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Thank you for your interest in The Channel, the English
Department ofMcGill University's undergraduate paper publication.
We are proud to present the 2015-2016 edition, with the theme of
"difference". The editors have curated a collection of papers dealing
with diversity, identity, and divergences. We were delighted to read
dozens of papers representing what difference means to McGill En-
glish students, and the selections showcased in this journal are among
the most intriguing, compelling, and unique imaginings of this theme.

The Channel exhibits outstanding undergraduate work from
the three English streams: Literature, Cultural Studies, and Drama
& Theatre. We are dedicated to offering our readers a representative
sa_mple of the excellent ideas and hard work the Department of En-
ghs? churns out year-round. From childbirth in modernist poetry, to
the 1ssu?s ofmulti-racial identity performance, to Paul Simon's rep-
r?sent?tlon of cultural polyphony in Graceland, this edition offers a
diversity of topics to match its theme.

.
My immense thanks go out to our amazingly talented editors,

contributors, and d??igners, who worked tirelessly to bring The Chan-
nel Volum_e 9 to fruition. An additional thanks to DESAs Clara Nizard,
Laure? Wildgoose, an? Madeleine Cruickshank, for their guidance,
experience, and (most importantly), funding acquisition.

Enjoy!
Sarah Kemp

Head Editor, The Channel Undergraduate Review

:??:? fr?=s??o?sn?act us at channelundergraduatereview@gmail.comq , oncerns, or comments! We love hearing from you.

V??t;:r we?sited: http://englishjournal.mcgill.ca/ to learn more aboutanne an access previous issues.
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Scribe Ergo Sum// I Write,
Therefore I am: A Call for
Performativity in the Writing of
lntersectionality
By Shanti Gonzalez

As a young scholar beginning my journey into the world of cul-
tural theory and performance studies, I was excited. Finally, I
would get to read theory that grew from roots in real, tangible

experience. Theory that represented things I knew to be true.
The most thrilling part ofmy undergraduate degree has been

finding that there are words for the feelings I have known my whole
life. Indeed, there are words that someone else has written: that
someone else feels the same way and has inscribed it in a way that
legitimized the feeling, and me by extension. And we twenty-some-
things just love to feel legitimized.

However, as I foundmy hunger for theory growing (reflected
in my growing loan list from the library), I began to notice something
that made me a bit uncomfortable. I could not quite articulate the
feeling, but I began to feel an increasing disconnect from the theories
that were supposed to represent experiences that I knew. I am an In-
dian-Mexican woman. I devour feminist writing and theories of race.
But I have noticed that only recently have people been writing about
the intersection between these two identifiers. It is fantastic that in-
tersectionality is entering identity politics, but I could not quite shake
the feeling that itwas still forgetting something important.

I began to look at the authors who wrote about intersectional-
ity, and found that most of them were women. More than that - they
were almost all white women. Of course they were, I thought. Femi-
nism has until this point been very Eurocentric. But why were white
women theorizing on something they did not know in their bodies?
What I mean by that is: for me, there are two very different ways of
knowing - in the mind, and in the body. The mind is what tells you



that 2+2=4, or processes the subject-verb agreement of the words on
the page. The body is what tells you that you feel lonely, or that you
feel whole, or that there is danger.
.

Cultur?l the?ry is concerned with inscribing embodied expe-
rience - makmg thmgs known in the body accessible to the minds of
others. In Black Skins White Masks, Frantz Fanon makes it crystal
clear that only the black man can write to the lived experience of the
black m?n. So, t?en, ':hy can a white woman theorize on the experi-
enc? ofmter?ecti?nahty? I suppose I am speaking more specifically of

?he i?tersecti?nahty that involves non-white identity. Of course there
?s an mt?rsectional experience in the white queer woman, but her
intersectional experience is very different than that of a queer woman
of color - yet both women fall under the same umbrella of intersec-
tio?ality, ':?ich is then theorized about in broad strokes. Although
white feminists have the best intentions, their theories on the inter-
sectional experience ofwomen of color can be reductive. Because the
knowledge is not in their bodies, their minds take over which leads to
a theoretical disembodiment.

'

. .
When intersectionality was not doing it for me, I turned to

writings on the biracial and multiracial experience. Hybridity be-
c?me ?y buzzword. And yet, I found myself disappointed again. Mostdiscussion? of hybridity involve an identity that is half or part white.
Most hybrid. authors have whiteness in their personal mix. As such, I
saw that whiteness was still being centralized in the discourse - the
parts that identified as, or could pass as white, and then the parts that
cou?d not. Tru?, the hybrid experience is one of identifying with and
agam?t the various parts of oneself, but it also involves understanding
the mix - the intersection.
.

?ecau?e hybridity involves so many different and conflicting
site? of identification, it is intrinsically performative. As a lived ex-
p?rience, the hybrid identity iterates and re-iterates itself in wildly
?fferent ways. At any moment, the hybrid person makes a choice of
.
0.w she wants to be seen, how she wants to perform for herself. It

??????n?!: r?member that.hybridity _exists beyond the gene?ics
1

. .' P It at the genetic level strikes me as a neo-colomal act,
c assrfying people and their experiences based on their DNA). Hybrid·

ity is intrinsically connected with intersectionality. A hybrid experi-
ence also comes from the socio-economic position in which someone
was raised. It comes from the people who surrounded this person as
they grew up. It comes from the languages they do and do not speak.
Hybridity is not just on the skin, but deep below and all around it as
well.

This more complex experience - my experience - simply can-
not be written in the way that it has been. The white feminist cannot
theorize about it, in the way that theory becomes inaccessible and
sterile. Capital-T Theory was first written by a white, male academy.
Only recently were women allowed in and they were expected to con-
form to these white male expectations. Generally speaking, theory has
until recently only been emotionless, prescriptive, and scientific. But
when we are dealing in cultural theory - of inscribing body knowledge
with our minds - this is inadequate.

I find that the writers who capture the intersectional expe-
rience in the most honest way are those who do not adhere to the
expectations of the academy. They allow their feelings into the dis-
course. They allow their voice to be heard. Authors such as Gloria
Anzaldua, Frantz Fanon, Jamaica Kincaid - authors who have been
criticized as being "too emotional" - they are the ones who capture
intersectionality. The fact of the matter is, intersectionality is an ex-
perience and not a simple theory. Further, intersectionality is a per-
formative experience and therefore must be expressed in performative
writing.

Performative writing proves itself the more capacious and apt
manner in which this experience can be communicated. It brings hu-
manity into the discussion, which is crucial: the word "hybrid" sounds
more like a scientific observation or a comment, erasing the human-
ity in hybrid experience. Performativity gives hybridity its humanity
back. In the Kwanzaa tradition, this is what we call kujichangalia: self
determination. Performativity allows its writers to call themselves out,
to seize agency in declaring themselves, as opposed to being spoken
for and defined by the Other. As such, the normalization of perfor-
mative writing in the theoretical discourse has a unique power - it
begins to tear down the hegemonic structures that have taught us how



to think. Lucky for.us ?ybrids? performativity allows us the power
to make ourselves, m hve and m theory, no longer allowing others to
make us in black and white on paper.

.?arc6? states, "if queer discourse is to supersede the limits
?f fem.1msm, it must be able to calculate multiple antagonisms that
mdex issues of class, gender, and race, as well as sexuality." Indeed in

order ?o "?upersed? the limits" of all the existing -isms that struct;re
our th.mk?ng, th? d1sc?urse must ?e diversified, and complicated, by
f??tormg m the multiple antagomsms" at play in marginalized iden-
tit.1es. However, the words "calculate" and "factoring" are problem-
a?1c. Here we have an example ofmarginalization and oppression as
viewed on a graph - we have all heard the term "axis of oppression"
and Alcarôn asks us to "in.dex" these issues. This is the way in which
we .have be?n taught to thmk about these issues. Norma Alarcon is not
white: s?e 1? a Chicana feminist. But here she becomes a part of the
academic d1sc?urse which privileges logic over lived experience. Logic
seeks to quantify; experience seeks to qualify.

When it comes to knowing in the mind versus knowing in the
body, .the academy privileges the former. We learn that very young.
The Ind w?o can write up matrices and algorithms is seen as smarter
than the kid w?o can arti.culately express their feelings.

?zaldua takes this a step further and applies gender:
We all know that women read as men and women write as
men, because that's how we were taught. We were trained to
read as men. Little girls read the books that boys read, but the
boys never read the books with little girl heroines and so
?omen are taught to read westerns and spy novels and myster
res, and the 'serious' literature, but we also read 'women's lit
erature.,' watch soap operas, read romances, read women's
??;ter1es. But men aren't taught to read women." (2009, pp.

!:i:??:?,\?1?:=? :ale, and masculine kno?!edge is privileged over
in .

e taught to read as men, and are correspond-

th!}!:u:??:; ::n? as men. Evid?ntly'. m?n think more "seriously":
and we k I d

oti?nal, ?s.em?tionahty is always coded femininea · n aca erma, writing Is expected to be aloof, with little to

no voice in the style, presenting "only the facts." When I asked a male
friend about why this is, he replied, "emotion complicates things.
Emotion is not fair. Facts don't interfere with your feelings, facts
allow you to think clearly." But what is thinking "clearly"? When is
thinking ever completely separate from lived experience, from emo-
tion? All knowledge is subjective - touched and shaped by the mind of
the specific person thinking it.

-

Yet academia likes to pretend that it is above the subjectivity of
the human mind. (Male-driven)' academia likes to try and get as close
as it can to an objective truth.
AWikipedia search on "objective truth" leads us to a reading list that
is composed entirely ofwhite men. This tells us two things. One, men
love the idea of objectivity, ofleaving bias and sentimentality behind
them. Two, men have been and continue to be the knowledge-makers
of the academy. For example, among the 266 most cited contempo-
rary philosophers in the Stanford Encyclopedia of Philosophy, 90%
are men (Park). According to the American Association of University
Professors, women held only 37.5% of tenured positions in 2013. ln
Europe, women hold only 18% of full professorships (Vernos).

The statistics on race are much worse. In Canada, only 2.1% of
all university teachers reported Aboriginal ancestry in 2006 (Canadi-
an Association ofUniversity Teachers). The unemployment rate for
visible minority female faculty in Canada is 7.6% (Canadian Associ-
ation ofUniversity Teachers). Hispanic women in the United States
held 2.5% of tenure-track positions and 2.3% of tenured positions (IP-
EDS). These statistics show us that it is white men who run the uni-
versities, who have the means to get published, and who then teach
the next generation of thinkers how to think. Studies have shown
that these professors are "significantly more responsive to Caucasian
males than to all other categories of students, collectively" (Milkman,
Akinola, and Chugh). As Sylvia Bettez puts it, "education not only
reproduces but constructs inequity" (25).

As such, even non-male academics are still thinking like men.

?ale"ismuchlikethemodifier"white:"whenthereisnomodifier, it can be
inferred.Theonlytimeamodifierprecedesthenounisifitisdescribingsomethingnon-nor-
mative-ablackdoctorasopposedtoadoctor, afemalenovelistasopposedtoanovelist.
So when talking about academia, we are almost always saying, "male-driven academia."



This m?de of thin?ng proves reductive when theorizing about the in-
tersect!?nal exper?e?ce ofwome? of color. Adri_enne Rich points out,

r_nuch fen?nmst scholarship has been written as if black women
did not exist, and many a women's studies course or text pa
token refe_ren?e, if any, to black women's lives and work. Ev:0
where racism ts acknowledged... it is too often out of a desire
to 'grasp' it as an intellectual or theoretical concept; we move
to? fast, as men so often do, in the effort to stay 'on top' of a
pamful and bewildering condition, and so we lose touch with
t?e feeling? black women are trying to describe to us, their
lived experience as women" (281).

This desire to "grasp" a concept it is characterized as masculine The
effort to "?tay on top of a painful and bewildering condition" speaks
to the desire to take emotionality out of the equation -feelings are too
complicated, and instead we must analyze the "condition" - the dis-
ease - through a more sterile lens. Rich says it herself: this is "moving
too fast, as me_n often do," and this rush leads writers "especially ac-
ademically tramed white women" (281) to "lose touch with the feel-
ings" ofwomen of color, to erase "their lived experience as women."

.
When writers "lose touch" in this manner, the intersection-

a! discourse becomes susceptible to theoretical disembodiment and
risks re-inscribing a lack of humanity for women of color. What, then,
can be d?ne to move away from the dehumanizing effects of theory?
Jose Munoz suggests that "the move to identify the radical impulse in
developme?t?l.theories aims to recast the theories outside the param-
eters of P?slt1VIsm and enact their political performativity for circuits
ofbe!ongmg t?at do not conform to a crypto- universalism associat-
ed with the umversal white subject" (5). In other words Mufioz ac-
knowledges the existence of a "radical impulse" - this impulse being a

pro?uct of body kn?wledge as opposed to mind knowledge - pushing
aga??s? the?ry that ?s made.within the "parameters of positivism."
Pos:tIVIsm is the pbllosophical theory which states that information
derived.from s?nsory experience and then interpreted through reason
a?d !0gic constitutes the source of all authoritative knowledge (Ma-
cioms) .. He a?k?owledges the "political performativity," the identi-
ty-makmg within a complicated landscape of identity politics, which

must be enacted for the sake of those who do not identify
with "the

universal white subject." Mufioz critiques the very structures that
have constructed and reconstructed inequity. With his words, he

hails

these non-normative subjects back into being.
What is wrong with allowing theory to remain embodied, to

preserve its link to the lived experience that informs it? The link to the
body often comes with emotion, and we have been taught that emo-
tionality cannot be taken seriously. Sylvia Bettez frankly exposes the
feeling toward emotion in a university class setting:

Classmate: The author sounds really angry, so angry that her
work is not accessible. I don't think she has to be
that angry to get her point across. I didn't really
like this reading.

Me: Of course she's angry; she's talking about her life,
about being discriminated against as a Black
woman.

Classmates: (stares of annoyance)
Classmate: Still ...
Me: (silence) (19).

We have all heard this conversation in one form or another. To the
student, the author's emotion is scary and off-putting. The student
seems to be recommending that the author calm down in order to
be rational. But what if her point is that she is angry? The student's
response to Bettez is the one word "still ... " yet the entire class is in
agreement; Bettez is silenced. Emotionality here is seen as counter-
productive. This student is tone policing, or "derailing a discussion
by critiquing the emotionality of the message rather than the message
itself' (Hugs). In this critique, tone policing allows privileged people
"to define the terms of a conversation about oppression in order for
that discussion to continue" (Hugs). Tone policing becomes yet anoth-
er way t?at hegemony maintains control. It masquerades as wanting
to remam objective to incite productive conversation, but the lasting
effect and affect of systematized oppression is not an objective one.

