the author’s influence on composers of the twentieth century, with particular regard to Morton Feldman, Richard Barrett and György Kurtág (217– 456). Although the introduction makes a point of criticizing the imprecision of other studies, some aspects remain similarly vague at the beginning of Laws’ analysis: the apparent affectivity of music lacks definition and is not separated from a general concept of ‘emotionality’. Also, the very promising second part of her readings is introduced very briefly and remains vague, merely mentioning the “soundworlds” of modern music which are seemingly connected to 
Beckett’s texts (22). Thereby, the object of music is here, I feel, inaccurately transfigured to denote an all-inclusive phenomenon rather than a heuristic tool: “in trying to understand Beckett we are, I think, trying to understand meaning in whatever form: literary, musical, visual, philosophical” (23).
 
Chapter one of the first part – “Beckett, Proust, and Music” – discusses the influence of Arthur Schopenhauer through Marcel Proust on Samuel Beckett. Laws here ties this to aspects of Beckett’s early essay Proust (1931) as well as her own reading of Proust’s Remembrance of Things Past. As mentioned, this topic has been covered by distinguished scholars such as John Pilling and Mary Bryden (1998) as well as more recently by Franz Michael Maier (2006). Nevertheless, Laws manages to position herself within this scholarship and dismisses the impetus of, e.g., Wagnerian leitmotifs for a reading of Proust’s text (35–36). Through Schopenhauer, Laws expounds how Proust’s works connect music to life and art (36), which conversely has positive consequences for Beckett’s philosophy of music: He not only reportedly read Schopenhauer’s The World as Will and Representation during the writing process of Proust, but also annexes Proust’s view of Schopenhauer for his own creative output, focusing on the reception process of music and thereby its inherent effects (37–43). This reading reveals a central aporia of Beckett’s understanding of both Schopenhauer and Proust, which in its significance differs only slightly from the Unsagbarkeitstopos in the music aesthetics of German Romanticism: the communication of Schopenhauer’s Idea seems indeed possible through music in Proust’s work. But at the same time, Beckett stresses the hopelessness of this endeavor within Proust’s writings. Thus Beckett praises Proust for “achieving what he is adamant can never be achieved”, which Laws connects to Beckett’s overall aesthetics of paralysis: “about going on when one can’t” (44). The trial of a futile and unrewarding life – an inherent element in all of his writings – is traced by Laws to a comparison with music by Beckett (60). This also connects this chapter to the following close-readings of Beckett’s early and late works: The expounded disjunction between music as an ideal and purely abstract art – in the best Schopenhauerian tradition – and a subjective perceptual experience oscillates throughout Beckett’s works (60 – 61).
 
In the exhaustive and excellent discussion of Beckett’s early prose work Dream of Fair to Middling Women, reference is made to Pythagorean tuning, which Laws connects to the mathematical-cosmological ordering system of the Harmony of the Spheres (68–70).674 By focusing on the so-called “Chinese metaphor” 
in Beckett’s text, Laws convincingly argues that music is here staged as highlighting the expounded aporia of his music aesthetics mentioned above (71). Musical metaphors likening Belacqua to a tuning fork are confusing in Dream, since they oscillate between Beckett’s ‘teleophony’ of cause and effect as well as dissonance (77–78). The ordering systems of Pythagorean tuning and a cosmological Harmony of the Spheres are thus contrasted “with complexity and chaos” (81). The references to Beethoven stress this chaotic structure, since his music in fact exemplifies tonal order and hierarchy (86). Music in Dream thus suggests both, “a model of self-contained coherence and logical continuity” as well as a “form for expressing the fragmentation of experience and instability of selfhood” (107).
 
The connection between Beethoven’s Fifth Piano Trio and Beckett’s Ghost Trio is not surprising and has been made by various commentators. Laws’ detailed investigation of the music (starting at 137) coincides with Maier’s initial exhaustive analysis of the same but connects the treatment of Beethoven’s music through Beckett to her hypothesis of fragmentation and subjectivity, as when the cantabile theme is related in contrast to a more ‘harmonic’ – i. e., mathematically structured – subject. This split is here read as portraying a “betweenness” that harks back to Laws’ initial observations on Dream and also resembles a ghostly ‘otherness’ within the object of music (147). Laws also draws interesting connections between Beckett’s usage of Beethoven and “the spirit of German Romanticism” (134), which could be discussed in a broader manner: Why is Beckett – the Post-Modernist – influenced by a music aesthetics which explores the “very possibility of consolation and even transcendence through music” (156)? This question is touched upon in this chapter (158–160), but mostly prepares the ground for the following discussion of Schubert’s music in Beckett’s writings.
 
