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Notes For The Reader
1) Editions of Main texts.
-Daniel Defoe, �� ������	�����  Parts I, II, and III, (1719-1720).
The Constable Edition (London: Constable 1925) fulfilled my requirements for 
an adequate edition which covers Parts I, II, and III. However, references to 
Parts I and II have been cross-checked for accuracy against the more reputable 
!��"��#�����������������  of Parts I and II only (Oxford: Basil Blackwell 1927, 
3 Vols.).For abbreviation method, see Chapter 2, note 1
-Samuel Richardson, ������  Parts I and II, (1740-1741).
I refer to the !��"��#���������  edition of ������  Parts I and II, edited by 
William King and Adrian Bott, in ����!��"��#�������������������������$�%������  
!����������������  (Oxford: Basil Blackwell 1929-1931). However, the edition of 
������  is limited. Hence, I also offer page references to the Everyman Edition 
of Parts I and II, (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, referred 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., in 
parenthesis: Eg. (Genette, 1980. p.7).
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Introductory: ,
Theoretical Background, Preliminary Descriptions, 

and Definitions

And I 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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caught in the front line of his literary success. He is having to respond to 
demands for something "next", more immediate, 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 !������������,� *�+�������������������  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 final 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, in this light, one of 

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

future sequel.
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country, especially in the last thirty years. Hence, because I am entering 
relatively new critical territory, I have felt it important to establish 
guidelines rather than to offer definitve, unyielding dictums.

This flexible, inclusive 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, is sketched in, and the 

critical response, or lack of response, to it is outlined and discussed. I 
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, in 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’s relationship, first, with genre, 

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

definitional problem: That posed by the disconcerting relationship of the
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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 is) 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/'^ , i ■■■: ‘

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 I. This happens for example; in the case of Gay's ����*��������;#���.  

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, in his 	��%�������������+�������� $�%��.  

offers a discussion of Part II as accelerating Don Quixote's drift into what
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part of ����������������������  in qualifying and reducing the intensity of 
vision in Part I. 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 instance of sequel-oriented commentary is provided by Northrop 
Frye in his article, '"Ihe Typology of Paradise Regained". Here, the 
typological relationship between the two epic poems is discussed, but with the 

stress remaining firmly 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. I 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 is 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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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 is some evidence that the scheme also contributed to the 

rise in 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 

■categories. ■ • i- — ■ ‘,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 first 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 !is ireinforced by R.D. Mayo's comments on the first

serialisations of novels in the newspapers and magazines of this period.-*’4 

Although his book is mostly concerned with the second half of the eighteenth
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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 �������� � �  a m �

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 is to explain how it differs from the other kirts of work to which�

it is related within this literary family. in essential preliminary,�

therefore, is 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, for it does not take into�

account the fact 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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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 <�+�.� �������.� �����#���� , ���������.  and the rest of the 
pathetic terms so congenial to, so recieved in the #�������� ��  
#������� , �������  and lose much of their due spirit and energy by the 
frequency they indespensibly recur with, in a narrative of which that 
#�������  professedly composes the whole basis. (II, p.129).

Especially revealing is the phrase "there is no escaping a repetition of...", 
for it encapsulates the way in which Fanny has been unable to avoid the 
cumulative effect of constantly reproducing the same activity for the readers 
throughout the first part. Cleland, by way of Fanny, forces this point home 
by making use of emphatic repetition itself during the complaint. "The same", 

heavily stressed, appears three times in one line. Particularly vivid 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 penetrating remarks in the Preface to "the sequel of my history". The 
remarks and the literary form in which they appear are not unrelated. 

Pornography provides surely one of the most, if not the most, graphic, 

unqualified, model of repetition through variation in literature; in this 

genre is to be found the "truth", the "stark naked truth" of the technical 

process. Ibis is perhaps because, so far as sex and repetition are concerned, 

each is the sole justification of the other. Sex could not appear in a 

pornographic novel without the need to repeat it, and repetition would not be 

deployed without the need to display sex. This absolute compatibility of & 

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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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 cone to her, and the sexual activity becomes more integrated into 
a steady domestic routine.. The domesticity is underlined 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 Fanny's new Covent Garden lifestyle a

prototype for her later more settled existences, both with the bachelor
preceptor and with Charles in married life. The regime of !���� Cole's brothel
thus imposes order. and a latent sense of finality on the wayward, 
unpredicatble first part.

There are, however, further elements of the "better" side of life at the 
brothel which prepare the novel as a whole for closure. Tn two different

the younger Fanny becomes more detached from her narrative. First. Fanny as

she herself puts it. progresses from being "a private devotee of pleasure to a

public one''. (II. p.130,. This is an allusion to the clcse-knit community of

the brothel in which sex is openly celebrated, performed and discussed. The
brothel is still "private" in the sense of being a secret ,a secret, enclosed world
However, once inside its four walls, either as a client keenly vetted by the
scrupulous Mrs. Cole, cr 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 (H, pp.149-164,. one of the "general parties of pleasure" (H. p .132) 
which form a regular part of life at the brothel.
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episodes are taken from the account of Fanny's relationship with Mr. Herbert�

(II. pp.164-180).