Jamaica Kincaid, an Antiguan woman and author ofA Small
Place, exemplifies an author who has been consistently criticized
for her emotionality. But she claims her anger. It is the difference



between "I am angry" and "she is angry." The "I" claims ownership.
It evokes the human emotion. It performs. The "she" observation is
distant. "She" becomes a fact on a page: one that can be scrutinized
analyzed, divided, and reduced. "She" becomes a "person like that."
or, as Kincaid elaborates:

'

?ou had ?}ways felt people like me cannot run things, people
hke me will never grasp the idea of Gross National Product
people lik? me wil? never be able to take command of the thing
t?e most simpleminded among you can master, people like me
will never understand the notion of rule by law, people like me
ca1:no? really think in abstractions, people like me cannot be
objective, we make everything so personal. (36)

'Yho a_re the "people like me" Kincaid describes? They are construe-
tion?, ideas: characters whose identities are determined by the white
:ouns?. These people ar:; the Other to the hegemonic Self. These
rules !or.the_ Other - 1:ever grasping the idea ofGNP," not being
?bl? to thmk m abs?ract10ns"- highlight the widespread internal-
1z?t1on of 1::o-colomal stereotype. The passage accumulates strength
with r??etit10n and culminates in Kincaid's direct confrontation of
?:?;tics.}he equ?tes criticisms of he? e?otionality to the reductive

en? people ?1ke :11-e ?annot be objective, we make everything so

personal. Here, Kincaid highlights the issue: women of color "can-
;;?:;h??jective," and have no place in an environment of high-level

.
It is also in this performance of self that Kincaid is able to com·

m?mc?te ?he crux of her piece - the pain she feels as a result of col-
?:?:a??:1:?tigua and t?e neo-colonial insti?tion of tourism. Shee t?at a1:gry m order to get her pomt across. Anger that
??::,!ri:m?;:i?ngermg ?ffect o? an institu?ion that dealt in "thi?g!fi·
- the voicin of h!

p?ople mto O?Jects (?esa1_re). In ?er performativitï
hood, and ?werfu;l

Tum?n emotion - Kincaid ?eclaims _her pers?n-
ity.

P Y articulates her own experrence of intcrsectionel

ence of???:!:e!?:?d?a i_s an?ther author who expresses her experi-

that "b d'
ab? m th?s new performative style. She believes

y sen mg our voices, visuals and visions outward into the

world, we alter the walls and make them a framework for new win-
dows and doors" (1995, xxv). This is a quote from her work entitled
Hacienda Caras, which translates to "making faces". This piece in-
terrogates the identity-making of Chicana women, especially queer
Chicana women. A piece about identity-making is necessarily perfor-
mative in its style. In fact, performativity can be understood as the
capacity of speech and language not simply to communicate, but to
construct and perform identity (Butler). In the act ofwriting, and of
speaking, identities are made and made again. Anzaldua asserts that
by "sending our voices outward into the world," women of intersec-
tional experiences make "new windows and doors" - new possibilities
for thinking.

Anzaldua also discusses the discomfort she feels when the
white academy asks her to clarify her own hybrid identity for them:

"Often I am asked, 'What is your primary identity, being lesbi
an or working class or Chicana?' In defining or separating the
'lesbian' identity from other aspects of identity I am asked to
separate and distinguish all aspects from one another. I am
asked to bracket each, to make boundaries around each so as
to articulate one particular facet of identity only. But to put
each in a separate compartment is to put them in contradiction
or in isolation when in actuality they are all constantly in a
shifting dialogue/relationship." (Anzaldua, 2009, 167)

Anzaldua asserts that identity is not something that can be "separat-
ed" out or "bracketed." She must consider all her identities together.
An intersectional experience cannot be simplified or distilled in order
to make things simpler for someone else, just as it cannot be made
simpler for the person living it. This is part ofwhat makes intersec-
tionality performative: "Judith Butler argued, 'Performativity con-
ceptualizes the paradox of identity as apparently fixed but inherently
unstable, revealing (gender) norms requiring continual maintenance"
(Hey, 2006, p. 439). A complicated hybrid identity can be understood
as containing "identities" plural (Bettez, Anzaldua, and others use
this again and again). These identities are "shifting," just as Anzaldua
remarks, and the subject is thus involved in a translocational position-
ality of identity. One moment she may be "feeling brown" (as Mufioz



might say), and another she may be feeling female, or queer. At any
given moment, any combination of her identities may sound for her,
and she has the power to perform any and all of them at a given time.

The hybrid woman asks herself questions upon questions:
asking herself if she is speaking more black than she might have
intended, whether this makeup makes her look too Indian, was that
comment very queer, did his gaze linger too long? She is constantly
interrogating her performances, aware of the fact that she is an "al-
most, but not quite" woman (Anzaldua, 1995). That is to say: when
living in the Borderlands, one can not belong to one place or the oth-
er.

Anzaldua, queen of the Borderlands, wonders why people ask
her to choose a singular homeland. For example, why people would
like to know her ideas about queerness, minus her race. She decides
that "the difference is in my relationship to my culture; white culture
may allow its lesbians to leave- mine doesn't" (Anzaldua, 2009, 164).
This speaks to the curious circumstance in which whiteness is simul-
taneously omnipresent and invisible, whereas Latinidad is not some-
thing that can be left behind, in part due to visibility and in part due
to the lived experience of the culture. There is a pride, a solidarity, in
being latinx and it is not something easily left behind.

Anzaldùa's style ofwriting is fascinating because she is one of
the few influential theorists whose writing sounds like speaking. We
are trained to write differently from the way we speak - we are taught
to write "properly." But who determines what "properly" is? Ah, yes,
the white male academy. Why must we write differently than the way
we speak? What about all the encoded cultural knowledge that ex-
ists in our speech? Anzaldua preserves that knowledge. She not only
maintains her colloquial, human tone, but also writes bilingually in
English and in Spanish. She does not translate either way. She doesthis because this is the way she thinks - the way she interacts with theworld around her. So itmust be bilingual. She has been criticized forbeing inaccessible due to her use of Spanish, but her writing speaks

.of the nuances of the Spanish language that in turn inform her identities around gender, sexuality, and race. In asking her to translate theSpanish, one is asking her to leave her Latinidad at the door. She will

not.
Th· embodied honesty is an example of inscribing her body

knowing :?to theory. She takes the "street smarts" of her li?e, ?e way
she can read her culture and those around her, and all?ws it to mter-
t 'th her "book smarts." Although the academy obviously prefers
??rt':n methods to others, each way of kn?.wing i? invaluable to the

Anzaldua interprets her experiences: I consider myself stand-
::in the Borderlands (the actual cro.ssro?ds ?r bridge) of these two
'readings.' I may be able to read the situation m the street from the
point ofview of a streetwise person, and I can look at.these abstract
theoretical writings and be able to read them academically ?ecause of
the schooling I've had" (Anzaldua, 172). As a result, Anzaldua b?-
comes bilingual in another way: she is fluent in both body knowmg
and mind knowing. She lives in the liminal space be??een t?e ?c?de-.
my and the reality of the world. In voicing and valorizing t?1s hmm_ah-
ty, she legitimizes her own authority and proves her ?a?ac1ty to articu-
late her "Borderlands" experience of queer female latin?dad:

.

Anzaldûa's strength to call herself out resonates m Kincaid,
and inMufioz. To declare oneself as queer or br?"':1 or fem?le, to
imagine the body for the voice on_ the pap?r - this is the ultimate act
of claiming agency as a hybrid bemg. S!l?a Bett?z comme?ts t?at
"[in university] I could not imagine claiming a mixed race identity
because of the prevalence ofbinaries in society" (20). Bec?use ??e
feared or detested the idea being asked to bracket off her identities,
which may be seen by others as a binary (white?/ brown), she could
not claim her hybrid identity. Indeed, for a hybrid person ?f color,
claiming one's identities is a fraught process. "Omi and Wu?ant (1994)
argued that race, as with gender, is one of the first observ?tion? noted
in meeting a person. They assert that without a ?acia? d?s1gn?t1on one
is left without a complete identity because race identity is so mtegral
to US society" (Bettez, 28). The race question is inescapable because
race, unlike gender or sexuality, signifies immediately. We ca?n,?t
escape the signifying power of our skin. Even when someone is _ra-
cially ambiguous," that still informs the c?nstructed understan?1n_fi
ofwho they are via race. They are not white. And of course the) WI
be asked the infamous, "so what are you?" The power, for a person of



color, especially a mixed race person, is going beyond signifying race
and understanding how theyperform race. In order to perform their

hybridity, they must call themselves out, instead of allowing the gaze
of the Other on their skin to do it for them.

In order to understand the power of calling oneselfout, one
must first revisit the Althusserian idea of "hailing:" the phenomenon
of being called out, and in response, embodying the thing that was
called. The caller, an Other, has marked the individual: written their
identity for them. The "hailing" is in the phenomenon of calling, "hev.

you!" What makes the individual turn around? In the act of turning;
one has accepted the call and thus become the object of the call. In
Black Skins White Masks, Fanon provides an example of this in his
description of the "Look, a Negro!" phenomenon (93). Someone else
(a child) h?ils_hi? as Negro, and thus his identity (or, at the very
least, the signifying power of his skin) becomes re-inscribed with all
the previously existing meanings in the word Negro: different, dark,
dangerous.

?riters ar? often hailed by critics and peers:
.
the label m front of a writer.positions her ... Oblivious to priv
ilege and wrapped in arrogance, most writers from the domi
nant culture never specify their identity ... If the writer is mid
dle class, white, and heterosexuals/he is crowned with the
'':1'iter' hat-no mitigating adjectives in front of it. They con
?1d?r me a Chicana writer, or a lesbian Chicana writer. Ad
jectives a?e a way of constraining and controlling. The adjective
be?ore writer marks, for us, the 'inferior' writer, that is, the
writer who doesn't write like them. Marking is always 'marking
down."' (Anzaldua, 2009, 164).

?he? some?ne else gives the identifier, when someone else says,
s?!e se?1:rt?::{rqueer/lower class writer"

- the ide?tifi?d ?erson is
the? and ag?_ncy. !h;y are reduced to the adjective m front of

write?s.
marked mfenor because they are unlike the majority of

Chica
Had_Anz:ldlla left the space for someone else to say, "she's a

Inste?? ;:tf!ms:?
would ?ave allowed herself to be marked down.

diately hailed herself as a Chicana lesbian writer.

What changes when one hails oneself? For Anzaldua, "my labeling
ofmyself is so that the Chicana and lesbian and all the other persons
in me don't get erased, omitted, or killed. Naming is how I make my
presence known, how I assert who and what I am and want to be
known as. Naming myself is a survival tactic" (Anzaldua, 2009, 164).
She performs as a way to fight against those who wish to erase her
experience. Calling oneself out empowers the writer: it returns the
identity-making power, the performative power, to the hybrid subject.

Writers such as Anzaldua and Kincaid inscribe their lived cul-
tural experience by allowing their own identities to perform in their
writing. Bettez does a similar thing; her book But Don't Call Me White
is a compilation of different anecdotes from women of color about
their experience ofbeing mixed race. Bettez allows the performativity
of the stories to reveal these experience yet she frames her discussion
in such a way that maintains legibility for the academy. These women
powerfully assert, this is who I am I will not change tofit the stan-
dards of the academy. The reverse is preferable: the academy must
change to fit the needs of the people it represents. Performativity
allows writers to reclaim their power, legitimize the cultural truth
encoded in the way in which they speak, and acknowledge the hu-
manity of the body that wrote the words. As a young female thinker, a
mixture of two browns (Indian and Mexican), raised by a black family
in a predominantly white area, educated in an elite New England prep
school and completing her bachelor's degree at a world-class Anglo-
phone university in Montreal, my identity is shaped by all of these
different and dissonant cultures. I want to see the human hands of
these cultures reflected in their knowledge-making institutions. I want
to feel the lived-ness of identity politics emerge from the writings that
seek to interpret them.
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"North my lov_e north": Natural
Maps and National Myths in
Henry Beissel's Cantos North
By Amy Miller
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an canvas of a land," the speaker

states, "hung tattered at the top from fixed pole/ and stretched be-
low along a single latitude/ taut into the framework of two oceans"
(I.1-4). The careful reader will immediately recognize this sprawling
landscape as Canada, but the speaker makes clear that this is not the
Canada ofToronto or Montreal, nor is it the sweeping prairies or the
Maritimes or even the Rocky Mountains; the Canada described - of
"fierce white and random green geography" (I.23) - is, as the title sug-
gests, that of the high North.

This Northern preoccupation is not at all unique, as Beissel
plays upon a cultural tradition that locates the heart of Canadian iden-
tity in the uppermost regions of the country, despite the fact that very
few Canadians live there, or even ever visit it. It is almost impossible
to discuss the so-called "myth of the North" without drawing upon
the work of one its foundational scholars, Sherrill Grace. Though her
exploration of the Northern myth - much ofwhich is contained in her
book, Canada and the Idea ofNorth - is both rigorous and complex,
there are two main points upon which we may rely for the study of
this poem. The first (and most critical) is that the North is, above all,
not a real region but an imagined space, both a creation and inexplica-
ble part of the Canadian mental landscape. The North is not a natural,
real phenomenon, Grace writes, but has rather "accumulated a wide
range of fascinating, contradictory associations, a set of familiar, com-

pelling stories, a particular rhetoric and an aesthetic ... a constellation
of stubborn stereotypes and seemingly intransigent exclusions" (15).
These stereotypes are great and varied: they range from the idea of
the landscape as barren, blank, and hostile - a desolate, snow-covered
expanse in which man is always under threat of death

- to the com-
panion idea, that the North is a space devoid of people, save for those
who chance to travel there.

. It is the second stereotype that is the most culturally insidi-
ous, as it constitutes an active erasure of the indigenous peoples for
whom the North has always been home. Too often in our literature

-
and in our lives - Canadians forget that the North is not only a space
f?r self-discovery, but the homeland of people who have lived

there

smce long before the first explorers ever set foot in North America.
Portrayals of these peoples rarely make it into literary depictions of



the North, and when they do, they are often reduce? to small :olesor cheap caricatures, never given a true voice of their own. This has
the effect ofwhite-washing the North, making it a space of Southernfantasy and not lived reality. It is this stereotype agains? w?i?h Beis:sel writes back with the greatest rigor; while the indornitability of his
Northern landscape is similar in texture to the stereotypes articulated
by the Northern myth, Beissel's North is consciously atypical i? itsdepictions of the North as peopled by Indigenous peoples and mter-lopers both.

