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Notes For The Reader
1) Editions of Main texts.

-Daniel Defoe, Parts I, IlI, and 111, (1719-1720).

The Constable Edition (London: Constable 1925) fulfilled my requirements for
an adequate edition which covers Parts I, 1lI, and 11l. However, references to
Parts 1 and 11 have been cross-checked for accuracy against the more reputable
" # of Parts I and 1l only (Oxford: Basil Blackwell 1927,
3 Vols.).For abbreviation method, see Chapter 2, note 1

-Samuel Richardson, Parts 1 and 11, (1740-1741).
I refer to the ! " # edition of Parts 1 and Il, edited by
William King and Adrian Bott, in !" # $%

! (Oxford: Basil Blackwell 1929-1931). However, the edition of

is limited. Hence, 1 also offer page references to the Everyman Edition
of Parts 1 and Il, (London: J.M. Dent and Sons 1914), which is more readily
available. See Chapter 3, note 14, for abbreviation method.

-John Cleland, & "( (1748-1749)
I refer to the recent edition edited by Peter Wagner, (Harmondsworth:
Penguin 1985).

2) As a general rule works of fiction regularly cited are, after initial
annotation, vreferred to by full or abbreviated title in parenthesis. On the
whole, works by literary critics are fully annotated on first appearance,
and then cited by name of author, date of publication and page no., 1in
parenthesis: Eg. (Genette, 1980. p.7).



Introductory: ,
Theoretical Background, Preliminary Descriptions,
and Definitions

And 1 have found Demetrius like a jewel.
Mine own, and not my own.

)& $ Act IV, sc.i, 11.188-189)1

A  French journalist once asked him if he"d ever
described himself as a bum and a drifter: Eastwood

denied it. "Then what are you?", the journalist
persisted. "A bum and a drifter"”, Eastwood said
wistfully.

(Michael Pye, 'Clint Eastwood: A Profile™)3
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prompts the article, however, goes farther than this. Acting as spokesman for
his fellow cosmologists, Hawking states early on in the book, '"Our goal is
nothing less than a complete description of the universe we live in".® As the
work progresses, it becomes clear that this destination is still on the
distant horizon, . or even beyond it. Hawking is fairly sure of the opening of
hig narrative:..The ' universe almost certainly began with the "Big bang".®
Accurate predlctlon of the endmg 18. though ‘more pmblematm. and Hawking
had to rev1se one of hlS own theones (fomulated w1th Perrrose) ebout the last
days of ‘the Vumve;‘se’ :tn the 11ght of developments m quantuxin mechamcs ”
Predlctmg "’I‘he End“ vwould depend on a un1f1ed theor‘y of the un.werse and
vwould clalms Hawk1rg, requlre an 1ntegret1on of sc1ence and phllosophy ) Tms
415 more of an 1dea1 than a tang1b1e target as is 1mp11ed by Hawkmg s

.L » e

Oonclus1on ®

Hawkihg - is keen to stress that, should such a unified theory ever be
formulated, "...It should. in time be understood 'in broad principle by
eve'r-yone”.1° The description of a climate of uncertainty in Hawking's final
chapter is- tempered by what amounts to an admission that a sequel will be
necessary, and an ordinance that:one should be written (assuming that writing

is still an effective means of mass communication in the distant future).

Recogn151rg a need for a sequel and prommmg ‘to vtrlte ene are however,
two d1fferent thmgs and perhaps th1s accounts for the d1spar1ty between
'Hawkmg s defensweness in the art1c1e and hlS certamty of purpose in the
book. The dzsparlty is 1tse1f worth further exammtlon Hawkmg would prefer‘
to thmk of a sequel to his book as be1ng at the end of a long fuse, arlsmg

from genuine sc1ent1f1c advances The artlcle. on the other hand. shows -him
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caught in the front line of his literary success. He is having to respond to
demands for something "next', more iImmediate, on a shorter fuse. Furthermore,
since one of the initial motives behind the book was the payment of his
daughter®s school fees,11 the temptation to capitalize on '* +

while it is still fresh in the public memory, cannot be overlooked

(although this possibility may not have occurred to Hawking himself).

Reconciling the two needs, the one integral to Hawking®s scientific work,
and long term, the other integral to public demand (or a recognition of it),
and short term, is problematic. The article reveals the strain. On the one
hand, the idea of a sequel is treated parodically, kept at arm"s length. On
the other hand, a second part is actually conceptualised by drawing on a

tradition of sequel naming which has its roots in commercially driven popular

cinema. ! echoes titles such as ! . !
/" . and ! , 4+ connotes a title such
as *+ "% , ' + . meanwhile, hints

at a function of the sequel which is other than that of continuing narrative:
namely, of revising or contextualising. This emerges as one of the chief

purposes of at least one of the sequels studied in this thesis.

Thus, in resisting the pull of the mechanistic pattern of a success
followed by calls for more — calls met by the sequel, which satisfies (or
not, as the case may be) the demand - Hawking is caught up in its workings. As
a Ffinal confirmation of this, the mock titles do not exactly mock the title
* + , They are in fact perfectly in keeping with its
deceptive simplicity and compressed wit. |Indeed, 1in this light, one of

Hawking®s three choices could well make a perfectly plausible title for a

future sequel.
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It is the general intention of this thesis to explore two issues raised
. by the article -and discussed above. The first ' issue . is encapsulated by
Hawking's, "What shall I call it?" This question, whose frame of reference I
am deliberately expanding, itself breaks down mto two areas of uncertalnty
There zs 1n1t1a11y the problem of arr1v1ng at an adequate def1n1t1on of the
l1terary sequel and then of prov1d1ng sub—defmltlons whzch © o will
ﬁ account for d1fferent types of sequel The second area 1s that of broad
descr1pt1on, 1nvolv1ng f1nd1ng a way to dlscuss and urxierstmd the sequel as a

literary shape

'I‘he second 1ssue ralsed by the artzcle | concer'ns 1tse1f w1th the
compromlsed and compromsmg nature of the sequel The thes1s seeks to
dlSCOVeI‘ and outlme the uncerta1nt1es. embarrassment and twiete of paradox
created by this sense of compromse Hence, whllst the sequel itself is rather
an unstable entlty. the hope here 1s to give a more stable 1mpress1on of its

1dent1ty and nature than has been done heretofore

It should be stressed at the outset that the range of enquiry is, on the
whole, limited to prose fiction in English,-.with a special emphasis on
examples from the f1rst half of the elghteenth century However. the sequel's
occurrence 1n other genres and medla 1s 1nformat1ve and w111 be occas1ona11y

al luded tO

coo .

' The word "thesis" has its origins in the Ancient Greek word ‘"thesatis",
which has a sense of "to locate", ,or.“to place". This objective of orientation
will have primacy over assertive argument.: The sequel has received little
~direct or sustained critical attention, :which is surprising, considering

developments -in literary: theory on the continent,  in America, and in . this



6
country, especially in the last thirty years. Hence, because I am entering
relatively new critical territory, 1 have felt it important to establish

guidelines rather than to offer definitve, unyielding dictums.

This Fflexible, 1inclusive approach necessarily precludes excessive,
assertive judgment of sequels, either individually or as a generic group. On
the other hand, a discriminating assessment of certain sequels will sometimes
be required. For, if sequels can be a literary equivalent of sleight of hand,

it is worthwhile to ascertain how well the trick has been executed.

The purpose of this Introduction is to contextualise focused discussion
of texts in the central three chapters, and to give some background to the
more general discussion in Chapter Five. This procedure draws on different
areas of literary theory and falls into three parts. In Section (i), the
sequel phenomenon, as it may loosely be termed, 1is sketched 1in, and the
critical response, or lack of response, to it is outlined and discussed. 1
then indicate how I would like to rectify critical neglect of the sequel, and
this entails indicating the limits and borderlines of this study: what

methodologies will, or will not be utilised.

The second section, 1in order to initiate the definitional process,
locates the sequel within the context of the literary forms to which it is
most closely related, and offers some theoretical background. Section (ii)a
begins the search for a workable definition of the sequel, by distinguishing
it from its neighbours, the sequence and series. Section (ii)b continues the
defining activity by analysing the sequel’ relationship, Ffirst, with genre,

and then with the concept of imitation. Section (iii) raises a Tfourth

definitional problem: That posed by the disconcerting relationship of the
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sequel with formal integrity and, more specifically, closure. In OSection
(iii)a the sequel's role as a mediator within a dispute about the role of
closure will be discussed. This mediating role helps to clarify the sequel's
ature of the sequel further, allowing for a definition of it to be finally
offered. (iii)b will then propose some sub—definitions, and give two examples
_of how they might be utilised. This sub-section will, then, serve as a

. preparation for the ensuing discussions of eighteenth—century examples.

(SR
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The headline writers had a field-day with captions such as: "Re-born in
the Wind",*® ‘"Another Day for Scarlett''*4 and "Scarlett is Back with the
W1nd"15 'Ihe vast amount of money involved in the commission would be
sufflt:lent to guarantee the medxa mterest There 1s also an element of
‘corporate control over the progect wh1ch g1ves 1t a veneer of glamour and
high mtr1gue For mstance, a deta11 rellshed by the feature wr1ters is the
command from the Mitchell estate lawyers that Rlpley should not open any of
her . mail whilst . wr1t1ng her epic.2% This is to prevent her commg under the
unwitting 1!nfluen‘ce of plot ’ suggesti.mns wh1ch mght leave her open to
expensive litigation after publication. - Apart from this, there is, perhaps, a
proprietorial unease about the fate of a myth which has, ..by means .of film and
. book, lodged: itself in the public imagination.'. There is a tendency in - the
reporting of the story towards establishing 'Ripley's . credentials.  The
underlymg uncertamty centres on the questlon of whether or not th1s Southern

belle "d’ un certame age",“ can be trusted w1th the narratlve

The idea of.a sequel, then, is certainly capable of making waves, and of
- arousing  more than straightforward curiosity. It can provoke an ambivalent
- reaction of excitement at the thought of new wine in old bottles, as well as
an energetic anxiety that the wine .will neither be too: old nor too .new.
However, the a.bove example is very much the tip of the 1ceberg where this
partmuler nar‘ratlve form is 4concferned For addmg to, or regularly
supplementmg. a set of"iixarra:t1ve "glvens“ .' 1s now a f‘am111ar; even routine
actnuty for the purveyors of popular culture It lseems espec1ally sulted to
the mass med1a, A such as televxslon. A radlo, | c1nema and v1deo 'lhe subJect of

this study is, of course, the 11terary sequel but a glance at the sequel's

ménifestations in other med1a is necessary in order to place 1t in a Iroad
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context. Such occasional glances will be a feature of the thesis as a whole.

The film sequel is as much in vogue now as it was in the twenties and
thirties, when titles such as Don Q. Son of'Zbrru, the second part of The Mark
of Zorro, appeared in Hol lywood Michael ‘B. Druxman points out the convenience
of sequels to the major'studios. They are .

...usually less expensive than the original film because of their

ability to reuse already completed sets, costumes and props.1”
Moreover, film rights do not usually have to be purchased for a sequel, since
the studio already owns rights to the original. Such is the profusion of
cinematic sequels today that the box-office magazine Flicks offers a regular
bulletin, Sequels Latest. The May/June issue promises

...follow-ups to US mega—-hits Good Mom.ihg VJ‘etném and Ihrée Men and a

Baby, then Caddyshack II, Critters V, Friday the I3th. Part VII...*®

Meanwhile, the soap opera and sitcom, near relations of the sequel,

abound on television and radio. Series such as EastEnders 1® and Neighbours 2©

sustain audience high ratings.2 They are also relatively cheap and

convenient to produce.22

The literary sequel emergeé as a feature of this mosaic of mass
entertainment. It is part of a cultural climate which embraces the method of
adding, in measured doses, to a receivéd narratiVe. As may be alréady becoming
clear, this means of sustaining and fuelling narrative fiction transcends
questions of artistic standards and quality. Film producérs, kscript writers,
and book writers make usé of it and manipulate it in ;/arying ways. The method

itself doés not detérmine the‘quality of the work that emerges. The sequential



I

MY$F)$%.2 L, 14 )" HI( & HHT 938" -7 " H "
$UHBIIHS % ) H %A 27 ') )-%. # 1) S
LS00 $%7 BT %+ % )T 3%S$ # S "4 )T 1, %%,
06177 ) ((W))H#") $'J) 8UH#E % I8 1S- )7TBB "I ") () # ")

) o gy #53, 1 $% $-3),. *$% #

9%#)) )#") & "$ (0, % )R & 8.

" J) %"+ J)V ( , ) #$3, 11+
)$3') # N A% # %" LS )(L 8% % 1) "
3%)! ")) $)I1$ %) %H ),*)S$, .. $3$3,"% *# $I)$% $&$%6)

&' o)") %% #1%14 \Y

TRTTM)(L, &% %) "U- $F I # 1+") % $)!)) $* 3 %39%)

OTHTI ) # L 4% )7 ) &%T7  $% I’ HE S

YUY ENHT $%T L) "&SW6 #E*$% .3 |, %"%.

#1314 HS$"l  61J) & % 7", $ &
HSH 19" ) $I ' *$% 1)$* "ILI) $1+ %)) % )" T 2% %"

T &I &M% M) G% # SIS, 1 ) )4

Logc 0 M7 " $) D")()S$T (

" H%S$* J) 9 * & H#H S %) "% !1J)3%-"  5%%!",

YH% . # &1 S %>-$ $I$F21M) &$%6)4

$*

% + " ' &)J) I % " +2)" ) %", "+.$))

$ &) "% " Yot 8
"% Lt LY #)) ) (LM %3% -
S &, ") " 3%, 1"%%" - $14 ') &$%6) HS$ %"+

#$3"%" - - &$*3") , %'%."H# - 1)4

&$, 3 1+ $HSH, %S ' N +S !+ )H#)) S "

)7 H)3#H",) S )?BNS # 1 %UIIT$% ) !

) H$!

$%



12

above-quoted examples) dependent on an assumed public knowledge of a long
established literary canon, is an invention of modern times. Nothing could be
further from the truth. A fiction that has been so bisected as to make two
related, but distinct, works is a perennial feature of the literary arena.
For example, the pairing of Paradise Lost (1667) and Paradise Regained (1671)
follows this pattern, as does indeed one of its primary sources, The Bible. It
is stretching a point to call the New Testament a sequel, in any accepted
sense of the word. But, in the way that it provides a solution, a kind of
conclusion, to the problems raised in the Old Testament; in its focusing on
the arrival of a new character, prefigured in the first part; it certainly
bears some formal traces of the sequel in prose fiction. But the pattern can
be traced back further than this .with the emphasis on a "return", a homeward
journey in The Odys&ey, giving ‘the work a sequel-like relationship to 7he
Iliad. | | | |

Within the area of prose fiction, the three main examples for this study
are taken from the eighteenth century. But the confiquration of first part
followed by sequel can be found earlier than this. In Lyly's Euphues and his
England (1580), the experiences of Euphues and his companion in England are
recounted. This represents a change of setting from the Naples of the first
part, Euphues. The Anatomy of Wit (1578). And, in the drama, Shakespeare's
King Herry IV, Part IT (1600), is a significant early example, although it

falls into the larger scheme of the history cycle.

Two significant precursors of the novel form are Don Quixote 22ard The
Pilgrim's Progress.25 Although they are not habitually thought of as bisected
works, they are both two-volume works with a distinct gap of time between the

composition of their respective parts. Don Quixote Part I appeared in 1605,
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with the second part appearing in 1615. Between both parts of

there was a six year period between 1678 and 1684. This kind of
compositional break in itself is an indication that these two 'books were not
conceived or written as unified wholes. In fact historical circumstance has as
much of a role as artistic design.” The first parts of both fell ;prey to
spurious continuations by different authors/ and the sequels of Bunyan and
Cervantes are, at least in part, re-assertions of authorial control over the
"narrative. The sequels to these above-named works (those by their original
authors, that 1is) are taken as the main texts for this chapter and will be
referred to frequently in the subsequent sections. One reason for this is that
they establish contrasting formal precedents for the main ”~ eighteenth-century

examples/™"» , 0 W -

The above brief sketch of bisected fictions indicates the formal and
historical range of literature to which the word ''sequel'™ could be applied
with some accuracy. This makes it peculiarly problematic to sum up the
response of the critical fraternity to the idea of the sequel/ However, some
general points can be made. The most negative situation is when a sequel to a
notable work ha3 been offered by the original author, and, for one reason or
another, is either ignored or rapidly dismissed, the emphasis remaining firmly
on Part 1. This happens for example; in the case of Gay"s * H#
where critics almost wholeheartedly concentrate on the innovative drama,
barely even noticing the sequel/ +,-> As will be seen in Chapters 2 and 3.

the reaction to and tends also to follow these lines.