Fanny's first engagement with Mr. Herbert is the prxxiuct of Mr*. Cole's

insistence that Fanny should "pass for a maid and dispose myself as such on
the first goed occasion" (II. p.130). Ibis is not o.ly * foni of initiation�

ceremony into the new world of high-class prostitution which 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 time. There is an�

obvious parallel with her first and genuine defloration in Part I. Am. the�

disparities between the two episodes. graphically highlight the more general�

contrasts between the two volumes. It is as if, with this stage-managed�

session, the book as a whole is beginning again on its own discomfiting terms,�

� �� younger Fanny's willingness to engage in a contrived loss of virginity is�

in itself a pointer to a wider loss of innocence a m  related enthusiasm 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. Herbert�

is concerned, the encounter with Finny will anyway have very little new to�

offer, since he is something of a specialist in defloration. He is a victim of

his over-violent pursuit of the vices of the town, in the course of�
which having worn cut. am staled all the more common of
debauchery, he had fallen rnto a taste of maiden-huntim�
chase he had ruined a number of girls. (II. p.166). ^  10 whlch

N°rbert'S • ®en. diminishes the special significance of
defloration m  the canon of sexual experience by making it a last, rather than
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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 easily 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 is so�

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 consumptive 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 of the�

older Fanny stems from the imbalance and distortion which cling to Mr.�

Norbert's constitution. His mind rages with sexual energy, yet his body cannot�

support the inflamed desire. This results in him burning himself out in an
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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 (H.�

pp. 170-174). are interrupted by spelis of fatigue a m  nearaimpotancs on his�

part and feigned pain and terror on Fanny's. The desperate disjointed comedy�

of the exchange is captured by the way in which Fanny has to indicate to Mr.�

Itorbert that he has succeeded in his task. Making use of Mrs. Cole's artfuUy �

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�

h©r. Tired...at length with such athletic drudgery", (n p 172) ^

separating of the production of "blood" from any related sexual activity�

indicates a breakdown of continuity on the broad dramatic level - one which�

parallels Mr. Norbert's intermittent sexual ^ r f  onaance. In comparison, the�

scene m  which Charles first draws blood from Fanny (I, p .7e) represents an

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

passes out. (I, p.78).

Thus, ih the context of defloration, the dramatic intensity of the firat�

part is replaced by fumbling stage business in the sequel. Moreover, even as�

sexual theatre the feigned loss of maidenhead is listless ani lacking Jn

energy. After all. during the ccmip de grace of the whole episode, when Fenny�

has to make use of Mrs. Cole's prop, any possible tension is instantly

dissipated by Mr. Norbert being fast asleep. At the conclusion of the episode �

Fanny anticipates 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 end. a�
faintish sense of it came on mechanically, iron so long a struggle and�
frequent fret in that ever sensible part. (II, p.174).
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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 improvisa "���� . 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 be focussed upon (in less detail than the 
previous one) is drawn from the final stages of Fanny's relationship with Mr. 
Norbert. The previous episode indicated the way in which the sequel 

narrative can fragment into component parts on the local 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. . . .

Fanny becomes Mr. Norbert's kept mistress and classifies herself as part 

of a group of women whose masters are "enervated by nature, debaucheries, or 

age". (II, p.176). These relationships, whilst inducing material satisfaction, 

can leave the mistresses feeling that their sexual experiences are frequently 

left tantalisingly incomplete. The master may only have sufficient energy 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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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 one single individual, setting, or literary 
style. Mr. Norbert's teasing in the flickering firelight 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 discussed here is the notorious sodomitical 

passage. It should, however, be stressed in passing that there are other 

encounters in the sequel occuring before and after 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, pp. 190-193).

However, for the younger Fanny it remains a mystery, the only variation 
of sexual experience in which she cannot herself participate, (ie., she has 

access to lesbian sex, heterosexual sex, but not sex between men). Hence, it 
is on the very periphery of 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 in 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 gamely grapple with one another. Rather, a sense of 

satiety is communicated by the reaction to the scene of the older and 
younger Fanny. It is the way in which the sodomy passage jars so violently 
with its own context that produces a sense of satiety, and compounds it. 
creating a mood of stunned, inarticulate finality.

Fanny describing two men. with strong physiques in perfect working 
order. delighting in sex. Moreover, the younger Finny’s sense of surprise 

must be accounted for by attention to detail, thus the poetry of the scene

must be ornate and delicious, and it resembles the l a v a g e  characteristic 
of the first part:

i Ff ^  2 ?" J * ld9 the young lad's shirt, a m  tucking it up under his clothes behind. he showed to the open air those ���!���� �
eminences that compose the mount-pleasants of Rome, and *irh ™
with all the narrow vale that intersects them, stood displavm exposed to his attack. (II, p.195). cuspiayed and

Tbe older Fanny produces an ornate rhetoric, laced with outrageous 
topographical metaphors, and previously reserved for heterosexual or lesbian 

encounters. in recounting sodomy between two men. This language is, however.
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The sodomy sequence ie 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. o r  joyous sex between healthy, resilient heterosexuals. However, in the 

context of frailty, accelerated mortality, o r  sexual variations such as 

flagellation, it becomes 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 which Fanny inhabits.

The crisis over her poetic language, centering on a  realisation of its 

boundaries, is encapsulated b y  the way in which Fanny trips and falls flat on 

h e r  face. This perhaps is a  symbolic reflection of the way in which Fanny, as 

narrator, and as voyeur, has "tripped up", or come a  cropper, in her zeal for 

� � � � � � � � �  a  comprehensive treatment of sexual experience in all its dimensions 

a n d  varieties. As the rhetorical system upon which the first part was based 

receives its most devastating assault, and at the point at which Fanny's 

curiosity ha3 been exhausted, she lands cn the floor with a thud and 

knocked into a state of stupified silence. This seems the only valid response 

t o  the impasse to which the book has been brought.

However, it could also perhaps be a way of registering a deeper shock: 

the possibility that as viewer, the yourger Fanny, and as narrator, the 

o l der Fanny, both secretly enjoyed the homosexual sequence. Tt could indeed

b e  a sense of revulsion at a stirring of pleasure within herself that
the younger Fanny to react so abruptly, atri to condemn "this so criminal a 

scene" in such strong teres. 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.