Schubert’s music appears throughout the Beckettian œuvre, but specifically within his later works for the media of Radio (All That Fall) and Television (Nacht und Träume), where it is evoked referentially and thereby even becomes part of these works. The influence of literary German Romanticism is expounded by Laws – via other critics such as Mark Nixon and Dirk van Hulle – through Beckett’s intricate relationship with Beethoven’s and – more importantly – Schubert’s music (164–177). It is baffling to learn that a meticulous writer such as Beckett has not specified which version of Schubert’s “Death and the Maiden” should be used in All That Fall (178). The difference surely bears extreme consequences, for there is a Lied and an instrumental string quartet of the same title. Laws’ inferences 
here, however, remain simplified with the brief analysis of both (182–184), merely pointing out that in the quartet the “relationship between Death and the Maiden […] is different to that in the song” (184). Although this difference is further investigated by comparing the BBC and American Productions of All That Fall (184–188), the consequences of Laws’ analysis remain, I feel, vague. Music is here read as an “affective counterpart to what cannot quite be said” (190), a notion which reiterates the Unsagbarkeitstopos of music within German Romanticism, and which – apart from mentioning general Romanticist notions of music in Beckett – surely can be explored further: What strategies do Beckett’s Post-Modern texts employ in order to overcome these Romantic music aesthetics?
 
The first part of Laws’ extensive analysis ends with the chapter “Vocality and Imagination in Beckett’s Nacht und Träume: Beckett and Schubert 2”. Here an antagonism between language and music is drawn in relation to All That Fall and Nacht und Träume (191). While pages 190 to 198 rehearse arguments of other critics regarding the symbolism contained within the religious ‘overtones’ of Nacht and Träume, the remainder focuses on the expressive and functional aspects of the employed music. Here, Laws detects Pythagorean references to the Acousmatic, since the emitting source of vocality in Nacht und Träume remains invisible, and thus encourages an attentive listening with minimal distraction. The theorems of Pierre Schaeffer (1966) and Michel Chion (1994)675 would have been helpful in this regard, since the Acousmatic reveals a phenomenological process of reduced listening (epoché) that is born out of Schaeffer’s musique concréte and which can be utilized for a reading of Modern texts, as I have argued elsewhere.676 Laws’ extensive analysis of Schubert’s music (203–208) is somewhat forcefully connected to the “impacts of the unaccompanied vocal line used by Beckett” (206). The inference that this musical omission simplifies the impact of Schubert’s Lied, is, I feel, a general statement which does not measure up to the predictions made at the outset of this chapter (208). The connections made between memory, subjectivity and the intimate humming of a tune interestingly oscillate between divided and undivided selfhood. Laws convincingly reads this as Beckett’s rehearsal of a “familiar situation, which evokes selfhood and otherness” (210–211). The conclusion to this chapter – as well as to the first part of Laws’ study – makes the assertion that music in Beckett’s works does not simply signify an absence of meaning or a play on authorities, e. g., by 
employing Beethoven and Schubert. Instead, it is used as a vehicle to demand an imaginative engagement with the ambiguities of agency and affect. But affect or musical affectivity is never defined clearly in this study, neither within the outlining concepts, nor in later close-readings. Consequently, the reader remains uncertain as to how affect is negotiated or even mediated through the object of music in Beckett’s texts.
 
As Catherine Laws asserts in the introduction, Beckett’s knowledge of twentieth-century music arose from his friendship with the composer Marcel Mihalo-vici, whose music is heard in Cascando and Words and Music. Since meeting Mi-halovici, Beckett “showed at least some interest in the music of Schönberg, Berg and Webern” (11–12). The chapter “Beckett and Contemporary Music” further investigates this initial statement, sketching Beckett’s interest in “developments in serialism, musical theatre, and the recourse to ideas of silence” (218). The comparison to Joyce is here fitting, since he, also, influenced many contemporary composers (e. g., George Antheil or Luciano Berio). Moreover, opinions on Joyce’s personal taste in music similarly vary as in the case of Samuel Beckett (220). But Laws’ intriguing findings supersede chance meetings between contemporary composers and Beckett himself and instead portray the sheer breadth of influence Beckett has had on contemporary composers (231–242). Furthermore, she demarks three main strains of modern music that can be traced in Beckett’s writings – serialism, aleatoric operations (221) as well as silence (226).
 