The second situation is more hopeful. A sequel is assessed, but not
expressly as a sequel. E.C. Riley, 1in his % + $% .

offers a discussion of Part 1l as accelerating Don Quixote"s drift into what
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Riley sees to be madness.2” However, his analysis rather stresses the second
volume as a natural expansion of the fictional world of Part I, without
highlighting the radical discontinuities between the two parts. What is
missing is, as it were, a sense that a sequel should be recognised as a
separable, definable entity before it is discussed in tandem with the first
part. Another possibility, admittedly rarer, is for the sequel to be discussed
as an independent achievement, in isolation from the first part. This has
happened, especially since the 1940's, in commentary on Huckleberry Finn.2¢
louis J. Budd has stated (p.18) rather drily that "not many aesthetically
sophisticated Americans "now consider Huckleberry Finn as a “sequel" to Tom
Sawyer.' 28 However, this elevation of the sequel to a status of self-contained
work is a critical equivalent of throwing the baby out with the bath water. In
acknowledging a successful sequel, the work's nature as a sequel (3 denied.
Thisv seems especially lamentable in the case of a work which opens by gently
nudging the reader into recognising the literary relationship:

You don't know about me without you have read a book by the name of

The Adventures of Tom Sawyer, but that ain't no matter.2°

In the above cases, at least, works which happen to be sequels are
recognised as worthy of analysis, even if not primarily as texts which have a
discursive relationship with a predecessor. The problem remains one of focus
and perspective. That is, the text is seen in a particular way, almost before
criticism begins. This is not the case in the third category of commentary.
Here, the sequel is not only acknowledged, but criticised as such. The
discussion 1is weighted towards the second part, whilst the first is still
borne in mind. In his article "Christiéna's Key: The Unity of the Pilgrim's

Progress", N.H. Keeble offers a spirited argument for the role of the second
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part of in qualifying and reducing the intensity of
vision in Part 1. The zeal and rigour of Christian®s solitary experience are
offset in Christiana®s book by "Puritan joy and delight in human love rightly

directed'-30

Another 1instance of sequel-oriented commentary is provided by Northrop
Frye in his article, ™'lhe Typology of Paradise Regained". Here, the
typological relationship between the two epic poems is discussed, but with the
stress vremaining Tirmly on the "sequel',31 Once more in the field of prose
fiction, June Sturrock"s article, '"The Completion of Pamela™, offers a defence
of Richardson®s sequel as an essential complement to the first part. 1 will be
taking issue with this article in Chapter 3. But, at least it recognises the

continuation as a respectable part of the Richardson %, 32

The third form of sequel criticism, then, seems to come closest to
recognising it as a literary type worthy of discussion. But even this approach
shares an underlying problem with the preceding two approaches or attitudes.
There is no global sense of the sequel which informs the particular comment.
The criticism lacks abroad theoretical framework, and any concomitant
working definition of the sequel, or even a sense that the sequel needs to be
defined. This lack of broadly applicable terminology may be a source for a
second problem:-nji uncertain, defensive manner in discussing the work in
question. This 1s summed up by Russell Davies '"hoisting a hopeful umbrella”
before hesitantly praising two Billy Bunter offshoots,in a recent newspaper
review.33 If sequel readers and critics had a more general sense of the
sequel®s nature and function, then there would at least be less diffidence in
handling the subject. There has been some over-arching discussion of sequels,

most notably by Gerard Genette. Detailed assessment of this is reserved for
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Section (ii), where it is integrated into an examination of sequel and genre.
For the meantime, I would comment that the existing global views are not very

comprehensive or sustained.

This thesis seeks to redress the balance by providing a broad view of the
sequel, but through analysis of individual texts. This initial chapter raises
the main theoretical issues to which the sequel is related. The central
chapters on the Farther Adventures of Robinson Crusce, Pamela In Her Exalted
Condition, ard The Memoirs of a Woman of Pleasure Volume II, will seek to
show how these issues are bound up with specific narratives; and particularly
to show in detail how each second part displays the characteristics of a
certain kind of sequel. The final chapter will focus on four sequels of the
twentieth century, but will examine them in less depth than the eighteenth—
century examples. The purpose of the chapter will be to establish the wider
applicability of the terminology applied to earlier texts. This 1ast chapter
will, then, combine the mainly theoretical discﬁssion of this Introduction

with the specific analysis of the central chapters.

The above outline already indicates one course the thesis will not be
following. It 1is not proposed to make a chronological survey of sequels in
prose fiction, say, from the 1590's to the present. Such a scheme would
preclude lengthy analysis of single works, and would therefore prevent the
critic from reaching, or trying to reach the core of the sequel's formal
nature. Another rather more pedestrian reason arises from the sequel's
transhistorical character. As already indicated, there are sequels of one kind
or another, belonging to a variety of genres in any age which allows for the
possibilty of the composition of a work being interrupted by the publication

of a part of it. There would be a danger of the gimilarities between sequels
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different kinds of prose fiction to which the term "novel" can only be loosely

applied.

There is some evidence for a more flexible approach in merely considering
that in just over twenty years works as diverse as Robinson C(rusoe,
Gulliver's Travels, Pamela, and Tom Jones could be produced. However, it is
suspiciously easy to cock a snook at The Rise of the Novel these days. After
all, there is much in Watt's commentary on individual authors (especially
Defoe)<° which is engaging and informative. The problems lie, perhaps, in
accepting the overview which governs the analyses of particular writers.
Hence, this thesis generally adopts the more recently developed “cormucopian”

(my term) view of prose fiction.

There are definite advantages in studying the sequel in’ a period in which
the form to which it attaches itself is unstable, and in some considerable
ferment. To adapt a popular saying, the novel didn't even know it was born. An
implicit argument running through this thesis is that the sequel had a part to
play in defining and limiting the form. To "prove" this argument would go
beyond the bounds of this study, which is not primarily an account of the
early novel. However, it is hoped that it can be suggested that the sequel's
dual role of innovation and regulation helped to clarify technical and formal
problems that certain writers of this period had set themselves. The sequel
emerges in its best light when it is helping fiction to sort itself out. Thus,
the first half of the eighteenth century is a fruitful historical "site" - in

which to'study second parts.

There is, finally, a more specific reason for selecting this era. As R.M.

Wiles has pointed out,number or part bocks began to flourish in the first two
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decades of the eighteenth century. The Issue of large books in serial form
he calls a ‘"remarkable innovation...admirably simple and amazingly
successful”™. Those who could not afford to buy a large tome in one purchase
would be able eventually to possess it in full by paying small amounts for
regularly issued sections, or "fascicules”. Wiles claims that the book trade
was accelerated by this scheme more than by any other single force

Furthermore, there 1is some evidence that the scheme also contributed to the
rise 1in reaofership at this time."42 Number issue embraced what would be seen
today as, historical, journalistic or informative literature: gaudy accounts
of hangings, chronicles of sea voyages, atlases and dictionaries, ethical
handbooks. Prose fiction®in the form of playscripts and fantastic narratives
such as the' $ - 43 makes an appearance in these
formative *years of serial issue; although is not" as prominent as other

mcategories. e l— = 1 "-

However, even if prose fiction is a small category compared to the wealth
of "non-fiction” surrounding it, the flourishing of number publication as a
technique remains a significant historical development for the purposes of
this thesis. For it suggests an economic milieu in which fragmenting a
narrative as a means of making early contact with a potential readership and
then sustaining that commercial relationship was an accepted, even routine,
procedure. A picture emerges from Wiles*s study of a bookselling community in
the fTirst half of the eighteenth century becoming increasingly aware of the
kind of material readers wanted and of how best to profit from their needs.
This impression lis ireinforced by R.D. Mayo®s comments on the TFfirst
serialisations of novels iIn the newspapers and magazines of this period.-2

Although his book is mostly concerned with the second half of the eighteenth
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century, he gives some significant early examples.

There is, of course, a difference betweén part iséue of a wqu. perhaps
completed prior to publishing the first sﬁeet, ard the writing and
publicaéion of a sequel in responseato a popular first part. Despite some
overlap, as whenv a sequei was issued in number form,45 these are. 6n the
whole, two separaté.concepts. Théy are linked. though, by the genefal péint
that narratives were, for the first time (that is, ’the firét time
systematically, and on a large scale)’beihg presented to the public‘in ways

which were sensitive to the demand for them.

So far, then, in indicating the limits of this study, it has been
stressed that it will not be a "historical" thesis in the sense of a
chronological survey. Indeed, the project is primarily interested in showing
how certain features of literary theory have a bearing on the sequel. But
historical factors do in fact influence sequel composition, and these are best
demonstrated, in my opinion, by concentrating;on a‘single periédi In the first
half of the eigﬁteeenth century, devélopments in the literary ﬁﬁd bookselling
worlds coincide to make it a particularly fertile périod for study. In the
ensuing part of this section éome further béundaries will be drawn, now

referring more to matters of theory.

Underlying, even undermining, the discussion so far has been a potential
conflict of methods. What is being proposed is a combination of formalist and
historical approaches to the subject. This can seem - like trying to reconcile
two opposites. On the one hand, there is the view of a text epitqmized by
W.K. Wimsatt in his 7The Verbal Icon.4s This book i one of the purest

expressions of American New Criticism as derived from Russian Formalism.
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not its isolating ones. This view is expressed by Medvedev and Bakhtin in a
tract entitled The Formal Method in Literary Scholarship:

The work cannot be uﬁderstood outside the unity of literature. But

this whole unity and the individual works which are its elements

cannot be understood outside the unity of ideological life.<°

This quotation, like the book from which it is taken, is coloured by
Marxist thinking. Nonetheless, a model of criticism which sees the text as an
intersection of literary and social concerns is put forward. Again from a
Marxist perspective, Tony Bennett in his Formalism and Marxism has furthered
the case for combining the methodologies.®°This thesis will not be sharing in
Bennett's advocacy of Marxist critiques. Hoﬁever, he makes some useful general
observations; as when he notes that both &ﬂddovsky ard Althuéser have a
fundamentally similar view of the 11terary text as an obJect wh1ch acts upon

the perceptlons of 1ts audlence B1

There are, then, precedents for an approach which draws on the immediate
social context of a particular work. The centrepiece of the combined approach,
which has just been advocated, is the sequel text itself. This suggests that
the figure of the reader, as championed by "Reception theory" will not be
receiving detailed or continuous attention. At an early‘stage in preparation I
resolved thaé a systematic analysis of thejreader's ‘role'in relation to the
sequel, both as an ageht in ite composiiion and‘as 'the interpreter of' the
finished narrative, would requ1re another thesis in itself However, some
specific contemporary readers of sequels are eometdmes mentioned. When these
figures are not being cited, the model of the reader adopted in the course of

X

the thesis is that of Iser' s ”Implled reader“ 53
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defining the sequel, . both as word and idea, .advocated during this section. My
own definition of the word will not in fact be proposed until the end of
Section (iii)a. It will then come as the culmination of the analysis of the

problems presented by the concept of the sequel.

Three of these problems are diséussed in the forthcoﬁihg section. The
first is that of the sequel's relationship to the broad field of continuation
and r?PfEEEEQ in literatufe,4 the proQincé of Section (ii)a. The second
involves the sequel's relations with literary kind dr genre. The third problem

arises from the second and concerns the sequel's relationship with the notion

of imitation. Both these matters are discussed in Section (ii)b.
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SECTION (ii)

Ways of Approaching the Sequel

SECTION (ii)a: Singling out the sequel

In the previous section it was noted, in citing Shakespeare®s Part

that the play cannot be read or performed purely as a sequel. It must be
considered also as a number in the tetralogy beginning with am
ending with This indicates a need to distinguish the sequel as a
member of a broad literary family whose narratives are apportioned between a
number of single texts rather than read or published as complete, discrete

works. .

the First task. then, in trying to describe the sequel®"s individual

qualities 1is to explain how it differs from the other kirts of work to which
it is related within this Uliterary family. in essential preliminary,
therefore, 1is to define this family art then its main sub-groups. The most
common feature of the literary field to which sequels belong seene to be a
sense of linear or chronological progression. This is true, for instance, of
trilogies. quartets, or sagas such as Galsworthy®s

"Literature of continuation™ is certainly a temptirr, descriptive option.

However, It is sufficiently comprehensive, Tfor it does not take Into

account the Tfact that texts in this group do not always fall into strict

sequence. Put crudely, they do not always begin where the previous book left

off. A narrative can be expanded upon by means other than direct continuation.
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work in tandem in a way which stretchez to breaking point  the rhetorical
strategy devised for the first part. 1In the thm:l phase of the analysis some
examples are g1ven of the way in whlch the narrative method is thrown out of
kelter. Fmally, the last pages of the book are hrlefly discussed in the light

of preceding observations.

~In Section (1) a passage was quoted from the Preface to the second part
whlch descmbed Fanny steermg a course between two stylistic extremes, and
nawgatmg w1th a "taste" acquired late in 11fe Her descriptlon of her style
is offered in the context of a d1scuss1on w1th her mterlocutor about the
rextreme d1ff1cu1ty of contmumg S0 long in one stmm, in a mean tempered
with taste M (II p. 129) Extreme d1ff1cu1ty" especmlly commumcates the
sense of pressdre mvolved in sustammg such a perilous stylistic course.
The "mean", however golden and serene a concept, will not ~endlessly renew

itself, or do Fanny's writing for her. Fanny has to hold it in place with her

own imaginative powers.

. However | the speci f1c nature of her subJect-matter .stretches her
imagination to an almost mtolerable degree. She has taken the narrative to a
certain po1nt and now the "breathlng space“ before recommencing has forced
her to confront dzrectly the demands of the kmd of book she has, in a sense,
being trying not to write. For even her elevated Yhetorical scheme,
designed to flood the erotic world with a cornucopian vocabulary must at
some point, y1e1d to the permclous problem of repet1t1on m pomography She
writes to her fr;end

I imagined, indeed, that you would have been Cloyed ard tired with the

uniformity of adventures and expressions, inseparable from a subject

of this sort, whose groundwork being, in the natwe of things
eternally one and the same, whatever variety of forms and modes the
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situations are susceptible of, there is no escaping a repetition of
near the same images, the same figures, the same expressions, with
this further inconvenience added to the disgust it creates that the
words Joys, ardours. transports, ecstacies, and the rest of the
pathetic terms so congenial to,  so recieved in the practice of -
pleasure, flatten and lose much of their due spirit and energy by the
frequency they indespensibly recur with, 1in a narrative of which that
practice professedly composes the whole basis. (II, p.129).
Espec1a11y reveallng is the phrase "there is no escaping a repet1t1on of.
for it encapsulates the way in whlch Fanny has been unable to av01d the
cumulative effect of constantly reproduc1ng the same act1v1ty for the readers
throughout the f1rst part. Cleland by way of Fanny, forces this po1nt home
by making use of emphatic repet1t1on itself during the complaint. "The same“,
heavily stressed, appears three times in one line. Part1cu1arly v1v1d also is

the evocation of her stock of vocabulary losing its potency through over-use.

The offsetting of “eternally one and the same" against 'whatever variety
of forms and modes" alerts us to a more general, theoretical feature of the
observation. For Cleland, after all, gives Fanny these disconcertingly honest
and penetratlng remarks in the Preface to “the sequel of my h1story The
remarks and the literary form in wh1ch they appear are not unrelated-
Pornography prov1des surely one of the most 1f not the most, graphip,
unqualified, model of repet1t1on through var1at1on in 11terature in this
genre is to be found the "truth” the "stark naked truth" of the technlcal
process. This'is perhaps becaose. S0 far as sex and repetltlon are concerned.
each is the sole Just1f1cat10n of the other. Sex could not appear in a
pornographlc novel without the need to repeat it, and repet1t10n would not be
deployed without the need to display sex. This absolute compat1b111ty of a

particular technique and the subject matter it treats is, perhaps, unique.

The literary sequel, of course, enacts a kind of repetition through
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variation, but on a broad intertextual level. However, when it figures within
a sub-genre which so depends upon, and alludes to, its own repetitiveness, the
sequel’'s reiterative nature and functions are highlighted and called into
question. 'Ihere is an intense focus on the dilemma that the author faces of
whether to continue in the same vein es the fzrst part or to change course
and offer a d1fferent although related, reading expemence In other words,
1n the pornographlc context the cho:ce between a wr1t1ng consohdatory or
reformative sequel is especnally pressmg since the sen31t1ve issue of the

nature of the reader S arousal is at stake

It would seem from Cleland's Preface to the se§11e1 that, he through
Famy, has reluctantly agreed to offer a re1terat1ve consohdetlon of the
first part’, On the contrary he is subtly hmtmg thet he 1s going to set in
motlon and accelerate the very process of lmgulstlc exheustlon wh1ch he
apparently fears. This, paradoxmally. will produce a more absorbing sequel,
since the terms of the narrative will be rad1ca113 altered. For Cleland varjes
Fanny's sexual encounters in such a way that she, and we, become quite rapidly
sated; and left with a sensation that she can progress no further. 1If Cleland
had merely consolidated the exuberant narrative style of the first part by
infinitely - duplicating the same tropes with slight variation (a theoretical
possibility), then he would have had no control or influence over when or how
the narrative burned itself out, or over the point at which readers lost

interest, or ceased to be aroused.