Earlier 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).

This statement neatly epitomises the formal direction of the sequel up to 
this point and beyond. It has been suggested that the sodomy episode 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 unqualified return to sex 

which is fully compatible with the older Fanny's desire to embroider and 

enrich the experience would be acceptable. In other words, the only 
possibility would be a reversion to the the stylistic 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 relationship with 

the preceptor, and the passionate reunion, and marriage, with Charles. 
However, I would argue that these scenes, taken together, constitute a 

valedictory coda. In explaining how Fanny developed the potential to write a 

novel, these scenes exemplify the sequel's role in providing a credible



@0/

#$!��9��*$%��-�!�)��!7� $%�)�.,�)���#��%"��)�$*7� �'��*�%)��3"%�4

&������ 7� �'�!7� '")��&$��!��%#$!!�#�� ��! �!+)4� �'��*�%)�� �)��'���%$��,� �

%�)3$!)���$�)$ $�.�&'�#'�8*,�!+����$!��.�*"#�8�"! �,�"-�)�	"!!.7� "! � 3�%'"3) �

�)7� �!�)��!!� �)�,�!#�4� �'�)��! �#"��)��'"��	"!!.J)�-$."+��$*�)�9�",� �)#$-�%. �

")� "�&'$,��'")� "%%�-� �"��"� �" ��! 7� &'�#'�$!,.�3�%���)��'��%�-�-",� $*� " �

3%�-�$�)�"33%$"#'��$�%�#$�!��!+�'�%�" -�!��%�)4� �'�)�"33%$"#'��)�$��,�!� ��! �

�'���$%��$�-�$�),.� � "#��#�#$ "��!�&'�#'��'�� "%6�%7� "! �3$))��,.� )�"%6�%7 �

&$%, � $*� �'��)�(��,7� �)�#")��")� �� �!�*"-$�%�$*� "�)���$*�!$��)� �$&"% )� " �

��+�!!�!+4� �"-�!+� �" ���)��$*�"� )�(��,� �$��9'"�)�� '�)� !"%%"��-�7� �,�,"! �

#�%�"�!,.�  $�)� !$�� �!.�$%�#$!�%" �#�� ��)��**�#�)��!�&'"�� �)� "33"%�!�,.� " �

%��!*$%#���!�� $*��$%��#$!-�!��$!",� -",��)� �!�'�)�*�!",� 3"+�)4� �"�'�%7� '� �

 �,�-�%)�"��$6�!��! �!+��'"�� �93,"�!)�'$&�	"!!.�#"����$�&%���� )�#'�"� !"�-� �

.���)�#'�"�#.!�#",7� 3$%!$+%"3'�#��$#64

w� 	 N�



292

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 part to 
&������.  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 &������ ). I have, however, been arguing that the second 

volume can be regarded as a specific kind of refo»W'Ve sequel. Moreover, in 

its radical alteration of the style ard structure of the first part, it is 
perhaps the only type of sequel that Cleland, according to the terms of his 
review, could have borne to have written. An anti-formulaic sequel 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 

look 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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prose fictions from other periods and to work«* inoiu to works an sub-genres other than
fictional autobiography. �����.  in Sections (ii) and (iii) a uider

circumference is drawn around the first. Consequently there is some

modification, not so much of the earlier terminology in itself, tut of the way
in which it has previously been applied.

I have chosen to concentrate, in Section (ii). upon three novels from the 
early to late twentieth century. ���  first is Samuel Butler’s ���:���  

��%������  (1901) 3 . a sequel to his ���:���  (1872). * The second text is 

Dorothy �,  Sayers’s 	������� � �(������  (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 (�����*��+a  (1923) ® The last work 

discussed in detail in this section is Philip Roth’s 3��" � � � � � �� ����  

� � � 8 B  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 ����0�����(�����  (1979).e

In Section (iii) the activity of expanding the circumference of the 

earlier circle is continued and brought to a point of terminus with a 

discussion of one work: David Lodge’s & � � (����.  (1.984)* a sequei to his 

2 � � � � � � �������.  (1975). «  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 

text” correspondence between the examples referred to throughout this 

chapter and the main examples drawn from the eighteenth century. It is not the 
intention of the chapter to make specific parallels. Rather the idea is t
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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 circumference 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.

***
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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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expansion. &������� � � � ' � (������ � ���������  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.

However, one means of qualifying the descriptions yet further has been�

reserved until this concluding chapter. The qualification is concerned with�

the ambivalent nature of the sequel, its ability to embrace two or more�

different possibilities for the development of its narrative. That is, a�

sequel may suggest that it is taking a reformative and a consolidatory path.�

It may reveal traits of exhaustion as well as expansion. Reflection and debate�

could be combined with a dependence on formulaic reiteration. For example.�

���� /�������'�%�������� ����� ������	�����  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 &������  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 seme�

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, and this is the way in 
which the relationship with the first part is finally determined. Hence, a 

sequel might be described as mainly consolidator/ or reformative. It might 
lead to conclusion primarily by means of exhaustion. In the preceding chapters 
of this thesis, this implication within the descriptions of alternative 
� "� � � �"� 	 � � has been overlooked in order to communicate the central or 

governing principles behind a particular sequel.

In the examples considered below. I will pay more attention to the ways 

in 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 compatible with the 
experimental, 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.