In addition to the theories ofGrace, another critical aspect ofthe mythic North - and its role in the definition of a national, literary,and cultural identity - is the at times overwhelming emphasis on s.ur-vival. In the articulation and explication of this theme, it is impossibleto ignore the work ofMargaret Atwood, whose critical text Survivalhas become a seminal work in the Canadian literary discourse, par-ticularly in how it examines the nordicity ofCanadian consciousnessand the tendency for Canadian literature to emphasize the strugglefor survival against the landscape over all else. Our stories, Atwood
.writes, are filled with an "almost intolerable anxiety" - they are stonesnot of "those who made it but those who made it back, from the awfulexperience - the North, the snowstorm, the sinking ship - that killedeveryone else" (2). Here, particularly in her articulation of the expe-rience ofman vs nature (or North), she is borrowing from NorthropFrye, whose theorization of a particularly Canadian "garrison mental-ity" - walling yourself off against the threats of the natural world - isone of the most influential characterizations of our national literature.However, Atwood adapts Frye in a way that is particularly useful toan assessment of Cantos North by emphasizing the totalizing perma-nence of this settler mentality. After each trial, the survivor has "notriumph or victory but the fact ofhis survival; he has little after hisordeal that he did not have before, except gratitude for having escapedwith his life" (3). This idea, that one's greatest hope is to simply sur-vive, becomes central to the speaker of Beissel's poem: canto aftercanto, we are given images of struggle, images of survival. And yetwhen we turn up at the end of the poem, even though we are present-ed with a fairly unified portrait ofman and nature, there is no sense
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un?er the ?implistic and often reductive perception of one unified
national history.

It is easy to see at .this point in the progression of the poem
that we are rn:v?r located m one perspective; the "I" of the speaker is
constant!y shifting, refusing to identify with one person or even one
perspective, ?nd so as soon as we think we have been settled in the
se?ler n?rra_tive, we are introduced to something else entirely. The
shift begms m th? fi?h canto: "1:fow to Build an Igloo/ Into History,"
wher? the re?der i? given.a.n intimate view of the Inuit way of life in
the high Arctic. This traditional lifestyle is not merely described but
celebrated; the speaker compares the achievements of the Inuit to
so?e of the greatest creative achievements in all ofWestern cultur-
:!i1f::':· :a:?n ?efore H_omer could drink to the se? w.ith his eyes
no . .
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The overwhelming power of nature is compared several times to
winter, each whose "paths glitter with the icy designs/ of conquest"
(XIII.62-3). However, there is the suggestion of a symbiotic relation-
ship between the Indigenous peoples and the land: despite the chal-
lenges of nature, they grow "heroically against all the odds/ of history
and winter" (VIII.10-11). Keeping with a pattern established in ear-
lier sections, canto eight has a kind of refrain: after each stanza, the
speaker consciously reinforces the impermanence of humans as com-
pared to the endurance of nature. "Oh sun, you remain forever and we
must die" (VIII.13), says the speaker, and this sentiment is repeated
in reference to the moon, stars, earth, and other natural components.
There is the sense throughout this canto that even the most seemingly
intimate relations between man and nature are still not quite close
enough; that at any point, the balance may shift, and nature reveal the
upper-hand ofwhich it's been in possession all along.

As the poem progresses, the speaker continually reminds us
that all people in and of this nation - Indigenous, settler, or other-
wise - are subordinate to the magnificence and power of the land,
and it is in this shared subordination that all the people of this nation
find common ground. The speaker shows the reader that, though
Indigenous peoples have a special relationship with the land - having
lived on it for many thousands of years - they too are in a sense im-
migrants, having been delivered by history in migrations "so ancient
not even archaeologists can read them" (III.77). Here, "all beginning
is arrival," even for the "hawk-nosed hunters who never knew they'd
come/ to haunt a continent a thousand generations/ before a dream
of pioneers became a nightmare" (III.60-62). The land is solitary,
impenetrable; even those who seem native to it are themselves occa-
sionally rendered senseless by its variety and its vastness. The land
will not yield to anything, not to "imperial command or to the m?rch/
ofboots" (VI-42-3), or even always to the skilled hand of the native;
rather, it bestows "its fortunes and misfortunes with no reference/
to merit, measuring out the seasons equally/ to all who make thei.r
home and stead in it" (VI.58-60). In this way, the North is not object,
but subject: it "discovered us/ fell upon our vanity/ with tomahawks
of ice" (III.64-66). As the speaker continually reminds us, this land



is "large enough to crucify us all" (IV.69); even when you have begun
to feel at home, you are constantly made aware of your dislocation,
forever reminded that there is a wilderness and power to the land that
cannot ever be fully tamed.

While Cantos North is, at its heart, about the Northern land-
scape, its power ultimately comes in the recognition that the North is
more than just landscape, insofar as it is anything at all. In the twelfth
and final canto, titled "Singing the North Into Love," the speaker
comes to recognize that though "[l]atitudes and longitudes run cir?
cles round the north," they can never truly "take the measure of this
land" (XII.6-9). The speaker, at this late point, reveals that he is the
true voice of the North, but we see that in him are embodied several
distinct and differentiated voices. He is at once the voice of "Edward
the prince whose tongue/ was a cat o' nine tails" flogging his men until
they mutineed" (XII.68-70), but also the voice of "Tatanga Mani/
[who] speak[s] for all/ the tribes whose treaties you have broken"
(XII.107-108), and that ofUvavuk, whose "tongue can pierce/ the ice
circle that holds [his] people" (XII.129-30). He even speaks for the
landscape itself: he is "[s]ong of river. Song ofbird./ Song of silence/
never heard in the steel and stone/ woods of our cities" (XII.88-91).
This North is plural, polyphonic, resistant to reduction.

What the speaker presents at the end of the poem is a kind of
unity of life and landscape: unlike much of the previous literature,
there is a sense in this poem that the North speaks for itself, not in
one unified voice but in many. Perhaps it is for this reason that Sher-rill Grace - after taking stock ofwhat seems to be the entire Canadian
literary canon - celebrates Cantos North as the only Canadian "great
epic poem," though she also insists that it is, at its heart, a love poe?1
(267). The speaker - or, rather, the speakers - are at once the heroicnavigators of the epic and the sweet-tongued lyric lover. I would arguethat this odd pairing is what makes the poem so characteristicallyand unfailingly Canadian. There is, as Atwood articulated, the senseof struggle, of survival; still, the speaker knows to "praise the north/where all life converges/ to open out again/ into another mystery"(XII.143-46). One cannot ever be off-guard: a reverence to the land-scape must be paid, and even then, there are no guarantees. However,

th' necessary reverence is also a kind of adoration. In the final stan-
za'.sthe speaker refers to "m? love and my north" (XII.159), a love that
is more rewarding for its bemg borne out of struggle.

. .

Beissel recognizes that the North - our No?h - is mher?ntly
polyphonic, not just in the number of voices that. rmg out from Its
heights, but also in the timbre and texture,?f their u??erances. In ?he
final lines, we are hit thrice with the word between, the speake? s
unsubtle attempt to make us see, finally, what he has been showmg
us all along. The speaker closes the poem with the assertion that ?e
sings "winter/ for forever into spring" (XII.160-1). To be a Canad?an,
he suggests, is fundamentally about polari:ies, the greatest ofwhich
is that between struggle ofmetaphorical wmter - barrenness, deso-
lation, and threat - and spring - unrelenting, ?eautiful, and full_of
potential. You exist in the reality of one, knowmg that the other is for-
ever overhead. To live in this country is to always be pu!led between
two things; the sublimity of the landscape has us stuck m some gre?
and terrible rapture, somewhere between fear and love, struggle an
survival.
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"Mother I am": Patriarchal
Resistance in "Parturition"
By Lauren Wildgoose

I

n "Moths and Mothers," Tara Prescott describes the "profound shift"
in consciousness that the speaker in "Parturition" achieves through
childbirth (Prescott 208). I argue that the "profound shift" the
speaker experiences is not merely an enhanced self-awareness, but
also an entrance into a state of being that transcends utilitarian func-
tionality to reach a meaningful connection to the universe. Through
this transcendence, the speaker actively resists patriarchal definitions
ofwomen's potential. Loy includes both the voice of society, with its
masculine-oriented thinking, and the female speaker to suggest the
possibility of transcendence through childbirth. Her integration of the
former perspective represents patriarchal imposition of a definition of
womanhood: that of a nature grounded in the realm of the practical
and bound to functional, other-oriented aspects ofmotherhood and
femininity. Loy constructs this voice through the use of language as-
sociated with the "masculine" fields ofmath and science, allusions to
the divine, and movement depicted through sensory language. Loy's
female speaker, on the other hand, describes the process of childbirth
as a means of resisting this very definition of feminine potential and
thereby achieving transcendent, empowered being, using anaphora
and language evoking the cosmic to do so. Thus, through Loy's juxta-
position of the distinct perspectives ofwomen and the patriarchy on
childbirth and the nature of femininity, she presents the experience
of childbirth as a medium to resist patriarchal society's definition of
women's role as utilitarian by enabling them to fulfill their potential
as cosmically significant.

Loy's view of childbirth, and its potential for women to achieve
a connection to the cosmic order and a transcendent existence, is
in part communicated through lineation and language evocative of
universal themes. One instance of this strategy appears in the twelfth
section. The lines "Mother I am / identical / With infinite Maternity"
offer a double reading, suggesting that the speaker is simultaneously



!nnouncing h,?r new role as? mother (if read as the separate phrase
Mo.th,?r I a°:1 ) and ?dd_ressi_ng her own mother in declaring that
she is Identical IWith mfimte Maternity" (if read with a break after
mother rather than aft?r "I am") (Loy 96-98). These layered meanings
suggest a _sense of c?ntmuat10n across universal time facilitated by
the expenenc: of childbirth and motherhood. The speaker is able to
assert herself i? her new role as a mother, to reach across generations
an? connect With her own mother because of her new ascension to the
un?versal or?er that motherhood has offered her, and to seamlessly
fit mto the timeless cosmic significance of "infinite Maternity." This
?essag_e of empowerment through childbirth and motherhood is con-
t?nued m the following lines, where Loy's characteristically unconven-
tional typograp_hy adds significance to the line breaks and to abstract,
language contamed therein. The words

"Indivisible I Acutely/ I am absorbed/ Into" (Loy 99-102)each occupy their own indented line, creating a sense of continuationand ascent that con:plements the words' connotations of universalityand grand scale. This accumulation of ideas ends with "Into " which
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a ,,ers new role as child bearer and mother The term "repro-

t::s1;?ke:1::ii:':?es a process of universal co?tinuity, ofwhich
concepti?n of reprod?:?i?:::<lr?:re?t::?hs::;;;?;c:1?;;c:?I::
:::?f::\???i::1?tion of the speaker's ascension to universal
with the definition ofm 0? to forc?s beyond herself contrasts sharply
archal socie Th. ?t erhood imagmed and enforced by patn-
well-situated'

18 tension pr?sents the experience of childbirth as
emphasizing i?s

a means ?f resista?ce to this patriarchal constraint,
The ide: i??;?nng cap?c1ty. .

motherhood i furth ?g cosmic potential through childbirth ands er remforced in the following sections through
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anaphora. Both the thirteenth and fourteenth sections begin with
the line "Rises from the subconscious" (Loy 105, 111), though the
final word is hyphenated ("sub-conscious") in the fourteenth, and
the second lines of both sections begin with "Impression of...

" (Loy).
This repetition emphasizes the idea of the cycle of life the content of
the sections evoke. As Prescott points out, the speaker is attempting
to "find a possible metaphor for her situation" in the natural world
(Prescott 206). In a series of semi-solidified images "ris[ing] from the
subconscious," the speaker imagines herself first as a mother cat with
her kittens, and then a "small animal carcass" (Loy 112) covered in
flies. Her sequential and equal consideration of each image, the first
embodying new life, the second stagnant death, is underscored by
the repetition of the first line of the section, indicating her acceptance
of the full cycle of life. By engaging with the cycle of life and death
through this acceptance and through imagining herself as part of that
cycle, the speaker inserts herself into the order of the universe. This
achievement exemplifies Loy's imagined transcendence ofmale lim-
itations on femininity to fulfill a cosmically significant potential for
being through childbirth.

Loy juxtaposes these descriptions of existential empowerment
with the masculine perspective on female potential, thus revealing
the oppressive forces women must resist. Her employment of scien-
tific language to discuss the experience of childbirth in "Parturition"
represents patriarchal society's attempts to suppress women's connec-
tion to forces beyond themselves and thereby to reduce their potential
role to concrete, utilitarian functionality. In "Moths and Mothers,"
Prescott claims that Loy's use of "language of the sciences ... and terms
from 'masculine' fields of study" empowers by foregrounding female
experience in childbirth and by presenting childbirth as an "important
phenomenon worthy of serious observation" (Prescott 199). However,
I.argue that the use of scientific language in a discussion of an expe-
rience unique to women in fact imposes a masculine worldview on
the female experience and controls women's possibilities for being.
Loy's decision to integrate this type of language into her expression of
the uniquely female experience of childbirth can be interpreted as a
representation of the imposed patriarchal definition ofwomen's role



as strictly utilitarian and without true agency rather than as capable of
accessing cosmic significance or the realm of the abstract.

One instance of Loy's use of scientific language occurs in the
sixth section: "Pain is no stronger than the resisting force / Pain callsup inme/ The struggle is equal" (Loy 23-26). In this sequence, Loy
characterizes the speaker's power to combat the overwhelming painof childbirth as "resisting force," which, as Prescott notes, evokes
processes studied in math and science (Loy 23, Prescott 199). Thisscientific description of the female speaker's experience is combined
with a line break that separates this "force" from the speaker, and itssentence construction - "Pain calls up in me" - places the speakerin a passive position instead of giving her agency in summoning that
force. Thus, Loy presents the female experience of childbirth, via thelanguage of "masculine" sciences, from a masculine perspective thatemphasizes women's passivity and physicality rather than their pow-er to exert "force" or to participate actively in the abstract. Scientificlanguage appears again in the tenth section: "And the ego succeeds inunifying the positive and negative/ poles of sensation/ Uniting theopposing and resisting forces" (Loy 61-3). This objective descriptionof the speaker's pain at the height of her contractions obscures herinner experience as well as her agency by transposing the sensationinto impersonal scientific terms that privilege a traditionally mascu-line understanding. It also demonstrates the limitation of femininepotential to concrete modes of experience by placing her experience inabstract terms that suggest her exclusion from them. Thus, scientificlanguage serves not as an empowering appropriation ofmasculineterminology, but also as a way of imitating the attempts at possessionand control ofwomen's potential.
.

Loy's invocation of religious language in the final section sim-ilarly suppresses women's connection to and agency in forces greaterthan themselves to limit their roles to quotidian functionality. Withthe lines "-Man and woman God made them- / Thank God," Loyplaces women in the context of divine will and hints at a connection toa greater force (Loy 132-3). However, by expressing this connection interms of ';omen's ?ractical use to humanity, Loy conveys the notionofwomen s potential that patriarchal society would have imposed

ated The speaker mentions that the word? w?re '?heardand perpetu .