However, in his reformative sequel he is able to effect a controlled
extinction of his text by hastening Fanny through the ° final, ang bleaker,
stages of her sexual education. Thus, he makes use of the sequel form to

create a disturbing riposte to the ecstatic explorations of the first part. It



272
is suggested that the heady early days of sexual discovery can never be
recovered, and the world of carnal relations is not exempt from

complexities, ambiguities, and problems.

The sequel's reformative character is prepared for by two gignificant
changes to the narrative, both related to Fanny s move to Mrs. Cole's
quarters, and whlch ga1n a closural 1mpetus as the second part proceeds These
alterations are encapsulated in Fanny's assessment, in the final pages of Part
I, of the merits and demerits of coming under Mrs. Cole's charge:

...I could not have put myself in better or worse hands in all London:

into worse, because keeping a house of conveniency, ' there were no

lengths in lewdness she would not advise me to go, in compliance with
her customers, no schemes of pleasure, or even unbounded debauchery,
she.did not take a delight in promoting; into better, because nobody
having had more experience of the wicked part of the town than she
had, was fitter to advise and guard one against the worst dangers of
our profession; and what was rare to be met with in those of hers, she
contented herself with a moderate living profit upon her industry and
gogd offices and had nothing of their greedy and rapacious turn. (I,

p.124).

Mrs. Cole gives access to a new repertoire of sexual practices, which will
enable Fanny to push her curiosity to its very limits. However, this portion
of the quotation will be discussed later on, since the closural functions of
the ‘“better" aspects of life at Mrs. Cole's provide the context for
understanding the full -implications of the erotic . variations alluded to

above.

In her role as experienced adviser and protector Mrs. Ccie is able to
offer Fanny a degree of security that has so far eluded her. In fact, Fanny
settles in the one location in "R- Street, Covent Garden", until the very end
of the sequel. The primary effect of this shift to a single habitation for

Fanny is to stabilise the narrative and excise the randomness of the first
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part. There is no longer an infinite capacity for sexual activity fuelled by
chance meetings in a variety of settings, Rather the exchanges are now
determined by the particular needs of the visitors to the brothel. Thus, the
onus 'is less upon Fanny to seek out periodically sources of income. Rather,
her clients come to her, and the sexual activity becomes more integrated into
a steady domestic routine.. The domesticity is urderlined by such phrases as
"little family of love" (II, p.131), used to describe the inhabitants of the

house. Fanny even refers to Mrs. Cole as "my temporal mother'.

It is therefore possible to see in Fahny's new Covent Geruen lifestyle a
prototype for her later more settled existences, both with the ' bachelor
preceptor and with Charles in married life. The regime of Mrs. Cole's brothel
thus imposes order, and a latent sense of fimality on the wayward,

unpredicatble first part.

'Ihere are however, further elexnents of the “better” Side of 11fe at the
brothel which prepare the novel as a whole for closure In two dlfferent ways
the younger Fanny becomes more detached from her narrative. First, Fanny. as
she herself puts it, progresses from being "a private devotee ‘of pleasure l:o a
public one“ (II. p.130). This is an allusmn to the close~khit community of
the brothel in which sex is openly celebrated performed and dlscussed The
brothel 19 st:lll "prlvate“ in the sense of bemg a secret enclosed world.
However. once 1ns1de its four walls e1ther as a cllent keenly vetted by the
scrupulous Mrs. Cole, or one of her “daughters”, then collective Pleasure-
seeking becomes the standard mode of behaviour. This atmosphere of communal
enjoyment is effectively communicated by the orgy scene early on in the second
part “(II, pp.149-164), one of the  "general parties of pleasure" (II, p.132)
which form a regular part of life at the hrothel.
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As a result of this fresh emphasis on sex as an accepted practice within
a miniature society , Fanny's earlier individual experience no longer seems SO
unusual or extraordinary. She does not have the privilege of being unique
which she accorded to herself in the first part.: Thus she is often relegated
to the position of spectator or auditor, recording the stories of others: as,
for example, when she transcribes the stories of Emily, Harriet and Louisa,
(II, pp.134-149). Each woman records the circumstances in which she lost her
virginity. The impact of Fanny's own cherished "first time" with Charles is

dissipated by this evocation of the universality of the experience.

The other area in which Fanny becomes distanced from the details of ' her
narrative is that of the relationship between her sexual performances and her
need for money. In the above description of  Mrs. Cole, her good—natured
generosity and fairness in financial matters is stressed. Hence, she furnishes
Fanny with a considerably less pressurised economic environment. As the sequel
progresses, thera is a diminishing -senae .of Va tangible: or felevant.
cannection between Fanny's sexual expiorationa and ner”néed to make maneY-n
This becomes especiaily evident after tha deatn of Mf. Norbert; by which time
she has accumulated a reasonable sum‘of noney through her'dealinés with him‘
(although she wrly resents that he died before he could make a Wwill‘). In a
state of 1ncreased f1nanc1a1 1ndependence she now enjoys what she terms the
“frlendshlp“ of Mrs. Cole, and the latter offers Fanny assistance in flndlng a
suitable sexual partner. However, states Fanny,

I was now in a state of ease and affluence enough to look about me at
leisure. (II, p.180).
The bond between - sexual relations and commercial exploitation which

produced the highly charged, explosive episodes of the first part 1S
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gradually, but irrevocably, severed in the sequel .

There is a common denom1nator in both the aSpects of Fanny's increased
detachment dlscussed above Each 1nd1cates the younger Fanny adopting a quasi-
author1al stance. As the Spectator and recorder of events 1nvolv1ng others she
is acqu:rlng the obgect1v1ty that can be assoc1ated w1th the act of writing,
As a relat1vely free agent in the sequel 1ncreaslngly able to pick and
choose her sexual encounters she is able to pause and contemplate her own

narrrat1ve Wlth an amused 1nterest whxch parallels the later retrospective

recount1ng of 1t

As the sequel unfolds, therefore, it becomes evident that the younger
Fanny, in the way she experiences and responds to, . the events of the
narrative, begins to acquire attitudes and perspectives which correspond to
those of the older Fanny. Hence, the disparity between the two figures, which
was so liguistically fertile in the first part now lessens in the sequel. The
younger Fanny is of course not as educated as the older, and is not as
articdlate. If this werekthe case. the retrospectlve framework of the account
would lose its validity altogether The more mature woman must stil] pe able
to “1nform" the escapades of her younger counterpart However. it is the case
that in the sequel the younger Fanny is far less na1ve She beging to share

the know1ngness and cyn1c1sm of her narrator

This blurr1ng of values between flrst—person narrator and performer, when
it operates in tandem with the other ma1n reformatlve feature of the Sequel,
stra1ns and dlstorts the rhetorlcal scheme of Part I ; as will be illustrated
in the forthcomlng passages of close analys1s But before this analys1s

commences. the second main closural aspect of the Sequel must be con31dered
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Fanny, in the above—quoted assessment of Mrs. Cole's brothel, sees as the
chief disadvantage the fact that “there were no lengths ih lewdness she would
not advise me to go'. However much the older Fahhy might affect disapproval,
it is irrefutable that the var1ety of pleasures offered at the new
establishment enable the _younger Fanny to complete her exper1ent1al educat1on
in convenient and relatively comfortable surroundlngs It may seem at erst a
quirky paradox to suggest that a profus1on of outland1sh sexual pract1ces
should be instrumental in enforc1ng the novel's closure Surely, it might be
argued, there is greater opportunity than ever before for exploratlon, and the
novel could be infinitely protracted. However, it must be asserted in return
that many of the sexual exchanges in the sequel generate a sense of exhaustion
ard satiety as a result of the context in which they appear. Cleland places
Fanny in a fixed location in which sex is readily available and the sense of
confinement minimal. Moreover,- there is little prevailing pressure to indulge

in sex purely to make money.

Hence, Cleland skilfully creates the optimum conditionsyin which Fanny
will rapidly surfelt herself. There is an accelerated potential even for QQE
eager curiosity to be sated. Moreover, as will be stressed, Mrs. Cole plays a
vital role in directing and hastening Fanny towarde’a point of satiety by
filtering out conventional sexual possibilities and preeenting Fanny OhIY with

increasingly bizarre ones.

Next, by examining three main sequencee (some other passages will aléo be
alluded to briefly), it will be demonstrated how the two primary closural
agents of the sequel so far highlighted -the younger Fanny's ’increased
detachment (deriving from her more domestic l1festyle) ., and the exhaust1on of

erotic possibilities, act in combination upon the narrat1ve The first two
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episodes are taken from the account of Fanny's relationship with Mr. Norbert,

(II., pp.164-180).

Fanny s flrst engagement with Mr Norbert is the product of Mrs. Cole's
insistence that Fanny should “pass for a maid and dispose myself as such on
the first good occasion" (II, p.130). This is not only a form of initiation
ceremony into the new world of high—class prostitution #hich Fanny has
entered. It is also, crucially, a means of obtaining a rich reward. For there
are certain clients who will pay an extremely high price for the privilege of

relieving a young woman of her virginity.

Fanny thus prepares to lose her maidenhead for a second tlme There is an
bv1ous parallel with her first and genuine defloration in Part I Ard, the
disparities between the two eplsodes graphically highlight the mere general
contrasts between the two volumes It is as if, wfth this stagé-managed
session, the book as a whole is beginning again on its own disconfiting terms.
The younger Fanny's willingness to engage in a cdntrived loss of virginity is
in itself a pointer to a wider loss of innocence and related enthusjiasm for
novel sexual experiences. A cynical, caustic opportunism replaces the capacity
to wonder which so defined her in Part I.  Furthermore, ' as far as Mr, Norbert
is concerned, the encounter with Fanny will anyway have very little new to
offer, since he is something of a specialist in defloration. He is a victim of
his over~—v101ent pursmt of the vices of the town | in the course of
which, having worn out, and staled all the more common modes of
debauchery, he had fallen into a taste of malden—huntmg in which

chase he had ruined a number of girls. (II, p.166).
Mrn. Norbert's "maiden-hunting"' . then, dixﬁinishes the spe?:‘ialy significance of

defloration in the canon of sexual experience by making it a last, rather than
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a "first", resort. He makes a desperate attempt to recover and re-activate,
through his female prey, his long-lost spontaneous enjoyment of sex. Yet, he
is merely doomed to tire of each new mistress and try again with another to
seek the ever—elusive satisfaction. In a sense he betokens the complex
relationship that is developing between the exuberant first part and

increasingly lassitudinous second.

Hence, the older Fanny is faced with the problem that both the male and
female protagonists in this forthcoming drama display varieties of disillusion
and Jjadedness. This has the effect of diminishing her - opportunities, as
narrator, to impose her glistening, improvised prose—poetry on the younger
Fanny's actions. She no longer has free re;n to extemporise on Fanny's
innocence, since this is.becoming vitiated with each new encounter in the more
sophisticated milieu of the Covent Garden trothel. The younger Fanny has
embarked on a course of action which gives her narrater‘less space, less roonm,

for linguistic manoeuvre and poetic performance.

This can be initially demonstrated by comparing the preliminary stages of
Fanny's first encounter with Charles and those of her engagement with Mr.
Norbert. The period leading up to Fanny's escape with Charles is characterised -
by her eager, hungry impatience:

.every mlnute seemed to me an eternity. How often did I v151t the
clock nay, was tempted to advance the tedious hand, as if that would
have advanced the time with 1t' (I, PP. 74~75)

The narrating Fanny tolerantly Smiles upon the antics of her youthful self.
The retrospective perspective is registered by the corrective aside, 'as if
that weuld have advanced the time w1th 1t'" Yet, Vthe distance enables the

older Fanny to assist, rather than mock the younger's ch11d—11ke efforts,
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literally. to manipulate time. The tone zealously supports Fanny's attempts
to alter the fundamentals of her situation. The interaction between the two
figures brings out the humour of the girl's réesponse to delay, whilst

enhancing its genuine, elemental character.

However,  the preliminaries to Fanny's meeting with Mr. Norbert are very
different. They are marked by extended negotiations ard wheeling and dealing
by Mrs Cole on Fanny's behalf, (II, pp.167-68). The 1mpat1ence of the first
part is replaced in the sequel by a forced procrastination, 1tself part of
the strategy to extract the highest possible price froﬁ Mr. Norbert.
Furthermore, the presence of an intermediary in the preparations underscores a
lack oftsbontaneity which contrasts with Fanny's instant decision to flee from
the brothel in the first ﬁart (I 74) . The older thny s language in the
sequel is 1nev1tab1y sen51t1ve to thls loss of 1mpetuoslty

Regardful, however, of not carrying these difficulties to such a
length as might afford time for starting discoveries or incidents
unfavourable to her plan, she at last pretended to be won over by mere

dint of entreaties, promises and, above all, by the dazzling sun she
took care to wind him up to the specification of. . (II, p.167).

i

The older Fanny herself comes under the sway of Mrs Cole's mach1nat1ons The
narrator has little optlon but to report the 1ntr1cac1es of the negotiations
as cooly as possible. There is no place for flights of fancy here. Rather, the
account - has a clinical precision (emphasised by the 'mechanistic "wind him

up"). tinged with a faint amusement at the duping of Mr. Norbert.

it is now‘ﬁot the case, in th1s barterlng w1th Fanny s maldenhead that
Fanny the narrator "Knows more” than her youthful counterpart. For the younger
Fanny is kept fully 1nformed, and amgsed, by Mrs. Cole on the progress of the
deal. There is nothing here that the older Fanny‘can teli the younger. 1In
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this situation, the former's range of creative options becomes greatly
reduced. It is well-nigh impossible for her to impose verbal virtuosity on

a subtly managed commercial arrangement.

The contrived nature of the liaison does not bode well for the older
Fanny's rhetorical method during the sexual encounter "itself. Her description
of the naked Mr. Norbert sets the tone for the whole scene:

...by the glimpse I stole of him, I could éasily discover a person far

from promising any such doughty performances as the storming of
maidenheads generally requires, and whose flimsy consumptive texture

gave him more the air of an invalid that was pressed than of a
volunteer on such hot service.

At scarce thirty, he had already reduced his strength of appetite
down to a wretched dependance on forced provocatives, very little
seconded by the natural powers of a body jaded and wracked off to the
lees by constant repeated overdraughts of pleasure, which had done the
work of sixty winters on his springs of life, leaving him at the same
time all the fire and heat of youth in his imagination, which served
at once to torment and stir him down the precipice. (II, p.170).

The older Fanny imposes a metaphorical structure on the description in a way
that recalls the first part. Thus, the language of assault and war figures in
the first paragraph, and that of seasonal change in the second. However, the
stylistic contrast with Part I lies in the way in which the imagery 1s S0

confined and compressed by the object which it adorns.

For Mr. Norbert is not a figure that can sustain florid elaboration. He
has a "flimsy comsumptive texture". These words evoke a physical frame upon
which the older Fanny can gain no secure poetic hold. She has, quite
literally, very little of substance to go on. The stylistic inhibition qf the
older Fanny stems from the imbalance and distortion which cling to Mr.
Norbert's constitution. His‘mind rages with seiual energy. yet his body cannot

support the inflamed desire. This results in him burning himself out in an
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accelerating vicious cycle. The more his body frustrates him the the more his
appetite increases; and he further saps himself of hig finite supply of

energy .

The disproportion of mind and body is complemented by a temporal
distortion. He is ‘scarce thirty", vyet ‘'repeated overdraughts of
pleasure...had done the work of sixty winters on the springs of life". His
young body 18 S0 riven that it appears to be twice its natural age. Hence the
joyous play with temporal perspectives - in the first part is here inverted. in
part I Fanny invoked young men who seemed to deny, or defy, the conventional
demands of mertality. The strapping Genoese sailor, Charles, the messenger
will, file past the reader, like participants in a male beauty contest on
Mount Olympus They have exaggerated seemingly infinite poﬁential and
stamma Mr. Norbert on the other hand has unusually and excesswely 11m1ted
potential. Thus, whereas the young men of the first part were depncted in

terms Of expansion, Mr. Norbert is depicted in terms of contraction, and

compression.