Tbe three main eighteenth-century sequels were all contributions to 

fictional autobiographies. The representation of the span of a human life is a 

particularly useful vehicle for demonstrating an important facet of the 

sequel's nature: its capacity to re-think, re-appraise. and revise preceding 

fictional material to which it is linked by a continuity of character, plot, 

theme and setting. Often in a person's life the first experiences of youth 

are repeated in different contexts in later years. An older, more fragile. 

Robinson Crusoe finds himself isolated off the coast of Bengal in a way which 

recalls his earlier desolation on the island. Pamela's attempt to convert Sir 
g-jnon Darnford is a miniature version of her former efforts to alter Mr. B.
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There will be particular reference to this feature of the sequel in the coming�

discussion of 3��"������ �� ����.  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 conclusions concerning the naming and nature of the sequel�

will now be enlarged upon by discussing three twentieth-century texts.

� � ����
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SECTION (ii)

A More Flexible Use of Terminology

In the fourth chapter it was shown how the values of a trouble-free pomotopia 

were questioned and undermined by a sequel which displayed a darker side to 
sexual relations. The sense of disillusionment was created by suggesting that 

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 ���:���  represents a non-pomographic utopia, and its sequel, 
���:������%������ . 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 ���:������%������� ��  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 Erewhon. (In this discussion Higgs Snr. 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 �������� ��
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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", (ER,�
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 Higgs's experience. As will be indicated,�

the fictional world encompasses more than Higgs's personal vision of it. The�

sequel is as much about the history of Erewhon as it is about Higgs's limited�

interaction with it. Thus the narrative only contains an element of�

exhaustion. This is counterpointed by stronger and more distinctive formal�

features which pull the narrative in an expansive direction. It will now be�

argued, then, that in ���:������%������  a utopia is redefined, but in a way�

which transcends exhaustion.

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, is�

vividly described in the openirg 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 significance. By that stage it is�

merely reinforcing the impact of the initial description. The proleptic�

account of Higgs's death is surely a signal that the sequel has other�

equally pressing, if not more pressing priorities than the last days of Higgs.
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The placing of Higgs’s demise at the opening of the hook does not exactly 
diminish its significance. Bit 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 

futuro beyond the novel as a whole.

The prospective qualities of the sequel are underlined by the fact that 

it is narrated by John, Higgs's son. He recomposes from his own frantically 

jotted notes his father’s fragmented and elliptical story (see ER. pp.204- 

207)* thereby giving it an individuality and independence from the first part. 
The pattern of variation through continuity delineated by first port and 
sequel is here enacted in the transfer of the narrative from father to son. A 
cure sign of the robust autonomy of John’s account is that his father is not 

adopt«! as the sole source for the text. In recounting the compromise reached 
to ensure Higgs’s safe passage out of Erewhon, John states that “the knowledge 

of what ensued did not reach me from my father", (ER. p.335). By now he has 

j^egun to rely as much on George’s testimony as Higgs’s. This hints at the way 

in which Higgs's story is being integrated into a broad, expansive (rather 

than exhaustive) historical framework.

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

narrator of the first part, is an indication that the narrative will he 
reformative in a way which includes, hut supercedes. the exhaustion of 
Higgr. This «ora positive, foivani-looking aspect of the r e s t i v e  sequel 

is revealed in two related ways.

First, the narrative style of ���:������%������  contrasts, at times
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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. and 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 and stress that its inhabitants are indeed made of "flesh and blood".

Hence, in the sequel the resemblances between Higgs's world and Erewhon 

are brought to the fore, just as in Part I the contrasts were stressed. 
Sunchildism has a part in effecting the transformation. However, its influence 

lies not so much in the specific doctrine it produces (although this does 

create a set of alterations to the Erewhonian belief-system not touched upon 

here) as in its function as a religion which parallels Christianity. The 
adoption of a distorted version of Christianity, in effect a parody of it. 

brings 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.

¡njany of the peculiar reversals of the first part are, as it were.

corrected in the sequel. There is now no longer any attempt to deny chronology
„ trv to make time stand still. and watches are freely worn (this is 

� � � ���� � � �

first changes that Higgs notices [(ER, p.213j). The possibility

that Erewhon has had a history and is beginning to set it in motion once more 
therefore acknowledged. As part of the historical process, machines are 

#�������  accepted, as is the concept of a vocal proletariat (Hanky warns of
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the "materialistic tendencies of the artisans", [ER, p.315J). Moreover, with 
the recognition of a currency which has a relational value within an 
international context, rather than an arbitrarily and independently 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 his 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 boundaries of John's account following his father's 
death. The book closes with Erewhon, in George's words, "at sixes and sevens" 
(ER, p.388). It is teetering on the brink of civil war, and the kir^ has 
proposed that it can only be saved if it is annexed by England.

Hence, Hitler 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 pragmatic English advice on the modernisation of Erewhon. 

The work cone �%?�b  then, on a note of some uncertainty, anticipating a future 
which even the prophetic Butler could only speculate upon.

I would, therefore, argue that ���:������%������  cannot be read purely 

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 wori< is in fact a reformative
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topographical and spritual oscillation. However, it is fruitloss 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 simultaneously to expand upon, and 

consolidate. her fictional world, with the emphasis on the relationship 
between (�����*��+a  and 	���������(������,  It will be suggested that the 

formulaic features of her narratives ultimately predominate and the expansive 
features acquire a mainly decorative function.

In a letter to Gollancz, in which she outlined the kind of detective 
fiction she preferred to write, Sayers remarked:

I am always afraid of getting into a rut, 
slightly different idea behind it.13 and like each book to have a

This indicates a general intention to resist formulaic writing. Indeed, in 

comparison with the neat patterning of Agatha Christie's Hercule Poirot 

series, Sayers is successful in varying each book within the Wimsey 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 	��������  

(������.  the reader is given a wealth of detail about the procedural niceties 
which bear upon the trial of a peer before the House of Lords (see especially.