The following chapters give detailed accounts of Beckett’s influence on the aesthetics and compositional practice of modern composers such as Morton Feldman, Richard Barrett and György Kurtág. A first instance of this is undertaken with respect to Feldman’s composition Neither. Here Laws shows – in remarkably extensive musical analyses – how Feldman reproduces “in music the shadowing effects of Beckett’s text” (258). Already the score of Neither entails striking analogies to Beckett’s twelve-line poem “neither”: Laws describes this as a “blockiness” which is to be found in both, Beckett’s text and Feldman’s notational ‘grid’ (273–274), while also convincingly arguing for a connection between irregular meters and rhythms between musical composition and poetic structure (274–282). The aspects of time and orchestration are also discussed in this very long chapter. It outlines how Feldman avoids a negotiation of the different time measures apparent in Beckett’s text by composing an accompanying but nevertheless individual counterpart which evokes the state of the language (288). Most of Laws’ musical analyses are intriguingly dense and often detailed, but can nevertheless be followed. But it is challenging to find a consecutive argument within these ‘close-readings’ of musical notation, specifically, since the reader’s ‘reward’ often appears to be, I feel, a general consent in the manner of: “Inevitable differences result from the different forms and materials of music and language, 
but each is in certain ways concerned with the very nature and limits of these: the parallels and differences are revealing with respect to the possibilities and boundaries of their respective arts” (319). The antagonistic tensions between language and music naturally deepen in a discussion of Beckett’s early Radio Play Words and Music, which also features music by Feldman. Laws here reconnects Schopenhauerian notions constructed in the first part with the treatment of music in this work. The intriguing claim that is made here shows how the object of music is itself caught between an idealized notion and a complex treatment of the same (331). With respect to the musical score, the development of Feldman’s compositional themes of ‘Love’ or ‘Sloth’ are insightfully mapped, illustrated (341–347) and connected to his earlier treatment of “neither”.
 
Although Richard Barrett’s music seems diametrically opposed to that of Feldman, a Beckettian connection prevails between the two composers, as Laws shows at the beginning of chapter nine (360 – 362). Barrett’s composition Ne songe plus à fuir – for amplified solo cello – would surely not be everyone’s primary choice in which to suspect a connection to Samuel Beckett. But it is not just the personal motivation of Barrett and his struggle with “telling a coherent story” (367) that connects both artists: Laws here convincingly argues for a compositional practice which is directly related to Beckett (369–370). The following detailed analysis allows parallels to be drawn between both, Beckett’s and Barrett’s usage of expression (370 – 382), perspective (383 – 385), syntax (391– 394) as well as the ever-present notion of (embodied) subjectivity (394–402). The media of music and language are inextricably bound to this last aspect, with both Beckett and Barrett pushing the boundaries of these “but from opposite directions” (406). Laws’ final chapter details the musical connection to György Kurtág, who uses a multitude of Beckett’s texts to shape his compositional practice (437). Here language approaches the realm of modern music when viewed as de-semanticized sound: “Beckett’s picking away at the symbolic function of language reduces the referential components to a minimum” (444). The conclusion marks a central aporia that persists in Beckett’s works, but also in the relationship between music and language: The construction of the self is bound to individual expression as constituted in language. Beckett’s texts, according to Laws, “perform the very search which they evoke” (445) and are thereby pushed towards their medial boundaries, approaching the realm of music without ever reaching it. This final chapter comes full circle in its reconstruction of the vast relationships which Laws musically rereads between Beckett’s works, Proust, Schopenhauer’s philosophy of music as well as – via Kurtág’s usage of Beckett’s Hölderlin-reading – the music aesthetics of German Romanticism (449).
 
The sheer breadth of Catherine Laws’ monograph is extraordinary and cannot be fully represented in a review. Although the Proust/Schopenhauer impetus 
introduced in part one is not entirely original, Laws’ minute interpretations of Beckett’s texts are nevertheless excellent. Some of these findings – in particular the connections to the music aesthetics of German Romanticism – could have been discussed in the broader context of Postmodernism as well as with regard to the Unsagbarkeitstopos as constructed in Carl Dahlhaus’ Die Idee der absoluten Musik. What I am missing are definiteness and categories of analysis that can be followed throughout these interesting findings. Instead, the reader is ever so often left with a feeling of vagueness in which notions rather than concepts of fragmentation/individuation, whole/self, subjectivity/objectivity, etc. are focused in varying degrees through the faculties of language and music. The detailed ‘close readings/listenings’ of the works of modern composers in part two make this a unique and important addition to ‘word-music studies’. However, it is difficult to assert a reader’s profile for this part: Laws herself inserts a disclaimer which (nearly apologetically) asserts the necessity for these detailed analyses which do not need to be followed in “every nuance for the broader points to be understood” (258). This is unnecessary. It is not her excellent and meticulous readings of the music which cannot be followed, but the argumentative thread holding these together. This links back to the aforementioned missing categorical differences which would permit an overall linkage. Laws’ outstanding study thus appeals to two worlds at the same time which nevertheless remain separate: the ‘word and music’-enthusiast interested in Postmodern fiction, as well as the musicologically informed modern music aesthete. One is tempted to urge, with Beckett in Words and Music: “Together, dogs!”
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