In this context of frailty and emphatically finite sexual opportunity
there is, then, " a merging of, rather than a disparity between, what the
youngey Fanny actually saw and what the older Famny is able to remember for
the reader. This accounts for the precise directing of metaphor and economy of
imagery in the above—quoted paragraphs..:. The function of amplification, so
prevalent  in the first- part,: - is ‘replaced here by one of clinical
documentation, made in a terse, compact language. The descriptive process is
exenplified by an attempt to arrange, and dispose information in an accessible
order. First there ‘is a brief, relatively personal paragraph, a quick

reconnaisance of Mr. Norbert's capacity. Idiomatic words and phrases, such as
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"doughty" and "hot service" indicate that he is being subjected to a quick

contemptuous once—over.

The second paragraph is more formal. Its purpose is to exemplify the
preceding, more intuitive, observations. The tone is one of offhand
enumeration, stressed by the quantification of Norbert's age in two different
ways (“"thirty..."sixty"). There is, moreover, a careful balancing of the
qualities of mind in the first half of the paragraph against those of body in
the second. The steady progression of clauses of roughly uniform length
enforce a measured, calm rhythm which enhances the detachment of the

description.

Mr. Norbert's intensified mortalitsr, the way in which he’ almost sliipS
away before our eyeé, and Faﬁny‘s respoﬁse to it, is encapsulated in ‘the
phrase, "by the gliﬁlpse I stole of him". A man so inuch in the gr‘ip‘ of the
ravages of time, so obviously a fleeting presence in Fanny s erctic world,
deserves a means of perception which matches his case. A glance, a “g11mpse"
implies that the object seen forms part of a broader sequencing of vision.
The older Fanny is unwilling, or rather unable, to confer on this man the
dignity of a more extended, concentrated way of seeing him; a way which would
suspend him above the circumstances of his self-induced decline. There is a
revealing contrast here with the way in which Fanny describes the naked
Charles after the defloration scene in the first part, . (see I, pp.81-82).
Fanny is not content with stealing a glimpse in this - case, " but remembers
‘feasting my sight with all those treasures of youthful beauty I had enjoyed",
(I, p.Bl). She proceeds to transport the body of her lover into her own artist's
dreamworld in a way which would be ludicrous and impossible if applied to
Mr.Norbert .
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Mr. Norbert's frailty and instability in stasis gives way to a
fragmentation and discontinuity in action. His attempts to besiege Fanny (11,

pp.170-174), are interrupted by spells of fatigue and near—impotence on his

Norbert that he has succeeded in his task. Making use of Mrg. Cole's artfully
concealed flasks, she coats a sponge and Squeezes between her thighs 'a great
deal more of the red liquid than would save a girl's honour”, (II, p.173),
However, this furtive gesture is effected while Mr. Norbert is asleep beside
her, "Tired...at length with such athletic drudgery”, (II, p.172). The
separating of the production of '"blood" from any related sexual activity
indicates ’a breakdown of continuity on the’broad dramatic leve] - one which
parallels ‘Mf. Norbert's intermittent sexual pérformance. In comparison, the
scene in which Charles first draws blood from Fanny‘(I, P.78) represents an

unbroken stream of mixed emotions, rising to a climax during which Fanny

passes out. (I, p.78).

Thus, 1in the context of defloration, the dramatic intensity of the first
part is replaced by fumbling stage business in the Sequel. Moreover, even as
sexual theatre the felgned loss of mazdenhead is 11stless and lacking in
energy After all, durlng the coup de grace of the whole episode, when Fanny
has to make use > of Mrs. Cole's prop, any possible ten510n is lnstantly
d1331pated by Mr. Norbert being fast asleep At the conc1u31on of the episcde
Fanny ant1c1pates a question from her reader

- You will ask me, perhaps whether I enjoyed any perception of pleasure?-
I assure you, little or none; till just towards the latter erd, a

faintish sense of it came on mechanically, from so long a struggle and
frequent fret in that ever sen51b1e part (II p.174).



284
Fanny encapsulates the sense of uneasy frustration of this peculiarly
choreographed encounter. She highlights the lack of any mutual or reciprocal
satisfaction attained between her and Mr. Norbert by pointing to a selfish
pleasure which seeped over her as if by default. Moreover, as the older Fanny,
she is perhaps indicating that she has gained little "pleasure" from narrating
the episode. After all, nowhere in the whole sorry episode was she able to
find a foothold for the kind of rhetorical improvisaéioy that was so
frequently possible in Part I. Her familiar poetic style is so stretched and
manipulated by the circumstances of sexual exhaustion that it - is converted

into clinical reportage.

The .second main sequence to bé focussed upon (in less detail than the
previous one) is drawn from the final stages of Fanny'skrelationship with Mr.
Norbert. The previous kepisode indicafed £hé Qay in which the SeqUél
narrative can fragment into component parts on the locél level. The purpose
of this next example is to indicate how this tendency can also be traced on
the global level, since the sequel tends, especially as the ending approaches,

to emphasise the discontinuities, rather than continuities, between the two

parts.

vFanny becomeé Mr. Norbert's kept misﬁress aﬁd claséifieé heréelf as part
of a group of women whose masters are “enerva£ed byvnafure, debaucheries, or
age'. (II; p.176). These relétionships, whilst inducihg méterial satisfaction,
can leave the mistresses feeling that their séxﬁal eﬁperiencésvares frequehtlY
left tantalisingly incomplete. The mastér hay only héve sﬁfficiéntvéhergy to
bring about "a flashy enervated enjoyment" for himself. Meanwhile,  his
partner has been highly stimulated but not fully satisfied. The result is that

she often seeks or finds full satisfaction elsewhere. Mr Norbert would
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habitually dawdle with Fanny for hours at a stretch whilst she lay naked
before an open fire. If and when he finally gained an erection,
...he would perhaps melt it away in washy sweat, or a premature
abortive effusion, that provokingly mocked my eager desires; or, if
carried home, how faltered and unnervous the execution! how
insufficient the sprinkle of a few heat-drops to extinguish all the
flames he had kindled. (II, p.177).
The presentation of three alternatives, each couched in tired cynical terms,
none of which are particularly satisfactory, firmly orientates this
description in the uneasy world of the sequel. After one particularly
frustrating evening in front of the fire with Mr. Norbert, Fanny is accosted
by a young sailor, with whom she has passionate andnymous sex (II, pp.177-78).
what makes this latter encounter remarkable is its juxtaposition with. the

account of Mr. Norbert's failings and Fanny‘s dissatisfaction.

For the meeting with the sailor represents a brief but ecstatic return
to the language of the first part. The nautical imagery (compatible with the
man's profession) in this passage 1s sustained right up to the point of
climax in which all Fanny's "raging conflagration of desire" is "drowned in a
deluge”. (II, p.178). The older Fanny's talent for extended extemporisation on
a particular metaphorical theme is once again, however fleetingly, required,
It is needed precisely because, Fanny has hriefly recovered a capacity for
spontaneous, uncomplicated enjoyment. Moreover, this nautical engqyement on a
table at an inn, echoes the chance meetlngs of the first part which gave it

such a 11berated structure

Yet. this meeting 1s curiously intertwined with Fanny's evening of
hopeless titillation at Mr. Norbert's lodgings. Fanny finds with the sailor a

satisfaction of the desires aroused earlier in the evening. These two scenes,
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completely contrasting, yet linked by the heroine's presence in both, and the
intensification of her sexual appetite, surely represent a microcosm of the
relationship between the two parts of the novel.‘ Fanny is unable to gain a
complete sexual experience with cne single individual, *setting, or literary
style. Mr. Norbert's teasing in the flickering fifeligﬁt is necessary to
arouse her, and the sailor's single-minded confidence is necessary to sate
her. Only with the two complementary perspectives is it possible to gain a
full picture of the range of sexual experience from uncertainty and exhaustion

to certainty and ecstacy.

The final main episode to be diséussed here 1is the notorious soqomitical
passage, It should, however, be stressed in passing that there are other
encounters in the sequel occuring before and aftér this one that have a
particular closural force. The flagellation sequence (II,pp.182-189), for
instance, has parallels in tone and style to the mock-defloration scene. Also,
Louisa's experiment with the “natural® (II, pp.196-202) has a massive
climactic energy, as well as having a disturbing undertow to the pleasure-
seeking which conforms with the general tone of the sequel. However, the scene
is more directed towards closing louisa's portion of the narrative than
Fanny's. Louisa "did not long outstay this adventure at Mrs. Cole's" and she
disappears abroad with her wealthy young man, (II, p.203). It is as if nothing

could now follow the explosive exchange.

The sodomy sequence (II, pp.193-196), is especially illuminating because
it reveals both the final exhaustion of the younger Fanny's curiosity and a
crisis point for the deployment of the expansive narrative technique which
has been so stretched and distorted in the sequel up to this point. Male

homosexuality has been referred to before now in the sequel, and even
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obliquely encountered by Louisa after a masked ball. (II, pPp.190-193) .

However, for the younger Fanny it remains & mystery, the only variation
of sexual experience in which she cannot herself participate, (je., she has
access to lesbian sex, heterosexual seX, but not sex between men). Hence, it
ig on the very peripherylof her erotic world. The sodomy scene, then, suggests
that Fanny is reaching the limits of her exploration of sexual variety,
However, unlike in previous scenes ih the sequel (discussed‘ Above), the sense
of exhaustion is not registered by the language used to describe the sexual
activity itself, as will be shown in a moment. There is no weariness about
the way that the two men gémely grapple with one another. Rather, a sense of
satiety i3 communicated by thg reaction to the scene of the older and
younger Fanny. It is the way in which the sodomy passage Jars 80 violently
with its 'ow‘n conteit that produ¢és a sensé of satiety, and compounds it,

creating a mood of stunned, inarticulate finality.

Fanny is describing two men, with strong physiques in perfect working
order, delighting in sex. Moreover, the younger Fanny's sense of sSurprise
must be accounted for by attention to detail. Thus the poetry of the s=scene

must be ornate and delicious, and it resembles the language Characteristic

of the first part:

Slipping then aside the young lad's shirt, and tucking it up under his
clothes behind. he showed to the open air those globular, fleshy
eminences that compose the mount-pleasants of Rome, and which now,
with all the narrow vale that intersects them, stood displayed and
exposed to his attack. (II, p.195). ‘

The older Fanny produces an ornate rhetoric, laced with 6utrageous
topographical metaphors, and Previously reserved for heterosexual or lesbian

encounters,  in recounting sodomy between two men. This language ig, however,
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implicity challenged by the narrator herself, within the framework of her

recorded reaction to the sequence:

All this, so criminal a scene, I had the patience to see to an end,
purely that I might gather more facts, and certainly against them in
my full design to do their deserts instant justice, and accordingly.
when they had readjusted themselves and were preparing to go out,
burning with rage and indignation, I jumped down from my chair, in
order to raise the house upon them, with such an unlucky impetuosity
that some nail or ruggedness in the floor caught my foot, and flung me
on my face with such violence that I fell senseless on the ground

(II, pp.195-96). . ;

Here there is a complete coincidence of attitude between Fanny the
younger and older. The merging is enhanced by the younger Fanny's
voyeuristic perspective, and her literal elevation above the action, giving
her a semi-authorial stance. Hence, the narrowing of the gap in attitudes to
sex between narrator and performer, prec1p1tated by the sequel, now reaches a
critical point. The younger and older Fanny are un1ted in thelr reJectlon of
male homosexuality, and in th1s view conform to a common eighteenth—cenury

attitude. Male homosexuality was a capital offence at the time.=22

There is a sense that both narrator and heroine have taken the
exploration of sexuality quite far enough; if not toe far — to arstage at
which it crosses boundaries of accepted sexual practices , even eccerding to
Fanny's bizarre norms. Thus the hysterical reaction becomes .part AOf an
attempt to impose, after the event, a disparity between the sexual action
recorded and the lush language used to describe it. The older FannY S
recollection of her reaction to the sequenee seeks to d1sable and suppress
the sensual resonances and linguistic freedom of her own preceding account.
The increase in pace, the hasty stage business conspire to dampeh down any

pos3ible erotic response to the homosexual passage.
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The sodomy sequence is significant in the way it awakens in Fanny a
regret at overstepping the mark. This then produces a final realisation that
the strategy of imposing ornate, liberating language on past sexual experience
is only effective within certain strict parameters. It can incorporate lesbian
sex, Or joyous sex between healthy, resilient heterosexuals. However, in the
context of frailty, accelerated mortality, or’sexual Qari&tions such as
flagellation, it Dbecomes strained, and is transformed ' into a kind of
expressive ‘reportage. When it lights on male homosexuality it‘is completely
rejected, like a foreign organ after a transplant operation, by the broad

moral climate vhich Fanny inhabits.

The crisis over her poetic language, centering on a realisation of its
poundaries, is encapsulated by the way in which Fanny trips and falls flat on
her face. ThlS perhaps is a symbollc reflection of the way in which Fanny, as
narrator, and as voyeur, has “tripped up", or come a cropper, in her zeal for
achieving a comprehensive treatment of sexual experlence in all 1ts dimensions
and varieties. As the rhetorlcal system upon whlch the flrst part was based
receives its most devastating assault, and at the point at which Fanny's
curiosity has been exhauéted, she lands on the‘floor Qith a thud.k and is
knocked info a state of stupified silence. This seems the only valid response

to the impasse to which the book has been brought.

However, it could alsq perhaps‘be a way of registering a deeper shock:
the possibility that as viewer, the younger Fanny, and as ‘narrator, the
older Fanny. both seéretly enjoyed the homosexual sequence. It c§u1d indeed
pe a sense of revulszon at a stlrrlng of pleasure within herself that causes
the younger Fanny to react g abruptly, and to condemn “th1s so criminal a

scene” in such strong terms. Certainly the rejection by Fanny of the episode
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was complemented in later editions of the novel, right up to the present day,
by the excision of the sodomitical passage altogether. Perhaps the later
editors appeared to share Cleland's view, voiced by the older Fanny, that

he had possibly written the sodomy sequence too well.
Farlier on in the narrative Fanny refers to her life at Mrs. Cole's

which I led in truth with a modesty and reserve that was less the work
of virtue than of exhausted novelty, a glut of pleasure and easy
circumstances... (II, p.190). o
This statement neatly epitomises the formal direction of the sequel up to
this point and beyond. It has been suggested that the sodomy episocde is the

one in which Fanny, ironically- as a non-participant, experiences most

decisively a glut of pleasure.

The book has reached a point where only an unquallfled return to sexA
which is fully compatible with the older Fanny's de31re to embroider and
enrich the experience would be acceptable. In other words, the only
possibility would be a reversion to the the sty11st1c values of the first
part. In bringing the book to a point at which it can only resort to a mode of
narration whose assumptions have been challenged and undermined, the sequel

enforces decisive closure on the whole.

It might well be argued that the work does indeed reinforce the values of
Part I in its final pages, with the bathing orgy, the serene relat1onsh1p with
the preceptor, and the passionate reun1on, and marriage, w1th Charles.
However, I would argue that these scenes; taken togetherl conetitute a
valedictory coda. In explcining how Fanny developed’the potential to Qrite a

novel, these scenes exemplify the sequel's role in providing a credible
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context for events in, or stylisitic traits of, the first part.

Memoirs., then, has two interconnected endings. The first is the troubled
response to sodomy which "flung me on my face" and leaves Fanny, and perhaps
ug, in stunned silence. This indicates that Fanny's voyage of sexual discovery
as a whole has arrived at a dead end, which only permits the revival of a
previous approach to recountmg her adventures. This approach is outlined in
the more obviously d1dact1c coda in which the darker, and poss1b1y starker,
world of the sequel, is cast a51de in favour of a set of notes towards a
beginning. Havmg made use of a sequel to exhaust hls narrative, Cleland
cer'tamly does not deny or contradlct its effects in what is apparently a

re:nforcement of more conventional values in his final pages. Rather, he

dellv ers a token endmg that explams how Fanny came to write such a naive,

yet such a cynical, pornographic book .
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SECTION (iv)
Conclusion

In the conclusion to Chapter 3, John Cleland's‘predominantly dismissive views
of sequels were cited. He did not make a reference to his own second paft to
Memoirs, perhaps because he did not regard it as primarily a self-contained
sequel. (Also, of course his review was anyway anonymous, as, officially, was
his authorhip of Memoirs). I have, however, been arguing that the‘ second
volume can be regarded as a specific kind of refomm$Wz sequel. Moreoverf in
its radical alteration of the style and structure of the first part, it 1s
perhaps the only type of sequel that Cieland, according to the terms of his
review, could have borne to have written. An anti-formulaic sequei which
hastens the work towards its own end must surely have been palatable to an
author who, to all intents and purposes,  resented unnecessary or spurious
protraction of narrative. I would conclude that, especially in the context of
producing a pornographic book on demand, Cleland saw a need to draw his work

to a close as decisively and dramatically as possible.