	�����.  p.lii). There is always an effort to supplement the mechanics of the 
plot with a colourful context.

Furthermore, there is less attempt to conceal the murderer's identity
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than in Christie's novels. Sayers is more concerned with Wimsey's detection of 
"why” 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 

dependent on the effects of surprise than Christie’s novels in series.

Sayers's 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. ���� ��"�  do not have to be read in 
any particular order and so cannot be described as constituting a sequence. 
However, there is a progression from V����+��  days as a confirmed bachelor, in 
the earlier novels. to his courtship of and marriage to Harriet Vane 
described in four later works, starting with !������������  (1930). Wimsey’s 
fictional biographer, his uncle, Paul Austin Delagardie. notes how the 
relationship has mellowed Wimsey (WB, p.202).

Sayers's desire to create circumstances which will farce her hero to 

change over the years is encapsulated in two subtitles. The sub-title to the 

first American edition of (�����*��+a  (the first novel in the series) was:
c � � �  singular Adventure of the Man With the Golden Pince-nez".13 It clearly 

j^ots the novel in the detective fiction genre by alluding to a vital, 

although bizarre, clue in the case. However, the last novel in the series, 

! � � � � � � ����+����  (1937), has the following sub-title: "A Lave Story with
Detective Interruptions".1* This subtitle emphasises a transition into a 

fictional world in which Wimsey's flair as an amateur detective is only called 

ypon intermittently. The romantic development in his life now has priority.

However, Sayer’s imposition of chronology and her efforts at modulating 

use of a popular genre can be overstressed. She took little trouble to
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	������ ���(������  has a definitional role within the series, ard a 

reading in order of composition will clarify this role.

Sayers herself wittily establishes a sequential connection between the 
two novels. Lord Peter is luxuriating 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)

Hie statement suits both readers who have read (�����*��+a  and those who have 

not The latter group are notified that this book should be looked upon as a 
form of continuation, simply through the reference to a former mystery. Those 
who have read (�����*��+a  initially are rewarded with the delicious irony that 
Sir Julian Freke gave his casual advice to Wimsey prior to going on trial for 

murder. This treatment of those who have already absorbed (����� *��+a  

indicates a concern on Sayers's part that the function of 	������;��(������  as 

a sequel should be properly understood.

However, what is especially significant is that those readers unfamiliar 

with (�����*��+a  would have no means of being able to share the in-joke about 

the distinguished neurosurgeon and calculating murderer. No plot details have 

keen given away. Thus, the nature of the sequential relationship is signalled 

neatly to both groups of readers. There will no interconnection of plot 

between the two books.

Rather, the sequel consolidates the fictional world of its predecessor, 

for© examining the consolidatory aspects of the sequel, I would like to 

examine the ways in which it expands upon and 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 	���������(������  differs markedly from 
that of (�����*��+a  The latter was a clever variation on the "whodunnit" 

involving two bodies rather than one. The work represented an ingenious plan 
for the perfect murder devised by one of the medical profession's finest 
brains. 	���������(������  offers a strong contrast. The basis of the story is 
not murder, but a suicide which, through a concatenation of coincidences, 

comes to look like a murder.

Moreover, Sayers goes to much trouble in establishing a fresh motivation 

for the deed. Sir Julian Freke was consumed with a lifelong sexual jealousy. 

Denis Cathcart, who takes his own life in 	���������(������ , is driven to the 
act by a recognition of the failure of his own life. Sayers's painstakingly 
reconstructs Cathcart's character and background (See especially CW, PP- 97- 
104), demonstrating that Cathcart's loss of his beloved mistress, Simone 
Vonderaa, to a wealthy American is only the culminating point 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 gallantly 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 superficial resemblance to 

Freke's motivation in (�����*��Z6  (Both men are touched by thwarted sexual 
passion) Meanwhile, the evocation of the war and its long-term financial and 

psychological effects establishes an autonomous and convincing historical 
context for the sequel.

Other aspects of the sequel reveal that Sayers is trying to expand the
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his final hours, (CW. p.250).

However, I would suggest that Sayers’s careful construction of an 

intellectual framework in the sequel does not transform its reiterative 

features. Rather, it creates an elaborate and colourful context for a 
reassuring and consolidatory fiction. Listing all that he finds objectionable 

about the Wimsey series, Julian Symons concludes with a comment upon Lord 

Peter’s much-vaunted learning:

All this might be more endurable if Wimsey 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... 16

Whilst I do not fully agree with Symons's dismissive account of Sayers, I feel 
that he here makes a point which could be applied to all her attempts to 

expand on her fictional world. The expansive features are "asserted" but do 
not fundamentally alter the world’s security 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 (����� *��+a  he is 
determined, at first, to examine minutely every detail 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 appendages as his monocle, and his
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crown since last September year...Well 
this bili-beastly weather? (CW. p.39). Murbles, how d'ye like

The use of "waltzed" signifies that Sayers hereelf 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 world drag others down. The emphasis 
throughout the sequel on Wimsey's unassailable gocd humour and capacity to

survive anything and everything, confirms that his author's purpose was 
primarily consolidatory.

This section has so 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. 
Hiis 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 embrace alternative formal 
possibilities apart from the one that inevitably predominates. Thus. ���:���  

��%������  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. 	���������(������  is a consol idatory 

sequel whose character is 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 ���:������%������.  the expansive facets of Sayers's 

sequel cannot transform car "reform" the narrative of the first part. The 

impulse to r-nnsolidate 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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preceptress of her aristocratic community. The literary abilities of ail three 
figures, then, helped them to negotiate the world around them.