) ting that they represent institutional,in a church"ato:??{e?t!1i?es. After announcing this so?i?tal_ voice,and£presum
Js women's reproductive usefulness by positioningLoy oregroun

d . . women's nature as part"woma_n'.' as a counterpartJ?::n; c?Î{???1s this female identity forof? pamng cap:bl? of ?r?l tha?ks God from a societal perspective in
;:t?;n:p?:?::;:??0;women's nature as entities in themselv?
or as entities capable of transcending utilitarian roles to become pa
of the c;?::?:e:?, Loy's suggestion ofmovement through se?sory
language in the penultimate section further illustrates.the patriarchal
definition of feminine nature as grounded in the prac??cal and mu?-
dane. Prescott interprets the "wom[e]n-of-the-people to repres??h
the speaker's servants possibly imagined as nuns, who surroun

h
e

speaker following her ?eturn home after giving birth (Loy 127).
th
e

likens their movement to that of religious figures, and suggests t at
Loy is "emphasizing the difference between the very human servants,
and the.speaker" (P?escott 207). However, these wo??:?:?lda???r-exemphfy a conception of all women from the perspe P
chal society that counters the empowered consciousness the speak-
er describes up until that point in the po?m. By dep?cti?g wom;e:sionthrough this lens, Loy demonstrates patriarchal socie_ty s su?p.
of their connection to a heig?tened existe?ce ?nd th;1? restr?!}??!?the realm of the domestic. First of all, their epithet, woma?

.people," conveys a practical nature oriented toward q?otid1a?:?bes
to others rather than one capable of the type of self-discovery
speaker describes achieving through childbirth. Loy's language to.de-
pict these figures uses a variety of sensory cues to sugg?st constramed
movement that mirrors the .restrictions patriarchal society places on
women's possibilities for being. The description of the women "[t]
ip-toeing the red pile of the carpet" evokes a visual image of a figure
in painstaking motion, an aural impression ?f silent :?otsteps:, a?i atactile impression of feet pressing delicately mto the red pile C Y
125). The combination of these sensory images expresses a sense ?f
physical constraint that not only echoes the restricted state of having



a definition ofwomanhood imposed on them, but also echoes the par-
ticular conditions of that definition: being grounded in concrete facts
of daily life and domestic duties rather than the empowering aspects
ofmotherhood and femininity. The following line reinforces this im-
pression. The "hushed service" evokes a similar muted aural image tothe previous line, which combines with the idea of an other-oriented
role to further illustrate the patriarchal limitations on women's nature
(Loy 126).

The constrained sensory language in this section contrastssharply with the language that pervades the rest of the poem and itsdescription of the transformative experience of childbirth. Loy usesverbs like "rises," "races," "exceeding," and "climbing" to create asense of free, active motion rather than the physical and existentialconstraint suggested in the second-to-last section. Loy's use of cosmiclanguage, such as "infinitely" and "contents of the universe," also con·trasts with the concrete, everyday images used in the second-to-lastsection like the image ofwalking across a household floor. This con-trast distinguishes the masculine definition ofwomen's role in societyfrom the feminine understanding ofwomen's potential for self-disc?v·ery. The servile, timid "woman-of-the-people" who function primarilyin the practical world of household duties embody Loy's depiction ofthe role society imposes on women, which she contrasts to the power-ful woman who achieves self-discovery and connection to the univer-sal order.
Loy's attitude in "Parturition" ultimately imagines childbir0and motherhood as an experience that enables women to fulfill theirfull potential in the universal order. She presents the particular forcesthat women must transcend to achieve this state of being as the pa-triarchal imposition of a strictly utilitarian, passive definition of theirnature. Her juxtaposition of this definition. communicated throughsc_ïentific and religious language and sensory depictions ofmovement,with the feminine definition of their possibilities for being and theirfulfillment of them through childbirth, expressed with cosmic lan-guage and anaphora, illustrates the nature of the resistance womenmust undertake by presenting the conditions that necessitate it. Thisallows the reader to understand why childbirth in particular effective-

e successfully in this resistance to achievelyenables.women to e?gag
h" wa childbirth is depicted as a waytheirma_x1mum potential_. In?l ??ate?fbeing, both in an absolute

?!?:::???:i:?:et::;??itations society imposes on feminine pos-
sibility.

Works Cited

Loy, Mina. "Parturition." The Lost Lunar ?aedeker: Poems o'. Mina Loy. Ed. Roger Conover.

Prescott,?:;".??,?=:?? t:??:r:?ii?:t??.; ?::r1?;i???r.'.??omen's Studies: An
lnterdisciplinaryJournal39.3 (2010): 194-214. Print.



"We All Will Be Received":
Exploring the Use of Cultural
Polyphony in Graceland
By Ford Donovan

Paul Simon's 1986 album
Graceland is an eclectic blend of ?i-

verse, seemingly disparate, musical genres and sty?es. ? Si-
mon's music began to slip out of pop culture no?onety m t?e

late 1970s and early 1980s, Simon immersed himself m the musical
traditions of South Africa - namely mbube and isicathamiya - to
reinvigorate his musical creativity and revive his artistic career. Ini-
tially a critical triumph, Graceland is Simon's most successful studio
album to date, winning the 1987 Grammy Award for 'Album of the
Year.' Simon began the project by spending two weeks in Johannes-
burg recording with local South African musicians, most notably,
Ladysmith Black Mambazo. Although the recordings were ultimately
finished and mastered in NewYork City and in London, much of the
album's sonic and lyrical content remains firmly rooted in South Afri-
ca; indeed, the emergence of the worldbeat genre evinces Graceland's
significant influence on popular music. The record is also frequently
heralded by critics for the introduction of new styles and approach-
e? to ?erican music (Tangari). Curiously, Simon himself describes
his motivations towards recording the record as purely "apolitical"
\?evo): Simon ?akes explicit that he did not travel to South Africa to
to
?,scnbe the plight and burden" ofblack South Africans, but rather,
.
[make] a really great record with really great musicians." Despite

?imon's intentions, the prospect of recording an apolitical album inouth Afnca during Apartheid was highly improbable.
are con?:;.gh Si?n's motives forwriting and 7?cording Grac1;lan?
multaneous\ctory ?e w?nte? to.mak? an apohtI?al record while si-
heid" (V

Y expressmg the md1gnation [regardmg] the sin of apart-
th t"

e?o) - he nevertheless produced a popular record
(Ga

provided an accessible look into black South African culture"reer 52).The ambiguous place that Graceland holds in popular
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music history asks listeners to .

ofart that borrows from other
??tstlon_w?ether a particular piece

other words, is cultural a ro ri
?res ." m?erently exploitative. In

cultural exploitation? Tri:h T
pM?tl?n, I? this context, a synonym for

theoretically supports this ess? ,t r;!a s ess?y "Not You/Like You'
or cel?br?ting cultural differenre l ary _claim: that art promoting
?xpl01tatJon. Ngugi's approach to t?e?

not mh?rently denote cultural
literature will be applied t

e problem oflanguage in African
and the title track "Graceland'tr

songs from the record, "Homeless'
Graceland represents cult I

o/emonstrate how Paul Simon's
to present many differ t

ur? po yphony: the ability of a piece of art
ment).

en voices equally and simultaneously (Nor-
Paul Simon attempted to .

separated by geographical s ac
posit Gr_a?eland as proof that cultures

commune with one another?r?;nd po?rtI_cal boundaries could still
fact tha_t South Africa was stratifie??

art1?t1c expression: Despite the
?epubhc of South Africa and ten bl

mto
.
eleven countries; the white

world community' did very little to
?ck tribal states," the supposed

t?e 1980s, Britain and the U it d
mtervene (Hamm 219). During

tlon? ?th imperturbable co:;i:e!tates not only ?pposed sane-
[poht?cal] pressures which it h

cy ?ut went so far as to "relax the
focusmg mainly on smalle t ?d prevrously applied" (Hamm 220),

administrations had estab?s?:de a?d
financial sanctions that earlier

mak? a statement against South °!1?0n
arguably tasked himself to

:spit? the UN cultural boycott tha??an o?p:ess?on through his art,

G;
artists from performing in South

pr?h1?,1ted mternational record·
aceland received significa t I

Afnca (Greer 5). Consequently,

:7:ase. In "?raceland Revisi?eJ? ??al
and political backlash upon its

mersed himself in [S th { arles Hamm argues that Simon
:!cally insular Paul Si??n l?i:?r:n] cultur? only to emerge with
inde:nd t:::ilents of the African musi:;d

that th? exploration of cul-

not ai
a signal of ?ultural exploitatio:ns

... for Simon's own aims"was

Black
yrnbol _of a:1istic communion b

(55). For many, Gra?eland was

used s:s.
?ite bmary in South Afric ut, rather, a re?ffirm_at10n of the

hein d1:1?n s record as evidence ofbt°
T?e ?pa'.;1heid regime actually

g istmctly separate from h
ack_ tribal (Hamm 54) music

0

t at ofwhite South Africans.

Although many critics have condemned Graceland for ex-

ploiting South African culture for personal artistic and financial gain,
Simon's engagement with cultural 'difference' on the record can be
construed as a celebratory act. As Trinh T. Minh-Ha explains,

"dif-

ference ...does not necessarily give rise to separatism" that is, the
"apartheid type of difference" (156). Speaking in more general terms,
Minh-Ha suggests that we can only evaluate whether or not difference
is used as an oppressive measure based on the "context in which an
act is carried out" (156). By this reasoning, Simon is not inherently
guilty of exploiting South Africa simply by travelling to Johannesburg
or by engaging with African musical tradition. Indeed, Graceland
should be viewed as a re-appropriation of the term 'difference.' More
specifically, the album can be heard as a celebration, and reconfigura-
tion, of cultural stereotypes typically used as vehicles of oppression.
For example, Minh-Ha writes how "for centuries and centuries, we
have been told that primitive mentality belongs to the order of the
emotional and the affective" (156); in essence, emotion and affect
are traditionally appropriated to identify a passive, primordial, more
easily subjugated 'other.' Affect, in other words, has associations
with weakness and inferiority. It is notable, then, that several reviews
of the album praise the "emotional response" (Denselow n.p.) the
songs evoke from the listener. Simon's record, in fact, dismantles

the

present connection between affect and oppression by celebrating
the

heterogeneous affective experience of listening to a piece ofmusic,

the:eby enabling multiple voices to be heard simultaneously. The ex?
penence of listening to the album is arguably affective and, as such,

It

provokes communion between artists and audience. Simon
evidently

?ttempts to summon a sense of common, human "feel[ing]
and pai:tïc-

ipatilion]" (Minh-Ha 157), to present cultural difference
as somethmg

worth celebrating.
Though the record works on an affective level to

acknowl-

edge these cultural differences at once, Simon's 'speaker'
on the al-

bum assumes a rather contradictory persona. To
accommodate both

American and South African musical traditions,
Simon must assume

a hybrid identity as both an American and African
performer. In a

sense, Simon wishes to place himself as "not quite
an insider and not



?uite an outsider" (Minh-Ha 157) to juggle two musical traditions
SIIDul!aneously. Though Simon puts himself at risk of inadvertently
speaking on behal?of ?°:other culture, he mitigates this risk by recog-
?izmg hi_s own subjectivity at work in the album. Simon draws atten-
tion to his own observations of the world through personal anecdotes.
GraceJa.nd, then, is Simon's impression of two musical traditions
c?-existmg polyphonically - an artistic recognition that cultural
diffe_re?ces ,?annot be reduced to distinguishing between "outsider
:?????JJ?al(Mi?h;Ha 1?7);. r?ther: the? are fluid and a p_roduct. of

" .
artists subJectIVIty. Simon s awareness of his role m

?he 'production ofmeaning" (Minh-Ha 158) on the record- that
????sn::?????:wareness of?? se_lf-reflexivity of representation is
such as "Gracel}h

??e.album s intimate and personal focus o? songs

ture to a ro ??- Simon _does. not attempt to reduce an entire ?ul-
mant?cized and simphficatory postcard snapshot - hem-

;:r:!?:?:;::i:?1s
subjective im?ressions of South Africa as explicitly

stud f 1

· Furt?ermore, Simon constructs Graceland as a case
cult!r?/;?i???mumon that c_an exist between two distinct artistic
b d

ea of commumon, of cultural polyphony can be best
?
serve o?, the tracks "Homeless" and "Graceland."

'

r:???:s?h:he seventh song on ?raceland, is an entirely a cappella
isicatha!i a !sus?

the S?mth African musical styles ofmbube and
melody ca! serv? a::ry mfluences; the so:1g is evidence that musical.
pl di

culturally polyphomc force by addressing multi-
m=?-il?s?::;t:c??1;:t? tadition? sim?ltaneously. "Homeless" is pri-
refrain "we h 1

n fact, Simon s only lyrical contribution is the
lake." The r:i:of?:sess, homele?s/moonlight sleeping on a midnight
Black Mamba b d fng was written and composed by Ladysmith
from the Sou?oAfa? eater Joseph Shabalala, who drew inspiration
es the rhythmic a:?c::?Jral style of isicathamiya. The style embrac·
traced to the "A . _ic texture that, accordmg to Greer, can be
wop" (84). Inde?r?an mmstrel s?ow, the Methodist hymn and doo-
a "sign of a longea?d i;r:??:l ?elodies used on "Homeless" suggest
practice and the modern woal

1; entanglement of local performance
Simon's song suggest th ; d (Gre?r 84). This interpretation of

8 at outh African and American musical tra-
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<litions are inherently intertwined. Further solidifying this idea is the
use of the mbube choral style on the track, which is "characterized by
choral singing in complex, overlapping responsorial patterns" (Greer
106). The style draws from "both South African and foreign influ-
ences, combining ideas of European church singing with traditional
African choirs" (Greer 15). Emerging out of traditional African vocal
patterns of "call and response," "Homeless" establishes a dialectic
between African and American musical traditions (Greer 15). Not only
a recognition of shared experience, the song is an aural representation
of two cultures existing in figurative and literal harmony. "Homeless"
refutes critical notions that Simon's engagement with South African
musical tradition is culturally voyeuristic or artificial. Sonically, the
track works to exemplify the kind of cultural communion and syncre-
tism that Paul Simon sought to achieve with Gracelandmore
generally.

"Homeless" is also an example of Simon self-reflexively ad-
dressing the problems inherent in linguistic communication when
attempting to address multiple cultures at once. Indeed, by featuring
Zulu lyrics and South African modalities on the track, "Homeless"
epitomizes Graceland's resistance to the reductive presentation of
South African culture as merely an "extension of the west" (Ngugi 89).
In The Language ofAfrican Literature, Ngugi states "the choice of,
language and the use to which language is put is central to a people s
definition of themselves in relation to their natural and social environ-
ment, indeed in relation to the entire universe" (4). Though English
is the dominant language used on the album, the emphasis ?n Zulu
seeks to negate the "destruction or the deliberate undervalumg of...
culture" that naturally occurs when one imposes a foreign language .

on, or establishes a language hierarchy in, a particular cultu_re (Ngug:
16). Thus, Simon and Shabalala's creative choice to emphasize _Zulu
over English is a move to present South African music authentically.
Since language is an inherent "carrier of culture," performing

cultural

traditions in a language that is closely tied to those tradition?
allows

.

for the South African musician to speak in his or her own vm?e
(Ngugi

1?). _Though Simon and Ladysmit? Bl?ck_Ma?b?zo_are spe:?:gf:o
d1stmct languages on "Homeless, their linguistic differenc
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enable a stronger kind of cultural communion - each culture is al-
lowed to speak for itself, on its own terms.

The title track, "Graceland," exemplifies the album's poly-
phonic representation of culture from a more lyrical perspective than
"Homeless." In a discussion of popular music as poetry, William R.
Kenan suggests that "poetry is singing which makes its own music
out of the sounds and rhythms of common speech ... song lyrics may
be poems, too, but they must leave their vocalization and instrumen-
tation at the door when they audition." Indeed, when we close-read
"Graceland" as we would a traditional poem, it becomes clear that
Simon places emphasis on his own experiences as an author. The
line, "I am following the highway through the cradle of the civil war,"
suggests that Simon is embarking on a personal journey to explore his
own country's history of race-based oppression. Instead of speaking in
universalities, however, Simon draws attention to his personal expe-riences and anecdotes; the "[loss of] love" that Simon has experiencedin his own life addresses cross-cultural themes such as alienation and
exile through his own personal lens.

The lyrical content of "Graceland" articulates a cultural com-munion and self-reflexivity that calls upon musical memory. In"Graceland," both the lyrical and sonic textures interact to bridgeSouth African and American histories, while establishing an im-mutable connection and a sense of shared affect. Simon explains thatSouth African-born guitarist Ray Phiri's lead melody on "Graceland"is the product of "his impression of country music from what he re-members from childhood" (Vevo). Indeed, Phiri's memory of countrymusic "contributes to a musical texture common to both Americanand South African music" (Greer 34), further suggesting a cross-cul-tural dialectic between musical influences. Thus, the recording pro-cess of "Graceland" was one ofmutual interpretation of sonic memoryon the part of the musicians; the final result is an album that rep-resents two cultural experiences simultaneously.Although some music critics viewed Paul Simon's Gracelandas an expl?itati?n of South African music and culture, the arguments?resented in this essay have demonstrated that recognizing differenceis not necessarily inherently an act of exploitation. In the context of

s· on's record cultural difference is celebrated - it ?xists t? u?iteun
. is arate cultures and histories on the basis of artistic com-see?mgl;d

l?imon and his South African collaborators Joseph_ Sha-
:.??::?d?y Phiri created a record ?at is culturally polyph?mc: a

fvivid depiction of two distinct culturesma call-and-re?ons? ;?m o

conversation. In creating a work of art that embr?ces ?di:;;, ?us??-ence for a newly expressive and popular genre_of wor
f b quentPaul Simon established a channel through which scores o sultse

1musicians and artists would work to express and embrace cu ura
harmony.
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Cultural Performance, Magical
Bodies, and Encounters with
the Other:Analyzing Race in The
Book of John Mandeville and The
King of Tars
By David Helps

The concept of race in medieval studies has a complex
history in

which scholarly arguments have often been bound to their sensi-
tive historical situations. The histories of academic racism have

made scholars averse to applying the idea of race to the medieval pe-
riod. To suggest race was present where it had been assumed absent
was tantamount to legitimizing race as a mode of classification. The
consequence of this, for medieval studies, has been a rejection of race
in research on literature of the period in question. The traditionally
dominant school of thought argues race is a purely modern concept,
a product of nineteenth- and twentieth-century science and politics.'
Arguing against this are scholars for whom primordial concepts of
race predate modernity.2

I argue that to view medieval texts through the lens of race is
not anachronistic, at least in the case ofEngland. Two fourteenth-
-century English texts, The Book ofJohn Mandeville and The King of
Tars, provide a worldview comparable to what we now call race. Each
of these texts features encounters with the Other which include

exam-

ples of difference being bothperfarmed through cultural rituals, and
externally coded in bodily markers ofOtherness. The texts' respective
narrators racialize characters through placement within theological
hierarchies, comparisons to beasts, proto-scientific theories of

differ-

ence, and observations ofmagical phenomena surrounding the
body.

?ord, Race: The History of an Idea in the West(Washington: Woodrow Wilson
CenterPress,1996).

.

2 For the most contemporary summary of this debate, see Jeffrey
Jerom? Cohen, "Race," in

A

Handbook of Middle English Studies, ed. Marion Turner. (Malden,
MA: W1leyB1ackwell, 2013),

109-22.



Let us fi?st address the issue of anachronism. As Jeffrey Je-
rom? Cohen P?mts out, the most obvious difficulty in historicizing
race is semantic: "Although race is etymologically related to Latin
and_roman?; terms denoting descent, the word has no exact medieval
eqm?alent. :or th!s ?eason, ?any scholars resist using the term.'
C?ns1?tently, [rjacist ideologies are associated with the pseudo-
??:t:tifi?}heones and taxonomies ?hat ar_ose in the late seventeenth

ry. I?an Hannaford agrees: theories of race ... are inventions

?!?:n?:times and st?m fr?m the combi1;1-ed co_ntributions of ?hys-pology, the biological and chemical sciences and varioussubbranches ?fhi?tory."5 But to posit 'race' as a product of a certain
de_velopme?t m sc1e?ce is to assume that medieval people did not per-
ceiv? and give ?eanmg to differences between bodies. As an analog,
co_nsi?er other mstances of pseudoscientific theory predating actualscientific knowl?dge. The narrator in Mandeville needs no zoth cen-
:??n?er?tandm? of geography in order to imagine the shape of the
or · Similarly, his use of astrology is long outmoded but does notmean ?e was not still imagining the universe around him. The people
?fmrn:!:t;?l ;??land lacked the tool? of genetic theory, Social ?a?n-

. ? s but they hypothesized about the sources and impli-cations of difference nonetheless.

ern int?f:??st?s of race a? a modern concept springing from mod-

naford Enli : t ough: are ma?equate for my p??ose?. For Han-
.

, g tenment era notions of race are distinguishable from
revious concep?s ofOtherness because "the works of English and
id the

romantics [were] broadly linked to the idea that character
:1th:h:t;??::?tnd

physical expression of it, could be distinguish;d

texts in uestion a?d
features of the f?c? and expression,"? but the

More infine with
g {e us rea?on ?o revisit such a strict periodization.

that in medieval E?
ese te;ts evidenc?,. John Block Friedman argues

with moral olariti
rope, color polarities ?ere easilr interchanged

.P es, and the blackness of immorality contrasted with?17.
4 Lampert-weiss?g, Medieval Literature, 68.
5Lampert-We1ss19,Medieva/Literature 686Hannaford, Race,8.

' ·

?Hannaford, Race,232-3.

the whiteness of salvation."8 Identity has been shaped and
manipulat-

ed over time, with clear historical breaks difficult to impose without
obscuring the identity formation process. ,

In The King ofTars, a sense of race develops out of the texts
world ofbinaries: light and dark, black and white, Christian and Sar-
acen. These distinctions have a utility to them: European-Christian
identity is constructed in opposition to what it is not-Saracen. Other-
ness is by definition and design, a relationship to a normative group.9
In this Othering arrangement, the 'normal' or 'typical' condition is
normal because it is not Other. To a lesser extent, encounters with the
Other in The Book ofJohn Mandeville are also opportunities for the
narrator to situate himself in a strange and at times unsettling uni-
verse of diverse peoples and practices.

The King ofTars establishes its bipolar universe from its first
lines. The text begins with a war between a "trewe Cristen king" and
an "hethen heye lording."? Phenotypic otherness buttresses this
moral-religious polarity. The king's family's whiteness is empha-
sized throughout: his wife is "white as fether of swan" and "non foirer
woman might ben" found." The king's enemy is a war-mongering
"Sarazin"12 sultan from "Dames."13 In the Middle Ages, the category
of Saracen was not straightforwardly defined, but rather formed at
the intersection of culture, religion, geography and bodily difference.
The category was composed of several "tangled relationships between
'theological' and 'biological' notions of race in both the premodern
and modern eras."14 Non-Muslims were included as Saracens, sug-
gesting that these constitutive criteria were conflated, or perhaps
taken as mutually dependent." That physical and cultural di?erence
was so difficult to separate suggests a category closer to what is con-?nderstood as race.

: .:?i:i:????????;?i???:?:/1?!·gining Race in Late Medieval England," in Meeting the
For-

????:?n?i?11a:tÂu?iin?!??e:; ?;:s;_?? ??::n:f????t??1:,;t,.';,??i??!;fo11ection,
Edinburgh,112.
11 "TheKingofTars," 712.

?; ::;?: ?:?? ?? ?:?:::: :?·

?: ?????.?.-:?=?.Ï;·1?edieval
Literature, 689.
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19Mandeville,254_7_
20Mandeville,260-2.
21 Mandeville,268-?1
22Mandeville,234-S.

·

only hears about, from "Great Chone" to the
Amazon.23

That Otherness is a cultural observation does not mean it is
not

racial. Bodies, as mediators of culture, act as sites for the
performance

ofOtherness. Andrew Tyrrell argues the body "is intimate to every
aspect ofhuman lives-nothing that humans do can be removed from
the intervention of the body."24 Bodies are both "physical" and

"imag-

inary."25 ThatMandeville is a travel narrative also reasserts the body's
primacy. As Geraldine Heng observes, "Audiences of travelogues are
conditioned ... to expect the exotic/erotic," particularly exotic bodies
representing the exoticness of the unfamiliar world.26 TheMandeville
narrator provides examples ofwhat John Block Friedman elsewhere
refers to as "legendary races," made from "fictions and distortions of
actual customs."27 As these scholars argue, Otherness is cultural, but
when mediated through perceptions ofbodies it takes on connota-
tions of race.

It isworth considering the religious binary in The King ofTars
in this light, as religion was the central cultural expression ofmedie-
val life. The Tars binary evolves nearer to one of race, or more accu-
rately, religion as race. The king's daughter has a beautiful, pale com-
plexion known throughout the world. 28 Yet the sultan who hopes to
marry the princess is repeatedly described in terms of darkcoloured,
ugly animals: alternately a "hethen hounde"29 or "wilde bore."30 His

?eas?ike appearance is continually associatedwith his violent and
irrational behaviour and religion. Each time he is rebuked by the

prin-

cess, he lashes out, including ripping out his own hair and beard" and

?6-92;2792-7.
24An_dr?wTyrrell, "Corpus Saxonum: Early Medieval Bodies and Corporeal

Identity," in So_cial

Jdent,ty m Early Medieval Britain, ed. William O. Frazer and Andrew Tyrrell, (London:
Leices-

ter University Press, 2000), 137.
25îyrrell,"CorpusSaxonum,"137.
26 Geraldine Heng, "Eye on the World: Mandeville's Pleasure Zones; or,

Cartography, An-

thropology, and Medieval Travel Romance " in Empire of Magic: Medieval
Romance and the

Politics of Cultural Fantasy, (New York: C;lumbia University Press, 2003),
243.

.

27 John Block Friedman, The Monstrous Races in Medieval Art and
Thought, (Cambridge,

M?;Harvard University Press, 1981), 197.
28 TheKingofTars" 19-24.
29"TheKingofTars1"93.
30"TheKing ofTars1"97.
31 "TheKingofTars:,.99-101.
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tan and convinces him she has converted to Islam to end his war of
vengeance against Christendom.43 Her piety is twofold: she remains
covertly faithful to God and also does so to "save Cristen kinde."44 She
makes this decision while "clad all in palle,"4s and later her white body
is g.iven as a sign of her piety. 46 Taken together, the princess suggests
whiteness and Christian moral goodness are synonymous. The sul-

?an's hairy, animalistic blackness is the physical, moral and religious
mverse. Here again, culture is embodied and prefigures the tropes
ofmodern ideologies of race. The King ofTars is thus indicative of a
larger process of racializing in the context in which it was written.

?he conflation of physical characteristics, moral character, and
the ability for reason can be seen in The Book ofJohnMandeville as
?ell. The innumerous descriptions of sensational peoples in the text
m.clude people without eyes47 and tiny men who live off the smell of
wild apples.48 These strange sightings are not distinguished from what

??t have been equally strange morphological phenomena like the
.
right_black" people of "Ethiope."49 These peoples, and the places they
inhabit, are each fascinating to the narrator. But the text does more
than observe an intersection between territorial zone and somatic
difference. The Mandeville narrator theorizes about the link between
location, morphology and moral character in "Ynde." The men there,
he believes, "dwelleth under ... Saturne" and "therfore men that dwel-
leth under hym and that climate haveth no good wyll to mech styryng
aboute."50 The narrator's astrological-climatological understanding of
culture is a corollary to later race science. Explicit are all the

qualities

of concepts of race familiar to a modern reader: the assumption
of

group homogeneity,51 a physical distinction between this group
and

?rs"229-31243-52.

? ::t?: ;?;g?11?if}J}l
47Mandeville, 1890-1.
48Mandeville, 2639-40.
49Mandeville, 1496-7.

;? ?:en????eg;n5e?:!??umption is further evidence by the shifting
location of -vnde": i? is

associated at various times with northern, eastern and
western Asia, and even .east

Africa.
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no good: "Yete lay the flesche stille so ston."58 The sultan's religious
impotence brings him to the worst of all his violent outbursts.59 Placed
next to the image of day and night which follows," the black-white
polarity again becomes associated with moral badness and religious
inferiority.

The princess then takes the child to baptize it, "And when that
it cristned was/ It hadde liif and lim and fas."61 The child gains flesh
and limbs, and is said to be the fairest in the world62-recalling the
descriptions of the princess and her mother. Against this, the sultan's
religion is said to be not worth the bristle on a pig's back-another
comparison to a black animal.63 The princess follows with a genealog-
ical argument inwhich religion and culture are inherited, but change-
able: the child will not be his until he himself is baptized.

64 The sultan,
convinced by this embodied miracle, agrees and rises "when it was
light of day" with new white skin, purged of Saracen qualities.

65 "His

hide that blac and lothely was/ Al white bicom thurth Godes gras/
And clere withouten blame."66 "That on Mahoun leved he nought/
?or changed was his hewe."67 Morphological change brings a

reversal

m behaviour. He becomes pious and saintly in appearance, and uses
violence only agaisnt those who refuse to be baptized.68

It has been shown that by the fifteenth century, people won-
dered whether conversion could change the fundamental differences
between people.69 The King ofTars is explicitly an example of such
wondering. Yet we should not read the text as offering a means

of

overcoming racial distinctions. Rather, the sultan's racial mobility

?rs,"659-60.
59"The King ofTars,"637-57.
60"The King ofTars,"618.
61 "The King ofTars,"769-70.
62"The KingofTars,"771-7.
63"The King ofTars,"793-8.
64"The King ofTars,"808-10.
65"TheKingofTars,"907-9.
66''The King ofTars,"921-4.
67"The King ofTars,"937-9.
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:?:;:??:e:,:,??:a;,ei:ni:a?;:,?i???r??=:: ::;r??:i;i:i:.::?,?::;uilligan,

(Chicago.

University of Chicago Press,2007),80.



supports the polarity. Jeffrey Jerome Cohen suggests the lesson isthat "polarized worlds may be traversed, but in sudden movementsthat engender complete metamorphosis rather than difficult hybridi-ties. "70 The text's universe is navigated but never remade.The fascination which theMandeville narrator has withstrange Others is matched in different ways by the narrator and char-acters of The King ofTars. Both texts develop racial systems of clas-sification based on physical, cultural, religious and geographic differ-ences, often conflating one or more of these sources of Otherness. TheOther is often alleged to be primitive, compared to animals, said to bewithout reason, or otherwise devoid ofhumanity. Yet the elasticity ofracial or proto-racial distinctions shows that where these hierarchiesand polarities existed, they remained contestable and in a sense, ex-perimental. Thus, at least in these texts, race is made up of "inventedsignifiers" which are malleable, fluid.71
What might be the implications of these characterizationsofpeople and peoples? Geraldine Heng, analyzingMandeville andother medieval travel romances, suggests these stories are always ameans ofmaking sense of the world (248). It would follow that, byextension, such texts' Othering conventions contribute to this overallpurpose. That is to say, the way exotic peoples are represented is oftendeliberate, allowing the heterogeneity of the world to be categorized,appraised, and accounted for. In the texts treated here, racializationtakes place on the bodies of individuals and on populations' bodiesas well. Imagined markers-the colour of one's skin, the clothes onewears, and the God one prays to-do not need to be understood somuch ?s placed in a ready-to-use typology of familiar and Other. B?thTh? Kzng ofTars and The Book ofJohn Mandeville show the ways 1•0which texts are attempts by their authors at 'world-making': formahz-ing an imagined world out of a real one which is not so easily under-stood in polarities.
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The More Fool We:
Touchstone's Curative
Counter-Foolery in Arden and
As You Like It
By Zain Mian

'How shall we.find the concord of this discord?'
-Theseus (MND, V.i.60)

For nearly half a millennium, from 1598 to 2015, Shakespeare's
Forest ofArden has deceived the critics of his work. By camou-
flaging itself as an Edenic paradise, Arden fools critics with its

f?ux celebration of "the superiority of life in the country to life in
the

city and court" (Daley 300). Writing in 1968, Harold Jenkins notes
that Arden is a place where 'convenient caves stand ready to receive
outlaws, [where] alfresco meals are abundantly provided, with

con-

certs of birds and running brooks' (Jenkins qtd. in Daley 300). As
recently as 2004, critics like C.L. Barber have still found in

Arden "the

traditional contrast of court and country" while others like Ruth
Nevo

?rand it a "locus amoenus"-a space of regelleration and transforma-
h?n (Barber 6, Nevo 24). Though Arden's reality has since

been co?-
phcated by critics such as Stuart Daley and Paul Alpers, much

perti-

?ent criticism still promotes this convenient understanding
of?den

in As You Like It. And it is precisely this malaise ofmisperceptwn
that

we must remedy.
Aswith any other ailment, we must first recognise

the ca?se

of the affliction. I argue that Arden persists as this p?sitive,
"fe?tive

place" because of the linguistic tendency ofAs You
Like It and its

cast (Barber 6). When characters such as Charles,
Celia, and Duke

Senior speak, their words project a "golden
world" image ofArd?n.1

that contradicts its material reality (I.i.93-97).
These chara?te?s dat

to recognise Arden'? in?os_Pit?ble climate_becau?e ?h?\:fli?od: to
y

!?: ??=?t: ::!?!?::?s;:;::?1:?,??r:?:::Î::;:t????mporal
con-



struction. Through its ap are t .
1

geographical abstraction
p
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n time es?ness, spati?l uniformity and

chronotopa.' This id 11·
' en _exe?ph?es Mikhail Bakhtin's idyllic

lando and Rosalind'[l
IC spac?-tlme imbibes the "mere folly" ofOr-

pastoral. Arden exem ilifie
an as such Arden affects a sense of the

shepherds and lovesià fi??
the tastoral not because it brims with

cific form of the idyllic c????:?o
ut r?ther b?cause it ?nh:ri? a spe-
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tion veils the forest'; ma
ug
d 1fi
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insist upon the goodnes nyf:.
dc1enc1es such that characters come to

may contain, whilst ign;rfn ;h;n,
to focus on th? minisc;-1le "j?wel" it

these characters consequenfi th
ve?omo?s toad It really is (II.1.13). AB

Arden, the viewers and c .ti Yb
e? eclaii_n for all the many virtues of

In contrast to thisr:e:C:i:gm
to behev? them.

however, Touchstone acts a:ourgcfor:st
and _it? gullible denizens,

fictitiousness ofArden'
orme ?hys1c1an for he reveals the

in As You Like It is sub:ls?pposed E?emc qualities. Touchstone's role
ral in_Arden by introduci: !!:r:vasz?e: ?e deconstructs the

pasto-

?rawmg attention to the u!iform:Uto
it_s timeless chronotope and by

mg. Touchstone subverts th 1
1?'
of Its space through his wander-

c?rnal needs that underscor: ai;:-id?ll
through his insistence on the

s1sten: a?iculations of fatigue lus?tat1ons
such as love. In his con-

Arden s mability to fulfil basic hu
' and hunger, Touchstone reveals

country, and his largely reliabl 1

m?n needs. He compares court and
oflove and toArden's otherwis: :!\serves

as an an?idote to the ?oily
on Touchstone, then we b .

a ashed pastoralism. By focusmg
not as critics have hi?toric:f

n to
d
understa_nd Arden as it really is and

. .
Most criticism ofAs .fo?n .

erstood it t? be.
lmgu1sti? quality. Alpers notes ttzke

It recog-?1ses ?h? play's overtly
the shapmgs and energies of 1

t:;ttAs You Lzke It is unmarked by
agre:mentwith Cynthia Mar?h

O (Alpers 121). Alpers's critique finds
heavily plotted" but rather an

"all, who reads As You Like It as "not a
shall 2). Leo Salingar too fi d

?tem_ely conversational" play (Mar-
and conversations" and tha? t?.

t ere is.much reporting ofmeetings
1 B?khtin d?fines the chronoto e as

.?s ?e?ortmg and talking intensifies as

;;fiai relationships that are a?stica??ee?????!?dci???=?!?ir?'.;???:?????;em
po rai and

we enter the forest ofArden (293). Here, amidst trees and brooks,
characters such as Touchstone and Corin recall pastoral eclogues in
their one-on-one discourses. Their discussions are highlighted by
the play's own peculiar sparseness of plot, particularly within forest
scenes, and as such As You Like It foregrounds language in its struc-
ture. Like Hamlet of the first few acts, the play focuses on "words,
words, words" rather than deeds (Ham.II.ii.210).

Shakespeare uses As You Like It's linguistic stress to construct
the identity ofArden. This particular identity emerges in the first two
acts, when most characters are either still at court or remain other-
?se deceived by the superficial appearance ofArden. Indeed, Arden
is a locus amoenus, an ideal place, only because of the linguistic con-
struction of its space. When Charles the wrestler introduces us to the
forest, he refers to it as the "golden world" (I.i.93-97). This "golden
world" conception ofArden recalls from classical mythology a certain
space-time characterised by "uncomplicated harmony and happiness"
( Golden World"). Charles's idea of a blithe Arden flourishes in the
simple joyousness of the "merry men" to whom he refers (I.i.94). As
they supposedly "flock" to the Duke to "fleet the time carelessly," these
men embody an innocence and idleness associated with the pastoral
?andscape (I.i.93-97). The idyllic image of these men, of their

cavort-

mg and careless fleeting of time, emerges forcefully from Charles's
speech.

Through its use of pastoral imagery, Charles's speech
con-

structs Arden as an ideal and uncomplicated space. But this
construc-

tion is not rooted in fact. As far as we know, Charles the
vvrestler has

never been to the forest ofArden. In communicating the
condition of

Arden to Duke Frederick, Charles relies upon the words of
others. He

does not tell us what he knows to be true from experience
but only

?hat "they say" (I.i.93-95). It is crucial that Charles is
an o?tsider,just

hke us, with no first-hand experience ofwhat Arden re?lly
!s. Though

his speech successfully constructs Arden's utopie identity,
it none:

thel?ss co?1:1unicates only an idea of t?e forest
and no? it! ::?e;:?

:?????i?;:?:?i::?!?: !?;:1h?!???:: ?;!:;:;::;?fkely
been to

the forest either.
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In this regard, Charles's esti .

Celia's when she calls for a ma h
m?:ion ofArden much resembles

(I.iii.130). Just as Charles d
re t? liberty and not to banishment"

holds, Celia too projects a
?es not now what Arden's landscape

knowledge of it. The falsi; :??:?:,f
?rden ?thout any first-hand

Rosalind, and Touchstone enter thes/mpr?ss10n
emerges when she,

stone laments the weariness f hi
orest m Act 2 Scene 4. As Touch-

like a woman ,, Celia' d . ? Is legs and Rosalind wishes to "cry
makes the di;junctio? ?e:ss10?that

"sh? cannot go no further"

construction exceedingly c1::;(II?v?????ial
Arden and its linguistic

A parallel to this disjunctio .

at the start ofAct 2. Des it b .
n e?erges m Duke Senior's speech

churlish chiding of the ??:er?1? a??cted by th?
"icy fang/ And

nonetheless find "serm .
nd, Duke Semor and his Lords

17). Though the afflicti:?st1;
stones, and good in everything" (II.i.7-

underscored by the alliteraf
es: ?e??uffer are very real and become

they refuse to acknowled e thei
c ur Is? chiding" and "winter's wind,"

focus on the little "jewel"1n th:?:aenuno1:' conditions. Instead, they
tune (II.i.?3-14). The men's words te1;at

Is b?th Arden and thei: for-
and_what is projected. While the D k ;

a tension b:tween what is felt

?he_mcredible difficulty that define: ?
s speech tacitly acknowledges

ms1?ts "" a redeeming quality that n?Is
stay m Arden, it n?metheless

(which i.s unreliable, as Celia's exam ;er
emerges e?cept m language

conversions ofDuke Fred .
1

P _e shows) and m the ludicrous
tioned).

enck and Oliver (which beg to be ques-
The cause of this tension benwhat they purport to feel results frorn th;

what the characters feel and
es the forest ofArden Bakhn d

the chronotope that characteris-
c_o11:nectedness betwe?n tem;:ra?!?es

the ?hronotope as the "intrinsic
t?stlcally expressed in literature" (B/

s?at1al relat_ionships that are ar-
tial to understanding why the f

khtm 84). This category is essen-
space t? both critics and charac?:::t;fA7den comes across as an ideal
traiy_ eVJ?ence. In my understandin

espite the abundance of con-
the idyllic c?ronotope" in general ag??he

f?,rest o!Ar??n ?xemplifies
?orm (Bakhtm 226). In such a form . the_ love-idyll m its specific
IC fastening-down" to space and c c?!?on,

t?me undergoes an "organ-
y of birth and death are erased
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as the unity of place "fuses the cradle and grave" (Bakhtin 225). The
idyllic chronotope thus stresses an organic timelessness and unity
of space, which in the case ofArden is deepened by its geographical
abstraction. ln essence, because Arden is not a real place but rather an
imagined landscape, it becomes easier for the audience to accept it as
a largely undifferentiated, and timeless, space. One does not question
why this tree is there or that cave here: it is convenient for us to accept
that Arden is simply a collection of trees, hedges, and caves that do
not need to correspond to any real, physical place.

Arden clearly articulates the spatiotemporal configuration of
the idyllic chronotope. Its forest space proves timeless, particularly
when compared to that of Frederick's court. The start ofAs You Like
It roots the court within standard structures of time: a clear distinc-
tio_n of age permeates the relationship ofyoung Orlando and the older
Ohver. This distinction is exacerbated by the courtly primogeniture
that creates socio-economic difference between individuals based
on the relationship between their births in time. Moreover, Adam's
age renders him mostly without a function in the court. He is

"an old

do?" and for this reason is pushed to the edge of society, near to death

(I.1.65). The relative abundance of action in the court reinforces
these

standard notions of time. Characters such as Rosalind, Oliver and
Orlando do not merely talk but actually do things in the court such
as fight, flee, and plot. Being more than just words, and connected

by

?n innate causal relationship, these structured events that
character-

ise the court invoke a sense of progressive time: Oliver, for
example,

conspires to have Charles wrestle Orlando. When Orlando
defeats

Charles, Oliver contrives to kill Orlando. When Orlando
discovers this

from Adam, he elects to leave forArden. As cause thus
continuously

gives way to effect throughout the courtly plot, it informs
us of not

just the passage but also the forward movement of
time.

Such forward movement of time is not?ceably
absent fr,?:earth

Arden, however. Jenkins notes thatAs You Like It presents
a

not only of big theatrical scenes but of events
linked together by ?e

logical intricacies of cause and effect" (Jenkins 41).
I argue th:it t 1?

dearth of causal logic erupts o?ly inArden,
where exc????n;0:::t's

men such as Oliver and Frederick become
wholly goo



notice, where roaring lions jump out and attack protagonists without
any evident cause. In Arden, there is little (if any) logical progression
of action. As characters such as Touchstone and Corin and Jaques
and Duke Senior emerge to discourse "two at a time" or to sing songs,
the space ofArden articulates a particular timelessness (Jenkins 50).
Indeed, as Orlando notes, "there is no clock in the forest" (III.ii.267).
The action in Arden is thus primarily linguistic and its constitutive
events are not connected to one another by any causal logic.

This timelessness ofArden complements the forest's spatial
uni!ormity and geographical abstraction. While Shakespeare clearly
delmeates courtly space and makes distinctions between its various
sub-spaces such as "Oliver's house," the "the Orchard of Oliver de
Bois" and more generally "the court of the usurping Frederick," he
forsakes the same forArden. Unlike the court, whose scenes play out
amidst varied settings, Arden is rather uniform. Not only does Shake-
speare always refer to Arden only as "the forest ofArden," but more
often than not he leaves out stage directions altogether. This implies
a continuity and uniformity of space that unites and generalises the
space of_Arden. This uniformity of space, too, is amplified by the
abstraction ofArden as a fictional landscape. Though Arden emerges
from several real-world sources, it does not exist for us the same way
Venice does in Merchant, or as Denmark does in Hamlet. Because
Arden's topography is imaginary and abstract, and because it does
not denote any real place where time moves at a predictable pace, the
forest readily assimilates uniformity and timelessness into its land-
scape.? such, Arden's existence as fictional space allows it to better
exemplify the characteristics of the idyllic chronotope.

.
Arden's general characterisation as an idyllic chronotope partly

veils the forest's material reality from the play's cast. Surrounded by
?rooks, trees, and a uniform landscape that consistently evades ques-
ti?ns of death, characters like Duke Senior and Amiens struggle to re-
alise th:y are not in Paradise. They find "good in everything" becaus?
everythmg seems good, at least superficially (II.i.7-17). The uniform1?·
of sp?ce and absence of plot recalls the shepherd's life, which is char-
acterise? as free and in harmony with nature. Though the forest still
hosts evils such as lions and the "icy fang" ofwinter wind, these evils

fade into the background as Arden continually reasserts its time-
lessness by erasing any trace of aging and worldly time. Adam's case
proves crucial in this regard. Adam's distinctive feature in As You
Like It is his age: he is alternatingly "an old dog" or a "good old man,"
but always old, and at "fourscore" Adam only wants to "die well" (II.
iii.56-76). Adam is not only old and thus a signifier ofworldly tem-
porality but, because he is always near to death, he is also a memento
mari-a reminder of death. For this reason, Adam appears in only two
scenes after entering the forest ofArden, and never returns to the play
thereafter. The forest ofArden forces Adam, like all its problems, into
the background. There is the sense that Adam has died somewhere
along the course of the play, and this interpretation ofAdam's absence
makes the forest's ignorance ofworldly truths much more powerful
and perhaps even harrowing.

While Arden's characterisation as idyllic chronotope partly
explains its tendency to fool characters into ignoring their immediate
grievances, its specific characterisation as a love-idyll exacerbates this
condition. In As You Like It and other Shakespearean plays, love is
"mere folly" (II.vii.181). It is a subversive tool, perhaps even a disease,
that distorts the sufferer's perception of not just their beloved but of
the entire world around them. In the love-idyll, or pastoral space-
time, "life is abstracted into a love that is completely sublimated"
(Bakhtin 226). Life in Arden thus assimilates the folly of Shakespear-
ean love into its landscape, affecting characters such as Rosalind,
Orlando, Silvius and Phoebe in the process.

Rosalind aptly articulates the condition of love as a form
of

"madness" (III.ii.346). This madness oflove is not simple
insanity

but rather a form of unreason, the deprivation of logic and
of un-

impeded perception. Sentimental love pervades the forest
ofArden

through pairs of country lovers, their interactions, and the
r?sultant

discourses on love. Love distorts reality and, by making
reality appear

as tha? whi?h it is not, it temporarily uplifts the condition;?:::-
The distortive powers of love prove exceedmgly clear

whe
2 F

b?comes enchanted with Phoebe and Phoebe with Ga:s::?toe;:;;
his very introduction of her character, Shakespeare

a

=oy'sclothesintheforestofArdenandtakesonthisname.





critics note. When Celia leaves for the for
be named "something that h th £

est ofArden, she wishes to
is "[n]o longer Celia, but Alie:a"?I ??ence)to [h??]

st?te" and thus she
lates from this point forw d

..m.120 . Ceha s alienation esca-
bli?hely woo Orlando in s:?e;J::?ularly as she wit?esses Rosalind
sahnd misuse their sex in her "lov

es h?;eafte_r. Ceha watches Ro-
her friend's mock-marriage t O 1

e-?ate and is clearly unnerved by
?a? the words" to validate Ro?ali:?:n?

(IV.i.167?. That ?elia "cannot
mJest, reflects her inability t .

Orlando s marnage, even
is not hers alone (IV.i.I06) A? :?cei?e

of a ':orld where Rosalind
?nmoored because where ;he d

pomt; Celia feels uprooted and
mseparable" she must nowt tn 1

Rosah_?_d once went "coupled and
Celia cl!ngs to the next man ??e ?::?(?11:68). It is telling, then, thatFor Ceha, marriage to Oli

' hich happens to be Oliver.
companionship she once ;::e::;???ubsti?tes for the support and
con?ract guarantees this support H

Ro?alm?, but the marriage
a?at10nal love, as Oliver suggests. bi; _m_arnage is not conditioned bywith complex sexual and e ti

'
1

it Is rather a calculated decision
Phoebe's discontent at theml?

I?na roots. !n suppressing Celia and
?rlando's love is foregroun?eJ ??:d, particularly as Rosalind and
pmess through its projection of lov/lay

c?eates a fals_e sense of hap-
all-conq?ering entity. This function :: an i?herently mexplicable andthe love-idyll and the id Ilic ch

emplifies the way love works in
Arden and the life incu?b t

?onotope: It conceals the blemishes of
more palatable, but in so d:?n

t
i:i:i·

Love retouches reality to make it
can no longer trust what chara?ters:: renders a?pearan<:es false. We
e? t? us, ?e?ause Arden's spatiotem

y or what is o?tens1bly present-
this quotidian of love" to 1 h

poral configurat10n combines with
mar?edly more positive th:iat?et r==?

appearances unreliable and
(III.11.319-320). ty they supposedly represent

Given this elusiveness of truthand the disingenuousness of .
' the duplicity of appearance

character in As You Like It
an entire cast, we wonder whether any

acters ?fShakespeare, Joh?r;:i?:orthy 0?,?rust. In The Comic Char-
comedies there is a charact h

r states, m most of Shakespeare's
get a clear view of the comp:s;io:s?;??' as it were, at the centre. To
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whole, we must take our po-

sition as near and possible beside him." In the case ofAs You Like It,
he says, Shakespeare "has named his own Touchstone" (Palmer 35).

Touchstone's role within As You Like It is perhaps the play's
most perplexing. Critics have long debated whether Touchstone ex-
emplifies a material or natural fool.3 While there is certainly enough
evidence to argue either proposition, the case for Touchstone's ma-
terial nature proves more valid. Touchstone is not "comically dis-
abled" but cut from a much finer cloth than most Shakespearean
fools-particularly naturals such as Launce, from Two Gentlemen of
Verona, and Lavache, fromAll's Well That Ends Well (Barber 10).
What primarily sets Touchstone apart from these fools is his evident
self-awareness and the dexterity he demonstrates with language.
Indeed, Touchstone is no bumbling Dogberry, the fool in Much Ado
About Nothing who barely recognises his own speech. Touchstone
possesses immense linguistic acumen and uses subtle nuances in
meaning to achieve whatever purpose pleases his fancy. Where other
fools blunder, Touchstone "discourses" (Bell 22), and this emerges not
only in his dissertations on the virtue of "If' but shines particularly in
his tête-à-tête with William.

When Touchstone attacks William, he draws a clear distinctio_n
between himself and the "clown" in front of him (V.i.9). In calling

Wil-

liam a "clown" Touchstone is not being ironic; rather, he recalls
the

subtle difference between such clowns and courtly fools (or jesters). ,,

like himself. As Bell points out, while "the clown is an ignorant
rustle

the jester is "a sophisticated courtly performer" (Bell 12). As
the two

then meet, Touchstone proclaims: "We that have good wits
have_much

to answer for. We shall b_e flouting. W? cannot
hold" (V.i.IO)?:???e's

P?oves ?e, f?r the ensumg conversat10n demonstrates To?standing
wit and intelligence. What proves most useful for our u?de ith
of?i_m as a material fool emerges in t?e ma_ru_ier of hi? d?l??:?ec:wn
Wilham. As Touchstone dispatches with Wilham,

he ms? ... ·sdrawnlargelyontheba-

!i!???i=??af:??!:???t:..??;:: ??;::;?c??i::n? ??????:?:?? eit:??t?:;c:?z,;??:??c-

?i????a??1?iiym;:??i:?i????s01??J:?yb!???:?1??j::1:?,:nid:??.???o?;::,?ec?;ts
1::i?f;?'.Y

make wise re?arks. Natural fools, in comparison,
are often epic

ais. 69



Theref?re, you ?lo"':1, abandon-which is in the vulgar 'leave'-
the soc1e?-?h1ch m the boorish is 'company'-of this fe
male-which m the common is 'woman'; which together is
abandon the society of this female, or, clown, thou perishest;
or, _to thy better understanding, diest; or, to wit, I kill thee.
(V.1.42-47)

In the speech above, Touchstone not only directs William to "tremble
?nd ?epart" but ?o?s so ?n a manner that consistently underlines Wil-
ham s comparative inferiority (V.i.51). As Touchstone directs William
to le?ve, he ?,r?nslates high-flown words such as "abandon," "society"
?nd fe?ale mto more common ones like 'leave,' 'company' and
woman. That Touchstone is able to do this implies that he recognises
the ?uance between these words. Even though words like "abandon"
and leave', share a co?mon denotation, Touchstone recognises that
each word

? ?onn?tat10n reflects the intellect of both speaker and lis-
te?e:, and It is this connotative difference with which he undermines
Wilham. That Touchstone is able to do this at all reveals his command
over both language and logic-something he also proves in his bal-
anced ?lmparison ?f courtly ?nd country life inAct 5 Scene 2.

ouchstone is a material fool not only because of his control
over lan?uage and logic but also because of his self-awareness. As
Nevo pm?ts out, Touchstone is no "bumbling village constable" buta
man that Is certain of himself and of his capabilities (Nevo 36). In Act

?Sf??re}, whe? Touchst?ne says that "all nature in love [is] mortal
.

Y, Rosalmd tells him that he speaks wiser than he is aware (Il.
iv.?9). To this, Touchstone replies in blithe dismissal: "Nay, I shall
?e er be ware ofmine own wit till I breakmy shins against it" (II.
iv.go), To?chs?one's remark here is assuredly ironic. He is clearly

:?::?fi?is wit and holds no qual1_11s about flouting it, as he do?s
with

" ,
Act 5 ?,cene 1. Not only is Touchstone aware that he is not

1

Nature s natural as Celia and Rosalind believe him to be, but he also

,;:o?r how to play the part of one (I.ii.41). As Bell notes,
Touchstone

Thi» .
e to enter and appreciate the viewpoint he mocks" (Bell 23).

na?:::tfo:?isely what he does here, for he pretends t? be the
standard

t 'bl
' ? person that understands only those things that areangi e and immediate, and these too only when they present them-

selves very obviously. By pretending to be a natural fool, Touchstone
proves that he is certainly not one.

Touchstone is also material insofar as his was the first part
written specifically for the new actor at the Lord Chamberlain's Men:

Robert Armin. This new actor, Armin, was markedly different from

his predecessorWill Kemp. Whereas Kemp was a "roustabout" that
mostly played "jigger or slapstick" clowns, Armin was a literary critic

and, as Bell notes, his fools "display[ed] richer interiority and
fig-

ure[d] more substantially than Kemp's" did (Bell 21). Indeed, because
Armin's style suited the "intellectual type of fool," his fools have
proven to be much more "cerebral" than their predecessors (Marshall

5, Bell 21). Touchstone exemplifies such a cerebral fool. If his status
seems liminal at all, this may be because he appears at an important
moment in Shakespearean history, when the guard of fools is shift-
ing towards the cerebral. Nonetheless, with the arrival ofTouchstone
and Armin, "foolery moves from the margins to the center" and

thus

begins to address the necessary questions of Shakespeare's plays
(Bell

21).
.

As a wise fool then, Touchstone is our "guide, counsellor
and

friend" throughAs You Like It (Palmer 52). He feels and ruminates
more than he lets on but nevertheless works in subtle ways to

coun-

teract the folly of his fellow characters. That Touchstone does
this is

evident in the way he attempts to deliver us from the artifice
ofArden.

Barber notes that Touchstone mediates between the audience
and

the play. Because Touchstone is "put outside by his special
status as

a fool" and is a wise fool at that (Barber 10), he is not
affected by the

superficial appearance ofArden but sees its underlying
(and unl?leas-

ant) reality While Barber argues that Touchstone is
placed outsid:.

the play because he is "comicallv disabled" and unable
to "do anyt mg

right" (Barber 10), I argue that Touchston? stan? out??d???= ?!ya
'.or the exact opposite reason. T?uchstone

is no ilhtera and this insight
?esterpar _excellence. He_se?s t?mgs for what the?:??ical oflife in
ts why he is able to remam resistant to Arden an l de by
it" (Alpers 125). Notably, As You Like 1:'s

source text, R??:f:Speare
Thomas Lodge, contains no character Hke

Tou?hsto?e. this may be
adds him to the play and it behoves us to

questwn "' Y
71



the case. As Barber notes Rosal nde is .

which ?odge "treats the idyllic :aterial
a r1cally pastoral text in

fun of Its assumptions but sta
?t ?ce value. He never makes

10). Touchstone, as I have su:;e::!?rh:thm the c?nvention" (Barber
these pastoral conventions H d

ughout this essay, questions
underlying idyllic chronot

.
el eco?s?ructs Arden's artifice and the

pastoral as a form, becaus?1:is :;0 om? Touchsto?e critiques the
Arden casts itself.

er the image of this pastoral that

.
Touchstone reworks the id Ilibymtro?ucing time into this ti?Je;? ?hronotope ofArden primarily

relates his encounter with T h
pace. In Act 2, Scene 7, Jaques

"'Tis but an hour ago ?:c:1?::s??n?uotes the fool saying thus:
And after one hour more 'twill be elev?n
?? :?:??m hour to hour we ripe and ri?e,rom hour to hour we rot and rot

As
And thereby hangs a tale." (II.vii 24-8)

'
Jaques hears Touchstone's "

.
.

?-e fool to be one of"Nature's n:?ra\ ?? the ti?e," he initially finds
vii.zç), Jaques finds no sole . .

ra s as Celia and Rosalind do (II.
flicted byArden's own blith?:?l??sTouchstone's statement and, af-
?ess of th? fool's speech. However

ness, la?ghs at the ?ock serious-
hke ?hanticleer," he "laughs sa .' as Jaques s lungs begm to "crow
(II.vii.32-33). In so <loin J

ns mterm1ss1on/ an hour by his dial"
stone has seen all along ?j

aques experiences firsthand what Touch-
form veils this fact he a?daiues ?alises that though Arden's Edenic
?othing has really ?hanged E:?? :r charact?rs are still rotting, andm the green world, time has not

s they ?eheve themselves to be
always pull them relentlessly to::?rped, _it_canno? stop, and it will
why Arde_n's ??ifice is so dangerou/i:thVIon. Tius fac? is prec!se!ythat nothmg is imperative because h

ools c?a?acters mto behevmg
need not do anything of conse uen

t ey have limitless time and they
be done later. This is precise! ?h

ce becaus? such things can always
plotless: the play's characterfhav:? Y?u L!k? It becomes, in Arden,from converse, sing and 1

le mcent1ve to do anything aside
?o?e in Arden, "I like tl?tyi!:?es oflo:'?· As Celia says ofher new
in It (II.iv.86-8?). p And wdlmgly could waste my time

Touchstone, however, realises that time is consistently run-
ning out. Any time spent in Arden effectively squanders the life one is

given. For this reason, our courtly fool attempts to counteract Arden's

faux timelessness wherever he comes across it. Another instance of
such blithe ignorance of time comes in Act 5 Scene 3, as Audrey and
Touchstone come across several singing pages. These pages sing a

typically pastoral tune about "a lover and his lass" (V.iii.14-31). This
song is so long and redundant that the Norton Critical Edition ofAs
You Like It reduces the last three lines of each stanza to an "etc." The
pages' song repeats these same three lines in each stanza; and because
these stanzas are sestets, at least half the song is redundant-a waste
of time. As Touchstone points out, "there was no great matter in the
ditty" (V.iii.32-33). The pages' song is also mostly meaningless. It uses
both meaningless words and entirely meaningless lines to maintain
the rhythm such as "with a hey and ho and hey nanny-no" and

"hey

ding-a, ding, ding" (V.iii.15-18). Despite having the longest song in
the

play, the pages say very little. In its form, the pages' song typifies v-.
msouciance ofArden, the way it causes its denizens to "ripe and ripe'
and "rot and rot" without being aware of such processes of self-decay

(II.vii.26-27). Touchstone, however, does not fall for Arden's tricks
but rather sees them for what they are. "I count it but time lost to

hear

such a foolish song," he says and then proceeds with Audrey to
.leave

(V.iii.35-36). In chastising the song thus, and then leaving its
?mgers,

Touchstone emphatically p?oclaims that ?e will not.take part1:;::?
self-foolery. He calls attention to the songs pretens10ns and

m

aware of its semantic emptiness. In this way, Tou?hs?one_:!::i:i:ik
the meaninglessness of life in Arden and the way It disgui
ofmeaning through its projection of tirr:?lessness. 's artificial tern-

Touchstone ferments the recogmt10n ofArden th the
porality. His conversation with Jaques, for exa?pl?, sho"':·rn:and
provides the impetus for the p:ay's cen?,°al rurnir??;r.1??-?66). In
death: Jaques's "All the worlds a stage speech

1

f "how the world
this speech, Jaques spreads Touchstone's me.ssage Oh occurs in the
wags" to a wider audience (II.vii.23). T?at th?r::::;with Tou?hston:t
same scene in which Jaques recounts his e:?hstone. By exhortmg

th

demonstrates Jaques's indebtedness to To 73



the last scene of "this stran e eventfu .

and mere oblivion," Jaquesgacts as a
1 history/ Is s?cond childishness

Orl?n?o, Duke Senior, and the varioi:en:nto
mo?z. Jaques urges

their time so that they do not . t " .
ot er .courtiers to make use of

?i.26-27). He and Touchston??u:!t
and ripe" and ."rot and rot" (II.

in As You Like It. The characters' reco
t t??ether t_o brmg about change

acters can no longer "fleet th ti
gmtion of time means that char-

en world" (I.i.96). Rather thee t:??arelessly,
as they did in the gold-

the creeping hours of time" cir . _g \o feel that they "lose and neglect
and Duke Senior recognise the·?;??12

. C?ar_acters such as Orlando
structure comes undone. This is re? o?

hfe m Arden as its timeless
act of courting Ganymed th £ f se ? why, after nearly an entire
ger live by thinking" cv)?2/H?::?osahnd, Orlando

"can no Ion-
marks his recognition of th fl .

gency to have the real Rosalind
becomes partly responsibleefo::?mg

nature of ti_me. This recognition
play, as characters become eager : r?s? ?fm?mag:s at the end of the
leave Arden for the court.

o ms their busmess so they may
Much as Touchstone prom t 1· . .

?emporal configuration ofArden's?J
re.a isation by reworking the

its more specific characterisaf y\hc chronotope, he undermines
lier, the atmosphere oflov thati as a ove-idyll. As demonstrated ear-?thin it. As a form of "ma?ne:s ??::des Arden aJso p?omo!es folly
hon ?f their world (III.ii.346) I{di

clouds the individual s percep-
and mfuses it with a positivi

. ?torts the external environment
worst. Touchstone countera! t?at i18

un?arran:ed at best and false at
finds love not an affection b ts ?

ove-idyll at Its very foundation. He
up the most base and carnat ra? er/1:1 affectation, one that dresses
and deeds in Arden Tou h t

nee s o either sex. Through his words
underscores the aff;ctati?nso?:vstresses th? rampant carnality that
love-idyll ofArden.

e. In so domg, he deconstructs the

. .
Touchstone's insistence u on 1m his relationship with Audrey. fn hitst an?

not love is most obvious
to Audrey, Touchstone do

co.urtmg of and even marriage
quotidian of love" as nearles ?ot

once claim to be a victim of "the
320). Instead, he andAul/ cit?er lov?rs in the play do (III.ii.319-
play. Indeed, Touchstonemfk

n ra.st ?th the other couples in the
es no illusions as to the reasons behind
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his marriage, nor does he nurse any misapprehensions ofAudrey's
beauty. Introducing Audrey to Duke Senior, Touchstone mentions
that she is "an ill-favored thing, sir, but mine own" and that in taking
her to be hiswife he "take]s] that that no man else will" (V.iv.54-55).
Touchstone's ability to perceive Audrey as just another person despite
pledging marriage to her puts him in stark contrast against other
lovers in the play. While Rosalind, Orlando, Silvius, Phoebe and even
Oliver suffer from the "wounds invisible/ love's keen arrows make,"
Touchstone blocks these arrows with his reason (III.v.30-31). As a
material fool, he remains "dryly objective" and attempts to instill this
same objectivity into the other characters ofAs You Like It (Barber
10).

Touchstone's feelings for Audrey are "reduced to the lowest
common denominator" and remain devoid of sentiment (Barber 13).
Still, when Jaques asks him if he will marry, Touchstone responds in
the affirmative: "As the ox hath his bow, sir, the horse his curb, and
the falcon her bells, so man hath his desires; and as pigeons bill, so
wedlock would be nibbling" (III.iii.79). In his reply to Jaques,

Touch-

stone explains that he marries purely because of sexual (and perhaps
even animal) desire. For Touchstone, marriage is not the apotheo-
sis of true love but only sanctioned sexual consummation. Indeed,
Touchstone does not marry so that he can spend his lif? with ??dr?y
but only so that they may have intercourse without having to

live 1.n

bawdry" (III.iii.76). Few could argue that Touchstone means
for this

relationship to be permanent. He is himself not eager to
be "well ??r-

ried" because if the arrangement is weak he wil!. ?ave "goo_d e;???/0
leave Audrey after he becomes tired of her (III.111.71). In his? 1

sh?p with Audrey, Touchstone strives to prove
that he is not :?t?;:?

n

bemg truthful to both himself and Audrey, Touchstone
taps ff

carn?l tru?hs that underli? both love and marriag?'
as
?:?f:p??t;?

relationship contrasts agamst those oflovers t?at ?w hJness he
(III.iii.16). Unlike them, he does not feign, but

m his trut

reveals their feigning. . that "the truest poet-

.
In Ac? 3, _Scene 3 Touchston? proclan?!t ,, (IU.iii.ls-i6). In

ry 1? most fe1gnmg, and lovers are
given to p

ndioving to feigning
and

saymg this, Touchstone connects both
love a
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falsehood. Touchstone seeks to counter h . .

of lovers with verse of his o N
t e feigning poems and songs

repudiate the pages' songs :· t?o:lr. does Touchstone chastise and
and Orl?ndo's verse, the i?tera:?iin b=c?re,

but as he meets Rosalind
Orla?do s poetry to Rosalind in this

mes much more complex.
ventional. He plays the part f .

regard proves extremely con-
he .c?nnot help but heap pra?e::1:? Pe?rarchan lover insofar as
writing couplets such as "All t .

sah?d. O?lando mars trees by
to Rosalind" and "Let no face ?=

rctu?es f?irest !med/ Are but black
(III.ii.83-84, 85-6). When Touchs

ept m mmd/ ?ut the fair Rosalind"
William, he "cannot hold" (V.i.10/?: :ae:rs

this folly.just as with
If a hart do lack a hind y '

Let him seek out Rosalind.
If the cat will after kind
So be sure will Rosalind
Wintered garments mus? be lined·
So must slender Rosalind (III .. 8

Touchstone deprives Orl d '
. .n. 9-9?)

of his own. The complexi; o?;;???e
of s?nhment bywriting poetry

puns he crafts In his mock t
stone s language emerges in the

the sexual and not the amo!oe ?'i·
Touchstone ?nee again stresses

features the fool at his b t
Bus. is w?rdplay with "hart" and "hind"

simp_ly lacks a "hind," Ti?chsio::?p;nng Orlando to a male deer that
relat10nship ofOrlando and R 1

· ?
uces the supposedly romantic

? the heart has historicallyb::: :: tobits most base. sexual roots.his aural pun on "heart" and "hart"
ym ol of romantic love, through

sexual relationship camouflages itsei;uchstone 1_1otes
how t?i? purely

and deep, such as love itself T h
as somethmg more spiritual

?n the "pictures fairest linecÎ" :? ston? takes Orlando's comment

??
not the photographs but Rosal. ??scwusly P?:"erts it such that it

11.93). At this point Touchstone ;n erself that must be lined" (III.
unpal?table. He references not o:tmes ?xc?edingJy l?wd, perhaps
?ct ofmsemi1_1ation and, in the ens?i!osalmd

s ge1_1Itaha_but also _the
irrevocably his message of lust d

g shock ofhis auditors, delivers
Arden.

an not love as the defining force in
Touchstone's upending ofOrlando's poetry thus demonstrates

a critique of the pastoral genre. ThroughoutAs You Like It, songs take
on important meaning, particularly because they often reinforce Ar-

den's Edenic identity. Both the pages' song and Orlando's poetry are
characteristic elements of the Ardenic space. In the farmer's disavow-
al of time through both form and content and the latter's use of con-
ventional love tropes, both songs contribute to the characterisation of
Arden as an idyllic chronotope and, more specifically, as a love-idyll.
As Touchstone debases love through his deconstruction and erotici-
sation of pastoral songs and poetry, he also distorts the conventions
t? ':hich these songs adhere. Through his "sublimely fantastic and
ridiculously material" actions, Touchstone deconstructs the Edenic
Arden as he moves "from matrimonial vows to bodily imperatives"
(Bell 25). Touchstone's consistent references to the phallus (as with
"love's prick" [III.ii.100]) reinforce the notion of love as not affection
but basic sexual instinct. In the wholeness of his actions, Touchstone
undermines the atmosphere of love prevalent in Arden. In so doing,
he allows us to recognise the forest's immediate realities rnore clearly
because he makes us critical of the love that both veils reality and acts
as an excuse to avoid penetrating the superficial veneer before us.

By deconstructing the artifice that has in the past prevented
scholars from critically engaging with Arden in an intelligent

manner,

Touchstone suffuses reason into As You Like It. Touchstone's
reason,

briefly understood, manifests in his ability to assess his
surroundings

logically and with unimpeded mental faculties. It sets him
apart from

other characters in the play, all ofwhorn suffer from one
or more

forms of unreason. Touchstone remains "dryly objective"
towa?ds Ar-

?en _and its contents (Barber 10). His reason emerge?
m?st 0!:?u:h

in his conversation with Corin in Act 3, Scene 2. In
his discu lif

Corin the shepherd, Touchstone compares courtly
and country I e.

He declares: . . life but in
Truly, shepherd, in respect ?f i?el?, ?t IS

a go?d[ ] Now, in
respect that it is a shepherds hfe, it IS na?ffb ;:n respect it
:espec? it is in the ?e?ds, it_pleaset? ?e "se ;re?if:, Jook you,

it

is not m the court, it is ted10us. ? is it a !e lent)' in it, it goes

fits my humour well; but as there
IS no rn p

much against my stomach.
(III.ii.13-zi)

· 77



Barber notes that here under the "apparent nonsense of self-contra-
dictions, Touchstone mocks the contradictory nature of desires ideally
:eso_lv?d by past?ral life" (Barber 10). While Barber is certainly right
m his interpretation ofTouchstone's appraisal ofArden, I argue that
:ouchstone is not being self-contradictory at all; rather, he is exceed-
mgly reasonable. In his speech to Corin, Touchstone denies Arden
the e?alt?d i1:11age most other characters are fain to give it. But Touch-
?tone s dismissal ofA?den as an Edenic space is not abrupt, nor does
It erupt ?rom ut?er ':h1msy as one might suppose when considering
fools. His a?pra?sal :nvolves self-debate and a balancing of thought.
T?u?hstone s mmd is not one-sided as those ofRosalind, Celia, and
Silvius often prove to be. As a wise fool, Touchstone recognises the
forest ofArden for what it is: it has its positives and negatives and
these may stem from the same basic facts of its space. Take his com-
?ent on the spareness of life in Arden, for instance. In saying that he
likes the spareness of life here, Touchstone notes that life inArden is
not as overtly material as that in the court. He sees this as an advan-
tage because this spareness brings man closer to himself and to exter-
nal nature. However, this same spareness of life, as Touchstone notes,
also ?as "no. ?ore plenty in it" than the court does. While it is good formans soul, It goes much against [his] stomach." Touchstone's ref-
erence ?o hunger and the stomach recognises that while Ardenic life
may brmg the characters ofAs You Like It close to nature it remains
unable to fulfil their most basic human needs

'

This recognition of hunger is not an anomaly on Touchstone'spart b?t _rath?: feeds off information already present in the play.Arden s inability to fulfil basic human needs is articulated by severalcharacters on ?everal different occasions throughout the play. In Act
?es;??e 6, formst?nce, Adam says he "can go no further" becauseie]s] for food and Orlando reiterates the same in Act 2 Scene 7w?en he "?lmost die[s] for food" himself (II.vi.I). Similarly, at another
??mt, Ceha too faints "almost to death" for want of food (II.iv.57). In-

sued?:?::: stat?m?1;1ts lin?n? the absence of food in Arden to death
;g unviabillrç of life in the forest. While they remain some-; at:nacknowledged because of their dispersal throughout the text,ouc stone concentrates their implications within his speech. He thus

speaks for other characters in the play, saying directly what they only
acknowledge in passing.

In this final appraisal ofArden then, Touchstone reasons better
than most characters in As You Like It. He weighs Arden's flaws and
strengths, and he rejects the notion that Arden is a faultless idylli?
space. Touchstone's reasoning about Arden's flaws follows from his
deconstruction of the forest's specific space-time. While Arden fools
other characters through its use of the idyllic chronotope generally
and the love-idyll specifically, Touchstone undermines both of ?hese
forms through his words and deeds. As a wise, linguistically-orient-
ed fool, Touchstone counters the forest's assertions of timelessness
through his consistent reminders of time and death. He erodes the
forest's pretensions concerning love by emphasising the underlying
sexual desire through his puns and wordplay. For Touchstone, ?11
assertions of true love in Arden are feigning. While his success m
making others realise this may be questionable given the play's eu-
phoric end, there remains no doubt that he at least sees things for
what they are. Touchstone is a remover of artifice and a revealer of
truth. Whether others acknowledge this truth or not remains up to4
them. He, at least, like Phidippides, calls us int? a. circ?e from ?f?c?
we approach from a distance the words from his lips nng clear.
dame, Ducdame, Ducdame, he says.
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