The next chapter will mark the close of this thesis. However, in
accordance with the contrary nature of the sequel, it will, as a means of
securing closure, seek initially to expand on what has gone before. There will
be a transition to a new historical period, with the main concern being to
loock for continuities and divergences in the formal tropes already
characterised. Moreover, the concluding chapter will take a leaf out of Fanny

Hill's book, and at times glance backwards to the opening chapter.
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CHAPTER 5
Conclusions And Modifications

Th‘is‘ w&s ridiculous. It was all ridiculous. Manhattan could as well
have been another part of the forest, and his dignity handed over to

. Oberon and Puck. And handed over to them by himself! (Zuckerman
Unbourd, p.119) — S o

The sequel to this may perhaps be reckoned highly conventional; but a

sequel there is and so it must be produced (M.R. James, "A School
Story") . !

Pstiﬁé lawyer, 26, seeks I.brdbPeter Wimsey to her Harriet Vane.
" ("Lonely Hearts" advertisement, Time Out, 13-20 September 1989,
No.995) -
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- Introductory

In his essay ‘'Circles", Emerson wrote:

Every ultimate fact is only the first of a new series; every general
law only a particular fact of some more general law presently to
disclose itself. There is no outside, no enclosing wall, no
circumference to us. The man finishes his story, - how good! how
final! how it puts a new face on all things! he fills the sky. Lo, on
the other side rises also a man, and draws a circle around the g1rc1e
we had just pronounced the outline of the sphere. Then already is our
first speaker not man, but only a first speaker. His only redress 1s
forthwith to draw a circle around the circle we had just pronounced
the outline of the sphere.?
Enerson's statement has three implications for this chapter and its
intentions. First, he himself is only too aware of the resonances for
literature of his concept of "ever-widening circles" (D.H. Lawrence), in his
prediction of what is likely to ensue when a man "finishéé a étory". However,
this thesis has so far been trying to establish that Emerson's cbservation has
a particular relevance to the "work" of a sequel, 'its function within the
literary arena. It seems worth bearing in mind this defining characteristic
of usurpation or displacement, at the beginning of a concluding chapter on

the idea of the sequel.

Second, the statement provides terms for describing the purpose and
outline of this chapter. In the forthcoming first section some general
observations are made  about the preceding three chapters and the main texts
discussed in them. The circumference of the circle created by the preceding
analyses is thus "defined". However, this summing up is only part of the
process of conclusion. It is also essential to see if the terms originated in

Chapter 1 and deployed in chapters 3 to 4 can be applied more generally to
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prose fictions from other periods ard to works in sub-gerres other than
fictional autobiography. Hence, in Sectionz (ii) anrd (iii) a wider
circunference is drawn around the first. Consequently there is some
modification, not so much of the earlier terminology in itself, but of the way

ih which it has previously been appliéd.

I have chosen to concentrate, in Section (ii), upon three novels from the
early ' to late twentieth century. The first is Samuel Butler's  Erewhon
Revisited - (1901) 3, . a sequel to his Erewhon (1872). < The second .text is
Dorothy L. Sayers's Clouds of Witness (1926)® an example of a sequel within a
series, and one which offers new insight into the concept of . consolidation,
introduced in Chapter 2. It is a sequel to Whose Body? (1923) © The last work
discussed in detail in this section is Philip Roth's Zuckerman Unbound
(1981)7 a case of a sequel within a sequence, and one which offers a fresh
perspective on’ the relationship between the sequel and fictional
autobiography. It is a sequel to The Ghost hriter (1979).2

Iﬁ Section (iii) the vactivity of expafxiing the circumference of the
wliéf circle is continued and hrought to a point of ferminus with a
discussion of one work: David Lodge's Small Warld, (1984)° a sequel to his
Changing Places, (1975). 2© This novel contains in its sphere, as it were,
many of the formal characteristics noted in previous examples, both in the
former section and the earlier chapters. It therefore provides a. means for
collecting together and focusing upon some, : although of course not all,
conclusions. It cannot be stressed enough that there is no precise, "text to
te " cor'respondence between the examples referred to throughout this
chapter‘ and the main examples drawn fmm the elghteenth century It i3 not the

intention of the chapter to make spec1f1c parallels. Rather, the idea is to
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indicate formal or thematic features of twentieth—century sequels which seem
analogous to eighteenth—century ones. The possibility that a modern example

may have parallels with more than one earlier text is therefore not ruled out.

There will be‘barely any emphasis in these sections on the historical
contexts of the sequels discussed. It is hoped that in thé previous chapters,
some idea was given of how the immediate historical context can influence the
form of a sequel. Rather, there is an attempt to examine, in a way which makes
no claims to being comprehensive, the way in which the sequel functions in the
more playful, exploratory environment of the modern (contemporary in the cases
of Roth and Lodge)lnovel. I am of course not suggesting that the eighteenth
century was a period lacking in innovation and adventure. Indeed, the use of
the sequel form in the period  precisely - demonstrates the variety and
energetic uncertainty of prose fiction in the first half of that century. Yet,
there were limits to what could be achieved, simply because the process of
discovery was still in its early stages. It seems essential to look at the
sequel's place in a world in which the novel form has been developed in a

variety of directions, in terms of form, style, and éubject—mattef embraced.

I have confined myself to twentieth-century examples in order to give
some consistency and internal logic to the forthcoming discussions. It 1s
hoped, however, that in demonstrating the applicability of the terms used in
describing eighteenth—century sequels to twentieth centwry texts, a more
universal = applicability of the critical vocabulary will be sugqgested if not

proven.

The third implication of Emerson's words 6n circles concerns the nature

of the attempt in this chapter to widen the circle created by eighteenth-
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century sequels in earlier chapters. Naturally, this resolution will not
produce a final statement on sequels. It is more than likely that there will
be later revisions of the terminology and the modes of analysis offered by
this thesis, thus describing;a ciréumfefence wider than the present one. This
possibility will be alluded to in Section (iv). However, the main purpose of
that section will be to defy Emerson and provide some last words on the

sequel which will be definitive at least in terms of this study.

HRR
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. SECTION (i)
Opening Conclusions

In the first chapter of this thesis a broad twofold purpose was stated.
First, it was intended to define the sequel, not only :by. providing a
definition of the word "sequel", but also by providing a set of terms that
would facilitate description of individual texts. The second purpose was to
reach a surer understanding of the sequel's quirky and contradictory nature.
In carrying out these two aims, in the course of Chapter 1 itself and in
ensuing chapters, it emerged how strongly interrelated they were. The means of
sequel definition feeds off the sequel's idiosyncrasies as a transgeneric
form; and vice—versa. However, for the sake of clarity in summarising progress
so far, the two aims will once more be treated as separate in the following

paragraphs.

I see no value in reproducing the actual definition of “sequel' given in
Chapter 1. As a workable definition I feel it has stood the test of close
discussion in chapters 2 to 4. However, it would perhaps be useful to
recapitulate the ways of describing a sequel arrived at in the first chapter
and put into operation in later chapters. As a first stage it was proposed
that all literary sequels fall into two categories, depending upon the ways in
which they modulate the preceding part. These two categories are adjectivally
constructed as the "consolidatory" and the ‘reformative". A consolidatory
sequel, it was suggested, seeks to reinforce the set patterns, tropes, and

formulaic tendencies of the first part. A reformative sequel, on the other
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hand, seeks literally to alter or transform the format of the first part's

narrative.

This primary method of description, focusing on the idea of generic
modulation, was qualified by two further means of description. After orienting
the ' sequel within a discussion of closure, it was suggested that a sequel
could usefully be described according to the nature of its enmding. For
example, it may end decisively and yet promise further reiteration of the
narrative in series form. It may end indecisively and indicate forthcoming
development within a sequence pattern It may erd insuch a way as to
d1scourage any further cont1m1at1on by the present author or anyone else. A
third means of descmptmn assists in h1ghl1ght1ng the 1nd1v1dua11ty of a
parucular sequel. It relates not to the way in which a sequel ends, but the

way in whlch it reaches 1ts endmg. a shghtly different matter. The third

method relles on the two p1votal terms "expansmn" and "e:-d\austlon"

Finally a description of a sequel could be further qualified by reference
to the motifs which recur in sequels generally and which cut across the above
formal boundaries. Examples are "multiplication” (present in all three main
eighteenth-century examples), "contextualisation" (present in Pamela Part II),
and "reply" or "riposte" - in which the values of the first part are implicitly
challenged by aspects of the sequel (this 1S most evident in Famela Part II).

W1th the aid of the termmology outlined above it was possible to
charactemse the three main texts in ways whlch w111 now be relterated The
Farther Adventures of Robinson Crusoe was termed a consohdatory sequel which

eached an uncertain conclusion by means of expansion. Pamela was termed a

reformative sequel which reached a point of tranquil suspension by means of
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expansion. Memoirs of A Woman of Pleasure Volume II was described as a

reformative sequel which reached a definite conclusion by means of exhaustion.

I would now like to propose for this chapter a modification of the way in
which the terminology is deployed. The main texts have so far been defined in
a way which maximises clarity and certainty. The intention was to state as
decisively as possible what kind of sequel was being analysed. Moreover, the
descriptions are not fundamentally incorrect in relation to terms set out in

the first chapter of the thesis.

waever;‘ one means of qualifying the descriptions yet furthef has been
reserved until this concludiﬁg chaptef.r The‘qualjfication~is concerned with
the ambivalent nature of the sequel, its ability to embrace 'two or more
different possibilities for the development ofAits narfative. That is, a
sequel may suggest that it is taking a reformative and a consolidatory éath-
It may reveal traits of exhaustion as well as expansion. Reflection and debate
could be combined with a deperdence on formulaic reiteration. :For example,
The Farther Adventures of Robinson Crusoe reiterates the narrative pattern
of Part I but in such a self-questioning and doubtful way that the book at
times borders on the reformative. The second volume of Memoirs = deliberately
sets out to exhaust its potential. At the same time Fanny inhabits a community
which is suggestive of expansion. The sequel's capacity to contain apparently
contradictory possibilities surely derives from its dependent nature. It both
pays homage to the world of its predecessor and must depart from it in some

significant way.

What tends to ensue is that the double or multiple perspectives are not

sustained in equal measure throughout the sequel. One or other narrative
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orientation is foregrounded or becomes prominent, ard this is the way in
which the relationship with the first part is finally determined. Hence, a
sequel might be described as mainly consolidatory or reformative, It might

lead to conclusion primarily by means of exhaustion. In the preceding chapters

of tms thes1s, this 1mp11cat1on within the descriptlons of alternative

oy

directions has been overlooked in order to commumcate the central or

governing prmcxples behmd a particular sequel.

In the examples considered below, I will pay more attention to the ways
jn which a sequel can, as it were, hold within its sights two or more
narrative possibilities, ultimately establishing one as predominant. This
refinement of the previous approach is perhaps especially compati?le with the

:per‘;ilﬁentdl" and sometimes playful, qualities of the twentieth—century
examples.
Two general conclusions about the nature of the sequel, which will have

some bearing on the ensuing discussions, are now offered.

The three main elghteenth-centuxy sequels were all contributions to
fjctional autoblograpmes The mpresenta’clon of the span of a humnn life is a
parmcularly useful vehlcle for demonstratmg an 1mportant facet of the
gequel 's nature: 1ts capac1ty to re-thmk fe-appraise and revise preceding
fictional paterial to which it is linked by a cont1nu1ty of character, plot,
theme, and setting. Often in a person’s life the first experiences of youth
are vrepeated in different contexts in later years. An older. more fragile,
Robinson Crusoe finds himself isolated off the coast of Bengal in a way which
yecalls his earlier desolation on the island. Pamela's attempt to convert Sir
gimon parnford is a miniature version of her former efforts to alter Mr, B.
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Fanny Hill's feigned loss of maidenhead grimly echoes the genuine encounter
with Charles. In demonstrating this particular mode of repetition through
variation the sequel comes into its own. Its ability to offer a fresh
perspective on the past'is highlighted. -. . . =

Lo

The secord main observatlon concerns the seqoel s caoac1ty to focus upon,
and give the reader access to, the creat1ve processes 1nvolved in produc1ng
fiction. The overbearing presence of the flrst part forces the wr1ter and
reader alike to concentrate upon how the sequel is being constructed. Again,
fictional autobiography proves valuable in illustrating the particularities of

this enhanced awareness of backstage activity.

For all three central characters in the novels »studied are ’writers.
chroniclers of tﬁeir own lives. In fhis conteXt, the actual author's problems
in producing the sequel are integrated into the world of the fiction icself.
Hence, an abstract area of unease over how to sustain the narrative becomes a
concrete concern of the text itself. The central . character's writing is
highlighted as a subJect of the autob1ography Thls is most ev1dent in the
case of Pamela who actually becomes a pub11shable author However, both Fanny
Hill and Robinson Crusoe add1t1onally experlence formalisations of their
authorial roles in their sequels. ‘Cfusoe's doéies as a hisﬁorian come to the
fore, and Famny strives to monitor and record the daily life of her new
community. Moreover, in the second volome‘of Mémoirs, fonny traces how Jshe

acquired her ability to write.

Fictional autobiography, then, has proved a helpful means of illustrating
in specific terms those features of the sequel which allude to the processes

of fiction making, : and to the roles of writing and writers in . particular.
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There will be particular reference to this feature of the Sequel in the coming
discussion of Zuckerman Unbound, a modern—day incarnation of fictional
autobiography. However. it is hoped to show, by reference to the other texts,
that this emphasis on backstage activity is a feature common to sequels which

figure in sub-—genres other than fictional autobiography.

These above conclusmns concernmg the nammg and nature of the sequel

will now be enlarged upon by d1scussmg three twentleth—century texts.
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- SECTION (ii)

A More Flexilble Use of Terminoiogy

In the fourth chapter it was shown how the values of a trouble-free pornotopia
were questioned and undermihed by a sc;,quel which displayed a darker side to
sexual relationsw. The sensé of disil‘lusionment was credted by suggesting thdt
exuberant sexual activity has its natural lease of life. Exhaustion of
curiosity and, in some cases, of physical capacity is inevitable. Intimations
of immortality in the first volume were usurped by vivid images of mortality

and decay in the second.

Butler's Erewhon represents a non—pornographic utopia, and its sequel,
Erewhon Revisited, both reconsiders the values of this utopia and develops it
historically. There is a technical parallel with Cleland in that exhaustion-
plays a part in this process of transformation. However, the action of closure
in Erewhon Revisited is more complex and double-edged than that of Cleland's
pornographic novel. For in Butler's text two alternative closural gestures are
interwoven, one exhaustive, the other expansive, to constitute an

idiosyncratic reformative sequel.

At first it would appear that the sequel is solely driven by Higgs's
desire to return to Erevwhon. (In this discussion Higgs Srr. will be referred
to simply as “Higgs", and Higgs Jnr. as "John"). As with Crusoe, Higgs's
homecoming in 1872 leaves him with a lingering restlessness which finally
prompts him to set out again after his wife's death. Arowhena's death, '"not so

much from active illness, as from what was in reality a kind of maladie du
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pays" (ER. p. 201), exacerbates Higgs's remorse at taking her from her native
lard. The combination of a wish to revisit Erewhon in order to make amerds, as
it were, ~to his dead wife, combines with an eager curiosity to satisfy his
curiosity. once and for all, about the progress of his discovered country. He
js soon in the grip of an obsession, as his son John reports:

e .hié passiénate longing for the journey bécame 80 overm&stering that

nothing short of restraint in prison or a madhouse could have stayed

his going. (ER, p.202).

vAfter a gap ofﬁ 18 years, then, Higgs depérts for Erewhon in | 1890. He
nakes a series of discbveries during his sojourﬁ which creaté a sense that his
encounter with the country has been completed. The most significant discovery
(in teﬁms of the sequel's stmctﬁre) is that he has uhwittirgly created an
orevhonian family which parallels his English one. Within howrs of his arrival
at the statﬁes he meets his illegitimate son George, (see ’especidlly ER,
p,232) . The strobg pond that Higgs develléps w‘ith George, and thé highly
charged reunion with Yram, (ER pp.336-39) reassure Higgs that, although he
cormot settle permanently in Erewhon, he hes made a lasting and definable
contribution to the country's destiny. Hence, finality is comm‘nicated'by the
guggestion that Higgs has learnt all he can from, and given all he can to, the
country within the confines of his life. The valedictory nature of the visit
js enhanced by .its relative brevity (barely a month compared to the
unspecified number of .years for the first visit). Indeed John is suprised by

how soon his father returns (ER, p203).

The bdecis’ive and final-seeming nature of the trip is signalled by the
odic bouts of v}eakness, the symptoms of accelérated physical and mental

peri | | | ,
decline to which Higgs. now an elderly man, is prone. "You are not much
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changed, but you look haggard, worn, and ill" are Yram's first softly spoken
words to Higgs on her prison visit (ER, p.338). The "strange giddiness and
momentary ‘loss of memory" which precede Higgs's lunch with the mayor are
described by John as marking the onset of “serious brain exhaustion", (IR,
p.352). He is hastening towards a death which coincides with, if not a deep
contentment, at least feelings of reassurance, as well as the more certain

knowledge of his contribution to Erewhonian developments.

The images of Higgs's decline are potent, and it is only too easy to read
them as indications of the mode of closure for the novel as a whole. However,
they merely help to define and limit Higgé'vs experience. As‘ will be indicated.‘
the flctlonal world encompasses more than nggs s personal vision of it.t The
sequel is as much about the hlstory of Erewhon as it 15 about Higgs's limited
1nteract1on with it. Thus the narratwe only contams an element of
exhaustion This is coxmterpomted by stronger and more distinctive formal
features which pull the narrative in an expansive direction. It will nowr be
argued, then, that in Ehewhon Revzszted a utopla is redefmed but in a way

which transcends emaustlon

There is a strong early indication that Higgs's death should not be taken
as closing the novel in all its aspects.  Higgs's death, in June 1891, 1is
vividly described in the opening chapter of the sequel (ER, pp.205-206). This
positioning of a conventional ending at a book's opening could  indeed be
seen as a typically Erewhonian inversion. The event is naturally reiterated at
the end (II pp. 369-70) but has token s1gn1f1cance By that stage it is
merely reinforcmg the impact of the initial descnption.' The proleptic
account of Higgs's death 1s surely a signal that the seéjuel has other

equally pressing, 1f not more pressmg priorities than the last days of H1gg5
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The placing of Higgs's demise at the opening of the bock does not exactly
diminish its significance. . But it establishes an emphasis on what follows
the death. The bulk of the narrative is retrospective and records the final
year of Higgs's life. Yet, as a posthumously compiled and written account it
can more easily incorporate events beyond Higgs's own life, and anticipate a

future beyord the novel as a whole.

The prospective qualities of the sequel are under1ined by the fact that
jt is narrated by John, Higgs's son. He recomposes from his own frantically
jotted notes his father 8 fragmented and elhptxcal story (see ER, pp.204-
207)., thereby g:w:mg it an mdv:duahty and mdependence from the first part.
The pattern of variation through continuity delineated by first part ard

sequel 1is here enacted in the transfer of the narrative from father to son, A
sure 51gn of the robust autonomy of John s account is that his father is not
adopted as the sole source for the text In recountmg the compmmse reached
to ensure nggs s safe passage out of Erewhon, John states that "the knowledge
of wnac ensued did not reach me from my father", (E’R.‘ p.335). By now he has
pegun to rely as much'cn George's ‘tes‘timony as Higgs‘s. This hints kat the way
m which Higgs's story is benrg mtegrated into a broad, expansive (rather

than exhaustive) historical framework

The switch to a new narrator, one younger and fresher even than the

narrator of the first part, iskan indication that the narrative will be

rG,fc.rmﬂtive
This more positive, forward-looking aspect of the reformative sequel

in a way vhich includes, but supercedes, the exhaustion of

Higg e

is revealed in two related ways.

First, the narrative style of Erewhon Revisited contrasts, at times
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markedly, with that of Erewhon. The former has a fresher, even racier, feel.
There is greater deployment of informal dialogue in the sequel which generates
a lighter tone. This alteration is imposed on the sequel at the outset with
the witty sparring between the two professors and Higgs on his arrival at the
statues, (ER, pp.215-218). Amusing social comedy is also in evidence at Yram's
dinner party, (ER, pp.247-255). Here fragmentary snippets of conversation are
cited out of context in order to mock their banality:

Miss Bawl to Mr. Principal Crank: ... "The manager was so tall, you

know, and then there was that little mite of an assistant manager -

it was so funny. For the assistant manager's voice was ever so much

louder than the ... [extract terminated by Butler at this pointl (ER,

p.253)

The greater emphasis en casual conversation in the sequel is only one
aspect of its more overtblykdramatic nature. A source of suspense throughout
the work is Higgs's decision to penetrate Erewhon incognito. His secret
identity highlights his vulnerability to the factional infighting currently
prevalent :’tn the country. The tensionqreaCheS its kclimax in the Dedication
sequence when Higgs kinter}'rupts Hanky's sermon (ER, ‘p.317) .b This kind of
episode stres:ses' the contrast with the first part, in which exposition and

analysis tend to predominate (although there are some tense moments at the

outer extremities of the the narrative of Erewhon) .

The change in tone and narratlve techmque, creating a t;ighter.b more
concentrated text than Er*ewhon, helps to enforce the second main alteratlon to
the world of the first part. For the Erewhon of the sequel is more human than
that of the first part. The informal, only too ordinary, exchanges between
characters tend to diminish the uniqueness, the Hquir’ky)} dreamlike qualities of

the country as revealed in Erewhon. Giving his verdict on Higgs's proposal
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of self-sacrifice as a means of abolishing Sunchildism. Dr. Downie points out
that it is too late now for the Erewhonians to revert to previous practice:
This...is a counsel of perfection. Things have gone too far, érd we
are flesh and blood. (ER, pp.355-56).
Although mortality is not exactly denied in the first part, it tends to be
obscured by concentration on the "world of the unborn", (E, pp.115-120). In a

sense it is the sequel’s broad purpose to modify the cerebral intensity of
Erewhon arnd stress that its inhabitants are indeed made of "flesh and blood".

Hence, in the sequel the resemblances between nggs s world and Erewhon
are brought to the fore, just as in Part I the contrasts were stressed.
gunchildism has a part in effecting the transformation. However, 1ts influence
lies not so much in the spec1f1c doctrme it produces (although this does
create a set of alterations to the Erewhoman bellef—*system not touched upon
here) as in jtg function as a religion which parallels Christianity. The
adoption of a distorted version of Christianity, in effect a parcdy of it,
prings :about social .behaviour, based on Higgs's own deportment, which

parallels closely in its conventions that of the England  from which Higgs

has just departed.

Many of the pecuhar reversals of the flrst part are, as it were,
corrected in the sequel There is now no longer any attempt to deny chronology
so0 as to try to make time stand still, and watches are freely worn (this is
one of the first changes that Higgs notices [(ER, p.213]). The possibility
that Erewhon has had a history and is beginning to set it in motion once more
is therefore acknowledged. As part of the historical process, machines are

once mOre accepted, as is the concept. of a vocal proletariat (Hanky warns of
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the "materialistic tendencies of the artisans", [ER, p.315]). Moreover, with
the recognition of a cwrency which has a relational value within an
international context, rather than an arbitrarily and mdependently imposed

value, Erewhon confirms its identity as a nascent nation state.

On the broad scale, then, . Erewhon is gradually being forced to
compromise with its own utopian nature. From the very day of hig first arrival
at Erewhon in Part I, Higgs initiated a historical movement which is
vitalised by his escape. However, the development is one which far outreaches
his own contribution to the sequel narrative, and it is clearly going to
stretch  far beyond the boundarles of John's account follow1ng his father's
death. The book closes with Erewhon, m George's words, "at sixes and sevens"
(R, p.388). It is teeterlng on the brirk of civil war, and the king has
broposed that it can only be saved if it isk annexed by Ehglard.

Hence, Butler is peering ahead to the undoing of his utopian vision as
Erewhon is speeding at an exponential rate into the modern world. The extent
to which Erewhon is losing its privileged identity is epitomised by the
" increasing closeness of the two brothers. The final sentence indicates that
John is hastening towards George, in the first year of the twentieth century,
to offer him some pragmatlc Engl ish adv1ce on the modermsatlon of Erewhon.
The work con ¢ ( ud, then, on a note of some uncer“talnty,,antlmpatlng a future

which even the prophetic Butler could only speculate upon

I would, therefore, argue that Evewhon Revisited cannot be read purely
as Higgs's story, with its sense of finality and completion. Nor, on the other
hand is it exclusively a return to Erewhon with little emphasis on Higgs. He

is, after all, thought of as the Sun Child. The work is in fact a reformative
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sequel which primarily represents Erewhon as expanding outwards historically.
vYet, at the same time, a moving personal history is incorporated, and
concluded by means of exhaustion. These accounts are so interwoven as to
produce a sequel with two complementary endings.  The firs{: is the death of
Higgs. signalling decisive closure, whilst the second, and more forceful
conclusion is the departure of George. indicating room for further
continuation of the narrative. In describing this sequel, then, apparently

contrasting terms have to be applied in order to give a full picture of it.

Butler believed that the after-—hfe consmts of a human bemg 11v1ng on
through a combination of the remembrance and act1v1ty of those that he or
she has left behind.** This philosophy of immortality is expounded by
professor Gurgoyle in Erewhon Revisited in his pamphlet, "The Physics Of
Vicarious Eb(lstence » (ER, pp.269-276) . The sequel can itself be read as a
literary exemp11f1cat10n of the bel:ef Hi’ggs.' the father lives \}icariously
thmlgh his son, the first part 11ves on through the second. Butler, then, in
the same Way that Rlchardson used the sequel form to demonstrate his advocacy

of compromise, deploys a sequel to exemphfy a particular strand of his

thou;fﬁt .

DomthY L. Sayers did not seek to make such virtuosic and ludic use of

the 5equel form. Her primary purpose in Clouds of KWitness, the second novel in

the - Lord Peter Wimsey series (1923-1937), was the reinforcement of the

glittering' fictional world created in the first novel Whose Body?.

Defoe's Farther Adventures of Robinson Crusoe was treated in Chapter 2

as a consolidatory sequel, because it reiterated a narrative formula of
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topographical and spritual oscillation. However, it is fruitless trying to
locate one single formula which will unite the Wimsey series, for Sayers
avoided delivering situations and . plots which' could be easily
compartmentalised. Thus a qualification of previously used sequel terminology
is once again required. The following discussion tries to illustrate briefly
some of the ways in which Sayers tried simultanecusly to expand upon, and
consolidate.. her fictional world, with the emphasis on the relationship
between MWhose Body? and Clouds of Witness. It will be suggested that the
formulaic features of her narratives ultlmately predomlnate and the expansive

features acqu1re a malnly decorative functlon

In a letter to Gollancz, in which she outlined the kind of detective

fiction she preferred to write, Sayers remarked:

I aﬁ always afraid of getting into a rut, and like each book to have a ‘
slightly different idea behind it.12 :
This' indicates a general intention‘to resist formulaic writing. Indeed, in
comparison with the neat paiterniﬁg of Agatha Christie's Hercule Poirot
series, Sayers is suecessful in.varying each’book'within the Wimsef series.
Her "new idea" may involve a fresh way of presenting and unravelling the
events which lead to a death. Or, it may involve the meticulous construction
of an unusual, and educative, backdrop to a case. For instance, in Clouds of
Witness, the reader is given a wealth of detail about the procedural n1cet1es
which bear upon the trial of a peer before the House of Lords (see espec1a11y.
Clouds, p.111). ‘There is always an effort to supplement the mechanics of the

plot with a colourful context.

Furthermore, there' is less attemptrto conceai the murderer's identity
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than in Christie's novels. Sayers is more concerned with Wimsey's detection of
swhy"” and "how" a murder, or suicide, occurred than with "who" perpetrated the
act. Sayers's Wimsey novels are, in this respect, more analytical and less

deperdent on the effects of surprise than Christie's novels in series.

Sayem‘ks wish to write‘ detective) fiction that could not be easily
classified is also indicated by the construction of the Wimsey series
according to a loose sense of chronology. The books do not ha.ve to be read in
any partwular order and so cannot be described as constltutmg a sequence
However, there is a progression from Wimsey's days as a confirmed bachelor, in
the earlier novels, to his courtship of amnd mar'rmge to Harmet Vane
dﬁscﬁbed in four later works, starting with Strong Poison (1930) Wimsey's
fictional biographer, his uncle, Paul Austin Delagardie, notes how the

Lelationship has mellowed Winsey (WB, p.202).

Sayers's desire _to create circumstances which will force her hero to
change over the years is encapsulated in two subtitles. The sub—t1t1e to the
first American ed1t1on of Whose Body? (the first novel in the series) was:
wThe Singular Adventure of the Man with the Golden Pmce—nez” 13 It clearly
roots the novel in the detectwe flctlon genre by alluding to a vital,
although b1zarre clue in the case. However, the last novel in the series,
Busman s mneymoon (1937). has the followmg sub—t1t1e "A Love Story with
petective Interrupt:ons" 14 'I'rus sub—-t1tle emphasises a transition into a
fictional world in which Winsey's flair as an amateur detective is only called

upon mtermttently 'Ihe romantzc development in his life now has priority.

However, Sayer's imposition of chronology and her efforts at modulating
her use of a popular gerre can be overstressed. She tock little trouble to
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conceal that she was writing the Wimsey novels primarily for money, (see
Hitchman, 1975, p.85). She could surely not afford, in every sense, to
overcomplicate or distort her fictional world. To confuse Wimsey's public
might have been the first step towards losing it. Despite Sayers's efforts to
modify Wimsey's character Janet Hitchman notes only ‘"slight physical
variations". Apart from these,
..Wimsey scarcely alters through thirteeen books and fifteen years,

1n spite of the fact that Dorothy conscientiously adds to his age. He

is supposed to have been born in 1890, which would have made him 48

when the last book appeared, a little old for marriage, and almost a

pensioner by the time his third son was born. (Hitcham, 1975,p.89).
The attempt to impose historicity on the narratives is compromised by their
formulaic demands. Lord Peter ages technically but not perceptibly in tems of
behaviour, physiognomy, or phsychology. 1In other words, the elaborate
contextualising and attention to detail decorate the conventional or

predictable features of the novels, but do not transform them.

This point will now be elaborated ubon by reference to the relationship
between khose Body?  and Clouds of Witness. It was suggeSted earlier that it
i3 not essential to read the books of the Wimsey ser1es in an‘y‘ particular‘
order. This generalisation could be revised by the suggest1on that, where
certain texts within the series are concerned, a sequent1a1 reading 1is
necessary for a full and’ seriﬁus critical appreéiation. This qualificatibn
would certainly apply to the internal sequence concerned with the affair
between Wimséy an& Harfiet Vane. Howevér, it must v‘also‘ surely apply to. the
first two Qorks in the éeries. For, the secord novely acts as the sequel which
confirms and consolodates the world of Whase Body?. It helps to establish the

patterns and narrative motifs which prepare the ground for a series. In other
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words, Clouds of Fitness has a definitional role within the series, and a

reading in order of composition will clarify this role.

Sayers herself wittily establishes a sequential cohnection between the

two novels. Lord Peter is lwwriating in Corsica at the opening of the
sequel: '

After his exertions in the unravelling of the Battersea Mystery, he
had followed Sir Julian Freke's advice and taken a holiday. (CW,p.9)

The statement suits both readers who have read Whose Body? and those who have

not. The latter group are notified that thié book should be lboked upon as a
form of coﬁtinuatién. sixﬁply thro@ the reference to a former mystery. Those
who havé read Whose Body? initially ére rewardéd with the'delicious irony that
gir Julian Freke gave his casual advice to Winsey brior to going on trial for
murder. This treatnient of” those Qﬁo havé alreadyv absorbed Whose  Body?
indicntés a concern oh Sayers's part that the function of Clouds Of Witness as

a sequel should be properly urdefst{ood.

However, what is especially significant is that those readers unfamiliar
with #hose Body? ;zould have no means of being able to share;the in-joke about
the distinguished neurcsurgeon and calculating mrderer. No plot details have
peen given away. Thus, the nature of the sequential relationship is signalled
neatly to both gmps of readers. There will no interconhekction of plot

petween the two books.

Rather, the sequel consolidates the fictional world of its predecessor.
pefore examining the consolidatory aspects of the sequel, I would like to
examine the ways in which it expands upon armd contrasts with the first novel
in order to establish an identity of its own. ' *
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First, the nature of the case in Clouds of Witness differs markedly from
that of #hase Body? The latter was a clever variation on the "whodunnit"
involving two bodies rather than one. The work represented an ingenious plan
for the perfect muder devised by one of the medicall profession's finest
brains. Clouds of Witness offers a stmng contrast. The basis of the story is
not murder, but a suicide which, through a concatenation of coinciciences,

comes to look like a murder.

Moreover, Sayers goes to much trouble in establishing a fresh motivation
for the deed. Gir Ju11an Freke was consumed w1th a lifelong sexual jealousy.
Denis Cathcart, who takes hlS own life in Cloud.s of Wztness, is driven to the
act by a recognition of the failure of his own 11fe. Sayers's .painstakingly
reconstructs Cathcart's character and background (See especml ly CH, PP 97-
104), demonstrating that Cathcart's less of his beloved mistress, Simone
Vorderaa, to a wealthy Amerlcan is only the culmmatmg pomt in a life which
has been wrecked by the First World War. Sir Impey Biggs sums up Cathcart's
predicament in his summing-up speech before the House of Lords:

“Like thousands of other young men, he went gallantiy through those

five years of strain and disillusionment, to find himself left, in the

end, with his life and health indeed, and, so far, happy beyond many

of his comrades, but with his life in ruins around him". (CW, p.259).
Hence, the motivation for the suicide has only superficidl resemblance to |
Freke's motivation in khose Body? (Both men are touched by thwarted sexual
passion) Meanwhile, the evocation of the war and its long-term finmncial and
psychological effects establishes an autonomous and convincing historical

context for the sequel..

Other aspects of the sequel reveal tnat Sayers is trying to expand the
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milieu of her first part. The predominantly rural setting in the sequel
contrasts with the largely urban, metropolitan milieu of Whose Dody? There
are also episodes set in‘ Paris and New York, introducing an element of glamour
and seﬁsation to Wimsey's world. This topographical expansion enables Sayers
to broaden Wimsey's répertoirek as an irﬁefatiga.ble hero, especiailly with his
trrilling (and unusual at the time) last-minute dash over the Atlantic with
the vital evidence that wiill save his brother. (CW, pp. 241-47).

' Finally, Sayers seeks to make the sequel irmdependent of khose Body? by
givjng’ C’Iouds of Witness a wide intellectual and literary frame of reference.
There was some attempt to givé Whose Body? a scholarly backgrow.md by
sketching in Wimsey's bibliophilic interests (WB, pp.12-13), occasionally
footnoting the text (WB, p.158), and by making the murder the culmination of
years of study and applled thought (WB, pl83). 'n'us hint of a learned and
jnformative context in Khose Body? becomes a predommnt feature of the
sequel . Many chapter titles are quotations from the literary canon amd all
have one or mare epigraphs.® The epigraphs range from aphorisms delivered by
distinguished figures in public life (for example, lady Astor, pll3), to
quotatiom from fairy stories, from other detective fictions (CW, p.126), from
the poetry of Donne. (CW, p.158), the novels of Dickens, (CW, p.57) and from
chakespearean tragedy, (CW, p.256). By contrast, the chapters in khase Body?

are untitled amd lack epigraphs.

Mdreover, apart from wlmsey s regular attempts to 111ustrate the poetic
and nterar‘y implications of his pred1caments through rec1tat10n, the author
gtrives to place Cathcart's suicide on an elevated plane of high tragedy. 1In
the oourse of his summing— up SirFImpey Biggs cites Racine an:lnShFa}(espeare in

qU.ICk success:lon in order to evoke effectwely Co.thcart s frame of mind during
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his final hours, (CW, p.250).

However, I wbuld suggest t;hat Sayers's careful | construction of an
intellectual‘ framework" in thé vseqx.xel does nbt transform its ‘reiterative
features. Rather, it creates an elaborate and colourful context for a
reassuring arnd consolidatory fiction. Listing all thdt he finds objectionable
about the Wimsey series, Julian Symoné concludes with a comment upon .Lord
Peter's much—vaunted learning: ‘ | ) o

All this might be more enduraﬁle if Wimséy ever appeared to have the
knowledge of history, antiques, music, gastronomy and other matters
that he is said to possess, but these qualities are asserted rather
than demonstrated... 1€ : SR :
Whilst I do not fully agree with Symons's dismissive account of ASay'ers,I feel
that he here makes a’ point whlch could be applied to arll her éttépxpts to
expard on hef fictional wdrld. The expansive features are "'asserted"‘ mt do

not fundamentally alter the world's securibty and reassuring qualities.

Lord Peter exudes perfection and he can never be too deeply touched by
the imperfections of the world around “him. Any attempt to..vary his
environment or to complicate his character can only be so much filigree.
Hence, the sequel's primary purpose is to reinforce Wimsey's character and the
patterns of behaviour and language which make it so appealing and reassuring.
This aim is initially achieved by confirming that Lord Peter has a set method
in approaching a case and seeking a solution. As in  khose Body? he is
determined, at first, to examine minufely every d’etaii of the site where the
body was found. His monocle, through which he scrutinises everything with a
clinical eye, plays a key role on such occasions in both first part and

$

sequel, (see WB, p.17 and CW, p.50). Such appérﬂages as his monocle, and his
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stick which doubles up as a ruler (the "Detective's vade mecum'" as Wimsey
calls it) help to establish both Wimsey's theatricality as an eccentric

gentlémeh arii his method as an amateur sleuth.

The procedural parallels between first part and sequel are also evident
in the division of labour between Wimsey, Parker ard Bunter. The techniques
employed by all three men in hose Body? are est&blished as set patterns in

Clouds of Wztness Wlmsey is the 1magmat1ve thmker whe makes inspired
connections, but who can be lazy in covermg the gmurx:iwork of a case. Parker
js the patient dogsbody who compensates for Wimsey's sloth and is always
willing to dirty hié hands in ‘s‘eachh' of the smallest clue. It is Parker, in

Clouds of Wi tness, who goes to Paris to research every aspect of Cathcart’s

mldency there wmlst Wzmsey stays in Ehgland playing with various
hypoth{-z sgf. It 1is Bunter s duty to collect forensw ev1dence and interview
the servants His flir‘tatious conversation with Ellen in Clouds of Witnem
(CW, pp 67—69), éaralﬁlels his; | inquisitive chat with Sir Ruben Llevy's

nwsekeeper in Whose Body? (WB, pp. 51.54)

If the sequel, by means of reiteration, clearly sets out Wimsey's working
method and the way it combines with the duties of those in his entourage, it

also consolidates an even more vital aspect of his immediate environment: the

relatiOHShip with Bunter. The master-servant bond is a haven of mutual support
4 congratulation. It confers on each book in the series a warm, sensual

glov. Bunter's faultless coffee-making, his scrupulous wasmng, shaving, and

dmgsmg of his master preserve Wimsey llterally as a gleammg, larger—than—

l1ife creation. Clouds of Wztness generously offers a profusion of details

pout the 1nt1mate pond that is to sustain the whole series. Sayers lovingly

choreographs their every 1nt1macy. as when, for example, breakfast is served
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one morning:

Lord Peter was awake, énd looked rathef fagged, as though he had been

sleuthing in his sleep. Mr. Bunter wrapped him solicitously in a .

brilliant Oriental robe, and placed the tray on his knees. (CW p.82).

Finally, the most important aspeﬁt of Sayers'é consolidatory scheme in
Clouds of Witness 1is to re—affirm the character and voicé of Lofd Peter
himself. In general terms this aff1rmat10n is effected by dev131ng a case
which centres wupon W1mse; S own fam11y ThlS enables Sayers to give a more
comprehensive picture of his ar1stocrat1c bad@mxxmd.than in Whose Body?
Moreover, a éast of minor char&ctefs iévcrea;ed, Awho will lend substance to
later books in the series. Wimsey's redoubtable mother, the Dowager Duchess,
figures prominently in the sequel, and is describéd as "living heroically in
furnished lodgings" (CW,p. 81) in Northallerton during her son's intermment
there. The highly strung Mary, Wimséy's sister, appears for the first time in
Clouds of Witness. GShe is destined to become Parker's bfide in a later novel.
And the Duke of Denver's innocuous friend Ffeddy Arbuthnot ‘(who has been
described as a "twenties silly-ass type": Hitéhman, 19%5, 92), makes his entry
into the series. Hence, a gallery of characters is established in the sequel.
These are all individuals who, being of Wimsey's class, give him naximum

potential to perform.

More particulafly. W:msey leaves an indelible 1mpr1nt on the narratlve
through his irrepressible good cheer and ‘ceaseless flood of hlgh-DltChed
commentéry on all that he encounters. Especially striking is his unexpected
storming of the gloomy Sunday morning breakfast at Ribblesdale after the
inquest: | | |

The door waltzed open. "Mornin", dear old things; said the newcomer
cheerfully. "How are you all? Hullo, Helen! Colonel, you owe me half a



323

crown since last September year...wel], Mr. Murbles, how d'ye like

this bili-beastly weather? (CW, p.39).
The use of ‘“waltzed" signifies that Sayers herself is smiling upon this
stage-managed early morning call. She relishes her Creation's irreverence, his
refusal to conform to the mood of gloom and despondency, his ability to be
impervious to -circumstances that would drag ‘others down. The emphasis
throughout the sequel on Wimsey's unassailable good humour and capacity to
survive anything and everything, confirms that his author's purpose was

primarily consolidatory.

This section has 80 far tried to indicate the value of a more
comprehensive application of terminology to individual sequels. In previous
chapters the main formal direction of the narrative was carefully depicted.
This was perfectly adequate bearing in mind that various permutations of the
sequel in prose fiction were being introduced. It is hoped that the above two
examples have demonstrated that a sequel can often emhrace alternative formal
possibilities apart from the one that inevitably predominates. Thus, Eewhon
Revisited is a reformative sequel which mainly progresses by means of
expansion. However, it also integrates into its narrative the exhaustion,
literal and metaphorical, of Higgs. Clouds of Witness is a consol idatory
sequel whose character iz determined by.its reassuring, reiterative qualities,
It also, however, incorporates a vivid expansive quality which manifests
itself in the work's broad intellectual and topographical frames of reference.
However, in contrast to Erewhon Kevisited, the expansive facets of Sayers's
sequel cannot transform or 'reform" the narrative of the first part. The
impulse to consolidate the gains of the first part is simply too strong.
Hence, the expansive aspects take on a secondary, largely decorative, role,
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This point 1is surely underlined by the fact that there is no imaginative
interaction with the wealth of literature proudly cited in the sequel. The

engagement is purely on the relatively superficial level of quotation.

Citation has a far less comfortable, and comforting role in <Zuckerman
Unbound than it has in Clouds of Witness. For Zuckerman has been stormed by
a trauma, the epicentre of which is that he feels only able to cite, ard is
besieged by citations of, his own most recent literary effort. In the
aftermath of his first major literary triumph, one which promises liberation,
an "unbound" existence, Zuckerman's literary range of reference is drastically
delimited. | Before examining the relation of this dilemmd fo the sequél form,
some backgmuﬂi to the forthéoming discussion is offered. partly as a means of

indicating how I shall be tackling the sequel.

With Zuckerman Unbound this thesis makes a return to the realms of
fictional autobiography, the sub-genre to which the main eighteenth—century
texts belonged. (For reference purposes, a check-list of Roth's “Zuckerman”
novels up to and including The Facts is provided in note 22 to Chapter 1).
There are some points of contrast between Roth's approach to this sub-gerxre
and the approaches of Defoe, Richardson, and Cleland which are relevant to the
ensuing analysis. The three eighteenth—century authors produce texts in which
the protagonists are the writers of their own lives. However, their roles as
surrogate authors essentially illuminate their other, non-literary activities.
Robinson Crusoe is primarily a travelling merchant and Fanny Hill primarily a
prostitute. Pamela becomes a semi~ professional author, but only in a way

which illuminates her roles as devoted wife and mother, and as the
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preceptress of her aristocratic community. The literary abilities of all three

figures, then, helped them to negotiate the world around them.
L . ' _

In Roth, the emphasis on the authorial role as represented in the fiction
jtself is rather different. Roth creates a set of fictions in which Nathan
Zzuckerman engages with his world through. or by means of, his engagement with
his author. This interaction is made possible by the fact that Zuckerman, like
Roth, is an established writer. With author and hero sharing the same
professional territory, the possibilities for Roth to exploit and play with
exaggerations, distortions, or diminutions of himself are maximised. Hence,
Roth's fictions aré considerably more playful and flexible inventions than the
pain eighteenth—century kexample’s.l” This creative stance, as will be
indicated, ensures that a Roth sequel is "bound" to defy straightforward
descriptive approaches. Furthermore, it also ensures that “fictional
autobiographf" becomes too reductive a term to describe either the Zuckerman

gequence in particular or the Roth ouevre in general.

Before proceeding further, then, the term “"fictional autobiography” must
be qualified in order to jncorporate Roth. In a road sense, Roth writes
nfictional autobiography", 1in that his male protagonists,®® most notably of
course Zuckerman, are versions of himself. This emerges strongly in his
first-person narratives, such as Portnoy's Complaint ard The FProfessor of
pesire. However, he also writes in the third person, and in his most recent
novel, Ihe Cau’iterljfe, he deploys a multiple—narmti‘ve technique. Ard, more
reylevant to our discussion, | both 2uckerman Unbound ard The Anatoay Lesson are
third-person narratives. Technically these two last-mentioned novels are not
fictional autobiographies. Rather they stand as contributions to a broad.

milti~volume, fictional biography of Nathan Zuckerman which also happens to be
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autobiographical, as it relates to its author, Philip Roth.

The distinction is complicated, as is inevitable in Roth's particular
hall of mirrors, by the fact that Zuckerman, the subject of Roth's
biography, = is himself a writer of autobiographical fictions. Nonetheless,
especially in the context of the sequel to be discussed, it is essential to
make some kind of distinction., however makeshift, between Roth's biographical
writing about Zuckerman, and Zuckerman's professional writing, which

resembles Roth's own.

This hrief background sketch of Roth's relationship with fictional
(auto)biography indicates thét a single text within thé Zuckerman sequence
responds best to a combination of two approacheé. First, it must be examined
from the vantage point of Roth himself as a controlling auﬁhor re-orienting
his herb, and viewing him in each book through Yet another set of
perspectives. Then, a text can be read from the vantage point of Zuckerman. a
wayward yet brilliant figure who dramatises and anatomises the problems of
living life as a perpetrator of fictions (in the particular and general
sense). It is only when these approaches are merged, or at least related to
one another, that the ;ichness and multi-faceted nature of a Zuckerman novel

begins to emerge. This dual approach is best clarified through discussion of

The Ghost Writer and Zuckerman Unbourd.

It has been noted before in this thesis, and in this chapter, that a
sequel can bev éharacterised in terms 6f its intensitf of focus on one
particular preceding book. A first part has a nuﬁber of implicit and
explicit relations with a variety of texts‘hone bf which has great prominence

over another. A sequel may well also display a profusion of intertextual
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relations. However, these are overshadowed by the tight bond with the f irst
part. The relations with the prior text, as it were, require all the sequel's
attention. A sequel then embodies a movement from a widely focused, inclusive
spectrum of allusion and reference to other literature, towards a narrowly
focused, exclusive spectrum of reference. Roth and Zuckerman, with the bravade
and’ shownanship only to be expepted of their double-act, produce a

stimulating variat.ion on this concept in Zuckerman Unbourd.

Zuckerman is, to all intents and purposes, Roth's creation, although
Zuckerman might well, at times, prefer the statement to be the other way
arourd. Accepting for the moment that Roth is the puppet-master, then
2uckerman Unbound plays a crucial role in affirming Zuckerman as a central
character in the Roth fictional world. It is possible to find traces of
Zuckerman in the constantly self—questioning and perpetually questing David
Kepesh of The Professor of Desire. Ard the obsessive, cracked laughter of
Portnoy (the hero of Portnoy's Complaint) is sonet imes echoed by the only
slightly less desperate Zuckerman. The traces of Zuckerman to be found in
these protagonists solidify into a concrete character in My Life As a Man,
Here Zuckerman 1is represented as the somewhat idealistic creation of the
author Peter Tarnopol. Thus Zuckerman makes his debut in Roth's fiction within

the "Useful Fictions" of another of Roth's fictional alter egos.1®

The Ghost Writer, with its emphatic first-person narration, establishes
Zuckerman as a figure in his own right. Yet, even in the book devoted to his
early twenties (the work is set in the late 1950's but recalled ten years
later by a more jaded Zuckerman), Zuckerman has to share the stage with the
meticulous Lonoff, the distressed Hope, ard the enchanting Amy Bellette. It is

only in Zuckerman Unbound that Zuckerman emerges as a strorgly defined
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character at the very centre of the novel. He has no Lonoff to revere, no Amy
Bellette to recreate in his imagination, and no Hope to placate. The focus is

unrelentingly upon Zuckerman.

Hence, Zuckerman Unbound defines The Ghost h’rz ter retrospebtively as the
first part in a sequence concerned with the foftunes of an American Jewish
novelist. The sequel marks the culminating point of a progression within
Roth's fiction from the earliest novels towards the creétioh of a definite,
reproduceable, fictional version of himself. Hence, the sequel's function of
narrowing the intertextual range of a work emerges in the way that Roth
steadily adapts his fiction to incorporate the Zuckerman ego. The progression
is especially evident in the titles of first part and sequel. The Ghost Writer
is ambiguous. It appears mainly to refer to Amy Bellete, but could also .be
alluding to Nathan's ‘“ghosting" of Amy's post-war experience. Zuckerman
Unbourd, on the other hand, with the heavy stress on the 2" sound, states
that Zuckerman has been given pride of place in f_he Roth canon. =2° It is the
only title to a Roth novel to include the name “Zuckerman'. Hence, the pivotal
role of this sequel within the Zuckerman sequence is confirmed. Roth will be
making full use of the sequel to consolidate the character that has been

"ghosting” him in the course of his novel-writing career.

Roth, then, in his sequel, makes a concentrated exbloration of his
budding fictional creation. The exploration relies upon an ingenious self-
referential gesture. In order to explain this gesture my discussion now
considers Zuckerman's perspective on the relationship between first part amnd
sequel. Zuckerman has reached a point of prominence in Roth's work through a
gradual and improvisatory process of filtering out a variety of fictional

material that does not relate to Zuckerman directly. The activity has now
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reached a stage where Zuckerman meets himself face to face, as it were. Roth
ingeniously elaborates upon and formalises this positive process of
selection and filtering, and gleefully makes Zuckerman a victim of it. Roth
produces a sequel about a writer who has such a success that he is unable to
cope with it and is dominated by the influence of a single book. Hence,
Zuckerman is under the sway of a single text (Carnovsky), rather than a
plurality of texts, just as is the sequel in which he appears (Roth's sequel

relates primarily to The Ghost Writer).

The full effects of Roth's cruel literary j’oke on his protagonist are
only grasped through reference to Ihe Ghost Writer. At the opening of The
Ghost Writer Zuckerman, aged 23, is “like many a Bildungsroman hero before me,
already contemplating my own massive Bildungsroman' (GW,p. 7). Even Roth could
pot have known how prophetic ﬁhis conceit would turn out to be. However, in
this first part of the gramd project. Zuckerman is still in search of an
authentic voice — one that, will at least ring true to himself. Asking Lonoff

where he has so far gone wrong in his writing, Lonoff impatiently retorts:

wook: I told Hope this morning: Zuckerman has the most compelling
voice 1've encountered in years, certainly for somebody starting out"

*Do I?"
I don't mean style...l mean voice: something that begins around the

pack of the knees and reaches well above the head. Don't worry too

much about "wrong”. Just keep going. You'll get there." (GW.p. 66),
zuckerman; with his ferocious energy and lust for life, has little difficulty
in pemeveringf His problem is discovering a literary direction in which he

can "kéep goirg", in which his voice can, as it were, begin to hear itself,

He has come 1o lLonoff, a spiritual father, for some guidance.

The novel provides no simple answers. Rather, Zuckerman, in the seclusion
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of a late December evening in New England, develops a focused awareness of the
tradition of American Jewish fiction to which he, with all the temerity and
arrogance of youth, hopes .to contribute. A strong background presence
representing this- tradition is Babel, a writer of pellucid Semitic folk
stories. Zuckerman sees Lonoff as Babel's "American cousin", (GW,p.44). Then
there is the daunting corpus of Lonoff's own short stories. They are
represented . here as brilliant. uncompromising miniatures, which. transcend
literary fashions, and are scorned, or simply forgotten, by the New York
literary set. Felix Abravanel, on the other hand, writes in a brash, showy
style, and creates a steamy blend of Jewish aspirations and Américan ‘10w~
life: 'Deep reflective Jews a iiﬁtle lovesick at the sound of all that un—
Talmudic bone crunching”, (GW, p.45). It is revealing, in terms of Zuckerman's
later career, that he has a qualified admiration for Abravanel 'as a man, and
has more time for him as a novelist £han does thé discriminating 'Lonoff. (GW

pp.52-60) .

Apart from this allusion to the “family" of professional writers, in
which Zuckerman is seeking a place, 7The Ghost Writer also makes reference to
the text of an amateur: The Diary of Arine Frank. This work, unlike the other
writings cited above, is a text which still burns with the heat of the
holocaust. It cannot be .cld.s'sed‘ >with\fthe 'wdrké'ArSf the above authors, which,
written in America, are distanced from the traumas which have fired and
energised the internationai Jéwish iiteréry txiadition. Zuckérman's re—writing
of The Diary of Anne Frank is partly an attenibt to posseés Amy Bellete, but is
also an effort to strip the texﬁ of its historical particularity and give it
some literary spit and polish, (GW pp.107-135). Roth thereby provides us with

a working example of the young Nathan finding his voice, through his
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engagement with the family life, and pubescent delights of the incarcerated
Anne.  Furthermore, the serene genius of Henry. James, through his story, "“he
Middle Years”, also beams down upon the struggles of Lonoff and Zuckerman, (GW
p.69. 101-102). Hence, by means of a story which, in its plot, echoes The
Ghast MHriter, the mainsteam American literary -tradition also makes its
presence felt in this first work in the Zuckerman Bildungrve »ian,

Finally,  Nathan's jown . story, 'Higher Education", - js obligingly
paraphrased for us by the eager apprentice, (GW,pp. 73-75) . This story is the
point of entry into another aspoit of The Ghast Writer, which complements its
intertextual concerns. The story, for ~which Nathan is about to find a
publisher, has caused great offence to Zuckerman's family and éspecially hig-
father. Zuckerman's search for a voice, in the roows of Lonoff's spartan
house, coincides with a crisis point in the Young man's life directly caused
by his writing. Thus, The Ghast Writer does not consider Nathan's gearch for
a literary identity in isolation. It explores, ruthlessly, whether o not it
is posmble for Nathan to reconc1le his search with his upbringing, ar‘d more
mdly, h1s cultural backgound Famly matters 1mp1nge upon literary ‘ideals

ard uncertamt:es
. . I !

Roth thus swathes his stripling hero in sheets of allusion to different
varieties of writing, :'in a way which both insulates him from and exposes him
to the gulf between him and his father. No certainty igs provided as thig
prilliant discursive text nears its conclusion. Rather, a fictional worlq has
been - opened out and - a sequel prepared for (although whether Roth definitely
mtanded one at this stage is not. easy to ascertain). However, there is a hint
of the direction that the Bildungsraman ig taking in the final description of

Zuckerman occupying Lonoff's house, as the elderly writer, in the autumn of
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his years, heads out into the snow to recover his fleeing wife. As Zuckerman
is. left alone, 'to make feverish notes", on Lonoff's impish recommendation
("I'll be curious to know how we come out someday. It could be an interesting
story" ([GW, p.155]) there is a sense that he is making the first cautious.

steps towards taking up the mantle of his adoptive father.

One of the many paradoscés 'in‘ which The G‘hast W.iter fevels is the
pleasure to be gained from, the reassurance furnished by, uncertainty..There
is a kind of bliss which accompanies not knowing. Lonoff's house, nestling in
the hills of New Hampshire, . however much it reverberates with marital strife
and frustrations with the artist's lot, offers a haven for Nathan from his
family and relationship problems. . However perverse the young man's encounter
with pastoral, it is still pastoral that he encounters. Nathan feels really
quite at home and at ease snuggled up in lLonoff's study bed, @ furtively
masturbating in response to what he imagines he overhears in the ‘“parental®

bedroom above his head.

On the other hand, "Ié‘he central par&glox of Zuckerman Unbound is that
certainty, decisive actioﬁ, kcan tl;‘ail‘ih: its wak; ime;sdr;ble ard~unforveseen
uncertainties. Zuckerman, during a ten year period following hlS long night
chez - Lonoff, has found an authentic, fictional voice and made a decisive
statement with it. He has published the sexually explicit Carnovsky, a work
which resembles Roth's Partnoy's Complaint. A caveat must now he issued about
the role ' of . Zuckerman's Carnovsky in this discussion of the relationship
between The Ghost Writer and Zuckerman Unbound. The introduction of Carmovsky
into the maelstrom of allusion and citation which hovers above these two
novels is a deft stroke by Roth: : For it reinforces . the . interconnections

between himself and his protege hero. Moreover, within the context of the Roth
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(as opposed to the Zuckerman) ceuvre, it makes the playful suggestion that

Zuckerman Unbournd can be read as a reflective sequel to Portnoy's Camplaint.

1 would suggest that thls secordary possibility is a brilliant of fshoot
of Roth 8 1d:losyncrat1c hamilmg of f1ctiona1 b1ogmphy. | However. my main
concern is to emmme how &zdcermn Unbound depnrts frow The C?mt  Writer,
wh;ch is its primary Ixtemry predecesaor In ;m_ context G:rmvs'ky does have
a mle For Roth makes use of the text to pmwde a bleok black fictional
mprasentatlon, wnthm ZUckerman Unbound, of the 8w1tch fmun a bnoad range of
anumon to a narrow range that accompames the switch from first part to
gequel Zuckerman s relatmnsmp with a potentml "first part" (Carnovsky)
becomes a means by whlch Roth can wtlme the mlat:omhip ot 2uckerman
mbound to an actual first par“t  The Ghost wmter Indeed, Roth confirms the
1ink between Zuckermn Unbound and The @wst k’rzteerby gaving the sequel's

epgigraph to Lonoff:

Let Nathnn see what 1t is to be llfted from obscumty Let mm not
come ' hammering' at ow door to tell ua that' he wasn't warned, (2U
Ep;graph and see GW p 140)

Zuckerman s pmblem in the sequel is a surfelt of success - success on a
scale wmch far outwelghs the odd1tzes of Lomtf 8 early momug mail-
delivery. The sense of expansmn ard ’hber‘at’lon wmch public acclaim can
bring - is bedevilled by a sense of contraction and confinement. 2Zuckerman
cannot avoid Carnovsky wherever he goes. Being a literary: man, Zuckerman
expresses the impact of Carnovsky on his constitution in terms of the current
status of hlS book collectlon Pmm his earliest college daya, his books have
fonowed hm to every change of address. flrst in a su1tcase, then in cartona,

then in boxes. as his stature md income have grcwn On arnval at each new
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abode the books are always the first items to be dealt with. However, his

occupation of his post-Carnovsky apartment has seen a hreak in routine:

....though two months had passed, and though books were generally the
first possession to find their proper place in his home, they remained
this time in their boxes. Half a million pages untouched,  unturned.
The only book that seemed to exist was his own. And whenever he trled
to forget it, someone reminded him. (2ZU, p. 39). i -

Amongst the unpacked books would perhaps be collectlons of short stor1es
by Lonoff Babel and James novels by Abravanel and even a copy of The Dmry
of Anne frank There would allsovbe cop1es of works by Zuckeman hlmself
1nc1ud1ng “ngher E‘ducatmn" ! However, Zuckerman is demed or demes
himself, access to tne renge of reference cmd alius1or; whlch\ 1nformed and

enriched The Ghast h‘h ter He can only make reference to h1s own book and its

effects upon h1m Garmvsky cuts h1m off both as reader and wrlter, fmm his
. N l % .

11terary past
Indeed hls 31tuat10n of popular success makes h1m a potent1a1 sequel
writer. He seems to have started work on a sequel to Carnovsky w1thout knowlm
it. He receives a cutting from lVariety announcmg
1, i

"Independent Bob "Sleep)'" Lagoon pa1d close to a m11110n for Nathan

Zuckerman's ‘unfinished sequel to the smasheroo.:." .

Oh did he? What sequel? Who is Lagoon? (ZU,p. 45).
It is fairly certain that the sequel which Bob "Sleepy" Lagoon has in mind
would be very different from the subtle and playful sequel in which Zuckerman

himself is appearing.

The thrveat of a sequel wh1ch has not yet been wrxtten is, however. ~ the
least of Zuckerman 8 worries. 'Ihe reassurmg prlvate doubt of The G?zost Ivh ter

has given way to a terr:lfymg public certalnty in the sequel Others seem
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infinitely -more sure of him than he himself ig. Some of the effects on

7uckerman of his predicament will now be considered. .

Fi’rst‘. szovs'cy has piﬁﬁged Zﬁékerman into é‘ﬂ)litudey.l Hié involvement
with the novel has broken up his marriage. The work has jolted him into a
realisation of the differences between himself ard his WASP wife Laura. He is
ow trapped in an apartment on the Upper East Side attempting to grapple with
hig fame single~handed, and beginning to miss the "Bank Street boredom" of his
routine with laura. The apartment is, in his own words. "Lonely. Very lonely",
(ZU,p.116). 'The fate of the marriage is now indissoluble from the fate of
Carnovsky. Zuckerman has “written" himself out of his marriage. The book has
suggested to him valid reasons for separation. Now the effects of the novel's
publication make reconciliation impossible. The celebrity status conferred on
Zuckerman - does more permanent damage to the marriage than Nathan's initial
hasty departure. He is now, in laura's eyes, a distant figure whose romantic

assignations, genuine or not, are gossip column fodder, (see especially ZU,pp.

119-120) .

,

ﬁor;éver, Z\ickei'mah' détaches hiwel-.f from;h‘is social circle, His agent
complains at Zuckerman's troubled, introspective response to fame arguing
that he should accept, even enjoy, the aftershock of becoming the "decade's
latest celebrity”. He asks Nathan "Why you won't at least see old . friends",

Nathan replies. significantly enough to himself, rather than to Andre:

e
it

gimple. Because he could'nt sit complaining to them about becoming the
decade's latest celebrity. Because being a poor misunderstood
millionaire is not really a topic that intelligent people can discuss
for very long.. (ZU., p. 90). L :

Hig fame nas created circumstances in which the accepted rituals of frierﬁrahip
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cannot be sustained. Just as Zuckerman's capacity to relate to a broad range
of literature has been limited by success, so his ability to communicate
meaningfully with his frierds has been denied him.‘ He is a prisoner in his own

life.

Zuckerman of course has some social contact, but almost solely with
fellow inmates of the celebrity camp. He finds that he can only mix with
people who, . in the circumstances of their lives, resemble him. Chiefly, and
most painfully, Zuckerman becomes entangled with Alvin Pepler. In his notebook
Zuckerman records his horrified recognition that - the. author . and the
redundant game-show  king share common ground. * “P. as my pop self?" (2U,
p.112), he asks. Both men are victims of their bhrilliance. They have made
highly individual and unusual responses to “Americana". Pepler knows too much
about it, and, it is implied, certainly too much for a Jew. In the fifties his
knowledge had the potential to make him unchallengeable  and unbeatable, a
status that America cannot accept. Zuckerman has made a selective, imaginative
response to Americana on a higher plane than Pepler. He does not know too
much, but tells too much Zuckerman too can provoke hostility and rage,
bes1des ecstasy. A SR o .

The difference between -the two predicaments. is that: Pepler could be
dispensed with in a. flash. His powers were instantly communicable and
instantly forgotten. Zuckerman, . on the other hand, can recover ard :write
again. His is the kind of acclaim which can last, and thls is perhaps why
Pepler, with h1s Newark cunnlng. clzngs to Zuckerman Pepler sees that
imagination, rather than spewing facts, is the key to eternal fame. Hence,
Zuckerman 8 experlence of acclaim is complemented by Pepler s short—llved.

though even more destructive, “pop" vers1on

-
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. Zuckerman's other main encounter is with Caesara 0'Shea. The evening with
her, recalled by Zuckerman in his beseiged barren flat, acquires a slippery
elusive quality. Even the name "Caesara O' Shea" melts away on the tongue like
jcing-sugar. Fame has for so long been a way of life to her that she has been
re-invented by it.. She is literally nothing but a compound. of public
perceptions. Her acting debut, playing Anne Frank, at the age of nineteen in
Ireland (Conemarra) allows for an implicit . contrast .between the 'unreal
certainty of the segquel and the tangible doubt of 7The Ghast Mriter. The
contrast is highlighted as Zuckerman meditates on the debut in the lobby of
the Pierre:

He was thinking of Caesara starting at nineteen as the enchanting Anne
Frank, and of.‘the photographs of film stars like the enchanting -
Caesara which Anne Frank pinned up beside the attic bed. That Anne

" Frank should come to him in this guise. That he should meet her at his
agent's house, in a dress of veils and beads and cockatoo feathers.

. That he should take her to Elaine's to be gaped at. That she should
invite him up to her penthouse suite. Yes, he thought, life has its
own flippant ideas -about how to deal with serious fellows like
Zuckerman. (ZU, p.66). ’

The lulling' rhythms of the passage, its use of repétition ("That
he.. 'Ihat he...That she"), and the way in which Anne becomes intérchangeable
w1th Cé&séra; all serve to communicate the ghbétly qualitieé of both women.
It is impossible to tell which "she" is inviting Zuckerman up to the penthouse
suite. The meditation furthermore reveals that Zuckerman is now at many
removes from the, inspirational figure of Anne Frank. After all, in The Ghost
writer he all but had breakfast with her. What'is more, he was close enough in
time and spirit to make a geruinely felt literary contact. Now he can only
£ind her as the ghost of an apparition high up in a New York penthouse suite.
The effect of Carnovsky on Zuckerman's literary and historical perspectives is
thus dazzlingly suggested. The qulf between first part and sequel visitas the

reader as if in a dream, 1 ..