In Roth, the emphasis on the authorial role as represented in the fiction 

itself is rather different. Roth creates a set of fictions in which Nathan 
Zuckerman 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 

Both, 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 are considerably more playful and flexible inventions than the 
sain eighteenth-century examples.17 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 
autobiography" becomes too reductive a term to describe either the Zuckerman 

sequence in particular or the Roth ouevre in general.

Before proceeding further, then, the term "fictional autobiography" must 

be qualified in order to incorporate Roth. In a broad sense, Roth writes 
••fictional autobiography", in that his male protagonists.1« most notably of 

course Zuckerman. are versions of himself. This emerges strongly in his 

first-person narratives, such as ������+���	��#�����  and ���� ���������� ��  

������,  However, he also writes in the third person, and in his most recent 
novel ����	���������� , he deploys a multiple-narrative technique. And. more 

relevant to our discussion, both 3��"�������� ����  and ����'�����+�������  are 

third-person narratives. Technically these two last-mentioned novels are not 

fictional autobiographies. Rather they stand as contributions to a broad, 
multi-volume, fictional biography of Nathan Zuckerman which also happens to be



B@C

"��$��$+%"3'�#",7� ")����%�,"��)��$���)�"��'$%7� �'�,�3��$�'4

�'��  �)��!#��$!��)�#$�3,�#"�� 7� ")� �)� �!�-��"�,�� �!� �$�'J)� 3"%��#�,"% �

'",,� $*� ��%%$%)7� �.� �'�� *"#���'"�� U�#6�%�"!7� �'�� )��5�#�� $*� �$�'J) �

��$+%"3'.7� �)� '��)�,*�"�&%���%�$*� "��$��$+%"3'�#",� *�#��$!)4� �$!��'�,�))7 �

�)3�#�",,.� �!��'��#$!��9��$*��'��)�(��,� �$���� �)#�))� 7� ��� �)��))�!��",� �$ �

�"6��)$���6�! �$*� �)��!#��$!7� '$&�-�%��"6�)'�*�7� ���&��!��$�'J)���$+%"3'�#", �

&%���!+� "�$��� U�#6�%�"!7� "! � U�#6�%�"!J)� 3%$*�))�$!",� &%���!+7� &'�#' �

%�)���,�)��$�'J)�$&!4

�'�)� �%��*� �"#6+%$�! � )6��#'�$*� �$�'J)� %�,"��$!)'�3� &��'� *�#��$!", �

:"��$;��$+%"3'.� �! �#"��)� �'"��"�)�!+,����9��&��'�!��'�� U�#6�%�"!� )�(��!#� �

%�)3$! )���)���$�"�#$���!"��$!�$*��&$�"33%$"#'�)4� 	�%)�7� �����)�� ����9"��!� �

*%$�� �'��-"!�"+��3$�!��$*��$�'�'��)�,*�")�"�#$!�%$,,�!+�"��'$%� %�?$%��!��!+ �

'�)� '�%$7� "! � -��&�!+� '��� �!� �"#'� �$$6� �'%$�+'� .��� "!$�'�%� )��� $* �

3�%)3�#��-�)4� �'�!7� "���9��#"!����%�" �*%$���'��-"!�"+��3$�!��$*�U�#6�%�"!7�" �

&".&"% � .��� �%�,,�"!��*�+�%��&'$� %"�"��)�)�"! �"!"�$��)�)��'�� 3%$�,��)� $* �

,�-�!+� ,�*�� ")� "�3�%3��%"�$%�$*�*�#��$!)� :�!��'�� 3"%��#�,"%� "! � +�!�%", �

)�!)�;4� ��� �)�$!,.�&'�!��'�)��"33%$"#'�)�"%����%+� 7� $%�"�� ,�")��%�,"�� � �$ �

$!��"!$�'�%7� �'"���'��%�#'!�))�"! ���,��?*"#��� �!"��%��$*�"�U�#6�%�"!�!$-�, �

��+�!)��$����%+�4� �'�)� �",�"33%$"#'��)���)��#,"%�*�� ��'%$�+'� �)#�))�$!� $* �

����0����� �e����� � "! � 3��"�������� ����,

��� '")����!�!$�� ���*$%�� �!��'�)��'�)�)7� "! ��!��'�)� #'"3��%7� �'"�� " �

)�(��,� #"!� ��� #'"%"#��%�)� � �!���%�)�$*� ��)� �!��!)��.� $*� *$#�)� $!� $!� �

3"%��#�,"%� 3%�#� �!+� �$$64� �� *�%)��3"%�� '")� "� !����%� $*� ��3,�#��� "! �

�93,�#���%�,"��$!)�&��'�"�-"%���.�$*���9�)�!$!��$*�&'�#'�'")�+%�"�� 3%$��!�!#� �

$-�%� "!$�'�%4� �� )�(��,� �".�&�,,�",)$� �)3,".�"� 3%$*�)�$!� $*� �!��%��9��",



B@=

%�,"��$!)4� �$&�-�%7� �'�)��"%��$-�%)'" $&� ��.��'����+'���$! �&��'��'�� *�%)� �

3"%�4� �'��%�,"��$!)�&��'��'��3%�$%���9�7� ")� ���&�%�7� %�(��%��",,� �'��)�(��,J) �

"���!��$!4� ��)�(��,� �'�!����$ ��)�"��$-���!��*%$��"�&� �,.�*$#�)� 7� �!#,�)�-� �

)3�#�%��� $*�",,�)�$!�"! �%�*�%�!#���$�$�'�%�,���%"��%�7� �$&"% )� "� !"%%$&,. �

*$#�)� 7� �9#,�)�-��)3�#�%���$*�%�*�%�!#�4� �$�'�"! �U�#6�%�"!7� &��'��'���%"-" $ �

"! � )'$&�"!)'�3� $!,.� �$� ��� �93�#�� � $*� �'��%�  $��,�?"#�4� 3%$ �#�� " �

)����,"��!+�-"%�"��$!�$!��'�)�#$!#�3���!� 3��"�������� ����,

U�#6�%�"!� �)7� �$�",,� �!��!�)�"! �3�%3$)�)4� �$�'J)� #%�"��$!7� ",�'$�+' �

U�#6�%�"!� ��+'�� &�,,7� "������)7� 3%�*�%��'��)�"����!���$�����'�� $�'�%� &". �

"%$�! 4� �##�3��!+� *$%� �'�� �$��!���'"�� �$�'� �)� �'�� 3�33��?�")��%7� �'�! �

3��"������ �� ���� � 3,".)�"�#%�#�",�%$,�� �!�"**�%��!+�U�#6�%�"!�")� "� #�!�%", �

#'"%"#��%� �!� �'�� �$�'�*�#��$!",�&$%, 4� ��� �)�3$))��,���$� *�! � �%"#�)� $* �

U�#6�%�"!� �!��'��#$!)�"!�,.�)�,*?(��)��$!�!+�"! �3�%3���",,.� (��)��!+� �"-� �

F�3�)'� $*� �����������������������, � �! ��'��$�)�))�-�7� #%"#6� � ,"�+'��%� $* �

�$%�!$.� :�'�� '�%$�$*� ������+��� 	��#�����8 � �)�)$������)��#'$� � �.� �'�� $!,. �

),�+'�,.� ,�))�  �)3�%"���U�#6�%�"!4� �'���%"#�)�$*�U�#6�%�"!��$���� *$�! � �! �

�'�)�� 3%$�"+$!�)�)� )$,� �*.��!�$�"�#$!#%����#'"%"#��%��!� &+������'� � "� &��, �

��%�� U�#6�%�"!� �)� %�3%�)�!�� �")��'��)$��&'"�� � �",�)��#� #%�"��$!� $*� �'� �

"��'$%�����%��"%!$3$,4� �'�)�U�#6�%�"!��"6�)�'�)� ����� �!��$�'J)�*�#��$!�&��'�! �

�'�� 8�)�*�,�	�#��$!)8�$*�"!$�'�%�$*��$�'J)�*�#��$!",�",��%��+$)4/N̂

����0����� (�����. � &��'���)���3'"��#�*�%)�?3�%)$!�!"%%"��$!7� �)�"�,�)'�) �

U�#6�%�"!�")�"�*�+�%�� �!�'�)�$&!�%�+'�4� ���7� �-�!��!��'���$#6� �-$�� ��$�'�) �

�"%,.� �&�!���)� :�'��&$%6��)�)��� �!��'�� ,"���/0ADJ)����� %�#",,� � ��!� .�"%) �

,"��%� �.�"��$%��5" � �U�#6�%�"!x4� U�#6�%�"!�'")��$�)'"%���'��)�"+��&��'� �'� �

����#�,$�)��$!$**7� �'�� �)�%�))� ��$3�7� "! ��'���!#'"!��!+���.�2�,,����4� ��� �) �

$!,.� �!� 3��"������ �� ���� � �'"��U�#6�%�"!����%+�)� ")� "� )�%$!+,.�  �*�!� 



328

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, 3��"�������� ����  defines ����0����  Writer retrospectively as the 
first part in a sequence concerned with the fortunes of an American Jewish 
novelist. The sequel marks the culminating point of a progression within 

Roth's fiction from the earliest novels towards the creation 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. ����0����� (�����  

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. 3��"�����  

�� ����.  on the other hand, with the heavy stress on the "Z" sound, states 
that Zuckerman has been given pride of place in the Roth canon. . 20 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 exploration 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 and 

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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engagement with the family life, and pubescent delights of the incarcerated 

Ann®. Furthermore, the serene genius of Henry, James, through his story. "The 

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 mainsteaa American literary tradition also makes its 

presence felt in this first work in the Zuckerman *���������G��-.
����

Finally, Nathan's ¡own story, "Higher Education", is obligingly 

paraphrased for us by the eager apprentice. (GW.pp. 73-75). This story is the 

point of entry into another a s p ^ o f  ���� � � � ��� � ���� ��  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 especially his 

father- Zuckerman's search for a voice, in the rooms of Lonoff's spartan 

h0UBe# coincides with a  crisis point in the young man's life directly caused 

b y  his writing. Thus. ���� � � � ��� � � ��� �  does not consider Nathan's search for 

a  literary identity in isolation. It explores, ruthlessly, whether or not it 

is possible for Nathan to reconcile his search with his upbringing, and more

Uroadiy, his cultural backgourd. Family matters impinge upon literary ideals 
a n d  uncertainties.

Both thus swathes his stripling hero in sheets of allusion to different 

varieties of writing, in a way which both insulates him from arai exposes him 

t o  the gulf between him and hie father. No certainty is provided as thil 

brilliant d i s a r s i v e  text nears its conclusion, «ether, a fictional world J  

b e e n  opened out and a sequel prepared for (although whether Hoth definitely 

intended one at this stage is not easy to ascertain,. However. tl»re is a hint 

o f  the direction that the i3 taXir* i„ the final description of 

Zuckerman o o z i n g  f o n o f f s  hcc*e. as the elderly writer. i„ « ,  autu„  Qf
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(“  “ O P « « 1 l° the » * * « » “ »  oeuvre, it makes the playful ^

�  � ! � " � � #�����$  can be read os a reflective a « , « !  to

% would suggest that this secondary possibility is a  brilliant offshoot �

o f  Roth's idiosyncratic handling of fictional biography. However, ay main �

concern is to examine how ��� ���$�� �' ($��  departs from 37» ) ( � �� � ���� � �

which is its primary literary predecessor. In ibis context C b r n n c t y d o e s  havl �

a  role. For Roth makes use of the text to p r w i d e  a bleak, black fictional �

representation, within *$� �� � � +���$���  of the switch fra» a  broad range of �

allusion to a  narrow range that accompanies the switch from first part to �

sequel. Zuckerman's relationship with a potential "first part" (Qimovsky)

becomes a means by which Roth can outline the relationship ot *$� ����� �

+���$��  to an actual first part, ���� ,����� &������  Indeed. Roth confirms the �

link between *�� ����� +���$��  and 37» -����  »-j'ter by givircj the sequel's �

epgigraph to Lonoff;

Let Nathan see what it is to be lifted from obscurity
coise hammering' at our door to tell us that • he wasn:t S SEpigraph, and see GW p.140). warned. (2U

#��� ���� #��� ��� �� ��$� ��

Zuckerman's problem in the sequel is a surfeit of success - success on a �

scale which far outweighs the oddities of Lonoff's early morning mail- �

delivery. The sense of expansion and liberation which public acclaim can �

bring is bedevilled by a  sense of contraction and confinement. Zuckennan �

cannot avoid 	����%�"+  wherever he goes. Being a literary man. Zuckennan �

expresses the impact of C b m c v s k y o h  his cohstitution in terms of the current �

status of his book collection, f t »  hie earliest college days, his books have �

followed him to every change of address, first in a  suitcase, then in cartons, �

�� �	 � in boxes, as his stature a m  income have grown. On arrival at each new
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abode the books are always the first items to be dealt with. However, his 
occupation of his f#���G	���%�"+  apartment has seen a break 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 tried 
to forget it, someone reminded him. (ZU, p. 39). ; , �

Amongst the unpacked books would perhaps be collections of short stories 
by Lonoff, Babel, and James, novels by Abravanel, and even a copy of ��������+

�� �� �� �� �� �� �� �� �� �� �� � � � � � �� ��� � �� �� �� �� �� �� �

��� '���� /���",  There would also be copies of works by Zuckerman himself, 

including "Higher Education". However, Zuckerman is denied, or denies 
himself, access to the range of reference and allusion which informed and
enriched ����0����� (�����,  He can only make reference to his own book and its

����� �%� &�'(� �� )*� $� )� ��+� ( � � �,(�(
effects upon him. 	����%�"+  cuts him off, both as reader and writer, from his
literary past.

Indeed, his situation of popular success makes him a potential sequel 
writer. He seems to have started work on a sequel to 	 � � �%�"+  without knowing 

it. He receives a cutting from 5�����+  announcing:

. ̂ . . . ■. ; , , ; ; f
"Independent Bob "Sleepy" Lagoon paid close to a million 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 threat of a sequel which has not yet been written is, however, the 
least of Zuckerman's worries. The reassuring private doubt of ����0�����(�����  

has given way to a terrifying public certainty in the sequel. Others seem
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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 friends 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?" (ZU,
p.112), he asks. Both men are victims of their brilliance. 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,
� �� "� � �� �� �� #� �� $ � �� �

besides ecstasy.

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 and write�

again. His is the kind of acclaim which can last, and this is perhaps why�

Pepler, with hi3 Newark cunning,' clings to Zuckerman. Pepler sees that�

imagination, rather than spewing facts, is the key to eternal fame. Hence,�

Zuckerman's experience of acclaim is complemented by Pepler’s short-lived,�

though even more destructive, "pop" version.
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Zuckerman's other « i n  encounter is kith Caesara O ’Shee. The evening with 

her. recalled b y  Zuckerman in his beseiged barren flat, a c q u i r e e s  slippery 

elusive quality. Even the name "Caeeara O ’ Shea” melts away on the tongue like 

icing-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 tone Frank, at the age of nineteen in 

Ireland (Conemarra) allows for an implicit. contrast .between the unreal 

certainty of the sequel and the tangible doubt of ���� � � � ��� � � ��� � '  The 

contrast is highlighted as Zuckerman meditates on the debut in the lobby of 

the ( �� � � � )

He was thinking of Caesara starting at nineteen as the enchant irv, ^
Frank, and of • the photographs o f  film stars “ ite 
Caesara which Anne Frank pinned up beside the attic bed ^
Frank should come t o h i m  in this guise. Ihat he s t o 5 l d « e t  
agent's house, in a  dress of veils aid beads and cockatoo f L f h „ h 
That he should take her to Elaine's to be g a p e c T a t H n S T - i  *  ^  
invite him up to her penthouse suite. Yes. he thought life h ^ J d

«**> ™

The lulling rhythms of the passage, its use of repetition ("That 

he...That he. ..That she’’) . and the way in which Anne becomes interchangeable 

with Ceasara. all serve to communicate the ghostly qualities 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  ���� � � � �� �

* + �� � �  he all tut had breakfast with her. What is more, he was close enough in 

time and spirit to make a genuinely felt literary contact. Now ha can only 

find h e r  as the ghcet of an apparition high up in a  New York penthouse suite. 

The effect of � �& � � �! �  o n  Zuckerman’s  literary and historical perspectives is 

thus dazzlingly suggested. The gulf between first part ��� sequel visits the 

reader as if in a dream. �


