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Abstract

This thesis seeks to argue that following the Second World War and the dropping of the
atomic bomb, certain American artists understood that it was necessary to induce a profound
change in how we presemtanifestations and languages of violence. Following the lead of
Sacvan Bercovitchdéds writings on the O6simulta
heart of the United Statéshethesi® pr i mary research objective
Cage, Amiri Baraka, Wililam S. Burroughs and Denise Levertov developed a deep
engagement with violence through aesthetics in order to offer a potential transformation in
established relationships with violence in the postwar period. In understanding, as Susan
Sontag proposed, that O6the American faith in

the thesis argues that these artists seedrmine the laws and hypothese®aoifericaas

Other, the American symbolic identjthose which come to bear oratlviolence

Whilst many critical works have discussed the intersection between violence and culture,
much of the critical material focusing on that intersection in the Cold War period continues
to lag behind the creative practices and innovations aret/eg these American artists. The
thesis argues that these artists worked to transform violence through their practice by
accepting instability andrpcarity as a condition of pegar politics, society and morality.

Using the theoretical work of Jacquesridda, Susan Sontag, Frantz Fanon, Sacvan
Bercovitch and Jacques Lacan among others, the thesis aims to fundamentally reconsider
violence in the postar moment. Taking the defining aesthetic innovations of the artists in
guestion as its points of departir€age 6s si |l enc e, Barakabs br e
and Levert 6théthesis demoasirdtes that what such a reconsideration calls for
is a renewed understandinviolence in the postwar momemit the level of their defining
innovations, whathese artists thus enable us to formulate is a relation to violence that

rejects its presentation in thews and hypotheses of America as Other

! Sacvan BercovitchThe Rites of Assent: Transformations in the Symbolic Construction of ArfiéeaaY ork:
Routledge, 1993), p. 9.

2 Susan SontagStylesof Radical Will (New York: Farrar, Straus and Giroux, 1969; repr. London: Vintage,
1994), p. 196.
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What | discovered in America was the simultaneity of violence and culture formation.
America, as its meanings gradually unfolded to me, was interchangeably a cultural treasure
of barbarism, a barbaric dremmndscamdntaldehb
and an interpretive process through which the worlds out there had been triumphantly
repressed f i rst, by myths of their inhabitants (n
genocide, and then by symbetssopfathentdaddbyn

of the United States of America.

0 Sacvan BercovitchThe Rites of Assent: Transformations in the Symbolic Construction of

America



Introduction

This thesis aims to explore the ways in which four artists attempt to reconfigure
relationshigg with violence in the early American Cold War through their aesthetic practices.
They do so throgh various injunctions which aim to reveal, antagonise and undermine a
certainmytho-ideological interpretation of violence in order to disrupt its spread or at least
disclose its machinationd he categorisatio@sof good versus evil, right versus wrong
etcd which hitherto shaped and sustained the symbolic identity of America came under
unprecedented scrutiny in the wake of the extreme violence of the early twentieth century, a
period which came to be defined by two World Wars, the Holocaust and theiamvand

detonation of the atom bomb at Hiroshima and Nagasaki in 1945.

The interpretation of violence which American leaders in the postwar moment attempt to
sustain will find itself summarised in the term America as Othémaanianreworking of

the America symbolic identity found in the work of Sacvan Bercovitch. To summarise, |
propose that the writers that are the subject of this thesis were able to render an alternative
narrative regarding our relationship with violence by eschewing certain fixéohsoof
violencein the postwar moment. In short, they were, in Lacanian terms, able to undermine
the idea of America as a complete Other, as a serigglypfcoherentpositionswhich pre
determine the discourses available to individuals regarding welehese writers
understand that any naive attempts to generate a fixed grand naofatidence or to

totally eradicate it serve to merely prolong it or to tighten its grip. Accordingly, the writers
presented here aim to transform our relationshiph witolence by transforming our
relationship with the symbolic force whichapes and limits the ways in which violence can

be understood in the postwar moma@rtiis symbolic force will be named America as Other.

| posit that this symbolic identityhapestte violenceof the staten early Cold War America
despite its creation long before this moment, in some of the earliest formations of the idea of

i Ame rais a raafion



This alternative understanding of violence is a critical move in the postmodern méwment
interpretations of violence becomsbaken by the facts of the early twentieth centting
classic model of viol ence a genderdhss ealastation i me a n
The new rendering of violence, which the events of the early twert@ttury force us to

face up to, also offers us the opportunity to reflect on the abhorrences of centuries past,
many of which were fundament al to Americads
historical explanation for this reframing of past andspre violences, one largely grounded

in the work of Sacvan Bercovitch and his claim that America has défiaad will continue

to defind its laws, hypotheses and discoudseghich will later be used to definthe

concept ofAmerica as an Othérby its relatonship with violence. The development of this

symbolic identity stretches back to before the Calvinist Christianity of Puritan New England

and finds itself extended and manipulated through the eighteenth, nineteenth and twentieth
centuries. This historicditaming is critical for Bercovitch and in turn for this thesis because

it helps to explain a unique relationship with national identity, culture formation and
violence. Additionally, thisframing helps to explain the complexity and stubbornness of
suchnar ati ves. For i nst anc &AModebdf @hristhéin Chathitgyr o p 6 s 1
(6we sheaitybep ddferman barly forrd of American covenant, one defined

by exceptionalism, a formal move repeated by countless Presidents, politicians and activists

of all persuasions since. These range from the Declaration of Independence in 1776, through
John L.wa@®Sulclhiri stening of t hethroughrJohn R.mani f e
Kennedy, Johnson, Nixon, Reagan and Obama. These narratives politically inscribe a

normative understanding of what it means to be American.

This is merely one example of an intricataltural narrative compounded over many
centuri es. So by t he tDemoeracyid Amaricia ¥8B5sanddh T o c q u
dawn of the | abel Afexceptional 6 in relation

social, cultural, political and rglious narratives, laws and hypotheses had become

! Robert C. Winthropl.ife and Letters of John WinthrgBoston: Ticknor and Fields, 1867), p. 19.
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established and intertwined.hese developed alongside decades of violence against the
various enemies whi ¢ h -unfamex antarifase destidyfitora St at e
European powers tdNative North Americas from the desire of the slaves of the
Transatlantic Trade for freedom, to nature itself, the latter embodied in the Puritanical
AErrand i nt o To hramslai/iBérab\etech nntd s d acanian idiom, America as

Othe® gathered from its various souscand experiences in Puritan eschatology, European
enlightenment and its cannibalistic growth through slaveries and oppréssiomes to

bear on understandings of violence through the viadets and processesich developed
America as a nationiThisof f er s t hose fAotherso (AAmericans
cultureand with violence Thi s renders clear the fitBesi sd
impossible to significantly reduce or eliminate because it is always tied up with quesétions o
symbolic identity whether interpersonal, local, or national. Such a way of viewing violence,

whilst not new, is brought sharply into focus in postwar America.

Violence

Having summarised certain initial cultural and historical premises, | will now defivad

the thesis takes fAviolenceodo to 3me.tiAd eRdillNertt
Towar d an Aest heonsideriag violénce\in reldtion nocaesthetics requires

that we O6submit [ our ] t hi nKkinsidgring agsthaticskwend o f
mu sput aside the presumptions of a thesis, a vision of what vio[esjaeb j e c fOne e | y &
reading of thee statementdrom Appelbaum is clear: dictionary definitiahsvhether from

the Oxford English Dictionary or Raymoi | | iKeymerds(19769 legal accound

such as Robert Cover 6s @& oineettigationsfrom thedsoctalh e Wo r
science such as NoThebGvilizing Brécess, 8/d. The History of Manners

(1939), LnlenceyandBacigp 201 1) or E| édited tokettionfTh&t ank oo

Robert Appelbaum, 6Notes ToSuainNewphimlogita8h2e(2013) 21832c s of Vi
(p. 119).



Meanings of Violenc€2002p can only take us so far in our attemptsréader violence
with greater clarity. This is not to say that these sociologically or politically guided studies
are not helpful for they are. Such studies, howevegnstitute only one part of the

investigation one which also requires a deep engagement with aestRptarations

One place to start, in such an engagement, is with the history of the term itself, its
etymol ogy. The word i v i,othraughcits delatianshipe with s to
Aivi ol &dmitlernPootedndo European root *weiemeani ng t o 6égo after

pursue Vi goYVolansd ayo finds easly form it the Pretot a | $ roeantngy 0

(@)

strength,, efergp cehi plowes subséaqteémt Falhis davri rside
becomestus®vive heme ntd,evertualymo bilmg t o t hed noun O
6vehemence, ’litmpies uasiouypd t hi s tts awe shaphat Ovi
carrying the meanirgg now most commonly associated with isu¢h asiphysi cal

i nstrument al forceo) . In this etymological a
desir e, t o power anaviewvwen Dti ae h e pignies [olfy , 6 w
connection and remairan important force in interpersonal relations between people rather

than a restless anomaly to be expunged.

We could contextualise such a definition with one of tireeteenth ot we nt i et h cent 1
many texts fron some of its leading theorists which take violence as either the main focus or

as a critical component in a potential reframing of interpersonal relatiom=dri€in

Nei t z ©rcTie Gerealogy of Moralify 1 8 8 7 ) ; G e Baflextorss orS\Wotermcé 6 s
(1908) ; Fili ppo Houndingavanifestd af rFiturienilo09); Sgmund

F r e uRefections on War and Deati915) , iBeyond the Pleasure
Group Psychology and the Analysis of the E$©621), Civilization and Its Discontents

(1930) and, i n fact , mu ¢ h of hi s wor k after

®6vi ol at Oniime Etymology ®ictionary <https://www.etymonline.com/word/violation [accessed 25
October 2019]
46 Vi ol e Airswodth's Latim Dictionaryed. by John Carey, LL. D."®ed. (London: Spottiswoods, 1823),
Google eBook.
>6vi ol en©niine Etymolpgy Dictionary<https://www.etymonline.com/word/violation [accessed 25
October 2019]
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ACritique of Vi ol enc elrisof NdeBobK¢$1,9291085); ldanrialo Gr a ms
Ar e n dhe 80sigins of Totalitarianism(1951) The Human Condition(1958) or On

Violene (1970); Fr ant z The \Wretchédsof the Earth 1 96 1) ; Mi ¢c hel Fo
Discipline and Punish(1975) andThe Will to Knowledgg 19 7 8) ; and Judith
Precarious Life: The Powers of Mourning and Viole 2@04) and-rames of War: When Is

Life Grievable?(2009) to name but a few.

Whilst these texts tackle violence as a central concern to varying degrees, violence has most
frequentlybeen discussed in relation to other discourses. For instanceiaklariticism of

all stripes regularly finds itselh contact with violence. Friedrich Engels provides some of
these early contextualisations, producing writings in a mode that influenced many of the
theorists discussed here such as Hannah Araadtvell as other writersvho discuss
struggles against idamlg i c a | vi ol ences, S uc hAntadihrinfa c qu e s
(1878) put s f o miitérism als@bears omthin dtself thehsaed of gts own

de st r BiThis placesilitarism in intimate relation wittcapitalism, rendring both as
systems of violence which remaiimherently unstable. Indeed, the presence of Derrida and
Lacan as primary theoretical referendasthis thesisis due as much to this dialectical
approach which exposes instability as it is to their focus on the ingtadfilanguage and its
relation to violence. Extending from Hegel and then from Marx, Derrida and Lacan seek to
analyse and expose this instability, the eventual acceptance and mobilisation of which will

be crucial for this thesisdé exploration of v

It is also in Anti-Duhring that Engels distinguishes violence from f@ca critical
distinctonwhi ch opens Arendtds own account in AOnN
asbéno mere act of the will, 6 butprelamgraryr equi r i
conditions before it can come into operation, namabktrumentsthe more perfect of which

gets the better’ Asde framhtee swoedsos theprile, bre oot these

*Friedrich -Ealri mandvdentenA Readered. by Bruce B. Lawrence and Aisha Karim
(Durham: Duke University Press, 200Pp. 4061 (p.50).
" Ibid, p. 46.
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technologies or tools of violence could surely be modern baraeyt Such bureaucracy
aims, among other things, to prevent physical violence outside of the law. As Arendt would

argue | ater in 19726s fAO0On Violenceod:

In a fully developed bureaucracy there is nobody with whom one can argue, to
whom one can present graawes, on whom the pressures of power can be exerted.
Bureaucracy is a form of government in which everybody is deprived of political
freedom, of the power to act; for the rule by Nobody is netute, and where all are
equally powerless we have a tyranmithout a tyrant. The crucial feature in the
student rebellions around the world is that they are directed everywhere against the

ruling bureaucrac$.

This collapsing of private and public I&ea primary concern for Arendt imhe Human

Condition (1958p which the bureaucratic systems that codify moddeninvokes, those

which were intended to diminish violence through legal means, merely serve to convert that
violence into further systems of dominance and oppression in the name, for instahee, of

naton, ofigood madtnervoe oFdRouiddisl iteatm ono. The cu
of the laws and hypotheses which this bureaucracy seeks to disseminate may arrive, in John

St uar tOnMiberty(Gs858) , as t he 6t°inreasncongte tefims,t he ma
Lacan would call this the Other; the symbolic identity whicimes to bear othe laws,

languages and hypotheses whiah inherit

8 Hannah ArendtOn ViolencgNew York: Harcourt, Inc., 1970), p. 81.
® John Stuart MillOn Liberty 2" edn (Boston: Ticknor and Fields, 1868),13.
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America as Other

It is crucial at this juncture to sharply delineate the central concept of America asabther,

in so doing to indicate how that concept can be seen to inform and relate to the work of key
modern thinkers on the question of violence. This notion of America as a sesigsludlic

hypothese3 ones shaped by past violences and subsequently shagingned could not

be made without the theoretical foundations established in the work of Jacques Lacan.
Concerning Lacandéds three el emedRealfSymbolicder s i
and Imaginar§ these laws and hypothesesnstitute the Symbolic rder®® It is the

interactions between the Symbolic and the Imagidahe Imaginary being the order of

sensory experience and ego construéievhich enable us to generate meaning and,
accordingly, shape our understanding of the world and ourselves irometatiothers.
Finally, t he Real in Lacanos topography, \
momentarily, is the enigmatic leftover, that which stands for what is neither Symbolic nor

Imaginary.

The subjector Lacanis subject tahe Symbolicorder, theSymbolic beinghat whichcomes

to bear ortheir understanding of the world beforetsubjeceven beconga participant in

| anguage. 6The subjecté, as Lacan argues in
in a chain of signifiers, whether hedkws whi ch signifier ™hRoe is th
Lacan, the big Other (capitalised in the French as Auigtrhee Sy mbol i ¢ or der ,
of the treasur & Thehig Othed befeafter ireferrdd ftaapstalisedas

Othe® is not language itself, but rather the space in which language is constigted.

Lionel Bailly puts it most succinctly, the Other is the setbof y mb ol i ¢ constr u
6hypotheses into wHhiAsh Btahid | $u bfjuéhe tbteer & r e onam k

omni present : al | our |lives we play with, str

©ljonel Bailly,Lacan: A B e dliomoneQnénsrid, @00BEpre2017), p. 88.

11Jacques Lacaflhe Seminar of Jacques Lacan: Book EKcore: On feminine sexuality, the limits of love and
knowledge (197Z3), trans. by Bruce Fink, ed. by Jacqudain Miller (New York: Norton, 1998), p. 50.

12 Jacques LacarEcrits: The First Complete Edition in Engliskrans. Bruce Fink, Héloise Fink and Russell
Grigg (London: W. W. Norton & Company, 2006), p. 682.

2 Bailly, p. 219.
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The Ot her, crucially, has a O6structufing ef
America, as a symbolic construct, accordingly takesarolei n s haping the 6h)

into which the Subject is bornbé.

The Other and accordingly America as Othés,not a subject and has no intentionality or

agency. It is the set of laws and hypotheses which language passes through in order that it
may cohere into a set of positions in relation to one another. The Other is therefore the
manifestationof any indivd u a | OGienship with ahe Symbolic order. In turn, this shapes

the ways in whichindividualsare able ta@reate meaning in the world. Yet the Other is not a
fixed entity; each individual has a differer
ucountable contextual di fferences in a give
subjects. Where the mother represents the first Other for the child and passes on laws,
hypotheses and symbolic constructions, the Other eventually becomes the Syndeolat o

large once the child come to realise that the mother, like themselves, lacks. The Other is
therefore a series of hypotheses and laws gathered from a number of sources including, but
not Il i mited t o, t he hypoofwhatés maads | aws btk
A me r i. &Mhilstdthe differences between individuals and their specific circumstances
ensure that there is no unified, complete Other whicbulljectsshare in, there is a shared
relationship with certain general positi@hsuch as cultrally accepdble interpretations of

violencéd which all individuals that live within the influence of a shared cultural setting

such as AAmericao have experience of.

It is critical here to differentiate between America as a nation state and America B Othe
Where America as a nation state is a political entity, one which has agency through legal
powers, America as Other is the series of laws and hypotheses which, whilst having no
agency of their own, come to bear significantly on the agency and behakibomerica as a

nation state and thidividuals and groups which feel its influence. When, for instance,

14
Bailly, p. 73.

15 For further clarity, the use of the term America or The United States of America and derivates in this thesis

will signify the nation state. America as Other will always be written in full as written here.

14



President Harry S. Truman declares that t he
i tself against any pos mipdtlimpactadgagd sbepduotned | hi s
relationship of America as a nation state to violence in both past and presentdhistory
violence which igositionedn the laws and hypotheses of America as Oth€he range of

positions available to President Truman areedfoge limited bythat history, coming to bear

not only hisown answer but the responses of all those that live within the influence of
America as Other. Whether for or against the bomb, the limited range of positions available

to Truman with regards to this particular violence are already inscribed as pro-or anti
American,as patriotic or as traitorous, as progressive or as regressive etc. -takedo

progress afforded to America by its relationship with violénegich will be outlined in

more detail momentarify is thanks to its inscription in mythology which enshsiribat

specific violence as necessary and justifiabde the good of the natiorwWhilst there are

distinct differences between the presidencies of John F. Kennedy, Richard Nixon, Barack
Obama, and Donald Trump, these individuals are still limited by the syertmistructions

which maintain that officef President of the United States of America

The concept of America as Other, one that this thesis will return to throughout, can thus be
delineated as the role that Amelicas a Symbolic construction, as a serof historically
constitutedlaws and relationships to various ideas and concepts, including vidl@tags

in the lives of American citizerss a force which comes to bear on their understanding and
categorising of the world'he concept also describ#se ways in which this series taws

and hypothesesome to bear on the ways in which American narratives on violence are
constructed and maintained in the postwar moment. America as Ottier dirify, not
therefore an active agent that manipulateerahalthough this series of hypotheses and
laws can be manipulated or utilised by those in power, those wheseepramerica as a
nation statethrough the use of propaganda for instareech actions serve to bolster a

historically determined relationshippi t h  vi ol enc e, one which has

% Tamra Orr, The Hydrogen Bomb: Unleashing thediaar Age and Arms Raddlew York: Rosen Publishing
Group, 2004), p. 27.
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continued exi st ence Amerida asiGthels asgnsbeli€ aoristbuctipor o gr e s
which American citizerts and many outside its bordérdiave a relationship with, one

which shapes their owanderstanding of the world. Therefore, the historically constituted
relationship with violence which aided in the construction of the United States of America,

to some degree, shapes and defines the relationships which individuals living under the

influence of America as Other have with violence in the postwar moment.

The use of the Lacanian concept of HAOthero i
relating to violence in postwar Amawsanda . Fir
hypaheseswhich clearly bear on the agency and behaviour of individuals without ascribing

agency to the Other itself. America as Other is a symbolic force which both versfies

correctand promulgates a historically determined relationship with violeti@ which

developed the United State&merica a<Other, as the Other always is
oneds conscious control ; [ speech and | angu
consciousness, and hence 6t he dU'Mkisointesay ous i ¢

that a given individual will enter into a relationship with the Other, with speech and
language, and that Amerias Otherwill thereforec ome t o bear upon t ha

relationship with violence.

Secondly is the importance of inherent incompleteness. The Atksas we do because it

is the Symbolic order and, therefore, cannot describe the indescribabdetRataénigmatic

|l eftover. As Dyl an Evans pr oposédnlLacanjan ] he m)
al gebr a) does not existd therefore because
treasury of signif i e'f Eherefoentsettérrh Amedcd asbOthert he C
additionally assists in marking the attempts ofdffecial American state, of nationalists and

of other individuals or groups to utilise those hypotheses andlans A what it mean:¢

Americdi n or der t o sit u® toredheifleAlmfeAmericaas aanatidms nat i or

" Dylan EvansAn Introductory Dictionary of Lacanian Psychoanalydisndon: Routledge, 1996), p. 133.
8 Evans, p. 133.
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the altexplaining, omnipotent, radit®ther. Al ong wi th the &écompl ete
Evans,Lacandescribeshis radical Other the God function or God hypothe§ise term
America as Other necessarily points towards the lack inherent in any Ohieeframesany
subsequent attempts situate America athe &complete Othdy asthe total coherencehy

parties with vested interesasimpossible.

Having delineated the concept of America as Other, we can retthis twoncept in order to
discussand how it relates to the modern bureaogrdiscussed in relation to Engels and
Arendt at the close of the last subsection. As stated, whilst America as Other is not this
modern bureaucradgr it possesses no agenag hypotheses and laws do come to bear on
violence and the shaping of modeuréaucracy in America. There are many thressising

from thispreviously discussedualrendering of bureaucracy, firstly as a state legitimisation
and legalisation of violenéeas an alternative figuring of the instrumentalisation of force as
proposed byEngel$ and secondly as the validation of a cultural superego which crushes
individual morality in favour of a proposed collective morality. Both of these threads are
critical to explore in order to gather a greater sense of the relationship betweeonevanhen

America as Other in postwar America.

In considering the firét the state ownership and legalisation of violénege can reflect on

Arendt and the violence of the state as discussed abameed, are the greatest atrocities of

the twentieth century nidoureaucratic onesPhe Holocaust would have been impossible

without the violence instrumentalised in the bureaucratic language of Nazism. And is the

atom bomb not merely an extension of a certain logic brought to its apocalyptic extreme,
justified byits adherence to the interests of the American state? In the case of thedatter,

noted above in the example with President Trurmean,can see that the atom bomb is an
acceptabl e vi ol ence, one which -def dreagdd,i moE
Afnecessary measur eso, and of Awi oantumdgo t he w
Walter Benj ami nds -makiagndawpresdrving nmythicf and | diviwe

violences. Arguing against thsflent injunction of the Other that violence is justifialifl it is

17



in accordance withthe laws it represeritsa point extended by Derrida into distinctions

bet ween justice and |l aw in fiForce of odLaw: Th
Benjamin contends t hat 6vi ol encékasi na tdenglea
under mi ni ng ttheéalte @arli od esitcemdéd when not in the
not by the ends that it may purs@®eldwt by i
making and lawpreserving violences which respectively jfsthatural ends (Benjamin

gives the example of militarism of the state in war) and legal ends (Benjamin offers the
example of conscription) work to indicate that violence is both the means by which the law

is instituted and rewritten, and the means by Wwhite state preserves its stewardship of

violence. Bureaucracy becomes the method by which the state organises and controls
violence for its own ends, removing this agency from citizens as best as possible, fearful that
those citizens 9anade utsAsetatddasavliernte degabsystem of the

state is shaped in part by the laws and hypotheses of America as Tlibee. that use

violence outside of the limited range of possibilities offered in America as Other threaten the
potentia) yetimpossible completeness dhe Other They riskfinding a position in relation

to violence which is not predetermined by that Othevealing that America as Other does

not represerthe coherence on violence.

The mere idea that there may be other ways in which we could position ourselves in relation
to violence, ideas that reject the positi@msviolenceofferedin America as Other, weakens

any claim to the universality of thosaws and hypotheses. The sabutifor an American
political administration which requirethese laws and hypothests reasons of war, for
instance, is to insist uponthose codifications of violence ahe complete and only
codification. As previously discusselowever no Other is alel to take on the position of

this mythical complete Other, the God functiés Lacan defines it, this position is taken up

by God or any supernatural force which is able to define the undefinablé' Rézén states

19 Walter BenjaminSelected Writings Volume 1: 191826 ed.by Marcus Bullock and Michael W. Jennings
(London: The Belknapp Press, 1996; repr. 2002), p. 238.

2 bid, p. 239.

Zllorenzo Chiesa, 6Psy cQCrisiss&Catiqued/ol.2, IssuB & (2015),i581 fpp. 58W)o v e 6 ,
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or other institutional bodies attempttake up this mantée such as wheRresident Truman
claims the at om dlitatmimptsdosstefiinte theeGddnationy & move

which will always fail. America, as a nation state and institutional body, attempts to achieve
mastery of discourses ofiolence by becoming that permanent state of exception, by
speaking throughhe positions offered by its symbolic idenéityAmerica as Othér and

justifying one, unified position on violence as necessary for the preservation and progress of

the stateandst peopl e. America would reach the d6dnew
becoming justification and justifier, ruler and ruled, to erase all differences and
contradictions indefinite§? Thi' s is not to say that America
but rather that rationality and reagotwo terms which are often used to justify actions as
self-evidently positive or progressiecan no longer be said, with any confidence, to hold

the dAfinal answero to the qgquesmomenh¥etthehi ch v
i mpossibility of this total communi on, of a
Promised Land. Instead, it has led to increased violence and to the potential for apocalyptic

ruin.

It is through Freud that we can discuse sie@nd thread; that of America as Other as an
embodiment of the cultural supereda. Civilization and its Discontent$1930), Freud

presents us with a series of conflicts established in previous works (the pleasure and reality
principles, Eros and Thanatos etc) bringing them to bear on the question of what it means to

live in a society and how the civilising process esuthe twentieth centuiigdividual such

tur moi | . Freud contends that O0the human indi
of mankind at the same time as he pursues h
superego devel opystoo, evalvestatshpego arcen whose influence

cultur al d e v e P i thisnsupeego gemandsevielense, diltural development

22 Jack P. GreeneThe Intelletual Construction of America: Exceptionalism and Identity from 1492 to 1800
(Chapel Hill: University of North Carolina Press, 1993), p. 52.

% sigmund FreudCivilization and Its Discontentsrans. by Joan Riviere (Oxford: Hogarth, 1930; repr. 1957), p.
136.
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would advance under its influene@ecordingly In this regard, Freud could not be more

emphatic:

In the latter [theindividual], when tension arises, the aggiess of the supeiego
voicing its noisy reproachesare all that is perceived, while its injunctions
themselvesoften remain unconscious in the background. If we bring thetheo
knowledge ofconsciousesswe fnd that they coincide with thdemandsof the

prevailing cultural superega (my emphasisf

| f Freud is correct, what we neank dfa@mmrhancc s i S
of the supeego, something which has so far not been achieved by nudasmsy other

cul tur al activities.o®6 I ndeed, t hi sdislbdge mat i on
the greatest obstacle to civilization, the constitutional tendency in men to aggressions against

1 f, and it i systams which €ome to tomieateltveegtiath s

one anothey
century Western life have succeeded in reducing clearly identifiable, physical violence
between individuaBwh at Gi gek cal | so efiem a bufserycstudyvokthevi ol e
twentieth century seems to indicate ttisse systems have merely suppressed this violence

through the force of law Whilst a reduction in subjective violence may desirable the

mechanisms of law which are used to supress this violence also deploy violence to punish

those that dare to usedtitside of the la@ Gi ek cal |l s t hi ZAstarpj ect i v

Ray argues, O[v]iolence has been enclosed an
rather than eradicatedd. For Ray, it become:
beena decline in violence in the modern per.i

century can be seen as an age of exceptional violendth millions of deaths in two world

2 |bid, pp. 1378.

% bid, p. 138.

%5 | av o] Vio@ncelendon: Profile Books, 2008; repr. 2009), p. 2.
“ Ibid.
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wars, genocides, the Soviet Gulag and the development of weapons of mass tésttun . 6
In short, whilst that bureaucratic process may have intended to simultaneously streamline
legalised violence and reduce subjective violence, it has in fact exacerbated the social and
political alienation outlined by Arendt which, alongside theoctires of the twentieth
century, has dislocated individuals from an understanding of subjective and objective,
visible and concealed violences, in America. Instead of being able to rely on a more
nuanced, localised understanding of violence, this distotateepens the importance of
America as Other in providing series of seemingly coherdmtt limited positionsin a

confusing and confused world.

This has two implications. Firstly, h a t the First Wor | d Wair , whi c
Civilization and its Discontentsserves to demonstratéhe failure of the current
manifestation of an ethical model which America as O#tmabodied one guided by an

empirical, rational humanisinto contend with the violences of the early twentieth century.

The Acivilising processo, of which contempo
produces violence the early twentieth centuiig the form of wars, genocides, oppressions

and exponential advances in weapons technology. Freud identifiesra tHilthnis ethics in

the injunction of the cultural superego to Love Thy NeighBokmown all too well to a

nation whose dreams, hypotheses and laws are deeply influenced by Puritan Christianity.
Freud connects the Oconstitohsodonammeéeenaeatcy
injunction, stating that it is o6for that ver
as oneselféis espéé6Thabl ygommaedést Fngutloaungué
fulfil; such an enormous inflation of lovewn only lower its valuand not remedy the evitd

The set positions that are offered the Other,by having to operate in such broad
brushstrokes, nullf any of the transformative power which may be found in love or

forgiveness by commandintgemas etlically imperative. Love takes on a vicious, mandated

2| arry Ray,Violence and SocieffThousand Oaks: Sage Publications, 2011), p. 44.
? Freud,Civilization and Its Discontentpp.1389.
% Freud,Civilization and Its Discontentp. 140.
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tone. Lacan then later adds a further complicatiBtaying on Freudian ambivalence, he
argues that 0t hdensandahbtsve rmustdovesour meighbeuy io Spite of the

fact t heatato ytolue alrev el of t h e 3! Whis bedomestalhitee one W
more prescient when considering the $edithing generated by the Calvinist conception of

original sin which forms the basis of Puritan eschatology and the many videfroasier

and otherwisd whi c h guar ant ee Amer $ draaims andnthusiite e s t d

identity.

This leads us int@ second implicatiorof this reading of the cultural superego and the

impact this has on our reading of America as Otherudalsodemonstrast he super e go¢
cruelty alongside its ability to prevent us from forming new moralities. The dislocation
between individuals and the new, almost unfathomable violences of thetwarltieth

century renders old ethical modes which were designed to tackle the means and ends of
subjective violence wunfit for pur pose. As
cowar d, 6t he moral i st t hat preventsubtles fr om
mo r a f?iTe jumpd ahead slightly, this, | contend, is one way of considering the
manoeuvres and practices of the artists of this thésjsin some way, challenge the
prescriptiveness of the relationship between America as Other and violencechypitey a
gersonalmor e compl ex and s u b tFirsty, hoveeven this reguies wi t h v
new series of positions in relation to violeneemoveundertakerby all authorsstudied here

in various guises, a mowghich only ever appears tme possible fleetingif we could be

freed from tle predetermined positions in relation to violence that America as Other offers

us we could, as proposed by Phillips, create new moralittesse defined not by the

injunctions of consumer capitalispmt h e fjeursgarcy e noofal uprightness and

self-loathing instated in the Puritan conception of original sin or in Love Thy Neighbour, or

31 Jacques LacarSeminar V: The Formations of the Unconscious (198B58) trans. by Cormac Gallagher,
Unpublished translation from unedited French typescriptbttpg/www.lacaninireland.com/web/wp
content/uploads/2010/06/Bodi&-the-formationsof-the-unconscious.pdf [accessed 5 November 2019], p. 381.
%2 Adam Phillips,Unforbidden Pleasured.ondon, Penguin Books, 2016), p. 103.
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the pressure of perfect adherence to the law of violence required by American

excepti onal iasaCityupona hilsTheayes$ of dl people are uponas§

A History of Violence

The turn of the twentieth century brings into focus an understanding of violence as
contingent upon a particular relationship with culture and with symbolic identity. Yet in
order to speak of America in the postwar moment, we foogtclosely at the conditions in
which America arose and how they were extended and transformed untilctddiitjons

which shaped the laws and hypothesearokrica as Other.

As indicated by one of the epigraphs to this thesis, the writing of Sacveovideh acts as a
starting point for such wor k. To requote or
di scovered in America was the sitHiheameektfoo
of The Puritan Origins of the American SEIB75) and theAmerican symbolic identity of

The Rites of Assent: Transformations in the Symbolic Construction of ArlE3&3) come

to bear on questions of violence, sketching an intimate link between those mythologies
which created and now sustaidmerica (the Dream,manifest destiny, American
exceptionalism) and the individuals required to sustain them. The symbolic identity which
arisesi s, for Bercovitch, 6i nterchangeably a
interpretive process through which the worlds out theeed been triunPphantly
This triumphant repression for Freud is the
of sagas, by means of which a nation which later becomes great and proud seeks to conceal

the insignificance and misadventwe® i t s Tiis pogitions sialedce as functionally

vital in the creation of the triumphant myths which sustain a nation.

33 Winthrop, p. 19.

3 Bercovitch, The Rites of Asseri. 9

% Bercovitch, The Rites of Asser. 9

®¥Sigmund Freud, O6From the History dHePenguin FredfReader i | e Neu
ed. by Adam Phillips, (London: Penguin Books Ltd., 2006), pp-3@®5(p. 208).
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By this account, violence is foundational to the United Stexesbefore its conception; the

Dream that formed the United $t&# s was once Europeobs, a dream
of early colonisation. As Jack P. Greene arguéghm Intellectual Construction of America:
Exceptionalism and Identity from 1492 to 180 9 9 3) , 6[t] he image of
English colonialorganizers with the dream of creating through conscious instrumental
human planning and act i on % Ehis tkeasitionbfate Dreaml em or
from Europe to America is, for Richard Slotkin, a foundational moment where myth and
cultural formdion serve to deepen symbolic idendithtmerica as Othér through the

absorption of acts of violence into that identity:

The first colonists saw in America an opportunity to regenerate their fortunes, their
spirits and the power of their church and natioat the means to that regeneration
ultimately became the means of violence, and the myth of regeneration through

violence became the structuring metaphor of the American experfence.

This myth of regeneration through violence is, at least in part foroBiéch, impacted

heavily by New England Puritanism:

And the concept [Cotton] Mather advanced of the American who stands for the New
World, in despite of, or beyond, the forces of secular time, justified the claims of a
long procession of solitary keepastthe dream. The greatest of them are also the
leading figures in our cultural tradition, from the Great Awakening through the

American Renaissance, [Jonathan] Edwards through [Ralph Waldo] Emerson. Each

37 Greene, p. 52.
% Richard Slotkin, Regeneration through Violence: The Mythology of the American Frontier,-1860
(Norman: University of Oklahoma Press, 20005 p.
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of them, in his own way, responded to the problefrisis times by recourse to what
I have describedéthe celebration of the

American self as the embodiment of a prophetic universal d&sign.

The Puritans cultivated a long tradition of blurring individual and natiethics and goals.

This complex relationship between the self a
t he 6 men é c r*eoh the Declagation afl Ifdependence, offers a vessel for the
American Dream and t he my tndaBon tw propagate, sleepev e a s
and extend their reach over time. Critically, the Puritan dream is founded on the violence of

its eschatology, of the frontier and the rejection of an impure past.

America continuedo develop and enrich these mythologiesvidlence throughout the

centuries with the Transatlantic Slave Trade, the growing Western frontier and the continued
subjugation oNative North Americandf we fast forward to the early twentieth century, the

link between violence, culture formation amation remains central. As Mark Greif outlines

in The Age of the Crisis of Mafhought and Fiction in America, 193373 (2015), the
6sacred rights of mand which the Declaration

sel f of o thdafmen ibued dvith the ideals of the American symbolic iderity

(@)

could not be taken for granted in Europe,
altered ahldheunwdemieclée which embodied the 6L
Liberty and the pursuitfo Happi ndhes & ame vehicle which emb
fi r e a wasmdlonger an infallible categoT he 6r epr esentati ve self

the American self as the embodi ment of a pr

% sacvan BercovitcHThe Puritan Origins of the America S@lbndon: Yale University Press, 1975), p. 136.
“oDecl aration of I nd e prieendSe Natianal Aréhive3 and iRecaords i Agninistoatiod ,
<https://www.archives.gov/foundindocs/declaratioftranscript [accessed 25 October 2019]

“IMark Greif, The Age of the Crisis of Man: Thought and Fiction in America, 7883 (Woodstock: Princeton
University Press, @15; repr. 2016), p. 3.

“26Decl aration of | ndeThels Nationa Archifes and Becasds Adimimistratiom 6 ,
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marker of thdailure of old ethics, old humanisms and old standards of violence which could

not cope with the new devastations of the twentieth cefitury.

Throughout this history, there are those that have attempted to uncover and extend this
relationship between Amiea, culture and violence. As Bercovitch highlights, what Walt

Whi t man and Ralph Emerson found after they
conceptual gr o un dartetoricvt bhieci hr & ehneltiosrtiecd twhaes s pi
the cause o$ocial continuity; which recast setfterest, as individualism, into a concept of

self-fulfillment that allowed for mutuality and community; which invested the dream of

progress with mor al a s™ Invapite lof this potemtialtfor newa | i mp
morality:
The rhetoric here is inseparable from th

and technological achievement in the nineteenth century. It is inseparable, too, from

the intensity of racism, greed, frontier and urban violence, artibisat conflict

buil ding toward what was to be the centur
overl ook the one in order to condemn the
on nostalgia alone, or on some heroic lonely struggle of the creativenatiagi

against society. Not one of the classic American texts supports this view; it cannot

be substantiated by the | ife and thought
On the contrary: all of them testify that the historical achievements andaeacs

are together integral to the cultural dynamics which produced the American

Renaissanc®.

3 Greif, p. 4.
44 Bercovitch,Ritesof Assentp. 369.
S |bid.
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| f we accept t hat 6t he historical achi eveme.]
cul tur al dynamics which pr od estiom decamhsehowaner i ¢ a
expel this specific relationship with violencene embodied by the range of positiars

violence offered in America as Othegnd devisepositions which aremore subtle and

suitable. In he wake of discovering that th@lenceof the atom bomlzould now spell the

end of human lifethis task becomes all the more critictl.is only through practicing

aesthetics as a form of cultural investigation that artists and critics can come to explore their

own relationship with the nation amdth violence in order that it may be transformed.

American art in the Second World War

Having discussed the historically specific conditions which shaped America as Other over
the preceding centuries and the ways in which this Symbolic Othertodmear on readings

of violence, we can now turn to the time period of this thesis. To understand the function of
violence in postwar America, it is necessary to understand its more immedkistprg. In

order to do so, | will frame, first, Americandrary history and, secondly, American political

history from 1940 to 1945.

With increasing violence in Europe, Franklin D. Roosevelt chose to run for a third term on a
platform of isolationism and nehnt er venti on ( 60Al havayitsai d t|

again and again and again; your boys®*a

re no
These policies then fell by the wayside after the attack on Pearl Harbour in 1941. Even
before the United Statesd mil i ticaraptistsewerer y i nt

grappling with the questions which increasing domestic and worldwide violence forced them

to confront.

“®“sDocuments Rel ated tThe USDRatiomah Alive€ land rRedordd Addinistration
<https://www.archives.gov/education/lessonsktiurchil> [accessed 25 October 2019]
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1940 saw bot h EFonWhkom théiBethTollsglwoanygdssi de Ri chard
Native Son The |l atterbs protagoni st, Bigger Th
individual acts of violence in an America defined by violence againsiwinites, a move

echoed by the nationwide and numerous race riots of 1943. James Baldwin would later
discussWr i ght 6 s t ext Notes ofleeNativéh Spon ns t1lax55n6gs t hat 06 n
Negro exists who does not have hi'Sheptudy vat e E
of violence through literature continued among the attack on Pearl Harbour airdftivey

of the Atlantic Charter in 1941 with many celebrated texts published between 1940 and 1943

i nvestigating vi ol en &GeDowm Mosexld4?) pfoaidesrfurtheF a ul k n
examination of racial violence whilst T.S. EBoperhaps by this poin it oo Engl i s h
consideration here as an Americanwitand hi s poem fiHour Quattes Gi ddi
(1943) of fered harrowing accounts of t he BI
collection of abstract and Surrealist art, opened in New Yyrkeggy Guggenheim, a

gallery which could be seen as a continuation of the Dadaist response to violence; that the

reason and rationality of man had | ed to war

It is 1943 that signals a major turning point, one cutioys mar ked by one t he
persistent nolheHomtainhdagdThis t&his vabdhsconsideration both due

to its legacy Alan Greenspan, former Chair of the Federal Reserve, and current President
Donald Trump are two of its many notabdelmireré® its archetypal rendering of a

particular move which this thesis seeks to undermine and its warning as a particular

mani festation of | egitimised violence repack

Howard Roar k, the novel 0s ymarassisicyesponsetothe r epr e
violent consequences of the failure of international community. For Rand, he represents the
ideal man as a se#fufficient, independent, uncompromising individualist. Whilst defenders

of both the text and Rand will point teethemphasis on personal responsibility, the text

47 James BaldwinNotes of a Native SqiBoston: Beacon Press,3% repr. 1984), p. 42.

“56Ayn Rand from the |l eft: academics Umjarsith ef Reading exami n
<https://research.reading.ac.uk/resedrdny/aynrandfrom-theleft-academicgjatherto-examinetrumps

favouriteauthor® [accessed 25 October 2019]
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renders plainly the violence of such individ
housing project to his rape of Dominique. T
by engr avedt hantvi D@amii mindu & itdoyat Icrucially did ndi amdv i t e d &

t hat Roarkés character had to be written suc
f eel j°tThe sheen vehith Riand gives Roark helps make a much wider point critical

to thist hesi s. Randdés text, first conceived in
easiest answer to such devastating violence. This is gpedact rendering of a move found

similarly in the formation of Iltalian Futurism; the failure of one system rafught

|l egiti mises its opposite. Seeing the growing
proposes we reject it wholesale. To Rand, the visionary, rational thinker that can sidestep the
communities which appear to exacerbate war is someone fwaied, not lambasted.

Whi | st vi sionaries may on occasion prove Vi
Aiman of actiond than the inclusive Al 06 of Me
as inalienable and i wibgch sas éntbddg reasan anul bafiopatity. t o,
The Fountainheads a response to violence which cuts all ties of responsibility to others,

failing to realise that all basic functions of sociality require interaction anopeation.

Durkheim isolates thisissses t he Acul t of the individual 0:

Thus very far from there being the antagonism between the individual and society
which is often claimed, moral individualism, the cult of the individual, is in fact the
product of society itself. It is society that ingtiéd it and made of man the god

whose servant it i

49 Jennifer BurnsGoddess of the Market: Ayn Rand and the American R@kford: Oxford University Press,
2009), p. 86.

%0 Ayn Rand,Letters of Ayn Ranced. by Michael S. Berliner (New York: Dutton, 1995), p. 631.

°L Ayn Rand,Journals of Ayn Ranckd. by David Harriman (New York: Dutton, 1997), p. 96.

%2 Emile Durkheim,Sociology and Philosophyrans. by D. F. Pocock (London: Cohen & West Ltd, 1953; repr.
Abingdon: Routledge, 2010), p. 59.
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Ev en Ra nind¥idualienT i€ determined by the society which enables it. And any
society based upon a set of core principles and belefgdod, righteous, etc) must
necessarily include their ppsites. As we shall find in the third chapter, where both Rand
and Burroughs ask similar questiéng/hat is to be done with community, with innocence,
with moral codes® Burroughs knowingly extends the logic of the discourses of violence
offered in Americaas Other to their limits in order to question it where Rand blindly recites
it. The artists of this thesis accept the premise of a fracture in American life at this time as

Rand does, but refuse to give inthe readings of violence offered America agOther.

Through 1943 to the end of the war in August 1945, violence continued to shape both the
content and, increasingly, t he {-bettenand f Amer
OtherPoema nd Wi | | i am CraeWedggbothvio#4) weee msttén in and for

the trenches r es pbamglingMan( ¥94 Slauflr Bmdd owdsepho
as being hung between a life without meaning and the meaningful violence of the draft. John

He r s A Bell for Adana(1944) retins the ideal of the American Hero, presenting Victor

Joppolo as a saviour of culture and community in the fictional town of Adano in Sicily.

Hersey would later go on to writeliroshima (1946), a text which helped frame the
magnitude and severity of theoat bomb. It also brought New Journalism into focus, a
perhaps totally necessary move which Derrid
Mi ssil es, Seven Missiveso. The int-fcipnati on
reporting signals the limitsf objectivity, the limit of reporting on such horrendous violence

with an eye for fact alone. This act of looking slightly obliquely or tangentially rather than
attempting to arrest the movement of an impossibly slippery subject is found in many of the

strongest writings on violence in this period.

In terms of historical events, Roosevelt and Winston Churchill drafted the Atlantic Charter
in 1941 to set postwar goals. This move signalled a desire to end the war, but also projected
success into the future, projection which at the time was by no means certain. In military

circles, the focus remained on ending the war rather than considering the wider implications
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of its violencé a move not altogether unsurprising. 1942 saw the passing of Executive

Order 906 which paved the way for thmcarcerationof Japanese Americans, Italian
Americans and German Americans in internment camps. Coupled with the unconditional
surrender proposed at the Casablanca Conference in 1943, we edfio@gson purity, of

the Hack/white categorisationsvhich cleanly yet violently divides citizens into desirable

and undesirable, human and flmmman. This also prefigures an argument to be found in this
thesisd chapters on Burroughs aomdwithineThie rt ov i
question of purity extends to the race riots of the same year in New York, Detroit and
Beaumont, Texas, demonstrating increasing tensions and division. It took/femawitan,

Gunnar Myrdal, to publisin American Dilemmavhich would pointto the cyclical nature

of raci al viol ence in Ameri ca adntbosetstmeed i mpor
values of liberty, individualism efcin holding the nation togetheRevolutionary for its

time in its emphasis thamtbétyhea MWhgt &itpnramdilse r
proved importard along with a huge number of other sources, including Mamie Phipps
Clarkdés study as rodantlkeBmwncveBbard ofi Edachtiagase énr t wo

1954 which ended segregation in public schools.

To trace these prhistories is to understand the American discourse of violence at the
moment just prior to the dropping of the atom bomb. What one finds, in particular perhaps in
the case of Ayn Rand, is that this discourse was well developed. Still,hthaity the

dropping of the bomb, the horizon changed.

After the war rather than seeking a new relationship with violence, postwar America
doubles down’ The end of the rope was reached with the atom bomb and marks what
Burroughs would later term a violation of the Earthlarry Truman played down the bomb,

calling it 6no Agreat deci siondod but 6mer el

% Gunnar Myrdal, An American Dilemma \fome |: The Negro Problem and Modern Democréisgw York:

Harper & Row, 1944; repr. London: Transaction Publishers, 2009), p. Ixxxiv.

5 This is not, of course, to argue that these modalities cannot be of use or should be discarded, but that we must
rethinkour relationship with them.

% william S. BurroughsLast Words: The Final Journals of William S. Burrougks. by James Grauerholz

(New York: Grove Press, 2000), p. 207.
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righteousness , once again aligning Americads Sy
perfection®® An overly simplistic reading of the world returned, one in which the classic

oppositions of good/evil, black/white, East/\West came to dominate.

As with many occasions itsi past, the dropping of the bomb necessitatesdaeaming of

the American Dr eam. Al ongsi de Peaseos def i
6national ego ideal t Favecanhseehoetharécanfigarthgddiy st a
the dream recorgures the symbolic identity. As with all-cter ea mi ng s, the Di

signifiers change profoundly dependent on context. This particul@ireeeming was

contextualised by the Cold War. Pease ident
government propagade t he bel i ef that America was the f
for the ANation of Nationsd by constructing

i mage of t he*IBadditionet Empire. 6

When it operated outside U.S. borders, the ead configured the globe within a
superordinate binarism that supervised a range of vertical rankings (North/South,
First World/Third World, male/female, white/black, Ewdmnerican/other) within

and without the territorial U.S. borders. Because it alwaigemresented internal
divisiveness as if it were an external dualism, however, the cold war framework was
inherently unstable. It constituted a coherent national identity out of diverse
constituencies whose differences could only be partially and unevepigssed

through their projection onto a wholly exterior oppositional power.

% Randall Bennett Wood<Quest for Identity: America since 194Blew York: CambridgeUniversity Press,

2005), p. 39.

Ti mothy Mell ey, 6 ZeNawatind &/11kFaniasian ofStaie, Sgchrity arid erroyieth

by John N. Duvall and Robert P. Merz@altimore: Johns Hopkins University Press, 2015), pp34.(p. 19).

% Donald E. Peasé&he New American Exceptionaligiinneapolis: University of Minnesota Press, 2009), p.

20.

®Donald E. Pease, O6Hiroshima, the Vi et @Quiuresaf Britedr ans War
States Imperialisned. by Amy Kaplan ah Donald E. Pease (Durham and London: Duke University Press,

1993), pp. 55580 (p. 557).
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The attempt to place America |prevanteesfrpmosi t i o
creating new, more complex and subtl e moral.i
vertical rankiTmgsoé mofvfeercoaud | hemreed. by Pease suU
necessary measureso required to protect Amer
all narratives and peoples which do not serve the public good. Thstieations arrive in

the form of the internment camps of Executive Order 9066, the Jim Crow laws, Senator
Joseph McCarthyo6s Red Scare or, to give a c¢o
of U.S. Immigration and Customs Enforcement as a resulroéRB i den't Donal d T
family separation immigration policsk hi s r e meA/nael r iocfa niote-eafbreesne nt s

the laws and hypotheses of America as (@hes categorisatiords and thus propagates

violence. If the artists of this thesis are to opposertiuse, it is a question of understanding

the various unfixed, precarious positions which it may be possible to take up in respect to

these relations.

Literature Review

Whilst many theses have been written on violence and literateing few take violencas

their primary focusinstead electing to treat other concerns that are related to, or exacerbated

by, vi ol ence. Thi s thesisbo original contril
engagement with violence through specific aesthetactices, demonstrating how these

practices work to transform relationships with violence. In its attempts to uncover certain
aesthetic relationships with violence in early Cold War America, this study covers a lot of
ground, working to integrate theseastds as it progresses. This thesis represents a specific
engagement with violence, aesthetic practice, poststructural thought and the Cold War.
Whilst this introduction has covered many of the key texts of the twergetiury on

violence and literaturel, will here outline the critical work which studies violence and

aesthetics through literature as its key focus. In the case of the relationship between violence
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and America, the most pertinent studighose of Bercovitch, Pease, Slotkin, Arendt and

Greered have already been discussed.

As Stephen Belletto and Daniel Grausam argue in their edited valumegican Literature

and Culture in an Age of Cold War: A Critical Reassessnfjet0 1 2 ) , 6t he full
impact of the Cold War remains unprocessed, and #immme of the paradigms for
understanding the culture of the Cold War were contributing to, rather than alleviating, such
conf uSNome 6of the essays in Belletto and G
violence as their specific concern. They critique ba M Recdsting America: Culture

and Politics in the Age of ColdWé&r1989) f or offering a O0tacit
of the Cold War only if it ®“éndegatpicisatnave overt
which this thesis seeks to distupffering readings of artists whose aesthetics would not

seemingly engender an immediate political link to the Cold War.

Adam P iTheLiterend Gold War, 1945 to Vietnaif2009) covers the same period as

this thesis. It differs chiefly in the keyriters chose@ Vladimir Nabokov, Graham Greene,

Sylvia Plath, Ted Hughes and, in similarity with this thesis, William Burrodigirsd in its

pri mary focus. Whil st violence is a concern
place writyrisoradertshebe&thmeen aesthetic projec
centre stag€ This concern with O6hazy bordersd is a
exploration of violence. However, not only does this thesis present a different selection of
artistd and where we do share Burroughs, our texts and focus on those texés ditfein

violence as the primary focus. One further remark from Piette does however build a sense of
our works contributing to a shaendeddingthender ex
way [in studying the Cold War], in other words, with literary studies sometimes bafflingly

indi fferent to the importance of ®AsshalCol d Wa

% American Literature and Culture in an Age of Cold War: A Critical Reassessetbrity Steven Belletto and
ganiel Grausam (lowa: University of lowa Press, 20123, p.

Ibid.
62 Adam PietteThe Literary Cold War, 1945 to Vietnai@dinburgh: Edinburgh University Press, 2009), p. 11.
63 i

Ibid, p. 5.
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be discussed in the chapters on Burroughs and Leveneciafly, there is a sense that these
|l iteratures, in their ability to explore thi

symbolic identity which standard historical accounts cannot reach.

Another study which sits in close proximity with thigts i s i s B &€nsis éhdth&k ma n 6 s
US AvanGarde: Poetry and Real Politic015). Offering considerations of three of the

four artists considered hérelohn Cage, Amiri Baraka (primarily after 1974) and Denise
Levertod Hi c k mands st ud yernedwitlptheirelatianghip betwgen poetics

of crisis and political action as situated in six specific crises in twentieth century America:

6t he Great Depressi on, the Second World War,

war, the racial conflictsfahe 1970s and the advent of the neoliberal regime of capital in the

same d%Craidtei.®ally for this study, Hickmanods
consider s L e v edrnbtonmithb g faiwaiticisndproeet @ vyl i ng it as 6
confidenceit he abil ity of poems t o%®Yeeatr rays awii tihn hPeire
study, violence is in the background of Hi
concernHi ckmanés wor k wi |l be turned toticaluring

efficacy and the role of poetics and aesthetics in political and social conflict.

Any study of violence and precarity is, of <c
texts Precarious Life: The Powers of Mourning and Violerig804) andFrames of War:

When Is Life Grievable 2009 ) . The former was Owritten af
response to the conditions of heightened vulnerability and aggression that followed from

t hose ®®Bwentesr. 6cont ends t ha testitd ciycle$ of viokencato e i n't
produce less violent outcomes, it is no doubportantto ask what, politically, might be

made of grief besi des a cry for war .

(@}
=
s

sovereignty is challenged, that does not meamut s t be shored up at al

® Ben Hickman,Crisis and the US Avasarde: Poetry and Real PoliticEdinburgh: Edinburgh University
Press, 2015), p4l

% bid, p. 15.

% Judith Butler Precarious Life: The Powers of Mourning and Violeficendon: Verso, 2006), p. xi.
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deeply with the concerns of thisthe¥i® ut | er 6s wor k on fpgiticdcarity
teno® 6t hat politically induced condition in w
social and economic networks support and become differentially exposed to injury,

vi ol enc e, d ®a mave whiehathishti@esis, on occasion, utilises. Denise Levirtov
responding to a similgr rendeedpr ecar ity and caldwhichpforn fApr e
Butler, is descriptive of our fundamental interdependence as individuals and, thus, our
individual vulnerabilityy as a position which may induce political changau t | er 6 s pr i m:
focus hereand inFrames of War is alsoon more recent American history. Additionally,
Butlerds writings do not seek to thoroughly
work will be turned to throughout this thesis as an undeniablicial work on the

relationship letween violence and precarity.

Ro b Ni Slow wvidlence and the Environmentalism of the P@rl1) seeks to map
6violence that occurs gradually and out of
dispersed across time and space, an attritior@lenge that is typically not viewed as

vi ol e n c®n aathesisavhith.séeks to discover and explore more nuanced relations,
this shaking of what may and may not cnsideredviolence will be crucial in mapping
formerly ignored violencés such as thas committed against groups which sit outside

nor mati ve conceptadwhitisarecohtenéddwithen trdsmeriodi ¢ a n 0

Robert App elhebArsthatiossof Violen¢e2 0 1 7) and hi s paper aN
Aest hetics of Vi olpevide arbaesthétiosloBviolened hy studpirtg at o

wide range of media from Graham Greene through Quentin Tarantino. Appelbaum is
mindful to focus onviolencewithout subjecting it to too forceful a reading, coming to any
conclusions about the term didlieally. Yet there are moments here which | vatintest,

such as his statement t h at fictiorf thd Wolerce i$ ot t he r

67 . ..
Ibid, p. xii.
€ Judith Butler,Frames of War: When Is Life Grievabl@ndon: Verso, 2010), p. 25.
% Rob Nixon,Slow Violence and the Environmentalism of the Rhondon: Harvard University Press, 2011), p.
2.
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really happening. We areafe and so 1is al | t h'@ Asrsmted of t
throughout thé introduction, the discourses which legalise violence in this particular period

in Americaframe subsequent useswblence. The work of these artidts their worksis,

very often, to simply resist violencas it isinfluencedby the laws and hypotheses of

America asOther, from overwhelming their writing. That these texts so often grapple with

the samelanguages which led to the atom bomb and the Holocaudtgigmentsuchas

Ap p e |l biatagoedton. In a contemporary momevtiere languages of violence appear

to be increasingly mobilised, it feels critical that we are able to distinguish the more subtle
violences which do not alwaymanifest themselves obvioushAppelbaum targets the
6somewhat r e c’oof Butlet amd LorenacuMpgnedadd by some extension

Derridddt hat O susemfl yl arhpuage can BWhistthiheulkent |y
certainly lead us to practices that we should be cautiodissiafiply labelling things as
Aivi ol ent 0 drhis éanfgimg | ®1 @ath ¢ dent appear s, in fa
immediately clear what [those recondite thoughts] can contribute to an aesthetics of
violence. For it would seem to be a necessary premise for such an aesthetics that artworks

can distinguish between Vémce and nowv i o | & Tihere is @reticence here to accept that

aesthetic practices which work with violedceuch as those presented in this tlesise

often exploring these liminalities, studying when something tips from nonviolence into
violence. Notonl 'y does this thesis aim to make ¢cl ec
more generally, it aims to demonstrate that they have a crucial role to play in transforming

relationships with violence.

Whilst no other texts to my knowledge cover the engagemkmesthetic practice with
violence in postwar America utilising the frameworks, philosophies, authors and premises of
this thesis, there are further texts which sit within this general field of study. These include

Jos h CéopbhatacutarsAllegories: é#stmodern American Writing and the Politics of

“Appel baum, 6Notes Towards and Aesthetics of Violencebd
' Robert AppelbaunmThe Aesthetics of Violence: Art, Fiction, Drama and Hilrandon: Rowma & Littlefield

International, 2017), p. 34.

2 bid, p. 33.

3 bid, p. 34.
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Seeing( 1998) ; Fabi eRocket St&les:| Atomig MWeapdnry and the Cultural
Imagination( 201 4) ; R o lhater Mode@isnm #Are Cutsre, and Politics in Cold
War America( 201 0) ; D a n OneEhdingar Aanarisaa Pdastsnodern Fiction and the

CodWar( 2011) ; Amy Kapl a Qulteres of UbitechStatesl Impeialiss e 6 s

(1993); Marina Mc K a Woédernism, War, and Violenge2 0 1 7 ) ; D Americdn Se e d 6 ¢

Science Fiction and the Cold War: Liteva¢ and Film( 1 99 9) ; P aModernBme e hanod

and the Aesthetics of Violen¢e2 0 1 3 ) ; and L iAdegaies WfuMiolereces i t ¢ h 6 S

Tracing the Writings of War in Late Twentigflentury Fiction(2013). In spite of these
examples and as previously stateduatained, phenomenologically driven study of a deep
aesthetic engagement with that violence in this period of American historgt to be
written. Violence, in many theses, becomes a background concern. One contribution of this
thesis is to clearlyforeground violence in the postwar American period, to make that

violence itself the subject of studg clearly as possible.

In addition to the many works discussed here, there are many further avenues which are not
explicitly explored in this thesi©neof these is the specific violences endured by members

of the LGBTQIA+ community. The Stonewall Riots in Greenwich Village of Jurfe12869

carry great historical power, shaping hugely influential publications sudtagdRagand

gi vi ng na meeadingchdity ford GETQI&+ rights. Although this thesis features

two openly queer authors and offers diversity in its selection of primary writers, the lack of
consideration of specific violences against the LGBTQIA+ community in aesthetics during

this peiod would certainly require attention in a broader study.

In the case of John Cage, his focus on Zen Buddhist practice shaped the realisation of his
sexuality in a way that often rendered it incommensurate with focused politicisation. Where
reading Katly Acker and violence, for example, without taking into account her status as a
woman is impossible, a similar assertion regarding Cage and sexuality is more debateable.
There is very |little which is explarethete i n

i s, it is often framed within the context

38

Ca

o f



whi ch he frames i n mu c h greater detail . Wt
exploration of his sexuality in relation to violence, he most fratlyeconsiders this

relationship through wider societal concerns. Furthermore, the accusations of misogyny and
misanthropy which are frequently levelled at Burroughs often place him at odds avith m

writers on LGBTQIA+ issue§’

As for contemporary writingg on t hi s i ssue, N a tQueRraClaptad:s 201 8
Marxism in Queer Theory and Pek950 Poeticscovers violence in the work of John

Weiners and in the wider context of LGBTQIA+ movements, tracing the intersection
between Marxism, Queer Studiand violence in the given period. Studies which consider

the importance of space (Hanhardt, 2013), the languages of violence in oppression of certain
identities (Reddy, 2011) and the criminalisation of members of the LGBTQIA+ community
(Mogul, Ritchie & Whitlock, 2012) in this period could further contribute to defining and

shaping future consideration of this vital topic.

Another unexplored discourse of violence here is that related to Native North Americans,

those who were the collateral in the Europ8aeam becoming the American Dream. This
violence extends into the twentieth centur )
Hippies, Indians and the Fight for Red Pow2012). Smith marks the symbolic importance

of Native North Americans as vital allidsr many in the struggle for rights in the face of

state opposition. The occupation of Alcatraz, an apparatus of state violence, in 1969 was
critical as one of many fronts on which the symbolic identity of America was challenged in

this postwar period.

As with violence endured by LGBTQIA+ communities, the violence against Native North
Americans was not an area it was possible to discuss in this thesis. With contemporary

issues surrounding the Dakota Access Pipeline (construction of which was completed in

“Jami e Rus QeeerlBarough®§o2 k0 1) offers extensive queer readi
making connections between sexuality and violence as a form of enhancesiat¢ment of masculinity.
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April 2017 after a presidential memorandum signed by Donald Trirapyl the Trans
Mountain Pipeline (a project recently given the greenlight by Justin Trudeau despite
pressure from indigenous groups), these are ongoing issues which firmly entangle the
politics of Native North Americans with questions of violence, exclusion and identity as
discussed in this thesis. There are a number of recent studies which relate to violence against
Native North American women (Goeman, 2013; Trask, 1993), space and pladed@&jt)

and sovereignty and subijectivity (Coulthard, 2014), demonstrating the continued necessity
of such research. The production of a work concerned with the triangulation of aesthetics,
violence and Native North American & Indigenous lives would tlmeeefequire a sustained

study rather than one chapter here.

ChapterTitles

The titl es f orofferfouetermstlecugh svidich thé veork bfehe given artist
may be oriented. All of these terms differ significantly, yet they are alike inthiest
represent counter relation to violence as limited by the laws and hypotheses of America as
Other. The similarities and differences between these counter relatisifence, break,
scansion, and threshddwill be clearly elucidated at the close of each chapter. However, |

will also offer a shorintroductoryexplanation of each term below.

Inthecasefo t he fir st c¢ h &ienceintheworkeobJehmiCagel, heir lee n die
represents a new unfixable position in relation to postwar violence through its irruption into,

and through, the existing fixed discourse on violence wiscbffered in the laws and
hypotheses oAmerica as Other. Extending the work of Emerson and Zen Buddhism, Cage
promotes a heuristic reading of violence. Considefigigled in an Emersonian modeasa

style which is unfixed and perpetually transcendent of ifis€lfa ge 6 s wor kg i n s

®Jarrett Renshaw, fEast Coast refiner shuResuter8akken d
<https://www.reuters.com/articieg-north-dakotapipelinepesidUSKBN17L0BJ> [accessed 8 November 2019]
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undermine the self, comes to undermine timited understanding ofiiolence which
dominates at this time. His use of siledoeften misunderstood as simply a renouncement
or an attempt at an apolitical gestirbas a radical potential to undermine thigedl

discourse of violence offered by America as Other in the postwar moment.

I n ¢ hapThe Break imle workfof Amiri Barak&d, t he break i s that
access to an inerasable space which claims black experience as a series of narratives,
histories andnythologies which can only be communicated by those that have collectively

and culturally experienced them. | discuss the work of Amiri Baraka, focusing specifically

on his weaponisation of the voidgaraka finds an artistic modehich points towardsome
unsymbolisable leftover, some element which allows black voices and stories to be heard.
This break in the voice also enables the voicing of stories of those excluded by creating a
space which lacks the fixed position required in order to be simply aasanto existing

laws and hypotheses violence.

I n t he t hThe 8cansidnadmpetwerk of Wiiam S. Burroughé , the scansi ¢
that which marks the points at which the laws and hypotheses of violence presented in
America as Other fail to presecbherene.Bur r o u g h 9@ sesies afrmarkims that
appear wi thout t he aut hor 6 sd higblightsrwhdre thev e r t !
apocalyptic ends that tHenited laws and hypotheses of violenoeAmerica asOtherlead

us.Naked Lunch a | i mit case as with much of Burrou
in order to present a worrying conclusion: that the decadent violence presented in the text
follows the laws and hypothesesf America as Other, rendered most horrifically in a

cultural death drive which embodies our seemingly inerasable desire to annihilate ourselves.

I n t he f ouThe hhreshdidaipthe avark, of Denise Levertov , the thresh
represents a space which maps the ways in which our interactions with one another have
becomeimpacted by the laws and hypotheses of America as @tletime of active war

The <chapter di scusses Deni se Levertovos mu
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understanding the pressure which the Vietham War placed on poetic action and the urgency
requred in seeking a more nuanced engagement with violence outside tfwheand
hypotheseswhich are available to us through the fixed positionferefl in America as

Ot her . Levertovods 0 wasodisGussean nbotht directly fand rtheosgh dér d
extenatd metahoron the breatd offers one of the most compelling narratives on violence
and vulnerability in postwar American writing. Discussing her poetry of the late 1960s and
early 1970s, the chapter seeks t orstdrgifhg ne

postwar violencén America.

These discussions will map the heuristic, political and cultural examinations which artists
have developed in theirrtistic practice in order to challenge the prescriptiveness of the
discourses embodied in the term America as Other in this critical soshwment. This
series of deepngagements consistently oppose and undermine the rigidity and uniformity
of the laws and hypbeses of America as OthéWhat the practitioners discussed in this

thesis insist, and enable us to see, is that our relationship to violence may be transformable.
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Chapter 1Silence in the work of John Cage

| am goingtoward violence rather than tenderness, hell rather than heaven,
ugly rather than beautiful, impure rather than pubecause by doing these
things they become transformed, and we become transfdrmed.

0 John Cage

Introducion

This opening chapter will lota John Cage as an essential figure in the study of violence in
early Cold War American aesthetics. The cha
marks a reworking of certain ideals of American Transcendentalism and a specifically
Emersonian conceptin of style. Iproposet h a t Cage implicitly accep
that an artistds style must be a figoing beyo
generative. By understanding that style is irrevocably connected to questions of the self,
Cgebdbs extension of Emer son, t hr owglHentyi s wor
David Thoreau generates an aesthetics which attempts to eschew a fixed style by
undermining the self. As questions of the self are tied up with questions of rthion,

indi vi dual 8s devel op me nthelawseandnhgpotheses qf Ametica ash a p e d
Ot her , C abgtle directly @l rinfplicitly asks questions of a nation consumed by
violence. The first section will focus primarily on gathering and making connections
betweenCage,Emerson, Zerand violence. The second section will focus on how Cage

utilises these connections to offer a potentially radical transformafiamur relationship

with violence.

The key ceordinates for this discussion are style, the, saifla series of engagements with
various Zenterms | wi | | be drawing extensively on Ca

interviews on all of these topics, but will also use a number of other key thinkers to extend,

! Calvin Tomkins,The Bride and the Bachelors: Five Masters of the Av@aitde(New York: Penguin, 1976), p.
144
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challenge and flesh out these ideasdistussing style, | will be drawing on Ralph Waldo

Emerson (on imitation and America), Susan Sontag (on style and its relation to American

vi ol ence), and Antonin Artaud (on the inter
theatreodo) . | on, | dnill sagainstwen t©o gEmemsant dand Slotkin alongside
interventions fromHenry David Thoreau, an@onald Pease, the latt@xtendng the

thoughts of Sacvan Bercovitch. In discussing the self, | will dravBigmund Freud and

Jacques LacansoangZenpradidee as Cagebd

In considering these eordinates, the chapter witontendt h a t whi |l st Cageods
capable of permanently transforming our relationship with violence, its ephemeral, radical
potential is enough to open a gap in the Symbolic ondtéch may allow us to step outside

the violence of America as Other and into a new relationship wallbence. As | propose,

this can beébestconducted utilising a heuristic understanding of key Buddhist terms such as

=|(satorDand (k pThe chapter wildl uncover these t

works to do so.

| T Emerson, Zen, and Violence

Style and Violence in Emerson and Cage

Having worked in the introduction to offer a
wemustnowdir n to the term Astyleo, as discussed
order to cont ext ua loivielenceGnatlte gdstvar smamert ceatsalp o n s e
qguestion in the work of Emerson was how to a
whi ch he descri bes 0 one befoBddtdedtdscouiisEsy lpymothésesmode O
laws of the Europe which established through aesthetic practice when that practice is

limited by the horizon which it writes fromHow do we establish a radically diftert

Ral ph Wal do Emer sToeSelectedEWritirgs df RaiptaldddEmersoned. Brooks Atkinson
(New York: The Modern Library, 1950), pp. 342 (pp. 3567).
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America when we are required to take up a position outsidewsf and hypotheseashich

seem inescapablthosewhich come to bear on our lives so greatly?

Emerson never arrives at an answer to this issue because of his positioning as a central
figure of American cultural nationalism and individualism; the question that he asks exceeds

his ability to answer it from within the frame of a certhistorical moment. Emerson, of

course, identifies this and proposes a radically different position, one ,whictue, is not

able to be taken up seriously until this postwar mofenost brilliantly, | propose, in the

work of Cage. The realisatiomghich follow the world ending potential of the bomb and the
magnitude of the violences of the early twentieth century shake our faith in even the most

basic principles (politics, communitgtc) and it is this questioning of those things
previously considered immutabl whi c h render s Emer sonods 6ne
Americabd possi bl e. As Adam Phillips i dent
|l mpossibilities of Styled, this position has
American symbolic identity offerby coming to a style O6that wa:
yet unapproachable Americad is unapproachahbl
the lawsand hypothesewhich are considered possible by America as Other. Emerson and
Phillips render this kihdfo aest het i c positioning in the
rendering of HAstyledo as something which alte
allow us to temporarilgxperience positions outside of its horizarich refuses to support

its violence without openly declaring so and thus becoming complicit, leans on a
fundamental precarity. To escape a fixed style is to provide a different kipurdfase on

thelaws and hypotheses of violence offered in America as Other.

For Cage, style and violeneee firmly intertwined. This linkage is apparent in his earliest

surviving essay, Ot her People Thinkbo. Wr it

5This issue is clarified further in ch@DSimplypupme regarc
creating something without intention or wisbme other kind of radical potential outside of an extant horizon of
meaning, it is impossible for that same artist to then imbue it with intention.
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Panamabés rent riots, Cagebs early writing |i

of qualseés dicd 9 @:

One of the greatest blessings that the United States could receive in the near future
would be to have her industries halted, her businesses discontinued, her people
speechless, a great pause in her world of affairs created, and finally to have
everything stopped that runs, until everyone should hear the last wheel go around

and the | ast echo fade awayét hen, i n t he
undisturbed calm, would be the hour most conductive to the birth of-Afdarican
ConscienceThen we should be capable of answer.
to do?0 For we should be hushed and sile

learn that other people thirik.

Cage establishes a |link betweed the 6ctompl ®
PanRAmerican Conscience. ® This indicates t hat
renouncement of America as it currently statideugha renouncement of style (in the form

of silence). For Susan Son hbrenig habitsof displaagsing, e mb o ¢
provoking, or frustrating its audienced whi
participation in the ideal of silence which has been elevated as a major standard of
fiseriousnesso i n C Giehnce capbe readergd hare ast ahstyle iofc s . 6
frustration, but this is not simply frustration for the sake of it. This aesthetic positioning is
often seen as indicative of a kind of madnes

of artwor ks & pstradges thdt samity itsedf maly beétleeprite of trespassing the

“KyleGannNo Such Thing as Si (NewHaen: Yaledhiversity Rrgse, 2&L0),pi: 393 0
40.
® Sontag,Styles of Radical Wilp. 7.
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accepted front i &rmMentiooirfg Artandnexpiditly in sthisediscussion,
Sontag offers a link between style and violence. Style can alter our position with respect to
the Othermeaning that we can take up a different position in our relationship with postwar

violence. She sets the stakes more explicitdl

Foreigners extol the American fienergy, O
econanic prosperity and the splendid vivacity of our arts and entertainments. But

surely this is energy bad at its source and for which we pay too high a price, a
hypernatur al and humanly disproportionat e
raw. Basically itis the energy of violence, of frdating resentment and anxiety

unleashed by chronic cultural dislocations which must be, for the most part,
ferociously sublimatedéBut the naked vi ol

everything into questioh.

Style here is concretely linked to violence. The energy wtioresthe artpractices of the

time i s 6bad atfuelledby 6 solue ¢ e, bthab Viokemce shaped by the
hypotheses and lawa America as Other. Silence is then a stylistic lindse, one which
attempts to offer pause in order that we may burrow deepethiese laws and hypotheses
Whilst pause offers a practical cessation of violence, the young Cage understands that this
must lead somewhere. A transformation must otlsroughthat cessation of style in order

to prove transformativaVhilst he will later discover that aessation of style is impossible

at this young agehe rightly avoids the mistake often made; that of simply flipping from
Ausdo to At hemo, fugholding thecategorisatiorendioh, prevett whe

development of a more nuanced understanding.

® bid.
" Ibid, pp. 1956.
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So can silence offer atlyng more than inactivity at a time when we must be active in our
response to ongoing violences? And what might this new, silent Amen&dike? Whilst

this first question will be untangled slowly throughout the chapter, we can turn to a sense of
Cageds I|link to both Artaud and Ral ph Wal do
The connectionto Artuad Ca g e 6 s cwalinbe adiiegsedn aectipn two. For now,

it is enough to say héDpfehe thdateetgives further suppbrsto 6 d i f f
Cageds desire to free hiitosusewiemcdagdinstatabsolaté i ke s ¢
Logos of the theatfeand in Cage 0 s , to faes leis workrom the confines of America as

Otherwhich come to bear

It is the second connectidrthat of Cageand Emersod which provides us with a richer

sense of the link Cage established between violence and Siylaliscussed, uk to

Emer sonds status as the archetype of a certa
we must transcend our style if we are to create a new Armdedna which is not merely an

extension of a European visidrexceeds his cultural frame and his fixedsition within

that frame. Yet Emerson is aware of this. A seed of this new America exists not only in the
writings mentioned thus far, but also in th
always sunsets, and there is always genius; but only adavs so serene that we can relish
nature or <criticisméOf what use is genius,
cannot find a focal distance®Ther¢ibasensdtime act u
a writer must accept that they mustwt e fr om within and towards
to manifest that énew yet unapproachabl e Ame
this very frame. It is Cageb6s turn towards
horizord framed as it is ¥ a different historical momedtthat allows such possibility to

dawn. In a sense then, Emerson is too much a man of his time, embedded too deep in extant

American culture to complete the work himself. This work is passed on to others after him.

8 Jacques Derridayriting and Differencetrans. by Alan Bass (Chicago: The University of Chicago Press, 1978;
repr. Abingdon, Routledge Classics: 2001), p. 301.

®6Chance Conversations: An I nt er vi ew Walkert Art Céheer c e Cun
<https://walkerart.org/magazine/chanmenversationgnrrinterviewwith-merce> [accessed 27/10/2019]
YEmerson, O6Experienced, p. 345,
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Emer s cork@shiswsighti nt o t he 6dnew Vet mamagpersaacihnab
fSelf-Relianc®, where he declares that 6i mitation i
resides in him is new in nature, and ndmg he knows what that is which he can do, nor

does he know untFor heEemema@aontriféedddng oneds

repetition and stagnati on. As Adam Phillips

that we must find a style that is always a transcending of style:

Emer s o red was {offird ja style that was not a tyranny. And in doing this he
was acknowledging, at its most minimal, that style, at least as we have so far
conceived it, tends towards the tyrannical. Unless, thatlike the shellfishi it

comes to no conclusisnand can endlessly renew itself. Vision is revisionary. Bad
style outdates, good style surprises. It is impossible to be continually surprised, but

wanting to be continually surprised is full of possibifity.

Such a radical gestieo r |, t 0o s harngkful Eaotien, theassibility of such a

radical gestu@t owar ds a style which can surprise |
imitation. This is a style, again in Phillip
back, that neither aspirg¢s, nor needs to ironize, the monumental, the immutable or the
establishedéA style that quotes, or alludes,
| egitimation. An 'f@aiomg hwittoh tthtee tfolravemnts @ t
optimism, is a hallmark of this new American philosophy. The question for Emerson, again

as Phillips puts it, is 6[h] &Whisdinksnquestienswr i t e
of style to those of nation. Aswleancbeasngn out |

with the love of a new beauty. | am ready to die out of nature and be born again into this

" bid, p. 146.

2 Adam Phillips,On Writing (London: Penguin Books, 2019), p. 110.
B bid, p. 945.

4 bid, p. 96.
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new yet unapproachabl e Anrerheicreationlof alstgeswhichf o u n d
might surpass style, which might not assert, is necessamsyrider t o <c¢cr eate o6t
unapproachable Americabéb, an America which m:
rejection of, or extension of Europe. Emerson points out that Andermach like the writer

obsessed with their own st@lehas no chance of esping the suicide of imitation unleisss

able to create one which O6écomes to no concl

Americamust somehow reject the very engagement.

This is the beginning of a profound project. As Richard Slotkin arguespytie®genesis of
AAmericao i s rooted i n a Eur opean dr eam: (
opportunity to regenerate their fortunes, their spirits and the power of their church and
nation; but the means to that regeneration ultimately became the aieaokence, and the

myth of regeneration through violence became the structuring metaphor of the American
expertErRtending Emersonds | ogic, the project
styled here rendered by Slotkin as a project of regenar@tis a project which rejects the

American identity whih sustains violence as critical to its progress in the twertégttury.
Further mor e, Emer son rejects Airegenasrati on
unapproachabewh a t Derrida wouddvemi ron, ttohet'eumprfied]
By the time Cage reaches his projects of indeterminacy, Emerson hasiioagarved out

this sense of the relationship between natic
style and the selhas to, andseeks to, engage with questions of violence through a
dismantlirg of style as a fixed positioiQuite how this can be done is another question. As

Susan Sontag polemically outlines:

The unquenchable American moralism and the American faith in violence are not

just twin symptoms of some character neurosis taking the form of a protracted

“Emerson, OExp&rienced, pp. 356
6 Slotkin, p. 5.
" Derrida, dir. by KirbyDick & Amy Ziering Kofman (Zeitgeist Films, 2002).
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adolescence, which presages an eventual maturity. They constifulegeown,
firmly installed naional psychosisfounded, as are all psychoses on the efficacious

denial of reality. (my emphasi§)

Pease, Sontag, Slotkin, and Bercovidhpaint a compelling picture as to the depth of

violence within the national psyche. The connections made by ¢amih Cage between

violence and style magenerateas Sontag argues, aesthetic processes which place pressure

on t he 0 s atheilawy and hypothdsdéé Amench as OtherAlongside Emerson,

this question of America in relation to violence andwiolence was taken up by fellow
Transcendentalist, Henry David Thoreau. Tho
Cage, in particular at the intersection between America and the role of art practice in
describing and disrupting it as a symbolic forten t hi s regar d,M:Cagebs

Wr i t i rgradarkd Bhoreau as significantly ahead of his time:

| had been struck by the twentiatentury way Thoreau listened. He listened, it
seemed to me, just as composers using technology nowadays listgmaidHe

attention to each sound, whetther it was O

As Cage mak e s cl ear, Thor eay énest simplyfi,tb the nce or
guestion of paying attention. Yet it is alsegardingwider political concerns, as wedls

those of violence and nonviolence, that Thoreau proves important to Cage. When asked by
Thomas Mcwghy is tthis aineteanthentury anarchist relevant now?, Cage repli

6[ b] ecause the fact of separ at eis gamet.Ourn ment s

18 Sontag,Styles of Radical Willp. 196.
9 John CageM: Wr i t-6 H(Rieoved: BV@sleyan University Press, 1973), p. ix.
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proper concer ns ar 8Cagemttlings théirishaied iatdllectbal Heritagd o b a |

when reflecting on his earlier pieces in an interview of 1975:

Take, for instance, somet hing [ofilThor ea
when | am in the woods, the woods are not in me, what right have | to be in the

woods?0 | tdéds what | have ®been saying in n

The interrelation of all life here becomes an explicit political concés.Christopher

Shultis notes6 [ a] ut hor s t hat | ater became especi al
Emerson and particularly Henry David Thoreau, saw themselves as writing a way out of
European “Quafgeueqiaw 6 hi s he hdpeda sleingtitationalizedg 6
future, or he future of deinstitutionalized sociéfﬁa future which, as he observed, would

certainly involve Thoreau. From APreface to

His Essay on Civil Disobediendgaspired Gandhi in his work of changing India, and
Martin Luther King, Jr., in his use of nonviolence as a means of revolution. No
greater American has lived than Thoreau. Emerson called him a speaker and actor of
the truth. Other great men have vision. Thoreau had none. Each day his eyes and
ears were opeand empty to see and hear the world he lived in. Music, he said, is

continuous; only listening is intermittefit.

20 Conversing with Cageed. by Richard KostelanetZ"2dn, (London: Routledg®003), p. 47.

bid, p. 46.

Zchristopher Shul t i Bhe Cami@idgg Eompamion toElahn Gage. by, DavidriNicholls
(Cambridge: Cambridge University Press, 2002), pp4@@p. 20).

% KostelanetzConversing with Cagep. 46.

John Cag,Empty Wor ds :6 7{@liddldtoivm Gamnediaut3 Wesleyan University Press, 1973), p. 3.
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This passage demonstrates how Qage fijnmbe nviisfiio

pivotal to hisown transformation of violence.

To clarify how Cage bringsuch a Odei nsdnewt yehaluibsagpdér oa
America into view, we must first consider his enduring influence and his beginnings. To

begin with the sense of self which Cage would later seek to dismantle, Cage identified
himsd f as O6completely Americand. Tracing his
hel ped Washington in the surveying of Virgin
the great American narratives: religious fervour. His grandfather was a Methpiisojal

mi nster of 6extraordi ndCapgedus i i @eintal i aatgihc
Americanness through frontier formation and religious zéak influenced by a connecting

of his own identity and thatdohghys Cagqebgygods

exposure to music was also familial. Cageds
firm beliefs and rejections. As Cage hi msel
Beethoven that it c ouhedelfdding gevosredto thd nysiciohthteer e s t

ni net ee n f° baterclessons withyandie Charles Dillon, who had a particular interest
in 6the musical %became ar early Indicatdr that musid seechngt érjse
only from instruments. Hisemieponymous piece for tapggird Cagefrom 1972 would

seemingly reference this collapsing of 8effersonal historynto proper namé and style.

Having channelled his family history, his fii
scientificbackgr ound, derived as they were from 0
6sensual appeal 62 Thereidasense here sfimuse aspnmppmg ahd as

needing to correspond to an external system of order. This is a young artist tryimgytics f
voice through the Othérthe myths and dreams of Ameréicand through othepeople

This search, as Emerson recognises, occurs initially through imitation.

B bid, p. 1.

% bid, p. 2.

David W. Bernstein, 6MbesOambridge Companionh to dohrl Gagdeby Da®%id 0 s 6, i n
Nicholls (CambridgeCambridge University Press, 2002), pp-84L(p. 63).

2 bid, p. 63.
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Cageds formative year s, t hen, were shaped by
his religion, his nation and the Western canon of classical thusliich he initially made

sense of -musiical dnomati o-mabi sgbdbempundsd. AADbhD
inexorably tied to his relationship with his natioh i s 6 compl mness this Amer i
Puritanical grandfather, his study of nineteenth century music and rejection of Barogue and
Classical era works, the esdither People Thinkto name a few. To turn to Slotkin once

mor e, 6[t] hrough myt hs t he pbusalcamaedtoosgaye a n d
transmitted to moderdescendantsn such a way and with such power that our perception

of contemporary reality and our ability to function in the world are directly, often tragically

af fedCagle®ds i dent i f idcatedioroamimplisit uhdarstasiding thatwe pr e
inherit our personal identities from others, from a past which we never personally

experienced

Zen through Suzuki through Emerson through America

As David Patterson notes, C at (petudes by AlamVdattsg e me n t
and D.T. Suzuki , reading of the literature)
Cageds first explicit reference to his pri me
in a letter to Pierre Boule2.Cage admits thatather than becoming a dogmatic Buddhist,

he channell ed Buddhist thought into his ques
attempedt o pour col d wapuelyfurmtonaZ ke oi dé&hi #fi a #fn

madeit so appealing. As Cagetes:

If you are not involved with music but are involved just with Zen Buddhism and you

want to free yourself from your likes and dislikes, you sit cross legged and go

2 glotkin, p. 3.
¥pavid W. Patterson, 6 Ca geTha®@atbridge Canpanibnitesioho €age, laynd sour c
David Nicholls (Cambridge: Cambridge University Press, 2082)4159 (p. 53).
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t hrough various breathing exercisesé Well
to adopt a discipline that would work in the field of music that would be just as strict

as sitting cross leggéd.

By outlining the philosophical and historical conditions of Zen in Amé¥ies well as

Ca g e 0 s -diacussesl patspnal histérywe can undetand what attracted Cage to Zen

and how it became so popular in a particular American art scene. Much of this has to do with
Suzuki and his understanding of Zen and American Transcendentalism. Suzuki worked with
SPen Shaku, t he f i r w®ach iz thenUniied Statds,iasdtphilosapber e r t
Paul Carus in the lateineteentc ent ury t o O0take Zen out to th
the essence o f?Aftemapademi svark irc Hulope and éurther Zen study in

Japan, Suzuki, who was neotined as a Zen priest, returned to America to undertake a series

of professorships during the late 1940s and 1850she A Buddhi st Moder ni
practiced engaged with 6the domfAsdavidLand i ni

McMahon argues:

He is critical of the aspects of modernity that often distressed the Romantics and
Transcendentalists: commercialism, greed for luxuries, rampant industrialism, and
the dominance of instrumental reason. He also conceived of spiritual freedom as a
spontaneus, emancipatory consciousness that transcends rational intellect and

social conventiori®

%8 6Chance Conversations: An I ntervi ewWalkertAit Cevterr ce Cun

<https://walkerart.org/magazine/chanmenversatiosaninterviewwith-merce> [accessed 27/10/2019]
%24 7 en Our Time BBC Radio 4, 4 December 2014.

% patterson, p. 53.

* David L. McMahan;The Making of Buddhist Modernigim.p.: Oxford Scholarship Online, 2008), p. 6.
% McMahan, pp. 12:3.
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https://walkerart.org/magazine/chance-conversations-an-interview-with-merce

Key for Suzuki wa s Emer son. Suzuki descri be
acquaintance with myself, o to fAdigdiThsy down
description, wi t h unmi stakably Zen flavour ,

similarities between the experience of reading Emerson and the experience of meditation.

Suzuki 6s wearly essay fAZen Theory odcentEmer so
connection between Zen and America. As per F
Emer sonds writing that wo u | das permodelfedihis hi s oW
reformation of the Zen traditi ondthatnwouEimer s on:
continue to inspire his vePThenessayeavas op
four insights about Zen derived from the American transcendentalisituab truth is

ineffable; spiritual truth is intuitive; purification must be achieved through meditation; and
forgetfulness of sel f pr ec ed e®Ranmpélleonnkdtsn a | re
Suzuki 6te s ovmeg kof Emer sonbaysnostchtheaal diddd vERE
Addresso (183du,l oATHS84-Betiaamnc eficSe( £841) . By
Cageds first interaction with Su*%Sutukihadt Col u
developed a unique brand of Zen framed by contempdkeerican concerns, developed

through extensive engagement with Emerson and Henry David Thoreau. These writers had
themselves read Hindu and Buddhist tetktsreby creating a loop of sorts between East

Asian and American Transcendental thought.

With thiscont e x t in mind, we ooadrin oppasition ttohcartain S u z u Kk |
aspects of modernity just &mer sonés Transcendentalism oppo
Unitarianisn® amongst many other ideological formations. It €dl a gap for those

frustratel with modernity, those that question its limits. We cannot simply turn to Emerson

®pPal mer Rampell, 6éLaws Th aSectaRan Spirtualities af Eneson SThosetuieahd The F
D. T. The Rawlkengand Quarterlyol. LXXXIV, No.4 (December 2011), 62654 (p. 621).

3" Rampell, p. 623.

% Rampell, p. 630.

¥ As David Pag r son states, the patchy historical record fro
exact year s 00fl €awmgadssiron fellovdauditors verify his presence at least in the spring

and f al d makefpladng Bis2studyroblematic. (Patterson, p. 53)
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here and apply hisineteenttt e nt ur y wor k t o contemporary 1SS
own insigh® the need for and prospect of a radically new Américambined with his

status as a fundamental figure of a certain American cultural nationalism places a hard limit

on his ability to exceed his cultural framing. As such, we need a contemporary project which

reeval uates, refigures and eastwardoeggicaE mer sonds

Having suggested the gap which Zen came to fill, we can now turn to some technical
terminology to describe its potential potency. As has already been discussedethese

must somehow rejeé&merica asOtheras the only potential sour@é laws and hypotheses

without becoming reabsorbed bythem Any communicable explanation of how to
reconfigure the Other would need to be couched in some form of disceudiscourse

which, as described in the introduction, is shaped by the laws anthbgps of America as

Other. Bruce Fink quotes Lacan fro8eminar XVin thisregardth er e i s 6no tr ans
the transferenceb6, withoutwhe use bf tharduageshiclsitsacts he Ot t

as locus fof°

4 (satorié ¢ o mp r e huenndsei rosn)}'aia donen gréposition of an aesthetic
positioning which can only surprise us, akin
a style that 1is &énot oarselveg iraposition hich surisesiud, we a
it cannot bea positionwhich we can intuitively go to, determined as this ighmy laws and
hypotheses oAmerica as Other. It must [@epositionwhich we find ourselves in altogether
unaware of how we got therka turn, (k @ Apablico r d)8 ma§ be a practice hich,
unreliably yet surprisingly, induces this elusive position. In turn, this may provide a brief

glimpse of the elusive O6new yet unapproachal

violence.

“0Bruce Fink,Lacan to the Letter: Readirfcrits Closely(London: University of Minnesota Press, 2004), p. 6.
“ Mark Spahn and Wolfgang HadamitzKshe Kaniji Dictionary(Rutland, Vermont: Tuttle Publishing, 1996), p.
1192.

42 Spahn and Hadamitzky, p. 394.
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Whilst Theravadan lineages of Buddhism tend to offeraxgss which sks to eradicate
defilements in order to facilitate enlightenmetiite Zen notion of enlightenment relies not

on working towards a goal methodically.=| (satori) describes 6éan intuit

of the nature of reality that transcendsiceptual thought and cannot be expressed through

6wor ds a fdis h #eetingemoment obprofound realisation, likened to catching a

glimpse of the unsymbolisable Real. An important note here issttati is not based on
Aintuitiono. As Bruce Fink argues, what we ¢
a guess one makes that is based on unarticulated, unexamined notions that one has
assimilated in t he* Rsyghoanslgsisml Zen datheetnghasisd thee t i me
importance of afother (in the form of an analyst or teacher) who makes a profound cut in

the logic of ourreceiveddiscourse to incite change. Wislatori, we can only hope to touch

such ineffabl e #tr bothed. Itismat, hawgver, aifimt state ef totali on  w
enlightenment . This eschewing of Acompl etene

satori, speaks wonderfully to Emersonbés transcen

One way in which a moment afatori may be inspire is throughthe practice of

(k D n K @ anmy appear to many readers as similar tadle. However, unlike a riddle,

k @ asra practice which aims to break down the barriers of purely intellectual understanding
rather than test them. A student of Zeay well understand concepts intellectually, but as

l ong as these are not embodied in everyday

incomplete An example from th& @ aoilectionGateless Gate

Master Shuzan held up shippei[a bamboo staff] befe his disciples and said,

AYou monks, i shippejyau are adhering totthie fact. df you do not

“3Damien KeownA Dictionary of BuddhisniNew York: Oxford University Press, 2003), pp. 265
“ Bruce Fink,A Clinical Introduction to Freud: Techniques for Everyday Practicendon: W.W. Norton &
Company, 2017), p.xviii.

58



call this ashippej you are opposing the fact. Tell me, you monks, what will you call

i t*? 0

As K@un Yamada points out:

éever yt hi n gctshamesphanamenalaasdghe other essential. If you look at
the shippeionly from the phenomenal side and call &hdppej you are adhering to

the phenomenal viewpoint and ignoring the essential aspect. If you look at the
shippeimerely from the essential point of viéwhat is, from the aspect of complete
emptinesd and do not call it ghippej you are opposing the fact of the phenomenal

side®®

The intentional contradiction of tHe @ avhich defies intellectual understanding &es as

conducive to revealing the ultimate truth. Ben Grant argues that although:

éwe are expected to give an answer to t}
purchase on ité However, because it is pr
answered, w cannot simply respond to it with an opemmded process of
interpretation. [Zen Master] Mumon suggests that, to find the answer, we will

instead have to 6completely cut off the w

“K@un Y GatalassaGatéTuscon: University of Arizona Press, 1990), p. 204.
“® |bid, p. 205.
47Ben GrantThe Aphorism and Other Short Fori#bingdon, Oxon: Routledge, 2016), p. 111.
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K@amr actice i s desughtpreatssaso 6 b i*sOnlg throughittssd h o

crisis, posits Zen, casatorio c c u r . To clarify the focus wupon
work of art,k @ aould similarly embody an investigative art practice. Cage and Buddhism

reject thesimplefi k n o wi n g &s aad the assuesvitat such a rigid pursuit of certainty

creates. Instead, one must embody these practices and their contradictions. One must, in
Emersonian terms, find a style beyond theistigl featuresof thek @ anrorder for it to be
transformative. So, whilst bothsatori and k @ aame terms used to designate certain
individuations, they are both premised on interaction with others and can only be realised if

we accept that noneis an island.

Zen took for Cage Ot he pdaradeal alffitheplawsantt o anal vy
hypotheses oAmerica asOther® If the beginning of the Cold War is, as proposed in the
introduction, a moment of crisis as well as an inaugurator of a specific violence, Cage rejects

the terms of crisis and violenpeopsed byAmerica asOther and chooses his owhrough

Zen He consistently references 6Daniel i n th
The selection of this particular tale has two implications. Firstly, Cage dismantles the notion

that the nucleaar ms r ace provides security: 6we Kknow
King, from Gandhi, and everything, that defenselessness is the best protection against

at t & Asknaide as this may sound, importantly for this u d vy , Cagebs sense
here ehoes the central thesis @Other People Think if we are to move towards
vulnerabilityaway from a strong sense of position, what we are really giving up is a sense of
intuition. Whilst many may call this rejection of mutually assured destructionoineti

Cage revels in this, stating that O6[irration
theuseofthk am Zen Buddhism. That is to say, we
in Buddhism it was long known that we needed to leap oubaif and the discipline by

which they made that leap take place was by asking a question that could not be answered

“® Ibid.
49 patterson, p. 49.
%0 Kostelanetz edGonversing with Cagep. 31.
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rat i onvdheré the diolence rendered in mutually assured destruction is seemingly
rational, violence could be altered so as to p@wadsudden transformation of this way of

thinking. To reach further into questions of violence, musidds Cageas for Antonin

Art aud, created 6in order to produce a revol
revol ut i ofA tiamsforsationiofeotr yelationship with violence in the mind of the

individual can induce a transformation of @atationship with violence more widely.

Secondly,C a g ee@dingof the book of Daniesuggestshat vulnerability may prove to be

our savour. The nuclear deterrent is a last resort to avoid thedvitid Real of the
apocalyps@e whi ch has opened up as a result of i ts
away from the punishing God of the Ol d Teste
sen his angel, and hath shut the |l ionsd® mout
before him innocency.22.dstorlyaaesntdis echo hisxhildhodqddDa ni e
experiences of religion, but Cage interprets the story as a principle; Bas@led because

he accepts interaction with the vpithe Real,i n f aci ng certain deat h
reflections on his hypothetical drafting int
in the principle of Da notwahttoikeep mybef outofipihld s den
wer e obl i ge @& Thsads algoot being wiling o e sbrprised. Necessarily, this

involves the erasure of a fixed notion of style. In the two examples given above, we can see

that Cage relates this willinges to be surprised, to be irrational, to a potential
transformation of our relationship with violendéis, necessarily involves a dismantling of

the notion of #Afinding our styleo. By doing
in order to trasform our relationships with ourselves, with othersjwith the hypotheses

of violenceembodied in the termmerica as OtherAs suggested earlier by Cage in his

readings of Thoreau, it is not about havagisionfor violence, but ather finding a wayo

have no vision

% bid, p. 286.
*2bid, p. 282.
%3 Kostelanetz edGonversing with Cagep. 11.
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As mentioned abov @ asmlesignedpr eci sely to facilitate fcri
triumph, k @ spractice offers a crisis whicmayl ead t o a viol ent br ea
intuitions. The violence inherent in this liberationdsr u c i a | for understandi
Cageds personal i ssues throughout the 1940s

of Zen. This conflict arose from the same kinds of contradictions as proposed by

(k @ n As biographer Kay Larsonnoté8a ge had a o6f edayetapowerfolei ng h
need t o b e®Zenteashed Gage thatthe creatiosuth firmdistinctions is the

i ssue: O6Dondt bother to grasmei ©PFrom 19540 al r ea
1952, Cage comes to derstand that freedom is not about explaining the world, but rather

coming to terms with what it means to engagtstically with our relationshipwith the

world (and violence) through a transcending of the illusion of thé selelf necessarily

informed by its relationship with the OtheWhat Cage has learned from Zen is that the

limits he places on himself, tHerces that come to bear on lanthe Othed is powerful

and compelling yet, ultimately, it is an illusion. Thereni® A wor ko t o there done

than to embody that realisation.

Where that realisation comes to rest is inwnerability to the Realsuch vulnerability
exposing the inherent weakness inamcsal | ed Acompl ete Ot hero.
fact, incomplete, that it is only partial coherenceYet we must always take ugpome
position in relation tahe Other. One avenue to explore is working with vulnerability which
denies thdixed positionality of religiousor political conviction. Critically, this is what Zen
meansfor Cage; it is an encounter with the void, with the lions in the den. We must
encounter itwithout naming it As such, if we wish to transform our relationship with
violence, we have to transform our relationship with the self and refuse to name the void, to
acept the Real. By doing this, we may be able to engineer a new relationship with America

as Other and thus with violence.

% Kay Larson,Where the Heart Beats: John Cage, Zen Buddhism, and the Inner Life of A\gstsYork:
Penguin Books, 2013), p. 198.
% |bid.
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Il 7 Silence, Cruelty and Disrupting Violence

Early procedures

This section will seek to trace Cageds artis
t hr ougrhu Sfiinmanl 6 sounds, chance opera4do83d3s8, al

These practices evolve, becoming increasingly related to violempoesiwar America.

Amongst Cageds influences in his eéawhoy adul f
was also an inspiration for midentury noise musicthe Serialist composer Arnold
Schoenberg and Dadaist Marcel Duchamp. To take the latter, in ak attaontemporary

art, Duchamp exclaimed that OPainting is was
that propeller? T&Fbr mthecRotyoustd®, tthhit 060!
the propel | er *gsfqlickly absorbd irtosrhetorie which dejfiés,violence

and wa ronlahygiedetohtlee worlf® Using this to demarcate between the Futurists

and Dadaists, the Futurists see the propeller for its function (war, violence, speed etc.) rather

than its aesthetic utilityNevertheless, the signifiers which we load onto the propeller can

tell us much abouhe ways in which the laws and hypotheses of America as Other come to

bear on our understanding Duchampés wor k shines a | ight 0
of objects mto symbols. It is critical for Cage that we move beyond seeing objects as
somet hing to | oad signifiers onto and inste:
i s 0 u nThis & Yo.move towards the Redly moving the focus towards our personal
expg i ence of fisounds as soundso, Cage brings

often cold and cynical work lacks.

I n the case of music specifically, Cage reca
19306s. Whi |l st r ev o rkstlll adherea toyhe 128\€ dtalecandovas g 6 s W

played on culturalydominant instrumentation. The violence inherent in noise, disrupting

% Janis Mink,Duchamp(Kéln: Taschen, 2016), p. 38.

E. T. Marinetti, o6The Foundi ngModémisn: fAre Anthaogyedf by Fut ur i sr
Lawrence Rainey (Oxford: Blackwell Publishing, 2005), pg. ®. 4).
% Ibid.
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the boundaries of what is considered music and defiling its tools, extends from Duchamp
and Zen for Cage. Speaking in718 on | eaving Schoenber gbs I

comments that;

| had not yet studied Zen Buddhism, curiously enough. When | did, which was about
ten or fifteen years later, | would have had even more reason for not studying
harmony[with Schoenberg]But at that time, it was as though | was wrong, and
what | was interested in was noise. The

was that harmony didnoét haveé® anything to

Cageds embracing of noi seommasaeratas @o miow et
deviceéeverything e P3hscdtairtyonovesus in thedireation adr i al 6
a Agoing beyondd style and hearing fAisounds
(1937) outlines however, the move towards efectri ¢ i nstrument s i's do
compl ete contr ol 6 Cage statdshew acnd mptoos ead a p touweeb ,a n d
sounds, to use them not as 381Mavmgcadséneocts bu
follow EdgardVarése havingé f o u g hoti sfesrd6 ms he Ol i ked bei ng
u n d e r®dCagg &till finds himself needing to control them. Early pieces which usher in

this new appreciation for sounds include the macrostucteirstl Construction (in Metal)

(1939) or early prepared piameorks such a8acchanale(1938/1940) ofTotem Ancestor

(1942). There is violence particularly in the latter here: the drilling in of screws damages the
piancasproduct by affecting the tone, timbre or pitch of the strings in a variety of ways.

This act ado disregards the traditional usage of the instrument, this violence being done to

t he pi ano6s ascwell as itsrphyksicalchady. Tlest violence, Bacchanalefor

*Larson, p. 59.

€ paul HegartyNoise/Music: AHistory (London: Continuum International Publishing Group), p. 16.
®1 Cage,Silencep. 3.

2bid, p. 117.
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example (appendix 1), is precise. Whilst Cage offers the player the opportunity to
6[d] etermine position and size of mutes by e
used (6screw with nuts & weather strfPppingo,

Cageds critici s mLeotdreo8 Wathingedlsiagfioableé with Hinfskg®:6 s

The twelvetone row is a method; a
method is a control of each single
note. There is too much there there

There is not enough of nothing in it A

This is not to say that all control is bad. We can go back to ttsugfered earlier on the

Afdead endod of intuition and the natur al capé
stuck in its own ruts. A modicum of etic control may back us into corners hitherto
unexplored® Arguably, control is tightened further ihé late 1940s. Yet | wish to claim

that this is, counterintuitively, Aprogr essao
dislikes. Comparing the preparations Bacchanaleto those onSonatas and Interludes

(194648) (appendix 2) reveals a greatearegision in the selection of materials and
measurements. Yet the aural quality tells a different story. WBacehanalemay sound

akin to somet hMikrgkosrhosptayed dd a rpiano kvérse for wear, many

pieces inSonatas and Interludesiake it rearly impossible for the listener to determine

fundamental pitches by ear. Here, greater control of the instrument equals a move towards

8 John CagePrepared Piano Music: Volume 1, 1943 (New York: Henmar Press Inc., 1960; repr. 1999), p. 4.

® Cage,Silencep. 124.

®This seems to mark Cageds distrust of Surrealism. Th
rat her than OG6open our eyesbo, echoing some of his ~con
Conversing with Cagep. 174). Oulipo, onef the French counters to Surrealism, distrusted their work for
relying precisely on this glorifying of the biased i
addition ofmorerules through methods similar to Cage (mathematics, arbitratysans, extended techniques)

woul d | ead to a fAtext beneath the texto. The Oulipo h
tendency towards nonsense over the potenti al for a Afr
Mo t tOelipos A Primer for Potential Literatur¢1998).
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t he unt r an sdloeettands foeexainpdeandaway fromt he tr ansl atabl e
of Western classical mugichereintended pitches. The piece produces souatiempting

to escapehe clutches of having to choose between harmonyhaise

Yet the violence here is stibopr eci se, t oo focused and Cageds
grander (6éthey hbedome threcrosnfeortmeadnsf or med. 6

exerts the control a pianist may assert over an interpretation of Rachnémimenpretation

within a certain rang® but with nonmu s i c al sounds (fAnoiseod). Wh
from Duchamp, Varése and Ross 0 a | | point him towards noi s
as soundso), his creative work has only tack

pianoforte. There is a limit to the impact this can haset, eschewing thelichotomy of
harmony/dissonance and choosing sounds which might sit outside of this (i.e. those that are
considemedi éalbod@ or at | east not easy to cat
Cage. As Marcel Cobussen argues, arbitrary privileging of harmlissphance as a
paradigm Omakes it extremely difficult to d
sounds that one does not (yet) count among music. Instead, one often tries to avoid, banish,

or ignore these sounds precisely because they do not gelot o t he m@A&ai cal d
return to fAThe Future of Musi c: Credoo, fro

channels the energy of the Futurists or Dadaists, with Cage proclaiming:

The sound of a truck at fifty miles per hour. Static betweensthtions. Rain. We
want to capture and control these sounds, to use them not as sound effects but as

musical instrumenty

% Marcel Cobussen, decangtaictiona find Muslit alitts:/avivw.deconstructiofn-
music.com/proefschrift/300_john_cage/317_cage_and_noise/cage_and_noifaduessed 27 October 2019]
®” Cage,Silencep. 3.
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An attentiveness to soundtlse focus His sentences are short with extraneous conjunctions
removed. It can be read at pace tdaahdhe speed of the truck. Alternatively, it can be pored
over and meditated upon. Either way, Cage attempts to secure a sense of vitality through a
restricted use of language. That this passage lends itself to a close reading is indicative of the
focus gven to its subjects. Cage also lambasts what he considers the abuse of the newly

devel oped Theremin with players acting as 60

think the public will 1like. We®Ehe Bherarini el ded
should do as percussion music does: 4t oexp
musi €&dlederthel ess, t he composer i s still t

experiences. The next step, then, is to move away from this authority, predetermiiting a

does a certain trajectory towards a fixed sense of style.

Chance

Cageds wor k sas didcussecaboae thdicatve of adesire foriconoclasm
expressed creatively. His violence towards traditional instrumentation and forms not only
mirrored aviolent society, but also an inner violence. Violence can be utilised as a tool for
stripping back, one which Cage delights in with his prep@iano works and orchestrations

of controlled noise. Indeed, just be feelsthe Buddha did centuries before, Cage wishes to

strip back sounds to reveal the HApure silen
asceticism to not be the way to attail @ng ht en ment , Cage will S i mi
silenced is illusory

Cageds instrument al (in both senses) violenc

psychobiographical account wholeheartedly, this instrumental violence does line up for
Cage. By the late 1940s and early 1950s Caged6s | ife in its many ¢

apart. His marriage with Xenia Kashevaroff had ended and his rhythmic revolution

% bid, p. 4.
®bid, p. 5.
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(exemplified in his percussion based works) had not been taken up anywhere near as
entlusiastically in New York as with Bonnie Bird at the Cornish School in the late 1930s.
Further mor e, he fought an internal war . As b
being himse®b y et a power f ul n@@alg & 06 haed hat bommsl §  ft edlo
should be themselvesd and o6relentlessly deme
t r ue M @ageaisubsayuently began to work with chance as a potential solution to both
personal issues and his artistic progress. In a 1979 intewith Bill Womack, Cage stated

that:

Of course, my proper concern first of all has been with changing my own mind. |

wanted to change it because | was, in the forties, in certain ways very confused both

in my personal life and in my understanding of wtkeg function of art in society

should be. It was through the study of Buddhism that | became, it seems to me, less
confusedél decided that my proper di scip
committed, namely the making of music. And that | would do ihwi means that

was as strict as sitting crekgged, namely, the use of chance operations, and the

shifting of my responsibility from the making of choices to that of asking

questions’?

Early forays into aleatoric composition, progressing towards tleepgano pieceMusic of
Changes(1951), all rely on chance as an origin or centre upon which a universe of
possibility can be explored. The first and one of the most famous of these chance pieces,
Imaginary Landscape No. 4 (March No. @©51), introduces the rades an instrument

one whose content is beyond the control of the composer. The piece is guided by a bare

L arson, p. 198.
bid, p. 110.
2 Kostelanetz edGonversing with Cagep. 45.
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bones score with extensive explanatisgns Cage notes in ACompositi
Process of Composition Used litusic of Changesind Imaginary Landscape No.04, t he
charts for both pieces 6ar e mbu)ewhichfrefeatm e qual
Superpositions (one chart) (how many events are happening at once during a given structural
space); Tempi (one chrDurations £, the number of superpositions, in these works, eight
charts); Sounds (ei ght "tThaintenton of a rBagrosaucture s (e i
such as this was O0to make a musical composi't
taste and memory (psychology) and”@hbme of t|
operates not as the opening to limitless possibility here, but rather as a breaking away from
6individual tasteb6 or, to usdrtohme 6tvérsmon@ag e
fifigoal 6 can be found in many of the other me
4 6 3seréesMusic for Piano(1952), for instance, moved away from durational structures,

instead electing to shape the performance aroundriperfections in the manuscript paper.

As Cage notes in AComposition as Processo,
piece took place in any length of time whatsoever, according to the exigencies of an
occasion. The duration of single sounds wak er ef or e al s o’ Ih ettert i ndet
pieces, such ad/illiams Mix (1953),Cage offered performes series of tapes with sounds

fitting into six categories:

[C]ity sounds ( A), country sounds (B),
especially manally produced sounds (D), wirtoduced sounds and vocal music

( E), and Asmall 0 sounds r equwereifurther amp | i f
classified according to whether three of their characteri$tibequency, timbre

(overtone structure), and ariipbei wer e dilcloedd ( ¢c) (Q.rThusivari ab

as Cage explained, Be&@howen @with cagablé flequbrey, j a z z

3 Cage,Silence:Lectures and Writings. 58.
" bid, p. 59.
S bid, p. 30
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timbre, and amplitude (Nattiez 1993, 131). Controls could be imposed upon any
of these characteristics througjliers or reverberation. Such decisions, in addition
to the selection of the ounds t hemsel ves, were entirel

engineers?®

I n ACompositiCameashiBhdecighes &, t hat chance in
music itself is an idealsiu at i on, not a real oneb, a gener
may give up its desire to improve on creation and function as a faithful receiver of

e x p e r {"Bha rumbedof variables at play produces both a richness of texture as well as

an uncourdble number of different possible interactions, a number only increased by the
freedom offered to performers to interpret this laminal construction as they pleased.
Williams Mix as withImaginary Landscape No. @nd Music of Changesutilised the |

Chingand coin tosses to frame the chance operations.

With Music of Changesas pianistlohn Tilbury one of the foremost interpreters of Cage

and Morton Feldmah s t a readings oféthe charts always encompassed, for example, all

twelve notes of the chromaticade so that the effect of the chance operations (the tossing of
coins) was balanced to a certain ex%Teent by t
goal remained the supposed Apurityo of i nd
6out si de tohfe acikrncown wuniversed: to be d6ddeal ir
anyt hi ngWhisbtheuchahce pieces described here offer a range of methods for
interrupting traditional methods of composition whilst simultaneously allowing
interpretda i ve freedom to performers, there are |

to venture Ooutsi de t Ahe linutsof tbebeechanocemetrmdsdken o wn  u r

®"David W. Bernstein, fClke@mhridgd Compagibn tondohd Eageh byDavisl, i n
Nicholls (Cambridge: Cambridge University Press, 2002), pp-2I&6(p. 209).

" Cage,Silence:Lectures and Writinggp. 3132.

"8 Cornelius CardewStockhausen Serves Imperialigmp.: ubuclassics, 2004), p. 42.

" Michael Nyman Experimental Music: Cage and Beyo(@ambridge: Cambridge University Press, 2003), p.

62.
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echoed retroactively by Cage,; 6 0 n erse vitho ws mo
whi ch one $Them is gttt sohethingjto ke attached to, regardless of whether that

is the rules and materials offered, or even the limited uncertainty of chance itself. Re
affirming chance as a cenfreaandallow it to be shaped by tHaws and hypotheses of the

Othe® subsequently dissolves any potential to be radically surprised outside of a fixed

style.

By Music of Changes t he f i r st of Cagebs pieces to b
operations, his reading @he Huang Po Doctrinef Universal Minch a d b eextremely 0
meaningfud®! It sat alongside theChing (Book of Changes), which he learned of through

Suzuki, as fundamental to Cagean procedure. The latter became central to the composition

of Music of Changes 6 di vorscifnrgons otumel bur den of? psych
Pianist Herbert Henck regarddusic of Changes s r adi cal , defaning C.
pioneero of Xmavidafudcdaosi spoke of a ficancell
performing the piec& Cage, incomposing both this antimaginary Landscape No., 4
became increasingly hostil e t destagtictdo oural ue |
proper business, which is curiosity and awaren&Music of Changescted as one way

out of fixity. Thisisarefigr ng of our relationship wodoth vio
our proper businessasoaimrd ptrower dsb uffldseasftsrswc t i1
Changesand Imaginary Landscape No. dr e o6 pr eci $falnyd tprawdktewr ewvdi

complicatedrulesfo a myriad of ¥musi cal deci sions. 6

Because there is some degree of-getermination at play, a radically new style or
relationship with violence cannot arrive aremainfrom these methods for it will simply

become reabsorbed. Indeed, this reabsorpton ia t the heart of Ador no

8 |bid.

8 L arson, p. 198.
8 Nyman, p. 60.
8 arson, p. 203.
8 Nyman, p. 62.
8 Larson, p. 208.
& bid, p. 204.

8 Ibid, p. 206.
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claim of capitalism that 6[e]very det ail i
entertainment industry] that nothing can appear which is not marked at birth, or does not
meet with appr®Wexdn, hawever lise them tosléam hbiet \Ways in

which the laws and hypotheses of AmericaCdkercome to bear on our understandity

decoding these, we can begin to shape what an alternative relationship with violence may

look like, one which accepthe void, the unsymbolisable Real.

Cageds wo4 &3riuaitheeeforduslise the chance elements which have proved so
productive to his own psychical transformation whilst not allowing chance to become a new,
pre-determined centre. Here, the artise mai ns a producer of O6contr
chance becoming a new end, bearing more of a load than it can take. To break ot of this

away from the riddle and towardska@ aaway from violencas defined byhe Other and

towards a newmore subtk relationship with violergd requires a fundamentally different

way of engaging with sound.

Cageds cisthusmahone greate a piece which transcends a fixed notion of style?

Her e, we ¢ an Zenpractice and to bis r&adirgs od Artald order to free his

work from fAlikes and dislikeso, Cage must of
choicemaking the violence of metaphysics dacquedDerrida may term & even whilst

knowing that this is (logically and practically) impddsi it is not possible to be amoral or
non-preferential for if we decide to have no preference on the outcome, we merely pivot to
anotherpre-determined positior{ i . e . il do not have a prefer
towards a prividte@gpnigdef u,lreiwhighicdnbearéabsorbes 0

into the existing structures offeréa America as Othgr David Loy, writing to Derrida in

fiThe Deconstruction of Buddhi s mo, argues tha

simply be folded bdc i nt o 6 metaphysical reappropriat.

8 Theodor W. Adorno and Max Horkheimddjalectic of Enlightenmentrans. by John Cummin@ew York:
Herder & Herder, 1972; repr. London: Verso, 1997), p.. 128
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somet hing Astylelessd for t his woul d, i ke

attempting to escape (There is O6no transfere

Thanks to the sensitivities that Der da6s t exts have hel ped t
to understand the Buddhist tradition as a history of this struggle between
deconstructive delimitation and metaphysical reappropriation, between a message

that undermines all security by undermining tlemseof-self that seeks security,

and a countervailing tendency to dogmatize and institutionalize that chaifenge.

For Derrida, Othe pricefromfafixédrsgte cho i©éa gi@roes m c @rste
is O6eternfForvilgiy aatt elbtetarsad y g toh ewhiibche aDer r i deé
found in meditation. For Cage and Suzuki, we may say that this can be fosaimiiras a

fleeting engagement the innate emptiness of all things. Relevant to this fleeting engagement

is Loyo6s ©Séhgepthess, to e swollef).in Madhyamika Buddhist

practice, a school hugely influential on Zéh] n yisadeddribed as the deconstructing of

6t h eexistendefselpr esence ®a$§ Lbdyngetments, NUgUrj un:
the practice o6 1T nfyeoul d become o6éreappropriated into
careful to warn thaS1T nywaas0 a heuri stic, °ADhtsisasimptyogni t i
elucidated in theMT | amadhy ami @bk Ut hk e wilrnépeaswomat hi n g
be something T n puathere is nothin§ T n sodow can anything k&1 myWa il nyiat O

thus not a tangible method that can simply be deployed nor does it have an immediate,

privileged relationship to that which it describes.

®¥David R. Loy, 6The De cberidatandiNegative Fheologed. ByHdrdichGowamié , i n
and Toby Foshay (New York: Suny Press, 1992), pp-2B3/(p. 227).

% bid, p. 235.

% bid, p. 233.

2 hid, p. 234.

% bid.
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This links to what has been said thas &bout the postwar relationship with violence. This
relationship, at least for Cage, is predicated upon the clinginghistarically determined

senseof national identity one defined bythe violencewhich proved so important in the
developmenbf the United StatesThe nuclear horizon acts as a kindsafori moment, a
cataclysmic Al oo s enidentigyowhiah fmaytbéd wtallynerasedsin the f
apocalypseAs a consequencthe precariousnatureof that identityand the violences of the

pastwhich have sustained dtrerendered manifest. This dream of sorts, which threatens to

bubble up and consume the AmericBream and American identity, must be worked

through and r@ccessed in order tfer a newrelationship with violence. It is only tbugh

this process of heuristic, rather than cognitive or logical, analysis that America can finally
gesture towards a new dream, a 6new yet unap
dream of centuries pass avell asthe violenced those whictcontinual extension of the old

America that will necessarily continue Y et an AAmericao which i
specific identity and thus not a specific st@edoes not seem conducive to a specific
individuation,nortoa concr et e fnat i ocems arise forrboth ®erridgpr act i
and NUgUrjuna: how do we move from the emp
simply rendering the latter as a rational system and thus nullifying its efRegarding

S1 n ywetcdh see that this is the wrong questiopetasking for the question itself simply

takes us straight to the e mpimisundastood aido s eer
mi stransl ated aphoi iex@nbgdoet hreir ggeh tilsy npoo i ou tss ioduet
such a thing as a thing that dodsn ma k & Evergtiing & dvithin reference. A move
towards Artaudds At heatre of c¢r @ardthystheopens
AmericanDrean® as gestures rather than as representative of twmrdlming logos of

interpretation, fixingour style before we have had the chance to perform it.

% Kostelanetz edGonversing with Cagep. 146.
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Cruel Discourse andl 6 3 3 0

This second section has detailed the move towards3 & @ gradual stripping away of
extraneous elementd/e have a chronology, a dialectical process which may lead sesrclo

to some end of History in art practice. Read in this seh<e,3 rBadks failure, a monolith
dedicated to our i mpotence to escape referer
still no closer to the final referent. |1 wish to trouble this overéifioption. Rather than
seeing history as essentially chronological,
the aphoristic qualities of the @ awe can sed 6 3& potentially conducive to a fleeting

glimpse of going beyond style to transforour relationship with violendeas in

fll 6 a wieas iopposed to just another development in a series of naive utopian moves

towards some prdeterminedeniia s lefnu tfiur o

Cageds remark quoted above that Odbédahkersensedt
comes straight from Artaud (6 &fhkrewremamay as
similarities between théwo artist® alienation by formal art movements, moves towards

Eastern philosophies and practigds u t key is Art audmgivomedr k t ow
from the Al ogoso of the theatre. Cage bega
demonstrate that 6[ e] ver y¥” nusicndevoith of any ofithe an e
structural characteristics oreetn). Batlsastistcasel i mus
attempting what Derrida calls O6the productic
comprehend (since speech p%liigmaatterhpytoqeatea upp o s
space which is 060no anmagegfanotherralgsenhsitezan dlocdlity, am t h e
al i bi or i WVheybVeauwhoporm.a theatre in whict
more becomeagestures'® T h a t Cage al sThe TheateedandAts Doatdled 6 s

direct influence onC a g eThestre Piece #1(1952p around the time of the first

% |bid, p. 146.

% Cage,Silencep. 131.

% Derrida,Writing and Differencep. 299.
% bid, p. 300.

10 pid, p. 302.
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performance ol 6 3 fRydres Artaud along with Robert Rauschenbemds inspimg Cage

towards4 6 3 3 0

Whil st the idea of a fAsil ent fHQtheeReale Thinik d been
and prominently in the mid940s The Wonderful Widow of Eighteen Sprirf§942),Music

for Marcel Duchamp(1947) andA Flower ( 1 950) ) , it shoul d be n
engagement with Artaud precedéd 3(3962).These early forays into silence would come

to shape particular elements 4f6 3 Bhdrhe Wonderful Widow of Eighteen Springsr

instance, the performer iapsout rhythms on a closed piano lid, the opening and closing of

which became critical to mark the closing of one movement and beginniting afext in

4 6 3'% Music for Marcel Duchampeatures two bars of silence in its last sectf6r

Flower includes both long passages of silence and the use of the piano lid as a percussive
device!® The interruption of so many culturally accepted gestimeslassical musit

including the most unassuming act of opening the piano lid or of actively making sound as a

performer atalltimegsbr i ngs us t owar4dés3 3tohe o6no visiond

This is a critical junctur e; [offeredhythelogosgy away
of the theatre or by the end of History, we are offered a new path. We cannot fully escape

the laws and hypotheses ofolence of America asOther, but we can reveal or manifest

themin some way. This, critically, brings us back to the remarks in the introduction on the
Ameri can Dr eam,; Artauddbs work provides us w
absent of one predetermined byhose laws and hypotheselist asS 1 n yisareniered

heuristically, so Artaud proposes a radical move away from the interpretediaineaming

of psychoanalysis and towards a fd-analysie:l 0 dr ea

jan Steele / John Cage, fThe WicesAreinstrunhent® Qbscwe, of Ei gh
obscure no. 5, 1976.

“john Cage / Morton Fel dma rMusicfFofKeybhoard ¥92MO48 Midhe Eadyl Duchar
Years CD, New World Records, 806624 2007.

MJjohn Cage, Anna Clementi, SVoicé AndRianoSGDhMusikpeduktianc her , A /
Dabringhaus und Grimm, MDG 613 1026 2001.
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If dreams are still more suitable to [analysis], it is because #imtion produced

by your[ Fr e wahéne]s is at work in their devel

el aboration interests us, 0 Freud says,
he have had to add so that we would stop expecting dreams to deliver up dse wor

of the soul? Have the sentences of a rebus ever had the slightest meaning, and does
its interesd that is, the interest we take in its deciphedimpt derive from the fact

that the signification manifest in its images falls away, having no other scape th

that of conveying the signifier that is disguised in’ft?

As Br uc e dasifands psgcdodralytic practice is concerned, a dream is the oral text
or speechwhich can be potentially transcribed more or less accurgiebgluced about the

dream bythe analysand® Critically, it is not therefore the dream as experienced, but the

a |

dream as recounted. The cr ufede |ldo etomsddodyr ecaormt r

thelaws and hypothesashich detemineit.*®Der ri da r emar ksCrielty A The

and the Closure of Representationo that o6the

but of cruel dreams, that is to say, absolutely necessary and determined dreams, dreams
calculated and given direction, as opposed to what Artaud believée the empirical

di sorder of spBRomndéousudlaved fréaind thai must bé e
produced or® Deeigasubsequentdychifhlights this as a move whereby Artaud
6rejects the psychoanalhesream® She wonktokthepiecet er o
that would come to be known ds6 3 s=éks the same goal a® thnebeing sought by

Artaud. Derrida describes this as such:

1041 acan,Ecrits, pp. 3934.

%5 Fink, A Clinical Introduction to Freud: Techniques for Everyday Pragtjzer3.

1% | ynderstand that this logic is in some sense programmed from theesperences as conscious thought.

There is a danger here that we make the same mistake as the Surrealists and elevate the unconscious. However,
not only is dreaming often troubling, confusing and even disturbing to the dreamer, Artaud is not proposing

inter preting the dreamds | ogi c. I nstead, he attempts t
interpretation.
107 perrida,Writing and Differencep. 305.
108 jpi
Ibid.
19bid, p. 306.
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The theater of cruelty expulses God from the stage. It does not put a new atheist
discourse on stge, or give atheism a platform, or give over theatrical space to a
philosophizing logic that would once more, to our greater lassitude proclaim the
death of God. The theatrical practice of cruelty, in its action and structure, inhabits

or ratherproducesa nontheological spacé&’

The cruel dream is an expulsion not a murder, for to murdamis sh t o affirm (
show how strongly | detest your existence by interacting with that existence at its most
fundament al l evel 0) . uision tha wenmoay as$ociate with thee e n a
Hol ocaust. Cageds eokthedilihseinot by thelBlhrex the weigepplu | s i o n
violence which claims to symbolise theal to close the gap between the voice and the

Word, zoeandbios Mladen Dolar explans this inA Voice and Nothing Moras such:

In the person of the Fluhrezpeandbios coincide. He represents the unity \éblk

and its aspirations, its biopolitical an
distinction [betweerzoe and biog necessanl brings forth the emergence of the

ibare |ifed on the other side: the Iife
life which cannot be sacrificed, that is, subjected to an economy of sacrifice, gift,
atonement, expiation, in some gesture of exchamigh the (divine) Other. Such is

the life of Jews, the paramoumbmines sacrof our day***

1hid, p. 296.
1 Mladen DolarA Voice and Nothing MoréCanbridge, MA: The MIT Press, 2006), p. 117.
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In attempting to bridge the gap between bare life and the political, the Fihrer attempts to
step into the God functigrbecoming the justifier for all writableiolence In the case of
America, this move leads to the atom bomb. It is this murderous violence which must be
expelled from the stage. It may then be possible to transform violence from murder to
generativeexpulsion, from the affirmation of a self to tmadical rejection of such an
engagement. The only way to dream cruelly is to do so outside lafwkeand hypothesex

t he Ot heodstde a theSyanbolic order We must reject the primary logos of
speech in favour of a heuristic dream, one which O afiiomateve than an activity of

di s pl a’&nheatre witbout speech, a voice without speech. In short, silence as an
irruptive experience rather than as another symbolic gesture to be absorbdtieinto

possibilities already mappéd Americaas Other.

The cruel dream offers a way of thinking about experience without language, a world
temporarily uninterpreted. The wordless glossopoeiaddd 3 8 b ak e s us back
borderline of the moment when the word has not yet been born, when articusatio

longer a shout but not yet a discourse, when repetitiatmiestt mp o s Eiinizéneetms,

we may call thishstan a Ometaphorical darknessét he
confronts the mind when it tries to remember the time before birtly peretrate its own

d e p t"his ottéer words,4 6 3 @&férs a moment obatori, where intellectual, logical,
psychological and empdal systems fail to represettie Real The dialectical nature of

4 6 3i8sich that it can quickly bring us to a momentrigis.The ficontent o of
sounds of the room arrive and b ei ng f u forseus o foaus onlthe foom, of the

piece. The form then refers us back to the content, so devoid is the form of anything we

t

S

could classical lsyt idetwearnkion.e Weo chaen dtabretn r e al

about the specific content as would occumiany interpretations ohusic. Rather, the piece

focuses on the experiencing of that content, buffeting us back and forth between content and

M2 Derrida,Writing and Differencep. 306.

13 1bid, pp. 3023.

114 Alan Watts, The Way of ZefiLondon: Thames and Hudson, 1957; repr. New York: Vintage Books, 2011), p.
18.
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form, neither & which offer us a final referent for our experience. Silence is not then, as a
chronological history of art may indicate, simply the absence of sound. It is the surprising
absence of a specific empirical content whéttould by all accounts, be preserd the

verifier or interpreter of an experience. Instead, the piece offers us a unigue moment of
fleeting irruption from discoursétom America asOther,a moment where our relationship

with violence is transformed asonseiaus dnd i ef | y
intentional yet outside of discourse. Many will react with discomfort towards a piece of art

which so radically questions their conceptions of music, the assumed notion of the self and

the failure of empiricism to account for either. By studng t hese fAsticking
see wherd 6 3iBtarferes with théaws and hypothesesmbodied in America aSther and

thusthe ways it comes to bear ooherencesf violence.

The genesis oft 6 3336 | have described throughout this chapter and most explicitly in
descriptions of Cagebs pi edcwasoneirspiredibgmahyat e 19
sources. In addition to the works discussed thus @age was influenced by Robert

Ra u s ¢ h e White Paintings created in 1951White Paintings which consiss of a

series of rectangular canvases covered in matte white, pa@ttte such an impression on

Cage that he noted the weight of their i nfl
Rauschenbr g, Ar t i st ,ToWhom It May €ond¥im:rThedwhite paintings came

first; my silence piece came laté Cage goes on to descritiee workas follows:

This is not a composition. It is a place where things are, as on a table or on a town
seen fom the air: any one of them could be removed and another come into its place
through circumstances analogous to birth and death, travel, housecleaning or
cluttering. He is not saying; he is painting. (What is Rauschenberg saying?) The

message is conveyed klirt which, mixed with adhesive, sticks to itself and to the

115 John CageSilence: Lectures and Writingg. 98.
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canvas upon which he places it. Crumbling and respondirdpdnges in weather,
thedtimceasingly does my thinking. He regre

dripping**

In a formal gesire which attempts to speak to the generosity, the unassuming nature, of

Rauschenbergds wor k, Cage offers the reader
please6 |t may be read in whole or in part:; any
may be read in any order éAny of the sectior

others, and the spaces between paragraphs may be varied in any rdahmee critical

essay opens up to the ways in which ink, letters or words may sit across one, gunsitlasr

the White Paintingsact ed as O6airports for t"fi ®heirl i ght s,
meanings become of secondary importance, their visual impact instead drawing our gaze. As
Calvin Tomkins notesi [ t ] he whi te pai nt i nulethablates & f r om
Cage to write his silent piece. Thepos b i | i ty of nDhey mddeinovisuala ny t hi

demanis. 006

Cage also sought silence from the physical sciences. On a visit to an anechoic éhamber
space designed to completely absorb soundewar other waves of the electromagnetic
fieldd at Harvard University in the early 1950s, Cage discovered the impossibility of his

pursuit outl ined here itn AExperi mental Musi co

I n fact, try as we may to make silence, \
at Harvard University several years ago and heard two sounds, one high and one

low. When | described them to the engineer in charge, he informed me that the high

181hid, pp. 99100.
117 |bid, p. 98.
181pid, p. 102.

119 arson, 233
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one was my ervous system in operation, the low one my blood in circulation. Until
| die there will be sounds. And they wibntinuefollowing my death. One need not

fear about the future of musit®

When this realisation is applied to the concert hall, the poteritia r Cageds
fdeinstitutionalisationbo b e cMNoisee ¥atec, Meahr A . As |
History of Sound in the Arts 6 [ i ] t should be noted that ea
concert setting where any mudlonehedklingjwasea cl| ea
breach of decorum. Thus, there was already in place in these settings, as in other settings for
Western art music, a cul t #Kahh identifies that evlichi ¢ mar
Artaud found in his theatre of cruelty,tt@éa ge 6 s,6 pyvetaci tly instructi
to remain quiet inall respects, muted the site of centralized and privileged utterance,

di srupted the unspoken audience code to r eme
that in any other number of tdags (including many musical ones) would have been

perfectl y?

Bgycmapkibygedbhe unacceptabled the p
attention to the impossibility of the perfecbherentsystem, the inevitability of its

interruptigad F$heebdbprthel eogos of the theatr

As James Pritchett notes, theh 3i3®9 6éa ment al , spiritual, an
whose Ol iteral silence reflects the silence
pos s i b ¥3The piecesdeading up tbd 3 thase based on chadc#lusic of Changes

the Imaginary Landscapseries,Music for Piang Williams Mix et and those working

directly with silencé The Wonderful Widow of Eighteen Sprinddusic for Marcel
DuchampandA Flowe® e st abl i shed Cageds work as disrup

t he A n othraughsonvialeace as a response to the limited, destructive deterngnation

20 3ohn CageSilence: Lectures and Writingp. 8.
21 pouglas KahnNoise, Water, Meat: A History of Sound in the Asndon: MIT Press, 2001), p. 165.
122 (jh;
Ibid, p. 166.
123 James PritchetThe Music of John Cag€ambridge: Cambridge University Press, 1996), p. 60.
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of violence offeredn America as Otherln the first performance of 6 3 ®aid Tudor,

C a g e 0 dimelcdlabgrator, walked onto the stage and began, indicating the start of each
movement by closing the piano lid, ending each movement by opening it. When the piece

was first presented at the Maverick Concert Hall in Woodstock, Nekw'¥6 o 6an audien

that supported contemporary arté, it was gr e

People began whispering to one another, and some people began to walk out. They
didn't laugl® they were just irritated when they realized nothing \gaig to

happen, and they haven't forgotten it 30 years later: they're still #Agry.

Cage himself delayed performidgd 3f8r&everal years before first presenting it in 1952,
stating that he 6knew t hat it waorl, lwderedisd t a k e n
also knew that if it was done it would be the highest form of work. Or this form of work: an

art wit H®blutt iwsorak .pdi ece f or Cage'apiececwhichi s 6 f r
is 6a very physical woitraka quickevay ofcheanny ehatthera | . I
was t o®®Irhaddition.todbeing physical and as renouncing waskntendedaction we

can say thatt 6 3a@lds more to the reframing of objects by blurring selves with sounds. If

sounds are allowed to be withdoterpretation or intention, it follows that the listeners in a

certain phenomenological mode can be without self, style or interpretation also. The
positions which people take up cannot be rooted by interpretations and thus their idea of self

as Aigdenammot be rooted. As Eric De Vissche

124) arson, p. 274.

125K ostelanetz edGonversing with Cagep. 70.
126 K ostelanetz ed Conversing with Cagep. 69.
27bid, p. 231.

128 pid, p. 218.
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If one replaces the termarowd of peopleby crowd of soundsone can find a
satisfying analogy with Cagebs descriptioc
experience. As wa anecfdicglmmizsr apHawadatgesshockis t h e

a physical experience that takes®place be

Rat her t han Aireplacingbo people with sounds
between them appear to fade away. Tatori moment, as previously highlighted, comes

about because we are guided by the fAcontent 0
form of the piece before the content defies our ability to interpret or interfere with it. So for

Cage, who sought to blur thdistinction between audience and performer or student and
teacher,4 6 3 &fts ask @ athe silent transmission of knowledge-akntred from Cage

himself because it is beyond Cégse a to trdngmit it. This is a style divorced from the

self, one whictkcontinuously and stubbornly transcends style.

Cage clearly has an intention for the piece, yet it is the elements of the piece which are far
beyond his intention which are so violent. This moment of violence is found in transforming

the limited positions @ violenceas determined byAmerica asOther into the violence of
liberationfrom the limited range of positions offered Bymerica asOthe® as shorived as

this moment may be before interpretation kicks back in (perhaps in the form of walking out
applaudingor laughing. Cage here presents music as not active nor passive, musical nor
non-musical. It is a rejection of the terms upon which the comforting notions of music, the

self, style, history, violence etc. are all established. Accordinghys & rejection of the
AAmerica as Europeodo which Emer son critique
violence through the centuries. Whilst many at the time and since have experienced the

floorlessness o#4 6 3 3he negative reaction of many is, as CagmshIlf points out,

PEric De Visscher, o6fiThere6s no such t hWringsabosut si | ence
John Cageed. by Richard Kostelanetz (Ann Arbor: The University of Michigan Press, 1996), pfL3B1(p.
132).
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6[blJ]ecause they see that | am™dedwhataregvet hi ngs
more devoted to than the Othégving such great bearing onr sense of self as it does?

Rat her than their di sdai ncheiasg Eabooprebed t hea
reactions are fleetingly fed intb 6 3ilstead. We do not feed an existiramge of laws and
hypothesesbut fuel the ephemeral, n@mpirical discourse, the cruel American dream,

of fered by Cagebs piece:

You could hear thewind stirring outside during the first movement [in the
premiere]. During the second, raindrops began pattering the roof, and during the
third the people themselves made all kinds of interesting sounds as they talked or

walked out®!

The payload ot 6 33much like the atom bomb with Amerigas a momentarily radical

opening where the idea of a fixed style of the composer gives way. The idea that a fixed

style could exist was framed by Cage earlier in his initial worries about the piece; that
people would seit as a joke. Of course, the radical potentiad d@f 3iStbat it is a joke, but

a joke that we must take seriously but only as/when/if we feel it. James Joyce, accordingly
for Cage, 6was so involved with coimady, bec
| oat H*%Amdydetting the jok& thatwe are, in part, influencedy an Other which we

sustain even whensitaws and hypothesémits our range of actions in ways we do not find
preferabl@ is our proper business. When askednifiere previoushpeopletook the piece

a stoodoolistfft hey n o wvoo sedckisp ,i tCabge replies ONo. I d
t aken t od*ltscannot be takeh oo seriously because this reading of theipiece

one which comes to bear heavily on questionsation and violence in the migventieth

130K ostelanetz edGonversing withCage p. 71.
31 |bid, p. 70.
321bid, p. 71.
3 1bid, p. 69.
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century. As Operation Ivy tested hydrogen bombs in the Marshall Islands in the very same
y ear o ffirst rasgrdéafiosof the piece upholding the United States as, in President
Trumands wor dsit adll fe a ga iondsetf eenrdy possi bl e

lesson appeared more devastating and more necessary thafi ever.

To deepen this link betweeh 6 3 a@ha violence, we can turn to a readingtod 38K Pa n
and how this engenders such a strong iaglahip to violenceOn the one hand, avcannot
answerd 6 3 Bubby the same tokenmye also cannatotanswerit. It is an invitation to face
silencé® unequivocallp as an interaction with the void, but one we must open ourselves

towards. We cannot go tdesce directly for it will then become what we expect. We must

aog

not face it down, but make ourselves vul ner a

in light of the uncertainty surrounding how/whether it affects us. Silencek l®eapuishes
us b a point of crisis where no positive affirmation of an answer is enough. We must move
beyond thevery idea of acoherencebeyond the idea of a final refereriving up on God

is to renounce God as tlomly justification for the logical impossibility ofhe Real as a

form of coherence F or Lacan, this is what designates

Believing in it only strictly means as follows: it can only mean, semantically,

believing in beings in so far as they can say something. There is no datibt th

whoever comes to present us with a sympto

aid, it is because he believes the symptom is capable of saying something, that it

must only be decipheréd®

134 Tamra Orr,The Hydrogen Bomb: Unleashing the Nuclear Age and Arms (Rive York: Rosen Publishing
Group, 2004), p. 27.

1% Jacques Lacan, XXIl: RSI (197475) trans. by Cormac Gallagher, Unpublished
<http://www.lacaninireland.com/web/wgontent/uploads/2010/06/RElompleteWith-Diagrams.pdf [accessed
27 October 2019], p. 63.
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Believing in the symptom thus presupposes the God fun¢tionT her e i s a f i nal

of my symptom which wil free me fBéom | ack.
example, to stop believing that silenmeanssomething is to give up the idea that a final
interpretation is possible. One must renout@cbmpleteOther, and tatOt her 6 s i dea
a final interpretation of violence or i Ame
interpretationokt yl e as somet hing we should aim to d
unappr oachabl e usAempararilg ® &cceasl a positien (or style) which is

always to come. It is to move to silence as an empty invitation and nothing more.

The traditional explication o4 6 3i8 that it is passive, an attempt at a kind of boundless,

utopian acceptance. @a regarded this as the most fundamental misunderstanding of the

piece:
[Q:] Well, the traditional understanding is that it opens you up to the sounds that
exi st around you andé
[Cagee and to the acceptance of anythingé
[Q]é yesé
[Cage:]é even whame ysamet hi ng as t he basi s.
mi sunder st oodeée
[QlWhat 6s a better understanding of it?
[Cage:] It opens you up to any possibilionly when nothing is taken as the basis.
But most people donoét uirderstand that as
Int he face of t he Real of sil ence, Ilmkgedmay se

range of positions in relation toolence. Cage appears to indicate this to be one definition
of fi n oHistorically fdamed,it is the radical absence of thews and hypothesesf

America as Other. Here, we may be able tosée3ds émbodying the radical potential to

36| arson, p. 275
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create the more subtle, complex relationships with violence that are required in this postwar
moment By extension we can see @Gathepotentiabforianhbroughbre v e
reading ofhratinwe hcagoonly consi derexpériecé hi ngo
silence not as silence (for there is no pure silence) or as merely the oppositendf

Silence becomes a potentially radical dndtful diversion from searching for a specific

way out of this destructive, eidetermined relationship with America &ther. Where

America as Othecomes tobear ona limited number of ways in which violence may be
interpreted Cage offers us the opponity to accept our precarity through the radical

potential of silence.
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Il - Summary

The purpose of this closing section is to approach a key question which the chapter has
sought to provide shape for: what has the work of the alissussechererevealed about

violence in the postwar moment in the United States of America?

Accordingly, this chapter has demonstrated that John Cage is a key figure in the discussion

of the intersection between postwar aesthetics and violence. Therchaptbffered the term
Aisilenced as a term from Cageds own | exicon
inherent impossibility of fixing in place either the experience or definition of the term, acts

as an incommensurable counter to the fipeditionsof violence of the postwamoment,
interpretations defined by the past violences of the United States as inscribed in language
(America as Other). Through 6 3 @ape is able to reveal the inherent untenability of these
interpretations of violete.| n embodying d6éa style that was nc
not a visionas per Thoreguwe are offered a potentially radical break from these fixed,

codified hypotheses and laws of violence as well as from thavkéh is groundedn the

ceriainty that these interpretations provide.

As the thesis moves on to a consideration of Amiri Baraka, it is important to register that

there appears to be no evidence to suggest 4hat3 8 o any of Cagebs
developments were a direct influence caréka. This does not mean, however, that the two

do not share certain modes of practice. Baraka understands that one cannot simply, as Audre
Lorde wrote, utilise the tools or discourses of Master as they are not built to dismantle the
Masterb6s hvbesmyt hohwhyd. There must be a mov
practicesoutside of theprevailinglogosand to bring thse into play in order to transform

any relationship with violence. After expell
goes one step further than Cage; in stepping into the space to tell stories of violence, he
creates a radical, weaponised voice which erupts from within the horizémefica as

Other. Thi s bear s resembl ance t o Fr ediheMot en
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Undercommons as t he dev edefemena the suroolind i thé faae loff the

repeated, targeted dispossessions thraughe s et t | er & § Thermnenechapternc ur s i
will demonstrate hovspecific qualities of the voice may provide an extendiorthe limits

of Cagebs project, a way of maidbdt3adienandg t he
the need to take direct possession of oned
Extending Moten, Harney, Lacan, Fanon and Cedric J. Robinsuah,dosit that thebreak

which is so central to Barakabés poetics is
reabsorbed by the white mythology, that whioc

an

i mage in ord®r to unsettle it.d

137 Stefano Harney & Fred Moteffhe Undercommons: Fugitive Planning & Black Stghew York: Minor
Compositions, 2013), p. 17.
138 bid, p. 19.
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Chapter 2: The Break in the work of Amiri Baraka

Wedl |l worship Jesus
When jesus do
Somethin
é

we worship revolutioh

O Ami r i Bar aka, ifWhen Weol | Wor ship

Introducion

This chapter will examine the poetry of Amiri Baraka, focusing on his developmémtof
which Fred Moten terms the bredkwill seek to demonstrate thBaraka turns towards$e

voice asable to offer a new sense of aesthetic position, one which @atsdermine the
coherence and suppose solidity of the laws and hypothesasesfca as Othér a symbolic

identity built, in part, on the violence of slaverfjhe development of this voice will be
traced t hr cessayh poBtey rardkplay$ she 1968. This confrontation also
challenges and transforms the potential of the sustained racist violence of the period and of
Americadbephbseak of o viiahr adfdérsaateess tooiurgus which
refuses symbolisation or reductiorto the limitedseries of positions offered himerica as

Othe® opens up a new space where -petfisence is denied, but in which violence can be

transformed through the radical retelling of past and present stories of violence.

I wi || contend t h at he Badce tavaald the breaks chamgedi o n of
dramatically by his visit to Cuba in 1960 and his subsequent phenomenological account of
Fi del Castrods voi ce. wolkbhotthicpersog ds efferingvad derfes c on s i

of newly figured mythologies whicbthers can utilise and enter into, a move facilitated by

1 Amiri Baraka, The LeRoi Jones/Amiri Baraka Readed. by William J. Harris (New York: Basic Books,
2009), p. 31-254.
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certain qualities of Barakadbds proper name. F
i n bot h Bar aka and Cedric J . Robi nsas n t o
exemplified through si publ i ¢ readings of iBoffar€c € DADA
potential transformationa n i ndi vi dual &atal violerices sucloas sldveryp  wi t h
This arrives in a transformation of the atom bomb from a symbol of apocalypse to one which
bothrevealsth b ombés Real vi ol en cthelaassandigpbdtheseaadf t he
America as Otheto ever fully account for, and thus potentially erddack bodies, psyches

and cultures.

The key ceordinates for this chapter will be the break, the voike,antislaveandopacity.

Regarding violence, and alongside theocdinates already established in the introduction

and extended in chapter one, the work of Frantz Fanon will provide an account of the
psychical and cultural impact of racist violence eélated to the nation state and its symbolic
identity. The break wil!/l primarily be artici
writings will also assist in describing questions of community. In discussing the voice, | will

again turn to Moten alongke the work of Ben HickmanPeter Middleton, Nina Sun

Eidsheim and Lesley WheeleFhe primary point of reference for the voice, however, will

come from MIladen Dol ar 6 and Laeaa thimselfOpenimgfthe J ac qu e
chapter, the anslave will ke framed through Ralph Waldo Emerson and extended by
Frederick Douglass and Fanon. Opacity will be explored primarily through the work of
Edouard Glissant with inflection from Jacques Deradga Cedric J. Robinsoill these ce

ordinates will be explored hr ou g h B ar @agsaahd esspyand supported by

interview materials.

In considering these eardinates, | will posit that Baraka not only offers a profound
extension of the voiée a point made by many thinkers referenced in this chapat that

such an extension also has specific consequences for languages and representations of
violence. By positing that certain elements of past and present violences can only be
uncovered and explored throutire break Baraka presents a new horizeithin the bBws
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and hypotheses @&mericaas Other, underlining both the incompleteness of those laws and
hypotheses and exposing and embodying the Real of violence which it cannot account for

and which can be turned against it.

| T The AntiSlaveand aNew Horizon

The AntiSlave

Americabs deepest and most substantially in
related to settlement aridrced exilé most prominently the displacement of NatNerth

American and Indigenous peoples ghd Transatlantislavetrade Here, the questionsf

expulsion raised in the previous chapter are given a different, geopolitical focus. The
guestion for Amiri Baraka becomes how to stake acutaetive position for those voices

shunned by America witholieing positioned in such way thatthose voices to become

reabsorbed.

After the ousting ofNative North Americans pon t he di scovery of t hi
European settlers, those settlers then shipped millions of Africans to America as slaves to
service burgeoning settlements and established European empires. This was the European
Dream. Upon the resolution of themrican War of Independence and the passing of that

Dream to America, black slaves were considered of lesser worth financially, civically and
interpersonally. The Declaration of Independence made clear that America was a free nation,

but only for some. Fo€Cedric J. Robinson, these colonialisms have been interwoven with
capitalism and racism since their inceptidhi s O0devel opment, organi zeé
of capitalist societyd6 which O6pursued essen

capt al i s mo
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The development, organization, and expansion of capitalist society pursued
essentially racial directions, so too did social ideology. As a material force, then, it
could be expected that racialism would inevitably permeate the social structures
emergent from capitalism. | have used the term "racial capitalism" to refer to this

development and to the subsequent structure as a historical &gency.

This system, 6dependent on sl avViemgrainedvin ol enc ¢
Americads very f oun dfetwerntiethcentary thodel) & mamsumdr i ve o
capitalism and, thus, the long economic bdoetweenl9451973. Whilst constitutionally
and economically ingrained racism had been a pertinent topic &ay mriters concerned
with black rights, for a young Amiri Bara&athen known as LeRoi Jor@sssues of race,

though of great importance, were not initially fundamental to his art:

|l 6m fully conscious all the ti martdfhat [
my |ife. But I know also that i f I wa nt
have to say, 61 am a Negro seeing a bus

has to do directly with the poem and not as a kind of broad generalizatibn th

doesndt have much to do with a *l ot of you

Whilst this quote of 1960 may reject race as Mitahis work the following decade proved
pivotal for Baraka. From a Beat -gardeharleg gr eat

Ol son, ObHar aBaaabldaGsnpbetg§, transitioned in

2 Cedric J. RobinsonBlack Marxism: The Making of the Black Radical Traditi@ondon: Zed Press, 1983;
repr. Chapel Hill: University of North Carolina Press, 2000), p. 2.

® Robinson, p. xiii.

4 Baraka,The LeRoi Jones/Amiri Baraka Reader xix.

® Ibid, p. xvii.
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a Negro wasnod6t some abstract and °dewek al i zeo
began to 6convey a sense owhietteh rcOn resiesveefo .a wa y
pertinently noted that O0ANo American poet s
and politics r eci®®Arfooeshadowini ofhimmordektly potticallyo n . 6 6
driven work from the mid1960s onwards, the oomunion of poetry and the politics of

revolution is integrated by a concern with representing violence.

Yet |l ong before Amir.i Bar aka, bef ore Sontagd¢
its So€eddcelRobi nsonds fr acriesdf thiokarp iadivsts arsl mo , a
revolutionaries throughout th@neteenthand earlytwentiethcenturies had embodied what

Ralph Waldo Emerson had termed the-anti a v e . Far from a synonym
antislave was a position outside, gkt toubling to,America as OtherAs embodiments of

this radical future, these individuals are described by Emerson as potential transformers of

the relationship between excluded citizens and the America of the day. At the time of
Emer sonds wr i mannperiodsaincd, thid velatiomslgp appeared and appears

staunchly entrenched:

So now, the arrival in the world of men such as Toussaint [Louverture], and the
Haytian heroes, or of the leaders of their race in Barbadoes and Jamaica, outweighs
in good anen all the English and American humanity. The-alatvery ofthe whole

world, is dust in the balance before thiss a poor squeamishness and nervousness:
the might and the right are here: here is the-glatie: here is man: and if you have

man, black owhite is arinsignificance10

® Ibid, p. xix.

" Ibid, p. xxii.

8 Ibid, p. xxi.

® Sontag Styles of Radical Willbp. 1956.

YRal ph Wal do Emerson, OEmanci pThd Seleced \Writings di RalplBWaldbi s h  We
Emersoned. Brooks Atkinson (Nework: The Modern Library, 1950), pp. 8&D (p. 855).
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Emerson identifies Toussaint Louverture and Frederick Douglass as embodiments of the

antts | ave. 61 f the |l aw produced the | egal fi
6Toussaint i rslava asrthe toaditiv tfhoer ainttsi Y Asd®easeflaber mat i o
continues:

Touissaint and exlaves and colonial subalterns could not simply take up
preexisting positions within a disciplinary society whose social norms were
structured on their g¢gdomenadcides of thedantlkavec | usi o
differed from the liberal practices of freedom structured on subaltern absence insofar

as they emerged throughe creation of forms of life that could not be integrated

within the political horizon of Western humani&nimy emphasis)

The antislave, then, takes the legalisgéstructiono f the slavebs humani t
this violence into a new harizon for black people, one neither currently inscribed nor
inscribable irnthe range of positions offered in the laws anddtiieses of America as Other

The question of how to create a form which could expel the Other from thé stageund

in Artaud and Cagde and stake a claim for the resulting void as a position capable of a
prolonged transformation of racialised viole@ca problem which is not tackled by, nor in

the crosshairs of, Cage addd IJecomes the new challengecontend that Baraka

generates the possibility of this transformation through a particular relationship with the
voice. The Amer i cawas adféundatiortal componenti bbhlee nrcaetdi o n 6 ¢
conception and vision of the world. As highlighted by Pease above, Bastares

i nvolved in the O6creati on of f or ms of i fe

"Donal d E. PeSdsaev,e & Trhoem AenmeirAsPower to Trandiate shmwdrld: NéwrEssays
on Emerson and International Cultyred. by David LaRocca and Ricardo Mig#dfonso (Lebanon, M:
Dartmouth College Press, 2015), p. 35.

2 bid, p. 36.

13 sontag, p. 196.

96



horizon of We s t e in guality,,Americaias @thed asAeriesaol symbolic
laws and hypothesesannot reintegrate that which cannot be rendered discursively. One
modality of the voice, which shall be discussed momentarily, eltihilesymbolic framing

of the Other. It is throgh this evasion that this same modality comes to undermine the
solidity of the hypotheses ofiiolence ofered in the laws and hypotheses Aoherica as

Other.

Indeed, the use of oration as a method to oppose American oppression is central to Frederick
Doughh s s pr axi s. He speaks war mly oNarrdties r ead
of the Life of Frederick Douglass, an American Sl§¥845). The text vindicated his
response to the abuse he had receiveée from
(speaking of myself) how to read, there would be no keeping him. It would forever

unfit him to be a slave. He would at once become unmanageable, and of no value to his

ma s t“*&vhat Bouglass derived from these interactions was that learnihgration were

ways to subvert, chall enge and even circumve
white manés power t'Baenasklaadvse gtrhoewi bnlga cukn drear rs.t G
as pivotal to his understanding @&merica and ofthe world wvas married with his
embodiment of a certain liminal positdran extension of the amsiavéd which might

institute a transformation of racialised violence. This is a position which he arrives at, |
contend, similarly to Douglass; the voice becomes a velgpable of communicating

qualities of black experiencbeyond wordswhich are incommensurable witte fixed

positions offered to black people in the laws and hypothesésnefica as Other. In the

voice, a position opens dpthe breaB which claims black xperience as a series of

narratives, histories and mythologies which can only be communicated by those that have

experienced them. Having beemrcluded as fellow human beingbese voices transform

14 Frederick Douglasd\arrative of the Life of Frederick Douglass, An American Slave, Written by Hjredelf
by William L. Andrews and William S. McFeely (London: W. W. Norton &fjgany, 1997), p. 29.
15 i

Ibid.
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this violence, turning it back on the coloniser. Withhattsare horizon, these voices create

the breakn which these stories of violence can be told.

Whilst Baraka seeks to propose new mythologies, to claim that he is simply a continuation

or extension of Louverture or Douglass would be naive and reductiwvethid thesis

proposes, the artists presented here understand the need for a change in languages and
representations of violence in light of tframing of theSecond World War and the atom

bomb. In the case of Baraka, there is an additional history atrpkhe racialised violence

which works back to the slave trade and its new manifestations in postwar society. As such,

bef ore we can discuss the voice in more det a
work, some further specifics of the sdogical status of 1960s Ameriéathe time of
Barakadbds gr owi ng abfadkculturabrationalian® must bl es@blisheslr t ai n
These will be specifically related to saffentity, a seHidentity aggravated by what W. E. B.

Du Boi s woWwlld tcernmciidbaws nesso.

Reading Cageds work as a series of aestheti
selfhood, as the previous chapter did, is all well and good. However, when such procedures
are brought to issues of racist violence, they caguiekly absorbed into theiolencethey

seek to dismantle. Simply put, many would question whdtmempositions offered in the

laws and hypotheses ohmerica as Other in the postwar mongrind, of course,
previously and sinde even recogniskblack peopleas possessors of a €elbr certainly a

self which it considers importahtto begin with. Baraka identifies this himself in

ANumber s, Lettersodo (1969):

| cant say who | am

unl ess you agree | 6m real
é
Unl ess you agree | 6m real
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that | can feel
whatever beathardest

at our black souls

I am real, and | candét say who
lam. Akme i f | Know, Il 611 say

yes, | might say no. Still ask.

The call to dismantle the self can feel contradictory to any political mission to transform

racial violence considering that such violent destruction has been conducted on the selves of
black people. In short, there is no self to be destroyed becausebieda subject to violence

which forecloses its ability to interact wit
exposes a disjunction between being unable to positaithate oneselin relation to the

| aws and hypot hesescamnft Asmer iwha as a0n/huenrl e(sdsl
and the nevertheless potent under standing tF
am. Ask me if I know, I 61 | say/ yes, I mi g ht
what he cakbsohis fApbpeallti mately situatable
America as Other. Whilst they undoubtedly come to bear on Baraka, this poem exposes the
areas within the horizon of the laws and hypotheses of America as Other which do not
accountforld8 experience (6Ask me i f I Kknow, I 61 |

of this disjunction will prove crucial momentarily when discussing the voice.

Studies of the time demonstrate the ways in which the laws and hypotheses of America as
Other come d bear on black people Ma mi e Phipps ChiRa &kioasl 19
l denti fication and Pryferfinstaneendemonstrated & preferemce Ch i |
among segregated psehool childred particularly in the Norté for white rather than

black dolls. AsC ar k st at es, 60there is a tendency for

16 Baraka,The LeRoi Jones/Amiri Baraka Readpr 21415.
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their own skin color, to pref émitht5feofthehi t e d
children Clark categorised as f@ADar®Thesedeemi n
instances of scopic discrimination were married with deliberate racial gaslighting on a
national scale. In a long history of violences against enfranchisement afhii@s, the

literacy tests of 1950s and 1960s Louisiana and other Southerrd stdtieh offered non

whites the oppor t udhweteynterttiamallyiveoaedrs® as ttohoffer an v ot e
examiner a plethora of excuses to fail applications. Failing criteria could come down to how

the candidate chose to interpret the quesfidre white rgistrar would judge whether these
confusingly worded and at times unanswerable questions had been given acceptable
answers? These two examples of deeply embedded structural state violence against non

whites target the self, foreclosing its potential to realised or recognised within the
hypotheses of America as Othéfanon indicates in his psychoanalytically couched text

Black Skin, White MasK4952) that this is one element of the tripartite structure of colonial
violence. Beginning with the body, lola people are reduced to their skin cofbwrhat

Fanon calls the 6°fahebaaybecemes anebjartabrokes inth partsa 6 .

and fixed, explained and justified by thewvs and hypotheses of America as Otlnis

psychic violencd the result otthe first violencd i nduces what F&then cal l
di sgust induced i n t he bl ack perlansmndu p on r
hypotheses of th®t h e rAmerida iad Othedetermines that | amot humanthis must be

the case . Thi stifoar nbuelaar s similarity to Du Boi s
@measuring[of] one's soul by the tape of a world that looks on in amused contempt and

pity.6 This is then carried into cultural violences which seek the destruction of forms and

practices whibh might embody and engender a sense of self through community. Phipps

"Kenneth B. Clark and Mamie P. Clark, ORacRealhgsl dent i f|i
in Social Psychologyed. by Theodore M. Newcomb and Eugéndiartley (New York: Holt, 1947), pp. 169
178 (p. 177).
8 bid, p. 176.
“Rebecca Onion, 6Take the I mpossible fALiterShaeyod Test
<https://slate.com/humainterest/2013/06/votingghtsandthe-supremecourttheimpossibleliteracytest
louisianausedto-give-black-voters.htnb [accessed 27 October B)1
2‘1’ Frantz FanonBlack Skin, White Masktrans. by Charles Lam Markmann (London: Pluto Press, 1986), p. 112.
Ibid.
2. E. B. DuBois,The Souls of Black Falled. by Henry Louis Gates Jr. and Terri Hume Oliver (London: W.
W. Norton & Company, 1999),.A1.
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Clarkds study above exhibits this; t he bl ack
by many of the children to uphold certain cultural standards of beauty. All the worldcarrie
out by state violence in these practices can be summed up fascn erasure of selfhood

in seeing Awho one iso06 relation to the | aws

Yet as discussed in the first chapt ethe, Cagei
self as a conceptual categapd the stark yet transformative vulnerability which this can
induce. Because that sense of self is couched ifathe and hypotheses of America as

Other in this instance, this would merely lead to that which Fanon descrds

fiidentificationo; s e e k whitegAmerica Ab Homiske Bhabhaa s ac ¢
writes, 6[t] he d edrtatn id, toole for i ad eQthedi ehtails ahe i o n

representation of the subject in the differe
6al ways the production of an image of i dent

assumi ng Mg, it is noa mueentdtaim for a sense of self determined by

America aOther, but to claimspaceforne 6s sel f away from that s
laws For Baraka, there is a similar urgency to expel the logos of the Other from the stage in

order to foster identities agitle of this limited horizon If this describes the challenge, a

refiguring of the antslave for 1960s America describes the position required to take on this
challenge. Yet this is an uncertain and precarious position as it also requires the disavowal of
established c¢communiibhAmrercamay entailhgaided ds bhese aré, me s s 0
some sense, by America as Other. An intuitiyv
not only upholds the artificial binary between the two. It additionallersffan artificial
comfort, what Robinson woul d® aneBamkatwhud 6 c ag e
describeassed ef eat i ng: O6éyou see that Black peopl
for a long time and t he?%The msitd eequredithoidenp t he s

avoid d6éidentificationd and provoke a substa

% Homi K. BhabhaThe Location of CulturéAbingdon: Routledge, 1994; repr. Routledge Classics, 2004), p. 64.
% Robinson, p. 268.

B Sslnterview wi th Washington  UBiversigy k aDigital ~ Gateway  Texts
<http://digital.wustl.edu/e/eii/eiiweb/bar5427.0106.009amiribarakazhfadcessed 27 October 2019]

101


http://digital.wustl.edu/e/eii/eiiweb/bar5427.0106.009amiribaraka.html

inherently precarious. As we shall moment ar i

voice may provide the medium to embody thisithms and to transform violence.

The break and the voice

Having discussed Barakabds initial scepticisn
was integral to hisvriting, the chapter set up the astave the brealand voice as a points

of departuréd f or t he creation of forms of | ife that
horizon of Western humanism. 6 The introduct:i
structural violence against novhites aimed to deepen the specificity of this ipafar

socicpolitical horizon as related to racialised violence in the postwar period. In order to

move towardsa positionwhich cannot be integrated within this horizon, we can turn to
Barakads growing radicalisat i atory experiecreevadd t hr
travelling to Cuba, we can see how Barakaos
concerned with race and violence are connected to the anatéhe generative spaces that

this voice can access.

As a country that was in alliaaowith the Soviet Union, the depiction of Cuba within the

United Staes was unsurprisingly negatiw/hilst Joseph McCarthy had resigned as Chair of

the Senate Government Operations Committee in 1955, McCarthyism had sunk its claws

into American discourseln turn, Baraka visited Cuba with fellow black revolutionary
writers t oredlkgnooiw gwhoantéd s(i n t he wo rPstonlyf t hos
did the trip change an initially sceptical E

view of hi mself as an American. As he states 1in

% Baraka,The LeRoi Jones/Amiri Baraka Readpr 126.
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Being an American poet, | suppose, | thought my function was simply to talk about
everything as if I knewéit had never ent

find out for once what was amlly happening someplace else in the wéfld.

Realising that he should see the world and pass judgement on experience rather than on
received wisdom is pivotal. His personal experience in the essay is intrinsically linked to his
Abeing blackd Bs machibasng Americano. I n sp
1960s towards seeing the connection between his race and his art as vital, he remained
forcefully opposed t o 0 e ntpa poensssusually gbow oné ne pt
or sometimes argoup of Negroes being mi fasheaided or
throughout his career. For Baraka, there is a need for decisiveness, for truly effective action

( 6 we fipoamstthat kilb 3° This desire, combined with the victorious revolutionary

spirit still extant in Cuba, proved instrumental in developing a voice capable of carrying out

this revolutionary work.

In the course of his visit, Baraka was directly affected by the tension which had been
generated through increased American interferendeuba as part of the wider Cold War
politic. He had travelled from a nation which excluded him as a representative of his race to
a nation where he was excluded as a representative of America, an America seeking to

become the O6Nation of Nati ons©o6:

AEvewreyo n the world, o0 she said, wi-t h her
communist. And if they're antommunist, no matter what kind of foul person they

are, you people accept them as your allies. Do you really think that hopeless little

T hid.
%8 |bid.
2 bid, p. 219.
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island in the nddle of the sea is China? That is irrational. You people are

irrat¥ onal! o

Criticism of Baraka as representative of AAnm
one of the most emotive passages 1in the es:s
agreementd with the group, al be¥Bytheendnati ni ng
the essay, he appears to write off America and its penchant for disavowing revolution in

|l ight of reason. He decl ar es cans totchangd thdirs t it
relationship withAmerica as Other 6t he Cu b a mewpeoplas (in Asidy Africa,t her
South America) doné6t need us, #*whistBaral@hebea d be't
retraces the lines drawn by those he met inCébd ¢ owar dl'y bourgeoi s i nc
also gathers a sense of the necessity of change. He also comes to further understand the

i mportance of artos l' i nk to phagcentnoaudly exper
ostracised blackspepplbel {(dkninhatyougfMame to
Whilst Baraka remains pessimistic at the close of the essay, there are occasions where an
infectious Cuban optimism moves him. Notably, his meeting with Castro stirs him not only

as a political activist but as a poet and an orator. He describes timmuiwspeech as given

by o6an amazing speaker, knowi ng probably i1
el ocutionéas i f he* Thie has clearelinkd torDguglass who samo .
oration as of critical importance to bypassing #my hypotheses irahguage which may
predetermine the reception of his responsel nde e d, Barakabs pessi mi:
sense that thearrative around black people in Amerisa omnipotent and immovable,
conditions which Castr ods \wwersgieen in therssieort,s up.

private conversation holds further evidence

O bid, p. 1467.
*bid, p. 147.
*2hid, p. 160.
B bid, p. 147.
% Ibid, p. 155.
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| shrugged my shoulders and asked him what did he intend to do with this
revolutioné fAiThatodéds a poetds quesani on, 0 |
give you is that | wil/l do what | think

the best | can hobe for, donét you think?

éand as a radical

Al 6ve said a hundred times that l 6m not
that | considemyself a humanist. A radical humanist. The only way that anything
can ever be accomplished in a country like Cuba is radically. The old has been here

so long that the new must make®radical ch

The focus, for the moments on the voice. Baraka is drawn to particular qualities of

Castrobs voice which began o6with the syll ab
tighteningéand going into % mpoahtras theé auralusi c a |
gualities esfenCastiomadarpgr his instruction to

home wi ffhe gpeactdappears pivotal for an erstwhile unconvinced Barak& who

whilst remaining pessimisic regardingthe potential for transformation within the United

State® does take the idea of radical action home. Whilst Douglass may have cemented the
importance of oration in this nellack radicaltradition, the experience dearingthe voice

of Castro is crucial for Baraka. One particular closingdie[ t ] h e ivdod au ta fo nfda hrae

been f or ediingriguestnot menelydéfor that mMssent ence O6haddé whic

*bid, p. 153.
* bid, p. 154.
7 bid, p. 155.
* bid, p. 156.
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towards the possibili[Flprefgondcergnai hi gsaad =t

insidea set of principless an outsideras an enclaveAs theopposite of white, blackness

(@}
—

acts as what Baldwin would | ater call the
define itself as opposite f.Finding radical revolutionary action consequently allows
Baraka to tap into his own radical relatioiskvith blackness which had hitherto remained
obscure to higonsciouspractice Cuba, as an anfimerican state, brokers the reconnection
to the potential radicality of black experience for Baraka. The potential for a new horizon
rests in black experience hose &6f oreignd revolutionary sp

t hrough the voice in Barakaés journey to o6fo

The importance of the voice as a tool for challenging violences coucldiscourse takes

on increasingignificance throughout the &0s, into the 1970s and beyord indicated by

the passage above, Barakabs experiencing of
deeply affecting of hi m, is predicated on a
brings to the foralifferent modes of voice: the voice of the poem as text, the voicing of the
poem in performance (as a vocal projection
voice which remains inarticulate but which unquestionably carries datwat which the

voice gestures towards but which meaning through words remains unable to match. These
modes can be mapped onto Lacands Symbolic (
Imaginary (asa form ofego projection), and the Real (as that quality of the veibih

evades description). Mladen Dolar and Edouard Glissantpndive key in mapping this

question of inarticulady Glissant will termthisi o pa@&ii m yBar akads wor k wh
Wheeler, Nina Sun Eidsheim, and Peter Middleton will assist in a simdae megarding

the voicing of the poem. To offer a startiagiculation here however, when this chapter
utilises the term fAvoiceo, it is speaking of
When speaking of the voice of the poem as text, the senslee poem as voiced in

performance and the voiceb6s inarticulable qu

3 James BaldwinThe Fire Next TiméNew York: The Dial Press, 1963; repr. London: Penguin Classics, 2017),
p. 17.
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when speaking of the voicing of the poem, its words as written are also brought into play by

virtue of their recitation. This does notean that we cannot speak of these modes of voice
individually, butit is critical to notethat all are interrelated and at play in each other.
Accordingly, the voice brings together these different modes of voice, disrupting any idea of

a fApure $yxmholaind, v d h e rfelfsymbdic coherangdhenidea thav n o f

the words on the page contain the whole stéwcordingly, the voicdor Lacan, andas
taken by thischapter s best described by Darian Leader
e fect o *° Becauaenthervgice das Real, Symbolic and Imaginary registers, the
inarticulable Real of the voice always encroaches on attempts to reduce the voice as a whole

to the Symbolicor Imaginarya | o n e . The fAReal swtlithesigniBersvoi ce
ofthepoerbut si de of the symbolic ordering of Ame
of the Real, that component which is both unsymbolisable and irremotfadaleforeoffers

access to positions outside of America as Other. Yet thesi@ions can be shared in via a

historically constituted relationship with violence, one beyond words, one experienced only

by black people in AmericaAs such, the voice as a whole connects us to those experiences

via different channels than the possiptssitionsoffered in America as Other.

As noted, the voice in Baraka iins tohn eSowihRiecah ni
whil st the voice in Barakabds poetry is Barak
of the subjectasimont i nuous relationship with oneods |
writes and subsequently performs his poetry or plays, he does so from a site of unfixed
provenance, one in which he speaks for himself yet channels the violences against black
people ofcenturies past and present, violences which both vindicate and are vindicated by

the laws and hypotheses of America as QtAsrshall be elucidated further in the second
section through Barakads reading of ABLACK L
plays includingSlave Ship it i s the pr obl e mmevents theovbiceii nar t

from beingfully absorbed by the laws and hypotheses held in the term America as Other.

40 Darian Leader and Judy Grovéstroducing Lacan(Cambridge: Icon Books Ltd., 2000), p. 125.
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This complex interplay of the three vocal modes is critical in generating rtfieable

forcefulness of what we aré entitled to calll

In spite of the undeniable importance of his trip to Cuba in 1960, William J. Harris marks
1963 as the beginning of Barakabs fitlstansi ti o
icon. Staying with forms where great emphasis is placed on thalisoursive, Baraka

wrote Blues People: Negro Music M/hite Americain 1963 under his birth name, LeRoi

Jones. It is here that Baraka depicts the close connection between cultusidiorand

violence. The text considers music as a voicing of shared cultural identity including shared
experiences of violence. -Almeeg i chapt aers faT hrei gl
damning polemic against the inhumanity cultivated by white slave swBaraka focuses

on the calculation required to maintain transnational slavery. He references Melville

He r s k ;AvMyth ©ofdthe Negro Pasivhich identifies slavery in Africa before the
Transatlantislavetrade begaff He argues that whilst this slavemduced slaves to the role

of an O6economic cipherod, an individual rema i
community he ®Whiéss| avdesendl aves were stil!|
who was unfortunate enough to find himself on sdasé clipper ship to the New World was

not even accorded me mb Barakehdriyes thisnpoirit hoene rhostma n  r

forcefully when he argues that the slaves of the Transatlantic Trade were:

ébrought to a country, ad isc in tetma of @yrelya s oc i
phil osophical <correlatives, the complete

on eartd that is the cruelest aspect of this particular enslavefnent.

41 As such, when this chapter speaks of a particular mode of voice (i.e. the Symbolic or Real voice) as opposed to
the voice as a whole, it will make this clear.

42 LeRoi Jones (Amiri BarakaBlues People: Negro Music in White Amerigéew York: W. Morrow, 1963;

repr. London: Harper Perennial, 2002), p. 1.

“bid, p. 2.

“bid.

* Ibid, p. 1.
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This O6particular ensl|l avement 6 edcrbedbygBanon.s b ac Kk
Slavery is a total violence, one which strips individuals of their selfhood. The violence of the
Transatlanticslavetr ade i s caused by a total severing
version of mandés | ife omoktaenthbupdhet hmpaaod
self results in their reduction to a mere cipher producing predictable, profitable actions. This
stripping of selfhood is predicated on the f

which one may recograsoneself as anything other than a slave.

Wh a't is lacking is not a tangibl e, physica
Dislocated from an originary home of Africa geographically and shipped to an America
which represents @t hoen edsmpolwent ev ea nstiiotnh eosfi smatn
African slave is caught between locations with nowhere to root. As time progresses and
many generations of slaves are born in America, there comes the additional dislocation of
time. The very idea of a sadind of a home is foreclosed by tlmitations placed on black

people through the hypotheses and laws of America as.@tli®no surprise therefore that

a sense of this eternal delay from reaching
inscribed ino black experience, returns for Baraka in many of his writings. This is a
question, as Glissant suggests and as will be discussed later in this chapter, of bringing the
violent expulsion of the Transatlansiave trade to bear on the contemporary expegeof

that legacy and, indeed, on contemporary violences.

Music then becomes a form which can, in some sense, carry a communal cultural history

when community formation has been foreclosed. The ability to build community on the

basis of recognising one$eaind others as anything other than slaves is cached in the voicing

and performing of music or poetry. Indeed, the voicing of these words and images
reactivates and transforms those past violethgesxposing their nediscursive qualities

Bar akadrmsHomeeqnday t | ed fhNegro LMeraturéd ofoi nts to a s
conviction in the potenti al of cul tur al pr ac

in music, and most notably in bl ueebeerfaazz, a
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significantly profound c &Bventheb, as He arguesbopce Amer i
more inBlues Peoplethese original practices have been diluted to prove acceptable to a

white audience:

The very nature of slavery in America dictaté@ tway in which African culture
could be adapted. Thus, a Dahomey river god ceremony had no chance of survival in
this country at all unless it was incorporated into an analogous rite that was present
in the new culturé@ which is what happened. The Chrisigaof the New World

called it baptisnf’

As stated earlier, this covers the tripartite structure of violence offered by Fanon (bodily,
psychical, cultural) where a cultural pract.
for performancewithin the laws and hypothesesf America asOther, as sufficiently
represent at i ve. Bardka coltinues; articudating etlses idstances of slaves
developing their own practices insysemh i ch wi shed to deny t hem.

the use of the Afdan drum was strictly forbidden, other percussive devices had to be found,

li ke the empty oil drums that led td® the d
Barakads conclusion is bittersweet
The Negr obs way i n t his p arptationodnd t he V

reinterpretati oné Bystemot Afriean susic ¥simudch Imore f t he

significant than the existence of a few isolated and finally superfluous features. The

46 Amiri Baraka,Home(New York: Morrow, 1966; repr. New York: AkashiClassj 2009), p. 124.
47 Jones (Amiri BarakaBlues People: Negro Music in White Ameripa27.
48 [

Ibid.
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notable fact is that the only @lled popular music in this country of anpakgalue

is of African derivatiort’®

Whil st an expression of <collective black ex|
intransitive experience of being black in addition to their own stories and histories of
violence. Accordingly, the focus updreeing the mind so as to cultivate sensitivity to both
these paths became increasingly important fo
fiction as 6t he har rcomsdbousfAfréAmehican adift/intallectudl nt e n s ¢
from the neaslavery of blinding, neutralising whiteness, where the arena of struggle is
basically wirtAtpaseagetifates(1967yddb.cluément s Bar akads d

for poetics which are engaged with the mind, but in a most direct fashion

The straightabad peopl e, who think when thatods v
they donodt have to. Not the Haml et bur de

weighing and analyzing, and reflecting.

In 196 and the early years of his Black Nationalist woRarakaat t ac ks 6 Amer i

expressiorsansb | ackness o, heralding a é6Black musicb
iterations, on¥F whti kehr Mmdrre,akdt mautwWi.br ati on o
pl ace, a conjunctioneaf Wwbatk apiriHé descni
“9bid, p. 278.

%0 Baraka,The LeRoi Jones/Amiri Baraka Reagder xxii.
L bid, p. xxii-xxiii.
%2 bid, p. 208.
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consciousness, t he eXfertesisti oins oBfarvahkeardes weex pd ri

man will goé that has radical promise:

SunRa speaks of evolution of the cosmic consciousness; that is future, or as old as
purusa Where man will go. AOh you mean spa
monk answering the studentés question abc

fiwWell ,ngeBé. a

When Pharaoh Sanders says @A ommmnmhemomd or J
radi cal for Bar aka °dWhatasrmoremgioal thanaazpmtesinladsby ¢ i a n <
6siins® is a prot estinswneving Bed n¥Thénaaee oD 6Erebd:
own experience of blackness and communicating collective black experience is crucially
approached for Baraka, at least initially, through this focus upon the voice of the music. This
begins by freeing the mind from thensustainable distinctio betweenindividual and

collective, proposing instead their inherent immanence within one anéthepraises the

Onew mufsrn &di asl @@ within the context of mains
begins by being free. That is, freed of the popslamg&® Freed of the popular song, the

popular discourse, this black music can create new mythologies and strategies for
dismantling the popular discourse through reactivation of past and present viotettoes
breakThe musi ci ans whnugiclas edloquent wehictes for @ conski@usness

of sel f & hecitésiCharlés dmdus, Max Roach and Archie Shepp in particular

give Otheir vari ous responses fYExemplawher ever

musicians, for Baraka, are able to offer politicised readings through their ability to reflect

%3 bid.

% lbid, p. 209.
% |bid.

% Ibid, p. 2089.
% bid, p. 209.
%8 |bid, p. 208.
¥ bid.
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their experience of being black, and their position in the wider culture. He closes by
encouraging unity in Black music across itsnpdragments. St a mu snclaede alli | | 0
resources, all the rhythms, all the yells and cries, all that information about the world, the

Black ommmmmmmmmmmmmmm, openi nYThind éGapenriimg. dnd
retains <critical p ur c h a steoetuyp hisnlateB Bhird&dkldh 6 s Bl a
Marxist works, and the transition between them. There is something in music and in the

voice as a vehicle for thought beyond communicative and aesthetic forms. The voice
possesses a particular quality for preventing diseoursf r om bei ng f@Aj ust W C
render i ng i tins, KhowieseBei h®. @ FEleé voi cestharf Sand:

inarticulable qualitiesadds something that mere words cannot.

OWe want a black pdem. And a/Black World. o

Having discussed Bakaa 6 s early relationship with the
historical oral traditiod embodied by Douglass and Louver@rand through the
experience of the revolutionary voice of Castro, this chapter has discussed how this related

to the manipulation ahdevelopment of various forms of music. These forms sought to tease

out the relationshipvith both historical and present day violences through the use of the
voice as a forcevhich operates partiallputside of the fixed positioBsyet within the

horizord of the laws and hypotheses Afmerica as Other. At base, this voice must speak

from a position of experience incommensurable with the horizon of the white logos in order

to prevent its reabsorption. Here, Baraka offers a reinterpretation of what it rneanskie

and o6pr opose H3usRammiculatss yhenimpottamde of seizing myth creation
and its relationship to Fanonds description

Space is the Place

bid, p. 209.
®! |bid, p. 220.
62 Baraka,Home p. 131.
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How do you know | dm srtealli?kd 6ynto un.otY aue ad qn ¢
society. | f you did, your people wouldnét
you wer e, youdbd have some status among t
myths. | do not come to you as a reality, | comedouy as t he myth bece

what black people are: mytf.

Ona first reading, Sun Rabd6s articulation of k
outside of thdaws andhypothese®f America as Other Sun Rab6és new myth ¢
began wih existing artefactef cultural importance to Americguch as the Bible, which had
itsefbeen used to justify slavery. He &ér ewr ot e
new equati of*Suof Rméaniwogd. her e i shichwouldof f er |
otherwise remain supressed by reworking existing materials into new forms. This is a move

which proposes the creation of myths which are foreigrye¢bpart of, the Other, myths

which may transform the extant violencestloé laws and hypotheses Afmerica asOther

and violently burst forth to offer a new horizon.

Yet , as Baraka identi fies, there Iis a tenden
di scussed i n hia Négwodiemnturd dviereit tdkgstorha somflar tenor

to Fanondés use of the term déidentificationo.
6al ways gone out anymedidcrity, ag dogg as that madibctity waa t e
guaranteed to prove to America, and recenthheoworld at large, that they were not really

who they werej.e., Ne dtTcheiss. 6 s e c h o®Q®, dnexwhibhi beginpané m f

ends by o6[clalling al/l bl ack peopled as if t
6Bl ack peoplreevecronyeo ui na,r ewheur gent , c%Asl i ng vy«
Fanon proposed, in attempting to prove thei

8 Space is the Plagelir. by John Coney (North American Star Systems, 1974).

% David W. Stowe,How Sweet the Sound: Music in the Spiritual LivesAofericans(London: Harvard
University Press, 2004), p. 223.

¢ BarakaHome pp. 1245.

% Baraka,The LeRoi Jones/Amiri Baraka Reagdpr 218.
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unable to find a new position in relation to tmgpotheses of America &ther which may

transform raialised violence. Baraka proposes that the problem is that the writer that

remains influenced by O6mediocrityéd has Onev
propose his own symbol s, erect his own pers
Bar akramdpos al is a breakaway, that oO6[i]f ther

itself from the weak, heinous elements of the culture that spawned it, and use its very
existence as evi denc%Inader taclogerthss fsactiphvdllause Amer i
this discussion of O0mediocrityéd as a means
Black Nationalist period. These, | contend, embody the mythologies and narratives which

may prove capable of disruptinge violence of the laws and hypeses of America as

Ot her . This wil!/l be f ol | owe discussjon athe break.s i der a
This will offer a formalclarification of the position alluded to so far in this chapter, one that

will all ow Bar ak a0 ssfopmteve relationship with giolence. of f er a

Barakabés early Black Nationali st poetry f oci
come forward in the form of new stories and mytholodgresblished irBlack Magi¢ which
William J. Ha r r first black natosalisias s Biarr ek ad sl Bect i on
ileroyo i s representative of a violence in t
by the cover to the fir st-haeal,iblueeyedvoodoskdlc h dep
ridded wih huge MfBhe ppmemoédepicts Barakads mot he
transfer of knowledge d'sande paissed fomam ddbnea
ot her bl ack p’éBagMabopes fo pasuthis ontd other$in turn and daes so

a form of selfsacrifice:

7 bid, p. 131.

% bid, p. 134.

32 Baraka,The LeRoi Jones/Amiri Baraka Reader 210.
Ibid.

bid, p. 223.

2\bid, p. 224.
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When | die, the consciousness | carry | will to

black people. May they pick me apart and take the
useful parts, the sweet meat of my feelings. And leave
the bitter bullshit rotten white parts

alone”

The cannibalistic overtes in the picking apart of the body become a signifier for the

transfer of new, radical mythologieBaraka takes control of the bodily violence described

by Fanon, transforming it into a forced, Vi
elements ofhie cul ture that spawned itd. The comp:
O0sweet meatdé and the O6bitter bull shBlack r ot t en

Skin, White Maskwhich details the force dhe laws and hypotheses of the Othethey

come to bear on black people

And then the occasion arosewHen had t o meet the white man
weight burdened me. In the white world the man of color encounters difficulties in

the development of his bodily schefia

| was battered down by toftoms, cannibalism, intellectual deficiency, fetishism,

racial defecté | took myself far off from my own presence.

Baraka takes control of the process of compartmentalisatidimeverses it, stripping out the

white parts which diluteinfect and prevent black mythologies from developing. As Fanon

3 bid.
"4 Fanon Black Skin, White Maskp. 110.
S bid, p. 112.
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argues irThe Wretched of the Eatth 6 [ t ] he col oni al wor |l is a
Here, Baraka maps the violence of the compartmentalisation of black bodies onto the
compartmentalidéon of America, transforming this violence which forecloses selfhood into

a cannibalistic offering, a compartmentalisation which nourishes radical dcSuth a

move by both Fanon and Baraka could be critiqued as an attempt to collapse difference
throuh t he instatement of a single 6blackness?d
would shun the importance of individual experiences of violence, but also exacerbate the

black/white binary which sustains racial violence. However, an alternativengeafithis

movedone proposed by Homi K. Bhabha i ndTher eadi n
Wretched of the Earthi s o6 mor e strategic, activist, an
exacerbatedifference 6t he coming i nt o b e ipmojectobfiiturity he Thi
conditional upon being freed from t®%ke Auni vc
transformation of this wunivocal choice is t

different mythology, united behind a set of collectedeziences, organised and defined by
those which enact them through their perfo
individual being for the furthering of a cause beyond himself. The poem theoffere an

oscillation between violences, between tbecéd expulsion of whiteness and the sacred

8 Frantz FanonThe Wretched of the Eagttrans by Richard Philcox (New York: Grove Press, 2004), p. 3.

" There are a great number of extant scholarly works which consideothigction between Baraka, Fanon and

vi ol ence. Ki mb Barakay Th&\ReneBagleanid tlrerVidsit 9 76) f ocuses on Baraka
from the avanparde of the white, EusAmer i can tradi tion to the vanguard of
p4d), highlighting the i mportance of O6Malcolm X and Fr a
to create a nat i on . RBafka(TKe Rahegadd aad/the\WdShdsean ¥ate dJniversity

Press, 1976), p . AMNatjon withdncaration: AmividBaraka (LeiR@ dones) and Black Power

Politics (1999) quotes regularly froffihe Wretched of the Easth f r ami ng Fanon as déanot her
seltt ransf or mat i on 6A Nation with 2 NatiohMoAmid Barattdl_eRoi Jones) and Black Power

Politics( Lond on: The University of Nort h CaThe PaetryandPr es s,
Poetics of Amiri Baraka: The Jazz Aesth¢tit 98 5) connects Barakabés desire for

after the death of Malcolm X in AA Poem for Bl ack Hes
forced ( Wi |lThePoetryahd Poétiesroff Amsi Baraka: The Jazztietic(Columbia: University of

Mi ssour i Press, 1985), p. 28). Sean Bonney, in his 20:
Fanonds 0 itbeiogy en exirdordinadly sterile and arid region, an utterly naked declivity where an

au hentic upheaval can be born. o to Barakads o6idthe pl a
silence at t he top of our screams. 00 (Sean Bonn
<https://abandonedbuildings.blogspot.com/2013/09/fustituéeson-militant-poetics. htrk [accessed 10
November 2019]) . Ot her t e AntirisBaraka: dleehPolitics and Arrof § BlgBla f i o Wa

Intellectud (2001), consider this connection whilst remaining too clouded by their own political sentiments, to

the point of guestioning O6whether B a r Aanki Bardkea dhe act ual |
Politics and Art of a Black IntellectugLondon:New York University Press, 2001) p. 255) to provide material

of any great revelation on this topic.

8 Fanon,The Wretched of the Earth. xvii.
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violence of cannibalism. Similar to finding himself in between symbolic identities in Cuba
(American/black), Baraka finds a similar liminality with representations of violence. This

opens up a position betweereth st er eot ypi cal myt hol togné,es des
canni balismb) which could be seen as a reaf
potential of those mythologies, if skilfully reformed. The unified mythology offered by

Baraka is thus a [ted one which cuts straight through tb&tegorisationsmposed by

Cold War politic® performing a whiteness defined Hye hypotheses of America @ther

or performing a blacknesdsodefined bythe hypotheses dmerica afther. It is therefore

a question of how to keep the potentially radical violence of these mythologies open whilst
preventing them from becoming reappropriaiteth the range of possible positions already

on offer byAmerica as Other. It is a questionlasw to utilise aestheticisations of violence

as anewsymbol of strength rather than one of pastiche.

In order to expel thdypotheses oAmerica as Otheand to keep this space open for the

working through of stories of racial violence, the voice mustupg the liminalities
discussed abodeAmerica/Africa, whitenessis defined by the Other/blackneas defined

by the Other, psychical violenad the hypotheses of America as Other coming to bear on

the individualdbodily violence of cannibalistic imageryt inust occupy these liminalitiga

order to refuse thabsorption of those action§o articulate this spac®nefrom which the

voice may be able to speak for individwaid collective black experience and be able to
transform the above violences, wecaet ur n t o teret &roipreghd nega ralnide r
in Barakads AT hrAs arGcolated ¢y Adagm FEzgemadd avhilst interviewing

FredMoten:

Therebdbs this ecstatic moment where youdr e
modernity and tén suddenly a kind of vernacular music enters the text. All of the

(mostly) French theory | 6ve read sounds
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comparison. This i1s part of what I find
in the 60s where youcanseetdns absorbing Creeley and Ol
same ti me heds introducing, inflecting,

vernacular?®

Bl ack studies for Moten persists in an enqui
what it is to own lie space which embodies both the dispossession of Africa and the
dislocation of America. As shall be argued in the second section, the voice is paramount to
embodying this ownership. Mot en argues that
embracetheurdr pr i vi | ege of being sent®FocMottn,t o t he
6the gift of constant escaped, the O0di sposse
the poetic voice. Thaesthetigosition wherd he A wor ko of Ba&doatkisads p o
6in the break, i fThelReal oftteevaice is whatroffets hceessnaitlsis, ¢ 6 .
communicating not from the absorbable Symbolic or Imagir&ms is a position which can
Opropose [its] own sy mb ad o Wacknessenbrytherevagilingn ei t her
whiteness, but instead on violences which have been recorded in musical and poetic cultural
practices.It is an aesthetic positioning of the astave for 1960s AmericaBaraka is
6situat edéaftand inhis thsospesifici qnatjity) of openings that enables such

i ntense, active reflection and transfor mat. i
(1965), O6The Black Artistédés role is to aid |
role is to report and redtt so precisely the nature of the society, and of himself in society,

that other men will be mov &dnyleep undemstandingact ne ¢
of the oO6nature of the societyd r eaqgpositiores r es't

offered by access to the Real of the voiEarthermore, and vital for a deeply political art

“Adam Fitzgerald, @AAn | ntlierayyiHebwhttsi/lithbb.cohvaantervidhenithe n, Pt .
fred-motenpt-ii/ > [accessed 28 October 2019]

®OFred Mot en PMLGAB/DLAZ3KkNoGTct,, 2008), 1743747 (p. 1745).

8 Moten, In the Breakp. 85.

8 bid.

8 Baraka,The LeRoiJones/Amiri Baraka Readep. 169.
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such as Bar akabos, sitting in the break all o
making clear of current relationships with violence. Furthermore,pritssents an
unpredictable space which is the only space capable of pieacidgereating new space

within the horizon ofAmerica as Other. Baraka appears acutely aware of the importance of

this moment of pause upon the opening. Again from Moten:

What he ses as a transitional phase of his developtngnbund simply to have
been covered or passed throéigh a very definite seizure and advent, a musical
caesura that demands precisely that immersive lingering that, according to Ralph

Ellison, is a necessaryeface to actiofi*

Action is <crucial to our project her e. It i
target can be considered. The bikkak s pace of 6 i mroferssthisv e I i n
Critically, it i s a posi timgoand abundart hefusklot e n  d ¢

clo sgftltrisea.lirﬁinality which, once occupied and launched from, cannot be reabsorbed.

This is both because it does not wantl is not commensurate witie horizon of America

as Othed as Symbolidé whi ch it chall enges. Barakabs fAcr L
mythologies and transformatiormutside those codified inAmerica as Other through a

particular quality of the poetic voice. As Stefano Harney and Moten later descrithes in

Undercommonsdt is a position which, when attacked, is never fixed:

We surround democracyds false image in o
enclose us in a decision, webre undeci de
wedre unwil liitngtr iEvsertyo ttiankke r oot , weodr e

8 Moten, In the Breakp. 85.
% bid.
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her e, moving.) We ask and we tell and we
us what to do and how we shall be moved, here, where we dance the war of

appositior®

This is a radical reimagii ng of t he basi c-slave the ihdsvidualfthatE mer s o
is capable of offering a new horizon. In retaining the openness of this Baaaka can both

tell stories of vi ol ence and enact his own.
breakbecomes reflection of the violence Baraka wishes to enact. The second section will
articulate how, in utilisinghis relationship with the brealBaraka is able to provide a

sustained critique. His weaponisation of the vpiteough the break whicbffers potent

access to its Realesstransforms violent content into something altogether more powerful.

% Stefano Harney & Fred Moteithe Undercommons: Fugitive Planning & Black St(idgw York: Minor
Compositions, 2013), p. 19.
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Il T Opacity and the Voice

Real Voices

As Ben Hickman argues i@risis and the US Avaiearde: Poetry and Real Politicone

‘N

branchof the postwar avargarddt hat whi ch focused on the 6

| i & hmdspecific limits:

[Aln emphasis was placed on accepting the world as it existed rather than
constructing symbolic orders to constrain it. This strategy was politicdifferent

ways: in Suserer®menectagdsalandiAgai nst I nt e
release the sensuality and ener gy i nher
i nsistence on a shift from O6making t o i
attention o the everyday world. By the time of the Vietham War, however, in their
diffuseness and emphasis on acceptance, such projects were inadequate as a

response to repressions of increasingly concrete and identifiable political efemies.

Whilst a mode of deepesthetic investigation is critical, Baraka couples this with direct,
political engagement . Thi s marries wi t h k
6fundamentally & Thissecond sedtion@imste identifyi hownBaraka is

able to work with ad specify these heuristic praxes in order to engender a new, effective
relationship with the violencengendered through the laws and hypothesis of America as

Ot her . This wildl be conducted through an e
poeticvoie@ and articul at e @ Vaice and othing Moklengsid®thd ar 6 s
works of Edouard Glissant and Fred Moten. In the first section, | outlined how Baraka

considers race as related to the creation of new myths beyorunitesl, only partially

87 Hickman, Crisis and the US AvasGarde: Poetry and Ré#olitics, p. 113.
% bid, p. 116.
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coherenthorizon ofAmericaas Other To gat her an idea of how t
into the voice may provide passage to a new horizon, we can first turn to Lesley Wheeler
and Peter Middleton beforferther considering the work of Jacques Lacarreed through

Mladen Dolar.

Part of Bais ®@koedgraindpghe impoetante bis poetic voiceas one of many

interwoven strategies f@roposing new, unfixed positions in relatiorviolence. As Lesley

Wheeler argues iNoicing American PoetrySound and Performance from the 1920s to the

Present( 200 8) , the voicing of poetry is a Ofirs
including much ethnikAmer i can writingo. OHowever, ® she
metaphor for originality, persofiy, and the illusion of authorial presence within printed
poet’For Wheeler,rhe voice is a meeting point: 6[vV]
right or ability to speak or %*WFhewvoreisal so i
different Kk nd of activation of the phstan&esadimner gy.
Performance, Readership, and Consumption in Contemporary R@&0%), this projection

which he terms Adistant readingodo i s odean i nt e

mo me nt of the text's future, °AThidbriogeslsyto one o
Barakads new mythologies. The voice activat
whilst simultaneously denyinthat America as Others a symbolic systa which offers a
completesymbolic interpretatiorof them The voice also offers a series of new futures for

the text which are grounded in the experience of giving voice to those poems and
reactivating the historiesf violence which they tef? Yet whatis thespecificquality of the

voice in Baraka which facilitates this kind of transmission and transformation of stories of

violence? Baraka points us towards the i mpor

8 | esley WheelerVoicing American Poetry: Sound and Performance from the 1920s to the Pfesedon:

Cornell University Press, 2008), p. 3.

% |bid.

1 peter Middleton,Distant Reading: Performance, Readership, and Consumption in Contemporary Poetry
(Tuscaloosa: University of Alabama Press, 2005);9. 8

2 This is not to say that the voice is a privileged force, a potential misstep which Derrida underrvaie in

and fhenomeng1967). Instead, the voice takes on, as Wheeler states, a specific role in the transmission of
certain poetic affiliations, and for concretely undermining the authorial power granted to words on the page, and
is thus well suited to the task of ctreelling energies and stories which have been systematically undermined
when presentednly on the page.
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from Black Music( 1 96 8) 6 B utroneopoint, beganreto kang aemlessly at the
keyboard. He was writhing, too, pushe®™ by fo
Greenebs whiteness prevents him fdissolvingbei ng
musicd of t hos e heplaysavikh (Pharaoh Sandars and Matiom Brotin).

Racialised voices thyzartially point towardsa Realdifference that which cannot simply be

accounted for by the words notesprojected or the ways in which those wondsotesare

projected.

To further investigate this compelling interpretation of taeialisedvoice, a force which,
dependent on the context, grants privileged access to certain modalities of experience, we
can turn toJacquesLacan as read through Mladen Dolar. In Lacan, tb&evis one
embodiment of 6 o b (the objeca cause of desire). Lacan dubs the voice a partial object,

one whi ch ha sgednmiher wquds, naualteadly> i ma

For isndot it plain to see that thkhe char a
objects, is applicable not because these objects are part of a total object, which the
body is assumed to be, but because they only partially represent the function which

produces theni?

As discussed, ith the voice, there is always something missisgme surplus, something
radically outside of our ability to comprehendTihis quality of the voice is always opaque
and works silently without <clear representat
obstacle to (self p r e s e n ¢ e any potential grounding @ it.The voice as an object

of aesthetic beauty is open to fetishisadiaony mbol i sed as Odandthe i f ul 6,

% LeRoi Jones (Amiri BarakaBlack Music(New York: William Morrow & Company Inc., 1968; repr. Akashic
Books, 2010), p. 137.

% Ibid, p. 136.

% |acan,Ecrits, p. 693.

% bid.

" Dolar, p. 42.
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voice which is interpreted as a mere carrier of words is open to absorptthe aws and

hypotheses of Agrica as Otherln both these instances, the impact of the voice can be

limited. Both of these qualities of the voice can be used to prop up a sensepoéseifce, a

sense of ownership of onebs voice. Yfert t hes
Burton Greene to attempt to interpret, translate or imitate these voices, the same qualities
which America asOther provides interpretatioto, an interpretation which can be used to

write thosevoices off in racially charged violencAs discussed adady howeverthere is

something of the voice which is not accounted for here. The object voice, as Dolar terms this
enigmatic leftoveris the mode of voice whiche mbodi es the very i mposs
autceaffection; it introduces a scission, gture in the middle of the full presence, and refers

it to a voidd but a void which is not simply a lack, an empty space; it is a void in which the

voi ce ¢ ome s®Thewoidrisehatannwvhichehe Goice engenders access to the Real

of those storiesf past and present violence. This object voice is:

...the part which can never be simply present, but it is not simply absent either: the

object voice is the pivotal point precisely at the interaction between presence and
absence. It discloses the presemnd gives ground to its imaginary recogniion

recognizing oneself as the addressee of the voice of thedOblerat the same time

it i s what inherently lacks and disrupt:

epitomized by the surplus of the voite.

Critically for our purposes, the object voice allows for recognition by the Other whilst
disruptingéany notion ofaf u | | pr es e n cske, the ohjekt @oice ik mositianed |

such that it cannot be fixed in plages proposed bidarney and Moterg [ e] ver y t i me i

% Dolar, p. 42.
% Dolar, p. 55.

125



to take r od™®This wieetcones tg lerthat.which sits in the break, becoming

t he voice of unfi xabl e position, of 6const a
denies selpresence prevents what Dolar terms the risdilod Fuhrefy a force which

attempts to stemto the God function and become a present embodiment of the object voice,

of those histories of violence. Writing on Adolf Eichmann, Dolar demonstrates how

distinctly differentthe expulsions of Baraka and the totalitarian are:

It is the voice [of the &hrer] that makes the l@wFihrerworte haben Gesetzkraft
as Eichmann will say in Jerusalem; his words supported by the mere voice make the

| aw, the voice i mmediately turns them int

In the person of the Fihrezpeandbios coincide. He represents the unity \éblk

and its aspirations, its biopolitical ambition and endea¥aum d Foucaul t 0s
Abi opoliticsd aims precisely atzoearkde anni
biosd that is, in our particular perspgec, at the same time between voice and

logos The biopolitical swallows the sacred, the voice swallows the letter, the

division collapses™*

This is a critical bufundamental distinction. Wherthe Fihrer seeks to straddlee and
biosd i.e. to symboliseand thus collapse the unexplainable Redde renouncement of a
fixed self accepts interaction with that vV 0

resonated to demon spotendalaatont hat void as a site

ABLACK DADA NI HI LI S™6EBead Leatucemmakekti®eb/aicé sentral to
the instatement of the new mythologies whic

Similarly to Black Magic( 196 9) , there are connotations t

100 Harney & Moten, p. 19.

1 Dolar, p. 11617.
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damball ah, r'*®wtexploitsavel aayryd)by those conjur
dada//nihilismus. Rape the white gi'%and. Rape
to nondi scur si ve vocalisations (6Bl ack scre

un/ earthl vy hollering. d).

Before dscussing the voiceds centrality to thes
Barakabés provocation to rape is motivated b\
Bl ack Heartso (6For Great Mal col m alwerince
avenge ourselves for his death, stupid animals/that killed him, let us never breathe a pure

breath i/ eertkaiils) confluence at this monm
NI HI LI SMUSO between the | anguage of walvol uti
violence. The extremeness of this particular call is reflective of the radical nature of

Barakabés attempted refiguring of vi ol ence t|

Harris notes:

He does not want to shock the bourgeoisie, he wantsdibogieit. For instance,
when Al len Ginsberg approvingly describe:c
ipotato salad at CCNY | ecturers on Dadai s

a mild form of havoc in bourgeois society; but when Baraka uses idasiach

poems as ABlack Dada Nihilismus, d he is
dadaéto bring an e€fd to white civilizati o
Harris later describes the violence of thisintagel t hough he primarily fo
call to 6chMake bmy ufgrhitemchs dy O6ambi val enced, ¢

192Baraka,The LeRoi Jones/Amiri Baraka Reader 73.

193 pid, p. 72.

1% pid.

105 |hid, p. 218.

1% william J. Harris, The Poetry and Poetics @miri Baraka: The JazAesthetic (Columbia: University of
Missouri Press, 1985), p. 32.
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world view and poeticsd6 whilst stildl being 6
ideas of the Wes t'¥ Barakalisuby this reading, attengpting to shake. 6
notjut 6t he Negro middle classd out of its stu
but also himself. Within the hypermasculine
the bourgeoisie, but a desire to humiliate and punish, a punishment which @rected
towards the 6white girlsd as revenge for the
white world. The directness here is jarring,
Sexual Ref erence: Bl actk tMaalte 06t hteo ahviegrhalgieg ha f
black man as potentially raping every white lady in sight. Which is true, in the sense that the

bl ack man should want t o r ofwhis #lumimdtingthe man o
racist stereotypes which are passed down thrdbgHaws and hypotheses America as

Ot her , t he force of t he i mage dwho are x ual
contextualised as mere obj eaotd $s quickly absorbed whi t e
by the violence of misogyny. Even here, this misogynistic violence can be taken further,
pointing to Langston Hughesd @ASil houetteodo f
falsified claims to r ape edbiythahymehingboSionocert er n ¢
black men'® In this call to rape, Baraka points towards yet another history of legalised

violence against black people.

It clearlyr e mai ns di fficuldt to justify such i mad
refl ectinoenrsi cam ®SAxual Ref erence: Bl ack Ma |
provocation. It acts, as shall be discussed momentarily, as aohgewhich exposes the

ways in which the hypothesesAfmer i ca as Ot her racially symb:
to sexual vitence as indicative of a certain stereotype of black men. It is the force of the

image, as Harris highlights, which appears to be of paramount importance to Baraka in this

provocation, one which comes through with clarity.

107 bid, p. 79.
%8 Baraka,Home p. 255.
1991 angston HughesSelected Poems of Langston Hugfiésw York: Vintage Books, 1974), p. 171.
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This provocation to rape alongittv the many other violences described in this and other

poems are activated by the voita. A Ret ur n ddr instahcetheNaice plays &

critical role indescribingand alsact i vating the O0beautybd of a
beauty noted a® [ s]J] o vi ol ent and transformingo. Th
of / bl ack p e opHegidencs iwhich theHesidditavencollectively experienced

being transformed by the voice into a way in which to situate oneself outside of the laws and
hypot heses of America as Other: 6Can you sir
pl anet™AesarMlhadien Dol ar states, and as Bar aka
has no power if it is not pr E'dMiehehd voiogyis and
brought to bear on specific political concedras well as heuristic onést can come to act

much like the performative in Austin; the voice is less the articulation of doing than the

doing itself. Indeedi n some cases i n ABMBLEK, DAIDA WbdiHE & |

performative (6Come up, bl ack dada// nihilisr
6[the |l aw] cannot be passed, at | &8Thisisin pri
embodied in the asfcareecammedn.t i fosnealn 6Bdm/ickart hl y/
represents a vocal i bazon Thie doeswndt kst ltbeweven:f t he Ot h

Black scream

and chant, scream,
and dull, un

earthly

hollering. Dada, bilious
what ugliness, learned

in the dome, colard holy

19Baraka,The LeRoi Jones/Amiri Baka Readerp. 217.

M Dolar, p. 109.
M2Dolar, p. 110.
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shit (I call them sinned*®

Qui ckl vy, the voice is absorbed into a famil:@
the domed, in the sphere of white influence
cr udFdr Mot en, ABLAGKIUBADAsSNBHFEPpPresentation
des pagiuricdded by 6the absence, the irrecoverabi
the impossibility of a return to an African, the impossibility of an arrival at an American,

h o mé®The despairbo t he poem is guided by the voicebos

symbolised stereotype. Again from Moten:

Perhaps all we know is that in the absence of what stands against, in the absence that
is the dead and false, a poem is generated. It repsedese absences, projecting

into the future of their structures and effects from which, it would appear, only a god
can save us. But a poem is generated, like a transcendental clue for that in which

faith has been lost!

T hi s hérgauddbehefigure of the antslave, a radical individual proposing a radical

future, yet one which faces the Real rather than attempting to jusafiyay through an

attempt at full symbolic coherence | n or der for this tbhe c¢ome
positionedat the intersection between presence and ab8eincthe break and to generate

a voice whichbrings the ways in which the voia@nnot be absorbeidito the existing

positions offered iMmerica as Other to the fore.

113 Baraka,The LeRoi Jones/Amiri Baraka Reader 72.
4 1bid, p. 73.

115 Moten, In the Breakp. 94.

118 |hid.

"7 bid, p. 96.
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Barakabs perfor manbewo¥ot hkeApbe@uawai-itledd t e t h
album of 1965 offers an articulation of how such a voicing may be genéta@@d. r a k a 0 s
voicing of the poem in this instance is undertaken with deliberate calm. Lines which call for
violence (6Rape the wHhcande dpliverdd sith suchoneésordde my
conviction because they ar ace ahe forad whichtwidl t he ¢
inevitably deliver the violence called for. This is reflected in the timbre of the music and
recitation, both of which carry a calm yet e
of those stories of violenéetheir symbolic quadtiess i nt o t he &6l i ving voic
which is in the ear is not in the wé@dand thus not in the symbolic ordethe laws and

hypotheses oAmerica as Otherre unable toencapsulatehat history of violence which

Baraka calls upon and recites dudhe disjunction between word and deliveButside of

the positionsoffered nAmer i ca as Ot her , Barakads persist
that past relationship with violence found i
be reduced to thword and thus not fully codified by the fixed positions offered within the

term America as Other.

Baraka, then, moves away from the poem as a carrier of written words. Moten articulates the

poembébs relation to the pageoembutad\skadpatimhusi c t
representation of the poem that woul® appro:
Whi | st not necessarily speaking on t he sarf
Al mprovisati on in Cont empor aa gmilakE relptienstipme nt a |
between the text and a subsequent voicing of that text when discussing Richard

Kostelanet z6s-sdefmiddi taisom | angdtagret whose princ

sound, rather t h&Y% osy rBtma xshifts thedl§cesiolmiesning and .

MNew Yor k Art i@uaarctketDadaSweehti | i s mus o, -Disk ®004d 65k Art Qu
19 bid, p. 72.

2 hid, p. 97.

2l TextSound Textsed. by Richard Kostelanetz (New York: William Morrow & Company Inc., 1980), p. 14.
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coherence from s¥Js reartieuthtestan isssel whith Barakar has

already amply covered iBlues People t he mall eability of mu s
presentation retai ns irderstovicariougly shead sonfeor@gindl ¢  q u a
cultural practice and the violences which it bore witness to. This can become a reaching
towards O0the impossibility oféhomed not as a
as a s er-ing lksnowdns, Bai Fnesedl , a reaching towards sto
is made towards generating a voice capable of such transformation in one of the most
regularly quoted poems from this period, i B

with open declarationsf @iolence, proposing a new path for the individual as active:

A

éWe want fApoems that Kkill . 6
Assassin poems, Poems that shoot
guns. Poems that wrestle cops into alleys
and take their weapons leaving them dead
with tongues pulled out and sent to Irel a
€ p liticians Airplane poems, rrrrrrrrrrrrr
rerereererrr . . . tuhtuhtuhtuhtuhtuhtuhtuhtuh
. rrererrererrr ... Setting fire and death to

whities asg?

As this passage progresses, the violence creeps from the abstract uncertdimiyook ms t h a't
kildto t he concret e, targeted 6Setting fire an
here that drives the Otragic despairdo of i E

pessimism which c¢closes fiCuba Libred into sol

Hazel Smrokjs&édtimon in Cont emp oTha®xford Bangbeok bfrEdtical al Poe't
Improvisation Studies: Volume 2d. by Benjamin Piekut and George E. Lewis (Oxford: Oxford University

Press, 2016), pp. 36880 (p. 365).

123 Baraka,The LeRoi Jones/AmiBaraka Readerp. 219.
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onomatopoeic o6rrrrrrrrrrrrr/rrrrrrrrrrrrd anc
unqualified if not articulated with thepokenv o i c e . The pol emical open
are bull shit unl ess t hey ar e putsdntotghestionrthet r e e s
cultural artefact of the poemitsélis i mi | arly t o Caged D unldsitl ence
can be embodied as violent action (6Poems th
serves as the trompedb oei | , t matdewhigcnhatleacas tThee Al ur «
screams of black voices can then be codified through a number of stereotypical, racialised
symbolisations. Those same screams then reveal the unsymbolisable Real experience of
Americads hi st crnyeaf Arsa cAinanl iVdoerdd swioalt h not es
attracts, not because it gives an illusory equivalence to its object, but because the moment

we realise its deception, we g¥iAmfdickmani t as
contends when discuismg A AM/ TRAKO (1979), 06[t] he screa
because it at once undermines the present order as an irreducibly singular sound form and

rails against it in emotional content. In form, then, the scream is disruptive, breaking the

order of he referential system, but it nonetheless, in content, holds powerful political
emot i™MnNnsi & these 6powerful political emotion
the retracing of violences past and present which generate the scream. And as Moten
suggest s, the poem itself is generated by 06
been lost. This breéki n whi ch the poem is generated by
d e s @ affers épace for the mourning and recitation of historic anceptesy violences

and their subsequent transformation through the voice into works which may both
under mi ned alimited mositmnallties offpred witHineAmerica as Oth@&his

quality of the voice to transform vocalisation into, as Hickmanres t h e m, a oOpr
sayingd is sharply defined by Nina Sun Eids

what is fAculturally intelligibledo to us is

2Ann Wordsworth, 6Br oTeOxforg diteranARexidvwolurse 3 ssued §1978), pp.
27-29 (p. 27).
2 Hickman, p. 133.
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through the voice that racial difference is auditdlemp | i f i ed anM@AsBheoadcas
continues, 6l aryngol ogists have confirmed tF
that would create a distinct Latfamerican vocal timbre. Therefore, what seems to confirm

an audienceds | megdé&onfnneicn galr ¢ opeHodnaricaof bodi e
the sociecultural notions of Latimer i can c | as s'¥ Thia facialisedoveide, t i mb r
then, is an amplifier of that racial difference. Baraka understands the intensity of the
relationship betweethe political and the cultural and once more the screams emanate from

a voice inclusive of the inarticulable qualities of that experienced violence as opposed to
singularly aesthetic or symbolane Whilst the scream can be symbolisedhe laws and

hypotheses of America aSther in a general, racialised sedises fAt ypi cal 0 of i
stereotype of black peo@et he scream here acts as Moten id
of Aunt Hesterods scream: it i s wvolenceawhich t o a

can never beixed into place bexistinghypotheses and positionalities.

Music as AntiReductive

As Lacan reminds us, meaning can only be created through the combination of initial
sensory input (Imaginary) and its subsequent clarificatippthe Symbolic ordér the latter

being generated through our relationship with the Other. The move away from
communication as a solelgymbolic activity is thus a move away frorthe laws and
hypotheses of America as Othdtis is enabled by the voide the breakas a method of
delivery which, necessarily, involvessurplus, an unguantifiable element which cannot be
reduced bythe limited positions offered in America &her. This results in the potential
creation of more subtle and complex moralitifmse outlined by Adam Phillips in the
introduction. Yet it is also capable of its own distinct method of communication through a

set of codes, mythologies and auralidiess shared hearidgwhich are unsymbolisable

%6 Nina Sun Eidsheimyoice as a Technology of Selfhood: Towards an Analysis of Racialized Enmbkocal
Performancela Jolla, Calif.: University of California, San Diego, 2008), p. 207.
271bid, p. 208.

134



representations of past and present violens . This put s , Bixingeetlity 6i n t |
and mythologythewr i tt en future and | 6éaven-meganng.Sy mbol
He is able to criticise and challenge present reality whilst retaining some purchase on a new,

radical future.

To extend this further, the targeted political enemy cannot locate this break which music and

the objectvoice offer. This was observed by Baraka in microcosm in the playing of Burton
Greene. In its attempts to locate the sci@am a projection which can beatmed by
symbolisatiod the laws and hypotheses of AmericaGtherd o not account for
voice, positioned as he is outsideanfy symbolisable part of the horizon. It is the surplus of

the object voice in the Real, then, which becomes the poinfereree for understanding

and comprehending the voice. This is embodi ¢

actualised and activated through the voice:

We have been captured,
brothers. And we labor
to make our getaway, into

the ancient image, intorew

correspondence with ourselves
and our black family. We need magic
now we need the spells, to raise up

return, destroy, and create. What will be

the sacred word$®

128 Baraka,The LeRoi Jones/Amiri Baraka Readpr 222.
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Baraka makes it cl ear t hat he doe semantict know

content, but they once again occupy the pla
£fdouard Glissant, t hese O6sacred wordso embo
6politics and |lyricismd ar & Wetanrsee Bdreihewg an't |,

6politics and |yricismd relate to Barakabs
political and cultural i nsurgency and viole

transpar elaws gnd hypotheses tofetither which can only offer a elscribable,

containable reading of Dblackness: O6This same
a common truth Wé6TMaskd ndoreixismued. Gl i ssant,
Di ver se we “Tlaelopacitpqt eheei téys.akcr ed wor dsd i s rende
communicated in the voice. GI Psasmowtwhichr gues

Oupsets the hierarchy of scaleé[b]Jut perhaps

scale.Displaceallreductiofﬁ’Just as wi t h Bar aka, Gl issant
because of its desire to | eave such o6sacred
have been O6[s]everal y e a ityswoulll de rked with triastof s u c h

6 Row it's back to barbarism! How can you communicate with what you don't
understand®® Baraka revels in this very space, offering communication threugbice

which cannot béully condensed.

196 Skawe Shipr emains one of Barakads mo s t haunt
examination of violences which cannot be rendered symbolically. The voice here moves far

from a vehicle for discourse or as a point of aesthetic interesidividual ego projection

Insteal, it channels historic and preselaty violences. Explorin§lave Shias musigroves

productive in outlining this channeling Mi | es Davi sdé gr owl i's he

traditional musical setting and extended, twisted and recommitted over 12 pasyegpof

129 Edouard Glissantoetics of Relatigntrans. by Betsy Wing (Ann Arbor: The University Michigan Press,
1997), p. 58.

01pid, p. 62.

ibid.

132 |hid, p. 189.

3 bid, p. 190.

3 bid, p. 189.
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The growl, the sound and the scream returrSlave Shipas a cacophony of laughter,

collective humming and s@®rThesenimusigal yetordRA Al | | |
notational voicings are intermingled with E
MAA BO, OYAKALOOYA3| F YOUORE READY FOR A F¥GHT, C(

Baraka, with his clear focus on staying and fighting in America over a conscious return to

Africa, is not adopting African | anguage to
BO, OYA KALO OYA6 ref erences Aorigino, it does so
fight, a fight that has retur ned antiHanitt o me f o
proposes, these phrases are O6a method and n

affrmai on of a placed that woul d ' Ratherkharcaul t ur e
return to Africa, Baraka presents a kind aftillanité through these vocalisations. As J.

Mi chael Dash articulates, Gl i ssantAmerian s pecul
identity of Marti ni*gThese waaoaldationshremairC autsideb thee a n . 6
symbolic inscriptions of America as Othget they also spawin relation to if generating a

new set of mythologies, a new black identity within a potentially hevizon for America.

The inclusion of Yoruba terms, the opacity of the surplus object voice, becomes less of a
gesturing towards fihomeo franmadcollettve expetiemogafr ds t F

violence towards a new horizon for black people withimerica.

Baraka has weaponiséik poetic voicdy imbuing it with a specific, heuristic and political
relationship to violence. The weaponisation is the ability of this voice to then chailenge
hypotheses offered b&merica as Other. Yet this voiceis to produce sustained impact, it
cannot be as discussedthe voice of one man. Just as community building had been
historically foreclosed by the slave trade and transformed in theteayiethcentury into

Jim Crow laws, the House kmerican Activiies Committee and COINTELPRO, the

voice acts to generate community through, in this instance, shared experiences of violence. It

135 Amiri Baraka, The Motion of History and Other Playblew York: William Morrow & Company, 1978), p.
133.

1% |bid, p. 149.

¥ Glissant, p. xxi.

1383, Michael DashEdouard Glissan(Cambridge: Cambridge University Press, 1995), p. 149.
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is here that we can turn to a sense of the proper name to discuss how this weaponised voice

may be distributed to others wilig t o take up the fight, of f er
carry | wi || to/ black people.d Barakabs chos:s
sense of how this consciousness may be willed. It is critical, of course, that Baraka does not
become a newentre, forcing togetheroeandbios phoneandlogosas perithe Fiihred of

Dol arés exampl e.

Hooverds COI NTELPRO was designed to prevent
orator in the mould of Frederick Dougld$$There are many potential cddates for this

Messiah figurd Malcolm X, Stokely Carmichael, Huey Newton, Eldridge Cleaver, Martin

Luther King Jr. to name a féwand it is their ability to orate in the mould of Frederick
Douglass which gave them pr i maame efleds thksec vy . A S
shared concerns of communicatiof.s William J. Harri s not es,
Bantuized Muslim name Imamu (spiritual leader) Ameer (later Amiri, blessed) Baraka
(prince), a conf i tRBardka as pogheribecbnissot théseurcdofn e s s . 6
knowledge, but a vehicle for blessings. As previously discusseRehe element of the

voice which re-establishes a relationship with certain cultural praxes also denies self
presence, meaning that the self and the embodiment of timeat struggles cannot both

exist in the same space. This is reflected i
justify or describe, but brings into effect nonetheless through the voice. This is the
communication of t hier 66 twhaigdlc Itpaod i howalbedrps|
weaponised through its being spoken. As Dol
Knowl edge by his voiceéEverything may well
never be enough until the teacher assumés by hi s or her*Amnamece whi
full of honours Baraka brings with his name connotations of force, conviction and wisdom.

This name is not then a claim to knowledge, but a claim to experience, a claim to conviction.

139 Encyclopedia of American Race Riots, Volume-MAed. by Walter Rucker and James Nathaniel Upton
(Westport: Greenwood Press, 2007), p. 133.

0\william J. Harris, p 10.

1 Dolar, pp. 1161.
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Thinking of the poetin this way, as radical and revolutionary, we can see the outward
strength of Baraka in the name he is offered. The voice, weaponised by historic and present

day violences, is imbued with this force of radical blessing. This is what Moten refers to as
6wha it is to own oneds dispossessionbd. As
possessed by t he en é7ltgsiprefeundyfinsutgéns directlyiviolenn e c e s s

and mediated by the voice: G&ybdherd@l &'S10. Arti st

That this is a spiritual | eadership touches
radical aesthetics; a voice must be consideredsimaarly wide scope of ethics and politics

as well as itdundamentallysymbolic anca u r a | gualities (O6Art is an
these categories are spirit u4This nabewchangaise al s c
all underpinned by choice and adjustmieotvever. Whilst he is given the name, he not only

accepts it, butalso amends it.fiBarakab becamefiBarakad 6 whi ¢ h i s t he S
pronunciation because | was ' Rutthermerss the d i n
rejection of a name with its origins in slavery (LeRoi Jones) was not enough. Choice for
Baraka, as we havalentified so many times in this chapter, is only worth doing if

approached with conviction (6Not the Haml et

The question of the slave name actually was kind of a, we thought of it as an honour
to take on Arican names, you know to get rid of you kribwand actually, if you

look at our history, you'll find it's not the first time. Although Black people right up

to the Civil War abandoned the slave master's name, they would take on Anglo

sounding names, most ofhe mé See the thing about Bl acl

142 Baraka,The LeRoi Jones/Amiri Baraka Readpr 164.

143 |bid, pp. 169170.

4 1bid, p. 166.

6l nter vi ew wi Washingtam Universiy Bigital IGateivay Texts
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important, is the things that we think that we're doing for the first time we find have

been done beforé®

It is a choice made out of necessity, yet the erasure of a former name does not clate the sl

of past violences. Rather, as Baraka identifies, failure to conceive of new name within an
alternative horizon results in repetition (¢
out of this for a long time and they've been doing the same tbifgEor Baraka, the poet

must instigate this change. Rejecting a hame offers the opportunity to select one from a set

of newly constructed mythologies, facilitated and delivered to black people by the poet:

The Black artist, in this context, is despematabeded to change the images his

people identify with, by asserting Black feeling, Black mind, Black judgement. The

Black intellectual, in this same context, is needed to change the interpretation of
facts toward the Bl ack maéeynaggng dlangrecitiignt er e s

white judgements of the worfd®

To take Barakads name as an e&endtpidizabody, t hi s,
and by extension a voice, ready for violedldeh e fAbl essingsd which Bar
6sacresd.wdrtd becomes one of the new mythol og
the ability to create a new horizon within a framework of extant violences. Imamu Amiri

Baraka becomes a kind ahtillanité, a proposal for 6t he | arger
identt y6 of bl ack p e ocaptllanité ash meétlwod aortnécts thes ramei twtime o f

voice, engendering a radical insurgent force both witténhypotheses dfmerica as Other

148 pid.
7 |bid.
148 Baraka,The LeRoi Jones/Amiri BaralReader p. 167.
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yet also outside its symbolic grasp. The voice, as suggested aboverasl af a blessing, a
radical chorus which can communicate experisae@ histoies of violence from within the

nation which inflicts such targeted political violence.

The AntiNuclear: Rejecting the Frontier

The violence of Baresukd the neaddoitransform the iniregodvable a s a
total violence of slavery as well the violences committed against black bodies, psyches and
cultures over centuries and in the present day. The voice is adlagsly there, having

recorded and documentdtese violences. For Baraka, it is crucial that black people come to
embody these violences and transform them using the voice, a point echoed by Fanon on the

vi ol ence oThe ¢oloriized; who ihaven madedup their mind to make such an
agenda into ariving force, have been gared for violence from time imemoriald“° As

Baraka notes in his autobiography with refe

HAVE TO UNDERSTANDS®G

[ rejected Martin Luther Kingés phil osop

poem about this time that ended:

We have awaited the coming of a natural
phenomenon. Mystics and romantics, knowledgeable
workers

of the land.

But none has come.

(Repeat)

But none has come.

149 Fanon,The Wretched of the Earth. 3.
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Will the machine gunners please step forwafd?

Barakads violence exists, at | east from t his
black traditions have simply played by the rules, relying pamtially predetermined

solutions which merely extend violence and fail to embody a position whéghprovide
opportunity for transformation (6éyou see th
this for a long time and %™meaitngfe alessahofdoi ng
the predictable future (6@hantgedall Omioeamro rhears
Whi | st |Boatic soiceofiess escape fronthe laws and hypotheses of America as

Other, he must also disavow certain elements of black traditions that have worked before

him but failed. Baraka invokes the rich history of lgitce to describe this missed
opportunity: 6And there is only one peopl e
people who know him best. His x| a VeBsarébakad6s move is doubl
di sregards certain black damdadr drmamtsi,c gé jteltdti
deliver change, as merely regurgitations of the hegemonic discourse they attempt to escape.
The voice provides access to a black experi
placement (the most alien) in the white& r i ¢ a n s '0°Thie eoice empoders thibse

that o6éknow [the white man] best 0. 't ener gi

outsidero6, as those most capable of slaying

Man 1. Obat aé

(Drumsbat down, softeré humming startsé hum

|l i ke old black women humming for three c

%0 Amiri Baraka, The Autobiography of LeRoi Jon@¢ew York: Freundlich Books, 1984), p. 161.
Blgl ntervi ew wi Wdshingtomi Universi§ Rigital IGateivay Texts

52 Baraka,The LeRoi Jonesiiri Baraka Readerp. 169.

%3 Jones (Amiri BarakaBlack Musig p. 212.
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hummmmmmmmmmmmmmmmmmm,

hummmmmmmmmmmmmmmmmmmmmmmmmmmmmrifn)

Music and the voice, in this passage quoted fBlave Shipare situated as scribes of the

6sl ow miseryd of historical vi ol ence. Yet if
their |iveSasBatakaad gsiteisnies@@ The Legacy of Mal c
of the Bl ack Nat i ombdsimplilmobrd utalsd abteo transform thesemu s t
violences. In order to elucidate this further, we must first consider the qualities of another
name: ANegr oo. Her e, Baraka may find a voi ce

which this chapter beq.

Western culture and civilisation, for Cedric J. Robinson, is violent towards black traditions
because its racisms are ingrained, stretching back to feudalism. From this point on, where
characteristics are pinned t o ptewsselaiiagh gr ourg
represents the abhorrences of a given historical moment. Robinson argues that these racisms

are so integrated into the democratic systems of Antericgoint he extends from Du

Boisd that any Black tradition which is truly radical should uen these forms. To not

take up this challenge results, for Robinson, in a liberal tradition which freemenfrom

the cage of Acivilizationo:

Finally, in our own time, with the development of corporate structures and the myth
of the intensively ratinalized and rational society, Blacks became the irrational, the
violent, criminal, caged beast. The cage was civilization and Western culture,

obviously available to Blacks but inexplicably beyond their grasp.

154 Baraka,The Motion of History and Other Plays. 135.
%5 Baraka,The LeRoi Jones/Amiri Baraka Reagdpr 168.
%6 Robinson, p. 268.
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This latter point is captured by the readiegts described earlier in the chapter. Here, the

legal framework to enable enfranchisement exists, but is structured so as to taunt and punish
nonwhites rather thamiving them the genuine ability to empower themsel#® can
conversely ssgpectichowc®amakadrovide a reading
describes; his poetic voice is made available to white audiences, but is always theyond
grasp. And by extension, it is also beyond
voice, failing as the voice does to offer s@lfr esence or an alternat
rationalized and rational societyod. Barakaés
symboliser of the void, of some nes@herenceThe comparatively unfixed position which

the object voicgas it cannot be situated within the symbolic horizon of America as Other,
embodies a reworking of the astave for the twentieth century. This is not to say, as stated

earlier, that the vocalisations of black radical poets would natdreotyped and attacked.

Instead, they prevetite total absorption into symbolic pseudsherence offered in the laws

and hypotheses dmerica aOther.

It is here that we can return to the total violences mentioned thus far in this thesis, those
which foreclose the very possibility of community building and, accordinglgubfectivity.
| have so far given the examples of the atom bamth slaveryto define this.To consider
how fANegr oo 0mkey tere for Batalka artd Raobimson among mahgrd can
thus allow us to understand its pervading potency and its consistent attempts to act as that
force which cancels and expels subjectivity. It is the vacuousness and viciousness of the

term which describes how:

ét he Afri can wa selinthgreemminimage assslavescirtaeir t
political and social image, as brutish and therefore inaccessible to further

development, and finally as Negro, that is without history.

157 |bid.
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At its cor e, as Robinson argues, ANegrod was

éboth a negation of African and a unity
Negr o, unli ke the terms African, Moor , o]
time, that is history, or space, that is ethoopolitico-geography. The Negro has no
civilization, no cultures, no religions, no history, no place, and finally no humanity

which might command considerati6ii.

This frames and strengthens the need for a p
than a specific African or American home;aB a k a describes 6Bl a
Consci ®ussnespédaking to 6[aln oppressed Bl ac
He mi s pfATotal @ioléhces are not concerned with displacement or relocation, but with
annihilation, foreclosure and cancellation. Whitsttermfi Negr o6 i s af forded
history, those affected by its violence are
carried out agnatibtstackl|l pebppeopbedgubjectso. T
a symbolic placeholder fdhe total violences enacted upon black people in the construction

of the American symbolic identity. The use
those present and past violences; the term takes on the symbolic quality of thewslave r 6 s
whip,of t he masterds violent assault on Aunt H
of the Filhrei n Do | ar ,Ghe symbokc juptification for the collapse zifeandbios

just as the termiJevodi d f or t he Nazi Party.totaBsmng ak a 6 s

violence, keeping open the break between bare life and political life. By working with the

term fAiNegrod and the total vi ol ences which
1%8 |bid, p. 105.

%9 Baraka,The LeRoilones/Amiri Baraka Readgp. 166.

0 1pid, p. 161.
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transform and redeploy that violence, one which can forecloseethignature of politics, the

self and continued human life.

Having discussed the term ANegr oo, we can roe
operate through Baraka when faced with such totalising violence. As was discussed in the

first chapter, whst Zen Buddhism never explicitly considered the end of human life on

earth, the embodied investigation of the illusion of selfhood is foundational to its practice.

This puts it in prime position for tackling questions of apocalypse. Similarly, whilstrglav

represents a unique and unsymbolisable series of totalising violences, these experiences give
Baraka narratives, musical practices and voices which can articulate what it means to face

total violences That Sun Ra in Nuclear War(1984p Langston Hughedylalcolm X and

James Baldwitf'd among many othedsconnect the worlénding potential of the atom

bomb to the struggle for an end to racial violence speaks to this connection. This also returns

us to the rape of Barakabs 1 BL éofckete Bidledck NI HI L

which aimsf o r tot al destruction rather than mere
paper AAtomic Afrofuturism and Amir.i Bar akabé
totalising effects of n u c Ifoe thase wha hatde aldeady n ot o]

experienced t hé&® Taaesaatombombshsymbaloaf totdl .vidlence, have

already been detonated both as part of a colonial past and as part of an imaginable future as
discussed by Baraka iBlues People As Bagdanowvcontinues, many black artists were
already 06 e x @pocalydtincgnditiohseof bjaak §ifé while much of America still
believed the apocal yps & Theat®wmbommnancitepotentialtoot i m
foreclose life is baked intthe hypotleses ofAmerica as Other, deployed as this has been
against black people for centuries, render ec
of Barakab6s poetic voice in continuing this

great clarity in higplay Primitive World: An AntiNuclear Jazz Musicgl984p which shall

161 As collected in Vincent J. Intondhfrican Americans Against the Bomb: Nuclear Weapons, Colonialism and

the Black Freedom Moveme8tanford: Stanford University Press, 2015).

182 Kristin George Bagdanowd At omi ¢ Afrofuturism and AmiTheiOxXfddar akaos
Literary ReviewVolume 41 Issue 1 (2019), & (p. 51).

83 1bid, p. 52.
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only be briefly mentioned here due to its publication date sitting outside of the chronology of

this thesis. The play sees Ham, a statesman, and Maso and Sado, both Money Gods, take the
decision to ®&Cdmtciel F i EtHeve Baralaopreseatethedprospect

of nuclear war as a fundamentally white fantasy, as one final twitch designed to retain
control. Yet it is one which the Money Gods and Ham naively feel they hanteotover.

Maso is delighted to find that ®ndifercesthat vi vor s
could affect their conti nued ddiosnionratnecde .p rTohteo
Ohave the mamrwdé/ ed bear sfblack peopestessurvive theséhe abi
tot al vi ol ences, 6to own oneb6s dispossessio
twitch, but the continuethability of America as Otheo retain its purchase dhe stage that

it has been expelled from by blackis®s now that it has been so clearly undermined

Baraka articulates this wonderfully in an exchange from 1967 with Saul Gottlieb. Here, he

dictates the power of black people to resist capture, calcification and destruction:

Q: Wondét Ame rlyidestroythe blackicammunityt fiest? a |

A Theybébve tried to destroy wus for, I i ke,
gotten bigger and stronger and | ouder. An
They canbt otdheasttérsoy e guos. desirdye gnythimga bud t

themsel veséPretty soon the black man wil

that happenséThe fact is we would prevail
resurrection of new things. Mao Fseung sai d wedl | obeeWeher e wl
were here before you got here, and wedl |

Q: What about the possibility of their using atomic weapons, the bomb?

A: I f they want to drop the adomic bomb o

64 Baraka,The LeRoi Jones/Amiri Baraka Reagdpr 433.
%5 1bid, p. 441.
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Q: Then there wondét be anybody.

A: Oh, no. That 6s more ego. The white man
formulaic designs of his societyélt fall

fastest, and | think they already know who that is.

Q: If they use enough atomic hardware, nobadif be the strongest and the

fastest é

A That 6s a pr oj edit has the same vdlidite as aryiothee mi n
projection; that i s, finally incorrect, a
not you, but another species who have survivedy#viag you have done to us,

have survived and still come Bt strongéyV

Music and the voice are again criticalRnimitive World the play ending with affirmations

of life through sound, singing and chanting. As the voicedbhgsot t en bi gger and

| ouder 6, the threat of total annihilation pr
tot al vi ol ences, Barakab6s poetic voice remai
positions offered in America @ther. The atom bomb, by this reading, becomes a symbolic
rendering of the inability ofthe laws and hypotheses éimerica as Other ta@ohere

experience in such a way as to foreclose spacélémk people Furthermore the bomb

reminds us that these laws alngpotheses cannot conceal tielence ofAme r ipast 0 S

and present whilst also pointing towards the inevitability of the promulgation of that

violence in the future.

Whilst Arendt correctly argues for the status of the atom bomb as a symbolic refif@senta
of a kind of total violence, her account fails to recall that similarly destructive violences

have been enacted across the-Western world for centuries from the Crusades through to

166 Baraka,Conversations with Amiri Baka, p. 34.

148



sl avery, al | in the name of Bpopmogr bys Baaad:
account, destroys@vhite civilizatiord , i n Hawhich hastnever dvad hodace its total
destruction. Converselthe opacity of the black voicdts ability to consider these total

violences from past and present experiencesitipas itself in relation to a horizon of

possible positions offered idimerica as Other which it has faced and denied before, using

its experience of these violences to prevent its total destruction and to communicate these
stories of violencePrimitive World fittingly ends with the destruction of the Money Gods
through song and the affirmati ofiiMusit,adthef e: 6Y
scream, lasts after the fallout and continues to disrupt and deny placementdiditike

ci vi | whichattempts @ destroy it.

167 Baraka,The LeRoi Jones/Amiri Baraka Reagdpr 449.
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1T Summary

This chapter has sought to demonstrate the importance of the break and the voice in
uncovering and transforming relationships with violence as found in the laws and
hypotheses of America as Otlas offered in the work of Amiri Baraka For Bar aka, ¢
Black Man is possessed by the energies of historical necessity and the bursting into flower of

a National Bl ack CUTheése ara énergies which ivards saneoslys 6 .
document .stThmgobéobhwmnt o fl ower of this new Con
opaqué and thus not open to the Other as Symidolyet impossible to ignore. The chapter

has demonstrated that Amiri Baraka presents a series of works which offer us insights into

the ways inwhich the poetic voice can function to undermine and expose fragilities within

the supposed coherence of America as Other.
found in the work of Fred Moten, to describe an unfixed position which can offer docess

stories and experiences of violence which avoid mediation, edgisgmination, by existing

hypot heses surrounding those vi wther headiing . The
terms which are engaged with in the following chapters, revealstibeent untenability of

the notion that hypotheses offered by America as Other can ever be consatelgd
coherent . Unli ke Asilenceo, however, whi ch s
the fAbreakd seeks t o o fwhiehrstoreesnof viotefice gaalbd € p o ¢
accessed and told. Where Cageb6s fAsilenceo 1is
has aims. In reworking the ar#iave for the twentieth century, Baraka offers a rendering of

the voice which can be both discurdiw impactful, yet always out of reach of the defined

and limited possibilities offered for black voices, bodies and stories of violence embodied in

America as Other.

The break acts as a counter to America as Other as the supgmbgtatus of meaning, as
the only system which unifies and provides coherence to violentte postwar moment

As Baraka outlines in his discussion with Gottlieb, the atom bomb appears to be a seeming

188 Baraka,The LeRoi Jones/Amiri Baraka Reagdpr 165.
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inevitability for many artists of this postwar period. Another of these idiami S.
Burroughs. InNaked Lunchwe see the work of a writer one who uses fantastical and
paraphilic violences to tease out and map the violence embodied in the laws and hypotheses
of America as Other. His development of what | will term the scansidaplawhich he

quickly loses control of, allows him to undertake this mapping. Burroughs puievwhend
hypothesesof America as Other to the test, extenditigm to their most violent and

apocalyptic conclusions.
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Chapter 3: Th Scansion in the work of William S. Burroughs

America is not a young land: it is old and dirty and

evil before the settlers, before the IndiaFise evil is there waiting

0 William S. BurroughsNaked Lunch

Introduction

This chapter wil/ seek to give shape to a my
shall be termed the scansi on. This quality
languages and representations of violence whicleadiied in the laws and Ipptheses of

America as Other and engaged with by the citizens which live within its horizon. In spite of

the generative nature dfs work, the scansion cannot be located or rationaliSdu

scansions at work acroséaked Lunc8 this text being the chapters p rthough oty

exclusive focud are put into motion by the author, but remain radically outside of the

aut horés control. The functidor ofi Sidedtend s cans i
and test the hidden logikmerica as Other and its interpgdbns of violence Bur r ough s o
manipulation, extension and parody of bureaucratic, medical (in the form of Scientism) and
political | anguages serve to demonstrate how
for total coherena® both modalities oftis hidden logi& come to be concealed by concrete

violence which acts as a marker of progress. The scansion serves to slow down this process

and deny a new mastery in the author. The scansion offers us a chilling insigheildgic

of American postwawviolenceby mar king the connection betw

fantastical violences and the all too regpotheses and lawshich underpin them.

L william Burroughs,Naked Lunch: The restored texd. by James Grauerholz and Barry Miles (New York:

Grove Press, 1959; repr. Londdtharper Perennial, 2005), 11.

2 am using Bruce Finkoés preferred transl ation of t h
contemporary uses of scanningéfrom Lacanb6s idea here
discourséd ( Br u @& €linial Intdoduction to Lacanian Psychoanalysis: Theory and Technigoedon:

Harvard University Press, 1999), p. 229.)
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This chapter will introduce a number of newaminates specifically related to Burroughs.
These are the scansigouissanceand mastery. For the scansion, the primarpicbnates

will be the work of Jacques Lacan with reference to Sigmund Freud. \WHekse thinkers

will provide initial definition to this term, | am, however, proposing the scansion as taking

on a different character in Burroughs. @uissance Jacques Lacan will again remain
crucial. With mastery, material from Hannah Arendt will shand extend work from
thinkers presented in previous chapters (such as Bercovitch and Pease). In the case of
mastery, this term will come to mark the ways in which the official political manifestation of
America works so as to insist that the laws andoltypses which constitute America as
Other becomehe coherence, athe source of laws and hypotheses on violence. The work on

coherence which shall frame this turn will be informed by work from Allen Fisher.

Whilst Burroughs is certainly concerned with tinkerference of the state in the lives of

American citizens, his work primarily undermines the logfizviolence offered byAmerica

as Other bypresentingus with often horrific depictions of the violence which becomes

possible as an extension of thatitogRather than scaremongerimg as areductio ad

absurdumo f t hat |l ogi ¢, Bist,r wowyingjyh asbdiscerniluleThesec e s e X
violences come to outline the shape of a cultural death drive. His focus across the trilogy of
Junky Naked LunclandQueerwhere he first begins to develop his-omgt method as well

as the interview materials presented Beworks to undermine any and all attempts at a
simple solution without ever giving up on th
of violene¥as noted by Eric Mottram, or on“the no

that they are always totally vulnerable.

® Eric Mottram, William Burroughs: The Algebra of Ne¢dondon: Marion Boyars, 1977), p. 18.
4 Oliver Harris, William Burroughs and the Secret of FascinatigBarbondale and Edwardsville: Southern
lllinois University Press, 2003), p. 100.
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| T Coherence and tHgcansion

z

ONo | ongé€r innocento

We begin this chapter with a matorkrepresemtsa Bur r o
speci fic, irreversible and profound defilem
bomb is the ultimate s ofWemayreadthisasarheaténsiona p or i
of Simone de Beauvoir 6 ark of la éadureswhioh fnothing cah e n c e
of f SBeutr.roioughsd® framing of the bomb marks the
postwar period. The apocalypse which dawns outlines a profound shift in those old
moralities; they have been shown to be ineffattand unable to provide answers to the
apocalypse which threatens their own continued existence. This failure is highlighted in the
epigraph to this chapter, where Burroughsoé
and the bomb. The bomb is not exevitable consequence of Einstein or of science more
generally, but rather of a particular approach to them.iftsttag as Derri da ar gu
Apocal ypse, Not Nowo, a symbolic representat

thathasalwaya | r eady b®en at wor ko.

Burroughsd texts d onew set of molabcadeisy @ace, of thid dide r us
failing set of hard moral codes. Burroughs seems to wish to get as far away from the very

idea of fixing morality to a series of definable positions as possible. One of his most staunch
remarks in this regard comes inthe formofoant r i ght refusal to accerfg
anything other than another form thatwhdathi s i n
passes for the O6édunmbal tseraahlua | h g tthene s noasftch mant e r

thing as ohd°Bamrovaghséd&oncern is |less with

® william S. BurroughsLast Words: The Final Journals of William S. Burrougks. by James Grauerholz
(New York: Grove Press, 200(), 207.

® Ibid, p. 252.

" Simone de BeauvoiPhilosophical Writings ed. by Margaret A. Simons, Marybeth Timmerman and Mary
Beth Mader (Urbana and Chicago: University of lllinois Press, 2004), p. 138.

. Derrida, 6No Apocal ypse, Not Nowd, p. 21.

° william S. Burroughs: Cutting Up the Centurgd. by Joan Hawkins and Alex Werr@olan (Bloomington:
Indiana University Press, 2019), p. 186.
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homogenous category and more with individualst arecompelled by external forces, by

the codification ohuman actionby the laws and hypotheses of America as Other.

The bomb therefore erlies the impossibility of forming new, more subtle moralities and
relationships with violence. For as long as America as Otgresentsa fixed
understanding of what morality may look ljkéne opportunity to create new moralities

decreases in direct elation with o u r march towards apocalypse
drastically reconsider rather than discard these outmoded concéptitmas on love,

community and innocence for instadces emphasised ithe same entry in his journal as his
commentson# at om bomb. This entry also happens
Most natural painki MiTeer iswdh atemptthare to empirically L OV E
define love or to give contextual examples, but merely to revel in the rich, vibrant
experiece of having felt it. Itmustbe capitalised, as if, in this moment of declaration, the
experience of it is embodied to such an extent that it cannot be contained, its energy spilling

out beyond the word.

When we turn, then, taked Lunchwe find a texivhich is performing a thorough clearing

out of the moral ground that we stand on. One exampthi®fclearing regardsnocence.

When children, encouraged by their fathers
their |literalbiegxthumke afnfdo,6cwe aar e presented
literalism? Here, the boy is following the orders of his father. The precision with which he

follows these orders without questioning them leads us to one of two conclusions; firstly,

that ths prescriptive literalisnis the Law or secondly, that the weight of the Law, defined

by its relationship with violence, crushes t
®This echoes Lacandés thoughts on the same topic: O6Firs
Heis a statistical fiction. There are individuals, and that is all. When | hear people talking about the guy in the

street, studies of public opinion, mass phenomena, an

couch in forty years of listémg. None of them in any measure resembled the others, none of them had the same
phobias and anxieties, the same way of talking, the same fear of not understanding. Who is the average Joe: me,
you, my concierge, the presedegntodohetdbdec®Rrephbél ho?6r (3
Jacques Lacan i nVersor Bookshtesdwwiv.versdb @is 4£dinkrs/1668therecanbeno-
crisis-of-psychoanalysigacquedacaninterviewedin-1974> [accessed 3 November 2019])

™ Burroughs Last Words: The Final Journals of William S. Burroughs253.

2 Burroughs NakedLunch, p. 100.
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As such, his inability taliscernmetaphoy and the violence which followsct as both the

punchline and as the revelation of the logithin whose horizornthe boy lives. That the boy

then &édhump|[ s] her f or a prasaiptive éexteasiom bf iarfamiiar t h a t
logic.*® Critically, this is not framed as an amoral andi an impossible position which

exists outside of a sense of right and wrong. As soon as the boy decides what getting his first
6pi ece of assb6 means, as soon as he interp
position, defined as that is by his raaiship with the Other. The very nature of
interpretation makes an amoral position impossible in practical terms. As we shall find in the
second section, an amoral positisndiscoverable through textual analogy of Mary, kar

and Johnny, but it requirebd total violence of the apocalypse of human life in order to

achieve it.

Even wellr egar ded accounts of Bur r oWogdhCalturess uc h a
Radical Theory and Pr act i ¢aretdonquickMo intérpreathis S . Bu
guestoning of the state of morality as a desire fora-noar al i t y, a -bddgsire f

experiencedo and t he f/ssetatedn doanat feel that Burroughs o f s i
believes that such a position is possible. What Burroughs seeks to demasstrated

above, is to clear out old moralities by way of forceful analogy and through revelation of the

logic of theviolence offered by America aSther. His work tests the very limits of that

violence, pushing it to its extremes. The result is a s@favorks which describe how the

logic of postwar violence comes to bear on questions of commandyof desireRather

than providing us with a new, fixed moral code or asserting old ones, Burroughs presents us

with ambiguity as a response to postwaniemce.

I f the bomb Iis a symptom, Burroughs, who hin

medi ci ne & mprdvidas lus with s sdidgnosis 6 Naked Lunchand The Soft

13 |bid.

4 Robin LydenbergWordCu |l t ur es : Radi cal Theory and PFUrbapatandce i n Wi
Chicago: University of lllinois Press, 1987), p. 3.

5 Burroughs Live: The Collected Interviews of William S. Burroughs: 2I98IY, ed. by Sylvére Lotringer (Los

Angeles: Senotext(e), 2001), p. 447.
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Machinel have di agndAsd aan eixltlemas ®nd)of Einstei

bomb is symptomatic of an unbending Scientism, the devotion to progress through the
scientific method asalways Good in its own right, driven by a desire for mastery of
rationality and reasorA firm connect on i s made bet ween fAGoodo
and science as an embodiment of that cateddrg.bomb is produced as a consequence of
America as Othebeing posited athe total coherence by official political administratébn

the God functiod on quesitins of violence, aghat which attemptdo symbolise the
unsymbolisable Real which the atom bdmiponicallyd exposes more vividly than ever.

Burroughs highlights how this unbending thirst for progress leaks into the wider public in an

a

interview with G¥ardGe or ges Lemaire entitled ATerror

Discussing the influence of writersoncerned withviolence in late1970s America/

Burroughs outlines the spread of this narrative of violence from the state to citizens:

Not too long ago, a youngian, no degree in physics, some kind of an economist,
managed to make public plans for an atomic weapon based ocnlassified
documents. Of course, it was only your garglariety hydrogen bomb, but
adequate, evenso,toa k e o ut t h e Butifghistkid couldodb it, anyood t y é

can'®

Once the possibility of such violence is created, it is impossible to renege on. In reaching for
reason, for a technological answer to end the war with Japan, a weapon and a possibility was
inaugurated whose payloadnder ordinary circumstances, would be considered absurd,
abhorrent and unimaginable. Paul Virilio identifies such a phenomenddpéed and

Politics (1977) a text whichdetails the importance of speed in propaganda and the violence

% 1bid, p. 55.
™ Lotringer ed., p. 403.
8 bid, p. 404.
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which that speeds able to mask. Not only does speed cause the active partiigant

warring government for examg@eto lose sight of danger, it also prevents the society living

through such speed from observing the violence being wrdakéohat speedwith control

provings o vi t al i n Bur r glmdricatas Othexas s set ai lavdseandmi ni n

hypotheses which come to bear upon interpretations of violbecemes critical.

=1

Derridads extended critique of the bomb in
toth s same Owar of speedd. The speed race i
absolutely carried away, a quasfinite accelerationyn fgagner]thdtenakesi t e s s e
possible the ifigeheradTshi sl réoecbarduytéal acceroer ati on
driven by the bomb, but rather talvays amca c c el er
foreverb een a?® Twer Kigrufaisni t e ac c e birthsthetbbnbnThis i ne vi t
acceleration is driven, in part, by a bureaucratiedtlyen Scientism, am which justifies

any and all violeces under the banners of reasoationality and security Burroughs

proposes disruption as a remedy tothis ponent i al fi g e Tottackie this, c ar r i e
Burroughsfrequentlyworks with analogies familiar to thosef America as Othér thoseof

medicine and scienéebut often with a particular focus amspecs of human life where

reason is only part of the equation: drug addiction, sedesire homosexuality, violence

etc. Burroughs presents a series of limit cagesng examples of what happens when

reason and rationality overreach in their attempts to explain away and master those unruly
elements which resist explanation or masdetlye Real. At a textual and textural level, one

way to disrupt the violence thatistthirst for mastery produces is with the-cyot method.

It is important to note at this stage tihgked Lunchthe primary focus of the chapter, is not
acutup wor k. However, as Timothy Murphy stat

anticipates man of the disjunctive effects of the eutp & Tife cutup is primarily

19 Jacques DerridaPsyche:Inventions of the Other Vol., &d. by Peggy Kamuf and Elizabeth Rottenberg
(Stanford: Stanford University Press, 2007), p. 388.
20 i

Ibid.
2 Timothy Murphy, Wising Up the Marks: The Amodern William Burroughsndon: University of California
Press, 1997), p. 71.
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associated with the Nova Trilogyoften simply known as the Gltp Trilogyd published
between 1961 and 1964. The three texts which make up the &ibay Soft Machine
(1961),The TickefThat Exploded1962), andNova Expres$1964p utilise the cutup at the

level of the sentence, the short phrase or the worNola ExpressBurroughs utilises the

fold-in method, where one takes two sheets, folds them linearly and lays them on top of one
another creating a series of new permutations. The use of both of these techniques creates
passages of highly fragmented prose. In spite of the radical potential of-iine toubffer us

new, hitherto inaccessible interpretations, we must also be waveasktretching this
technique as if increasing degrees of fragmentariness may induce ever more potent results.
As Frank Kermode writes with reference to an early moment in the history of the literary

fragment:

The absolute fragment is a tease, more ss iavented in its modern form when
millions of people were being fragmented, warmed therefore by a rather desperate
gaiety that was founded on the disparity between the world as officially presented

and the facts of the battlefielés.

Just as, forKermad, t he oO0facts of the battlefieldd sh
not become their only presentation. To do so would be to smooth over this disparity, the
overfragmented working to conceal stories of violence rather than present them. This in

turn would act as a coherence on violence of its own. Where thgdakts do not arrive at,

nor aim for, the tease of the O6absolute fr
Burroughsoé texts do serve dif fustexs attempptar pos e s

of fer, as Burroughs outlines, a set of new

22 Frank KermodeHistory and ValugOxford: Clarendon Press, 1989) pp. 1423
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prerecorded and when you Bty womd rlaisnes tthlee
str uctNakekldnclof f er s t he s pac entfprescienBallegariesofg hs 6 ¢
current positions on violence to play obtaked Lunchprimarily offers a tracing of the

di sparity between the 6world as officially
this chapter shall outline, this often arsvie the form of an allegory which demonstrates the

points at which the laws and hypotheses of violence offered in America a$ Gtterthe

ways in which they are justified by official administrations during the Colddae found

to be at odds with the salts of that violence. Where, for instance, the atom bomb is
presented as necessary to o6defend [the Unit
President Truman, Burroughsoé text outlines
narrative of progress nd mast ery which continues to unfo

potentially apocalyptic consequences.

This practice from its earliest moments extends the Modernist tradition of collage.
Burroughs c iTheeWastdlLarl.s ©BIlt ihet -9 scdolglreeqpetd .c uTtr i s
and Dos THe &JSHA0Tsilégyalso proved inspirationdf. As Eric Mottram notes,
Burroughsdéd sense of his own work was o6éa visi
myt hol ogy fomwhihkhé sepiadcwgedilbd ohEFeobdogi es. 0O
distinct at this point from the cufp method utilised in Naked Lunchallows for the
creation of ¢6éa new mythology for the space ¢

accessed withoutt#p into atomisation.

Regardless of the text in question, the actutfing into the text prests the reader with a
decision. The decision low one makes sense of the remangement that the cut figurés.

To cut is deliberate, but this action caa particularly generative if it feels arbitrarily

2 william S. Burroughs: Cutting Up the Centued. by Joan Hakins and Alex Werme€olan, p. 327.

24 Burroughs Live: The Collected Interviews of William S. Burroughs: 21980, p. 66.

5 bid, p. 56.

% | do not believe Burroughs to be in control of the majority of his cutting. As suggested in the introduction, the

material cwup is chosen and derived from the author. However, as the novel progresses, where exactly these

cuts have been made become lelsair. One starts to see and find the possibilities of cuts which are not even

t her e. This is, | contend, intenti onal and designed to
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deployed (6Be just and ¢ Bimpyoffering thenapportubitg | u st
to be confused does, in some ways, already begin to prefigure how confusion itself may

resist violence; if a sintp, clear message cannot be communicated quickly, thié raaghe

very leash offer pause for thought by forcing the reader into contemplation. On a technical

level, then,cutting into the textmethod aims to slow down our reading, to disrupt our
unconscios intuitions, to dgrogram us from théogic embodied in America aSther. As

Allen Fisher notes immperfect Fit: Aesthetic Function, Facture, and Perception in Art and

Writing Since 195@2016), the cut worksn the example of Burroughs work with cajlag
newspaperss o 6overl ap or interfere with the prim
anot her or more than one té&Xthiser memage thmd
perceptive and physiological experience of the assembled effect can sarpuisgermine
expect®Tthiosnseféof ect i s engendered, i-caledbart, 6
coherence in fact a partial or pseudmoherence that is only part of the picture that could
constitute coherend® Critically for Burroughs, and as Fisher quotes at the end of his
chapfelgheror 6t hi nking just i s not accurate thi.i
and | feel the Aristotelian construct is one of the great shackles of Western civilization. Cut

ups are a movement t ¢'Wether inbthe et dakedgLunchori s  d o wi
the cutup of later texts,this processvorks to undermine the idea of one fixed narrative, one

final say. As Fisher elaborates in conversatigth Juha Virtanenthe cut is the work of
del i berate interference, yet t his i's an int
of fers the sense that &éthe visual gave you

to the text or *mi ght not have done. 6

2" BurroughsNaked Lunchp. 5.

2 Allen Fisher, Imperfect Fit: Aestheti Function, Facture, and Perception in Art and Writing since 1950
(Tuscaloosa: The University of Alabama Press, 2016)59.

®bid, p. 158

*bid, p. 159.

* bid, p. 168.

% Juha VirtanenPoetry and Performance During the British Poetry Reviv8BQ 1980: Event and Effect
(Cham: Palgrave Macmillan, 2017), p. 172.
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If we cannot pevent imbuing discourses, violences and emotional responses with meaning
because we are compelled to juddeoth due to our relationship with the Ottamd our

own desire to understand and comprehend the world arouhdhasesult of the cut

provides uswith alternative readings which cannot be easily absoaretidefined bythe

already extantaws and hypothesed America asOther. This is due to bothefr ability to

induce confusionbut also to mark the points at which th&s and hypothesasf America

asOther fail to provide coherence. As such, rather than asserting new meanings, Burroughs
pushes the logic oAmerica agOther to breaking point by offering readers what Fisher calls

an 6engag®dakedsumaige 6. accor di nabluepont, B Hawfoou g h s ,
B o o*k @hich forces usas readersto reevaluate a bankrupt conception wblence,

morality and innocence:

Jack the Ripper, Literal Swordsman of the 1890s and never caught with his pants

downé wrote a |l etter to the press:

fi Netxitme 1611 send along an ®*ar just for

Necessarily, the bankrupting of innocence creates a gap wherpattigular model of
innocence once stood, a gap which must either be filled by that same invalidated model of
innocence or by soe other form. One way to explore these gaps and thus better understand
the conditions upon which this previous morality has failed is to follow where these
openings lead us. Sometimes, such gaps can be created by the artist who, by cutting into the
text, creates moments of ambiguity. Some of these gaps, created by an act of violence on
narrative tradition, on individual characters, and on the text itself, are clearly intentional.

Burroughs® wor k i istotheotextthede montemtss a&¢ whithe anpist 0

* Fisher, p. 168.
% Burroughs Naked Lunchp. 187.
*bid, p. 188.
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reconsider our own position in relation to what we are reading. In doing so, the scansions
which come to populate the teafter the cud a technical difference which will be explained

further momentaril§y prevent the avowal of an old or new coderofocence to be put in

place, instead proposing an ambiguous response. Postwar America must live without a fixed
code of what innocence might be because whilst this may make us pregatenying us

a roadmap to moral actipmny reassertion of an old @ew code willreturn us to the

O[ e]drt htehi nki ngd whi ¢ h hThisis mottoalawcamatalitg, but h v i o
ratherto resist the codification afmorality offered in the laws and hypotheses of America as

Other.

The cuts which Burroughs depis can be physicalthrough the cudt or textuad through

rapid shifts in tone, scene, character response etc. Their function, however, is similar; cuts

are decisions made by the author to deliberately disrupt the process of readidgdiyg

the possibility of newinterpretations out of previously contiguous material. The possibilities

that the cut can produce are still limited, however, as they rely on authorial intention; they

are thep o 2 [cseatisn) of an individual which cannot help but speak usingosality

which has been, in paripfluenceal by the Other.In the chapter on John Cagee have
spoken about this with regards to a fixed st
deliberately antagonises such authgriguch fixity of style As we shall discover
momentarily, this is because the scansion, once made possible, begins to mark much more
than those moments that the author has selected. If the cut creates the initial gaps, the
scansion permeates the text, figuring conditions wherebyagapbe imagined or fantasised

even when no cut has been deployed. By creating such an uncertain space where the
foundatioral principles of the text are demonstrated to be continuously unreliable,
Burroughs disavows mastery over the text, allows its contradictions to slide over one another

and facilitated i n t h ewhidh ghe pud creatésthe kind of spacing between opening

and totality which Derrida his i n fAVi ol ence and Metaphysicsc

for new ethical action:
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éthe result i s nothing without its becom
coherent unity of intention to the becoming, which then would be no more than pure
disarder. We will not choose between the opening and the totality. Therefore we will

be incoherent, but without systematically resigning ourselves to incoherence. The

possibility of the impossible system will be on the horizon to protect us from

empiricism®
I n Derridadds wor ds, it i s not t hat we shoul
from afar, we wil | %Thésygapstreatedip Burrbughs mthetext i t

appear like cracks in the pavement from which new plant life cangsgout only if their

right to fibe gapé , to be opaque a sis pfdledted. SAacardinglyythee | d t e

closing of these gaps through the maintenance of the same morality which caused the war

and the atom bomis a violence of itsown. ItisBuwrughsd wor k to produce

oft he Ascandingo of these gaps which are gen:
the author. To disavow coherence through cutting is to, by extension, dissastery over

any supposed meaning of text. Onvestigation of sucgenerous writing must accordingly

remain vigilantWe are here presented with ambiguity as response to forthright morality.

Scansion

Whi | st the term fiscansiond has I|iterary <con
psychoanalyt practice of Jacques Lacam this setting, sanding is a technique used to

interrupt the analysand midiscourse and end the session prematurely. It is worth noting

t hat Lacanbds career is arguably def riomed by

AThe Mirror Staged at a conference in 1936 w

% Jacques Derridalriting and Differencep. 104.
*bid, p. 103.

164



who deemed Lacan to have overrun his allotted ffithe addition ot he fiscansi ono
Lacanbdés practice c afroenthe SocidébdaRalsienm® Bsycharatysegnat i
in 1953%* In many ways, his career was defined by these two interruptions. In practice,
scanding can be an attempt to interrupt the analysand as they get carriedsathay enter

into a moment o-if n fpiortietnda i aith ¢heil angdidedscsa &or
Lacan, as descri bed bospddtaneasy héniemlon theibjdisat i en
that are most important, psychoanalytically speaking; they spontaneously avoid them, for the
mo s t “‘pUmcomnfortable truths, offe covered by what Freud te
definitely nothing to do with my mothero),
scansion is one tool for marking these. Furthermore, the arbitrariness of thendi

session for Lacan should nevekta pr i or i t y .dfgreatinsighd accurs afterdor k 0
minutes, it would be foolish to continue for administrative reasons, smothering the moment

of revelation in idle chat. Of course, the risk remains that interjebtidhe analysprevents

a gralual unfolding that would otherwise lead to greater instyht. short, the scansion

works to highlight the uncertainty made apparent by the analysand through their discourse,

the point at which their spoken testimony may have either hit the nail onabdleohbecome

dislocated from their unconscious understandifigsomething vital | contend that both

Lacan and Burroughs involveome form offi s aiagn ars interruptive technical

apparatus which occsiwithout the vont or prediction of the reader or dysand; in other

words, the scansion must always surprise, offering us something outside of our intuition,
modified and controlled asur intuitionis by the hypotheses, laws and languages embodied

in America ather.

®¥Elisabeth Roudinescoper afThd aliheCainwidgd Companion todacath b | i t

by JeaAMichel Rabaté (Cambridge: Cambridge University Press, 2003), gp4 28. 25).

*¥lionelBaily,Lacan: A B e gliondoneOnénsrid,@00D; depr. 2017), p. 14.

40 Fink, A Clinical Introduction to Lacanian Psychoanalysis 16.

41 A frequent criticism of the scansion is that it denies the analysand the opportunity to speak, to work through

their discourse, that it denies them the opportunity to tell their story and to decide wheretheady to move

on. The scansion does appear to place the analyst in a position of uncomfortable authority over what is,
ostensi bl y, the analysandds wA Clinical Iftrodudtion tof Lhcamiam a def «
Psychoanalysis: Theory and Tedfjue(pp. 1519).
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However, as has been shown abovea c an 6 s fiscansiono shares ma
Burroughsdé cut ; both are events deliberatel
some way, holds a position of authority (the analyst and the author respectively). Here | seek

t o par s e mlLdiidirgrihém intd ther moment at which the analyst terminates the
sessiorand the subsequent gap that is opened up in the analysandd i ascacasporse

to that termination. Where the first is a cut, the second is the marking of a shift. The moment

at which the analysand is held in abey@neehen their discourse is interrupteds the

moment where the Ascansiono is felt. This is
been put on, where, t o iisrdothingdodovihxry mpl ker o he
is put into question rather than simply passed over. This scansion which necessarily follows
the Acuttingdo of a session does not al ways
analysand may leave the session without anything nmame & passing curiosity about the
sessionbés premature end, only |l ater feeling
guestions surrounding the reasoning behind
when they did (fwheyssdiodh theynw?énd Awwhat wa s
hi ghl i gh’ Todetun toeAtlea Figher, the scansion is not the act of cutting, but
rather the O6perceptive and physiological exnp
surprise or undermine x p e c t “aTthe lams and dlypothesesf America asOther are

undermined cutting producs, again from Fisher,6i nt er f er enc® Thiand dar
6interference and damaged, these gaps and in

the text,is the making of the scansiorm hese methods, continues Fisher:

42 Of course, this can also have negative consequences: as previously highlighted, it can affirm the analyst as

master of the session, the one with wultimate control,
psychied (Iibsay something wrong?o, ADo they find me bor
greater harm in the short or |l ong ter m. Thi s, once a

whether the scansion would be productive or hakmfu
“Fisher, p. 158.
“ Ibid, p. 160.
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éproduce transf or mat-cotagisfacture, aml bathodirdctyge or
link to metaphors for social praxis and the human condition, their reproduction,
replication and repetition, andtheert hod of hi s [ Burroughso6]

damage, provides a metonym for contemporary civiclife.

Thr ough t he channelling of Omultiple consc
6contemporary <civic Amefica@sOthea nd the strngglestafde | o g

concerns of America in 1959 to leak into the text.

This distinction between the cut as deliberate and the scansion as arising from that cut in
unruly and unpredictable ways can be made clearer by turnirgds the literary smsion

By way of comparison, the literary scansion, as a markingrimarily used tadesignate
stresses in order to outline a naksmewaodr pl ay
otherwise unforeseen possibilities that a -nuarked text may na highlight®® In
psychoanalytic practice and in literary studissanding the session &xanning theopoem is

a response, a necessary interjection to mark something agworoby. In the case of Lacan,

the analystcreatesthe decision to end the session. The respafighe analysandvhich

eventually follows this cut is a result of the scansion, the mark which designates that the
session is ovebeyondt he mer e practi cal fact of it end.i
taken one step further as the scansion is less deployed than allowed-densgHte; the
scansion is brought i nt o plcatyng dng the facsthao wn p o
where these cuts occur is not always discernible, prevents the readenrfdenstanding

exactlywherethey are supposed tte making connections and conclusioBsansions may

“® Ibid.

“Arguably the most famous l|line written by Shakespeare
vi brant scholarly debate as to whet hethediréseof theolioee of Ot
dramatically, marking eithehatas st ressed (indicating a ilsavstréssed ory dAf i
(that the question was perhaps known and Hamlet returns to it through habit or throaglita solve the

riddle). Of course, focusing on the neglected, unstressed term yields even further complications: by emphasising
thatand neglecting O6i sb, we eschew or deny ®dwerplay esponsi
dumbd and by emphasisinig and rejectinggt hat 6 we forget that every return i
still remains regardless of whether we attempt to answer it or not.
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wel | directly f @las$ with thd Lacanianusgansod abduvaut the

del i berate unruliness of thepraishamaessrby i n Bur
which some conviction otheory is embodied) is not merely the result pfo 2 (tlei s

creation of a hitherto neaxistent quality, entity, object or forf)the praxis here being the

ambiguity created by the scansion, the 2 Being thec u t . The factivityo
evades origin, mastery or capture. These scansions may induce a sesiesnaitive
readingswhich, rather than relying on intuition, present us with a choice: we can force
narrative coherences where they are no lbngasonable, accommodate contradiction,

spend longer with them prior to decision or accept an ambiguity which promises no action,

but does not affirm inaction. Critically, all of these options bar the first require slowing

down in order to think throughnd process these complex ideas and contradictions. This

may prove critical in transforming our relationship with violerineslowing down the speed

race andn allowing us to come to an unfixed and rordified position in relatiorio the

laws and hypothees of America as Other

Performance and Medicine

Just & with Cagé sloubting of the security supposedly offered by the threahwtiially

assured destruction, it will take some work to convince the various others under the horizon

of America as Other #t this particular interpretation of postwaiolenceis not necessary

In fact, any work which seeks to undermine this miesnonstrate that this inscription of

violence isdamaging to prospects of safety, encouragfisigwn surreptitiouscontinuation

throughdi scour ses of violence. As such, Burrougt
of the gratuitousness of their representations of violence. Whether in the text or on the
operating table, the riskiness of the deliberateness of tleasufFreud mgued is in the

6hands of an unconscientiou&Asobtorcdanatanhhes

47 Sigmund FreudThe Standard Edition of the Complete Psychological Works of Sigmund Freud: Volume XVI,
IntroductoryLectures on Psychénalysis (Part Ill) p. 462.
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medical instrument or procedure is guaranteed against aibuseknife does not cut, it

cannot be used for healing eitfd#t.

The outright rejection fostructured narrative and of prescribed notions of order and literary
intentionality in Burroughso®é early texts (e
surface. The deliberate cuts allow the scansion to both mark these cuts and, subsequently, to
self-generatenithout needing a cut to markhe scansion may alserve toredirect us by

critically re-engaging with the violence of previous sectionisis reengagement may arise

as the result of a realisation we have about that violence after the Nawthere in

Burroughs is this complex relationship with the cut more prominent thalalked Lunch

And nowhere in Burroughs is there a more O6un

Doctor Benway is operating in amsyauuditor.
wonoét see this operand otnh eprea & so r ¥oesbeavsearny fo
it has absolutely no medical value. No one knows what the purpose of it originally

was or if it had a purpose at all. Personally | think it was a pure artistidocr é@am

the beginning. Just as a bull fighter with his skill and knowledge extricates himself

from danger he has himself invoked, so in this operation the surgeon deliberately
endangers his patient, and then, with incredible speed and celerity, resaudesi

death at the | as? possible split secondé

In hands and situations where the knife is ordinarily to be used for healing, it isarséar
show. Accordingly, Benway attaches virtuosi

Tetrazzini:

8 Sigmund FreudThe Standard Edition of the Complete Psychological Works of Sigmund Freud: Volume XVI,
Introductory Lectures on Psychinalysis (Part Ill) trans., ed. by James Strachey (London: The Hogtshs,
1981), pp. 463.

49 Burroughs Naked Lunchp. 52.
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i Di d ofayouyever see Doctor Tetrazzini perform? | say perfamrisedly

because his operations were performances. He would start by throwing a scalpel
across the room into the patient and then make his entrance like a aatlet.His

speed was li domédi pliev:e d§ hem time to die, o
inafrenzyofrageg Fucki ng undisciplined cells! & he

tumor like a knifefighter.o™

Tetrazzini displays both the speed and seething desingufily andmasterywhich mark
Scientism. These features of Tetrazzini ar e
could describeT e t r a dramaticenfrancegust as well as it could descriltds surgical
prowess. The idagdt ef 6t henopgohent fsieas modtmogbe t h e i
caught wunawar es, is not one required when yo
is all for show. The captivation for Benway
performing of medicine as its own goal results celebrity doctors sustaining their legend

through increasingly irresponsible manipulations of medical ethics. Tetrazzini represents

what happensvhensciences treated as masterabkle performance becomes an indicator,

a performative revelation, ohat masteryWe can see here how taking
coherencé as in the most extreme examples of logical positidissmwhat sustains the

notion that it can be masterescientific practice is thus enjoyed not merely as a tool which

enables healings i n F pet The dlesire soovigtdosicallyield the knife, to master

the creation of the cup(o 2 )thadthe embodied practicepfaxis) of that cut overtakes its

intended function. Where thpraxis of the conscientious doctor,ivaguely spedhg,

Aheal i ngo, for Tetrazzini, i tpd2sWistipsesults or mi n g
from said performance is stildl Aithe cuto. £
patientas a perk of the jolis something we would likely wish to eept. Enjoying the

performanceo f A cut ti ngo, however, itsalfasrplasurabldtish e f u n

%0 |hid.
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pleasurable because it is a clear marker of success, a clear marker of the mastery of the
surgeon over their cralRat her t han fhealingo, which is r
welfare of ari ot hwhend ¢ ut t comesthe sbuece of pleasyrthis is no longer the

case cutting simply requires a knife and a body to cut. The cut then becomes both the

embodimenof doing somethingpfaxis) and the thing creatdsy that doingp 0 2 }Us i s

Benwayo6s nostalgic retelling of Tetcataz zi ni
behaviour. We witness the introduction of éspontaned 0 afighbing ltekm for a

memberof t he audi ence who | eaps down into the
bull befor e h%Thed miHightng iage dimply uetsserts the confusion
surrounding the knifé i ght er fr om above. The triwmp it hrea
him before he °gfuahysne isyoing any gutting,tit'witl be. Benway. The

threat, thus, becomes tlespontaneahemselves who, via their insistence on becoming

t oday tifacksthegerformance. In turn, they distract from thentess mechanics of

this controlled yet oubf-control performance of violence, potentially inviting questions

from audience members who were erstwhile distractethéyure of the concretéolence

on display, a violence that was controlled by medicalgagionals Inspired by Tetrazzini,
theespontane@ d vances dliigheé eadknisfeeki ng to imitate
bullfight, they a n d t he homemade bomb maker from
interviewd are the disruption in a theatre of legi mi sed vi ol ence. As higlt
First Mani festo on t hesponfabhebdéebart er aek so fa wary u efl rt oy
intellectual subjugation of the language, by conveying the sense of a new and deeper
intellectuality which hides itself beneathet gestures and signeaised to the dignity of

particular exorcisms’®Peeling away the artifice, their interruption, their eperformance

of the laws and hypothesesf America asOther, reveals the illusigrviolenceis being

manipulated tonasqueradas s ci ence. They are then removed

*! |bid.

%2 |pid.

3 Antonin Artaud, The Theater and Its Doublgrans. by Mary Caroline Richards (New York: Grove
Weidenfeld, 1958), p. 91.
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them from t hemsel ves éspontanacseveadsdahke hidden, legienhised r i t vy,

violence which lurks under the surface of this entertaining performance

This tendensgi ¢octéop d@irpfearfror m medi dsitmbdame and t ¢
for the medical violence presented hérhis passage extends that logic to its extreme. This

is in spite of the fact that the scientific method was designed to be impiais#iable and

thus avoid the trappings of ideologically driven interpretation. This is a wariness of the
problem we spoke about at the start of this chapter; this method attempts to prevent
interpretation of anything other tvdr,eeven it he
the scientific method is prone to misinterpretation because it is put into bgtimeople No

matter how objective one is, we always observe other structures from within our own
structure of biases, narratives, delusions and confusionsse@sin the passage from

Burroughs presenteabove, any method we utilise to assert narrative intentionaligny

attempt to explain these strange and at times nonsensical charkeatdssto confusion.

However, ly doingsa weare able taincover the logiof the unconscientious doctors of the

Interzone.
The youngé Al wayst*they are in a hurry.
I n Burroughsodo writing, one of the functions

between concrete acts of violence and the concealed logic whigetuates them. The
scansion, just as with Lacan, is therefore part of a wider analysis. In theothlaked
Lunch the text offers us, amongst many other things, a reading of violence in America.
Benwayds c akspontined egex tha@ugh bothgmries are attempting to perform

the same act of violendeis an allegory which describes the attempts of Benway to conceal
the logic of America as Oth&rof which he is an embodimeéntwhich sustains those

individual acts, a logic which threatens to bubbleand reveal itself. The attempt to prevent

% BurroughsNaked Lunchp. 159.
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this unconscious logic from ever rising up is found in the conflatiop of2 @rsl praxis,

the attempt to master Ascienced or Aviolence
to conceal the logic of vience which is at playThe Other is a force which bears on his

agency, on his behaviour, on his interpretations of what is legal regarding vicdsece,

though the Other doesot possess agency itselBy removing theespontaneawith such

force and speak, Benway is attempting to prevent Awh
to his vi ol ence. A s k i dnthrough vinkegruptind tHe ymatesidl o wi n g
circumstances of the performance of the operating theatre would reveal that the reasons
gvenbyBeaway for the same O6brutal accel &rationd
i.e. as justifiable in the name of defeéicenly serves to conceal a cultural death drive. The

notion of a cultural death drive will return in the second section. For now, ifpigriant to

sketch this trajectory in order to more clearly identify what the scansion is marktieg

moment at which this hidden logic reveals itself and the shape of that logic.

Just as with the analytic session, these moments of revelation can amaayrforms and

at many different times. For instance, as mentioned earlier, this scanding can sometimes
only be recognised much later on or when our expectation of a specific revelation is in some
way underminedT he transition betwrami hahei ch@apaedsi
seen pant op oone of thesnar®y waysnmwhictsthis difficult text can undermine

our expectations as a form of disruption. The transition between these chapters also marks a
profound change in the text at ladgé read from front to back.Whilst noticeablethis
transitionis felt as an aftershock, a change whose effects creep up on us as we read further.
This moment is anxiogenic and perplexing. The incision made at the end of the chapter is
visible, but the scansionhich results does not merely perform the same work as the cut (i.e.
the formal process of indicating the end of the chapterdoes it do thist the same time.

This changd which is rendered visible throughe jarring absence tfie extreme violence

tha we hawe come to expect from the téxacts without the reademecessarilyinitially

perceiving it This changerequiresus to read on and come to a realisation in the middée of
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later passage. This makes said change a question of past and future readdsas the
present one. At this particular moment, the dark vitality, the energetic decadence and the
orgasmic dysfunction of previous chapters ve

debauched, but bureaucratic, cold and relentless:

Forthef i rst time the doctorbdés eyes flicker et
of warmth or hate or any emotion that Carl had ever experienced in himself or seen

in another, at once cold and intense, predatory and impersonal. Carl suddenly felt
trapped inthis silent underwater cave of a room, cut off from all sources of warmth

and certainty?

Not only is there an attempt by Carl at a genuine connéctibe nway é6s col d, i mp e
is understood as suchecauseit signifies alack of familiarityd the sectin continues
relentlessly towards Carl 6s demi se. Echoi ng
respons®dreéwepbenomenon has entered Carl 6s
not jarring enough to engage t lod&heionemiegdi acy
response signifies his cautious engagement with said anomaly. Wieardiénpassagesf

Naked Lunchthe startle response appeared necessary for survival, this section is absent of
anything thatwould immediatelyshock. As Freud identd#s in the uncanny, it is that which
6arouses dr ead *ahistr et aeping adoreba®Therashi p t
is something off about this otherwise familiar situation. Accordingly, the anomaly does not

move quickly nor show its teeth. Bevay 6s col d stare remains a

%5 Burroughs Nakel Lunch p. 158.

% Andrew M. Colman,Oxford Dictionary of Psychologyd" edn (Oxford: Oxford University Press, 2015), p.
535.

5" Sigmund FreudThe Standard Edition of the Complete Psychological Works of Sigmund Freud: Volume XVII
(19171919): An InfantileNeurosis and Other Worktrans., ed. by James Strachey (London: The Hogarth Press,
1955; repr. Vintage, 2001), p. 219.

%8 bid, p. 220.
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Burroughs indicates that Car | is cut of f fr

NakedLuncthhas t aught us anyt hi ng ingpendifigdeath. it i s t

By pr esent iasgométihing Carlaneedst fgr dis own security, we can see how
Burroughs deliberately undermines his ownwotdsr | i ke t he napve Carl,
twisto coming due to the pBewwaydspageasmi nat
surely, just anotér performance gbhysicalviolence in the name &old WarScience Yet

the uncanniness of this scerestsin the fact thathis never arrivesThis isthe absence of

clear concrete violencgéhatwhich has come to structuceir understanding ahe Lawof

the InterzoneBurroughs has so successfully introduced us iitiitially perplexing Law

that we begin to think along its lines and finish its logic. Just as this moment of
Aunder standAmlgod @erctuaisnt(y 0. 0),Yhe daw theveechhve me o nc
begun to grasp once more slips through our
conclusion is, ora first pass, jarring. Despite this, ieffects arenot initially seismic but

di sarmingly subtle. After Benwayds work is ¢c

ADo you often doze off I|ike that? in the

Al was ndbtth aats |ieseépd

u werenot?0o

=1
<
o

=1

t 6s | uhdle thingiast utnhréema lgfoi ng now. I donot

force me to stay. o

He was walking across the room towards therdHe had been walking a long time.

A creeping numbness dragged his legs. The door seemed to recede.

AWhere can you go, Carl ?06 The doctords vo

=1

OQuAwayéThrough the door éo
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fiThe Green Door , Carl ?0

The doct oasdarelyvaodible.erhewnhole room was exploding out into

space’

Benway appears to end by releasing Carl fron
guess we can utismiss as irrelevarthese uh understandable means of replenishing the uh
exchequer & Whilst this is purely a bureaucratic pardon hidden behind innuendo, it is not
followed by sadistic violence as is oftéme case wittBenway. Rather than the intimacy

bet ween bodies that Burroughsé viéerepktedregu
out into space. 6 I n turn, our own o6war mt hé

from continued displays of decadent violence, is dismissed.

This is testament to the state of violence in the postwar period. Whed eleam the textual

ficut o or Benway @stis@asye to aontend gith.t Hoveewet, aseLarry Ray

argues, thawentiethcentury does not mark a decrease in violence. Instead, the West has
simply become hter at hiding it away. In turn, we have become better at subicusty

accepting it as part of everyday lifEhe above passage Ascandso th
concrete textual representations of violence to the hidden logic wimélesthat violence
acceptablelt is through the scansion that these acts of viadaare connected to the logic

which drives them. As with thespontaned hi s i s one form of the
offered by FisherThis particular scansiorequires us to read on in order for its effects to be

felt, smearing this mark oveéhe nextpages and over the text at large. Here and throughout

the text, the scansion is wunruly and taking
these scansions innumerablespecially on reeading and lacking origin or mastery from

the author, taking owmes hi p of such wunruliness would si

William S. Burroughs, choose to mahere . As Lyde ncbtteng qyeates rfog u e s

9 Burroughs Naked Lunchp. 165.
bid, p. 164.
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Burroughs 6a fithird mindodéneither author nor
as flanhiabdeperson, invisible and®Welatend gr a
come to terngateway tat hi s At hird mindd the scansion. T
would thus undermine this ambiguity; by virtue of making cuts, he must not attempt to

control the scansionJ u s t as with Cageds intentionl ess
Burroughs can perform anyway. It is a deliberate refusal of magteung the only move is

to allow the scansion to do its work without attempting to master it.

If the scan®n is to prove crucial in identifying the hidden logic of the violence of America

as Othed which remains masked by the speed war, of the rapid absorption of violent acts
into finecessary measur e8 ibbefomes pressirgttocaskdhe f e nc e
Burroughs sees such violence as infecting society at large. Here, it appears important to turn

to anot her of Burroughsod maj or concerns d
Burroughsdé fears surrounding t henideolagica¢ nt i nv
bureaucracy regularly recur Maked LunchThe inclusion of Latah and the Senders bring
particul ar focus to this concern. For al | 1
describes brainwashing, in a letterAllen Gi n s b e r g lest farm of @rimh &gainsti the

per son 0% Weaseedhd corseqdences bfainwashing acrosdaked Lunchmany

of which return us to the notion oéframingthe tools of medicine for violent means:

Ther e ar e various 6 p sy cry pdyahophatysis| formet h o c
example. The subject is requested to-faissociate for one hour every day (in cases

where time is not of the essené®).

(Latah is a condition occurring in Southeast Asia. Otherwise sane, Latahs

compulsively imitate every motion once hei r attention i S at

®1Lydenberg, p. 125.

®2 David SeedBrainwashing: The Fictions of Min@ontrol: A Study of Novels and Films Since World War Il
(London: The Kent State University Press, 2004), p. 134.

8 BurroughsNaked Lunchp. 24.
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sometimes injure themselves trying to imitate the motions of several people at

once.j*

Kicks to hypnotize a priest and tell him he is about to consummate a
hypostatic union with the Landbthen steer arandy old sheep up his ass.
After that the Interrogator can gaicomplete hypnotic contilthe subject

will come at his whistle, shit on the floor if he but say Opesage.

fiNeedless to say, the sex humiliation angle is contraindicated of@rt

homosexual&®

For Benway, theselfi e c | puree di ént i st 6, brainwashing is n
arsenaf® It becomes a guiding methodology which the tools of medicine are manipulated to
serve. Burroughs©é r espraevious passage with ICarliisntovautsbh i ng i
ending the chapter. This Ascandsod our expec
asked to redirect our thirst for violence. When our expectations are subverted, we receive a
temporary, fleeting moment of selflection. We see that the Law of the Interzone has
brainwashed uinto seeking or expecting violenc&his scansion acts slowly through its

gradual reveal, but does offer the potent@pull us out of the spell. This highlights the
importance of slowig down and the scansionds role in

for meaning and coherence.

Desire andlouissance

The scansion marks the desire for mastery as a way to assuage insecurity or vulnerability.

However, the urge to master becomes fiesti by acts of violenceConflating ends and

% bid, p. 25.
 bid, p. 24.
% Ibid, p. 29.
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means, the action becomes aw&n justification, resulting in infinite recursion of which

violence is the both bproduct and marker of progress. Simply, acts of concrete violence act

as signals that the lawsid hypothesesf the Other remain the Law in practice in human
affairs. I n practical t er ms, t his means that
and that the results of the violence of the official American political administration
demonstrate fhd guided as it is in part by these laws and hypotheses. If the atom bomb is
seen as Omerely another power ful weapon in
President Truman rather than as an abhorrence, the detonation of the bomb marks that those
laws and hypotheses are seen as coheféing. is akint o t he junk addict f
feeling of injecting/snort i rpepdsndthetacionh t he
embodied to make that statprdxig). In Lacanian termsthe pleasure derived from the

correct functioning of the driviesometimes to the extent that it transgresses the pleasure
principle and produces pdnis calledjouissance For Lacanjouissanceis a compromise

wher e 6gndpaiaaaipresented as iagle packeto take or leavé®’ For example,

the junk addictdoes so to receive pleasuRain, as a byproduct,becomes an acceptable
consequence or compromise. Freud would terenrtthe that this pain takeson@ r i mar y

gaind, the sdtiosnf d& htei cwrord ercitv & di i®dhisiisonnti ng of

howevera case of fexcess desireo aSdousdamcEs re i s
shapedby the Other insomesedsé n t he i njunction of the Law

instance, a Lawvhich finds itself clearly expressed the mass advertisingvhich spread
during the postwar period Y et desir e, for Lacan, 6is a d
beyond a | i mi®tTheicanstaptalefdrral sfadeskeghich prevents fixation
becawse once something has been attained, it can no longer be dedéfethds the subject,
only partially, from thedangerof excessouissance from total fixation which turns any

drive into the death drive. There are many distinctions to be made betweesn alesir

67 Jacques Lacaffhe Seminar of Jacques Lacan: Book VII: Thed&tlof Psychoanalysis (198960) trans. by
Dennis Porter, ed. by Jacqukain Miller (London: W. W. Norton & Company, 1997%), 189.

% Jean Laplanche & Jedertrand PontalisThe Language of Psychoanalydigns. by Donald NicholseSmith
(The HogarthPress, 1973; repr. London: Karnac Books, 2006), p. 183.

® Lacan,Ecrits, p. 699.
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jouissance,but one of primary importance here is explicatedc acands Seminar

AAnXxi etyo:

The symptom, in its nature, i S jouissance
no doubt,unterbliebene Befriedigungt has no need of you, unlike actiogt, it is

sufficient until itself. It belongs to the realm of what | taught you to distinguish from

desire as jouissance, that is, it steers towards the Thing, having crossed the barrier of

t he goodét haidr ofithe ,pleasute eprindipbe,r and this is why this
jouissance can be translated adlamus6 f or t hose who havenoét f

German term signifiedispleasure®

The Thing Das Dingin Freud) shall be elaborated on extensively in the second section. For

now however, it is enough to say excgrfissancds borne of the urge to break through the

pleasure principle towards The Thing, that wHiclb o bgigeats towards. Unlike in desj

jouissancein its push for the infinite functioning of the symptom, turns every drive into a
death drive; for Lac an™Whéerddesiressmodes imeonymigallyh t o w
along the signifying chairjpuissancegets stuck. Where desire isrtgorarily assuaged by

the receipt of that which is desired at a particular moment, engagemenjpuithance

means that we seek out repeated engagement with that item or idea as if to isolate the very

cause of desire itself, 5 o h'f et a

Like jouissance the uncontrollable pursuit of exponential progress leads to the

contravention of scientific principles most would deem sacrodatiet health of the patient,

™ Jacques Lacarhe Seminar of Jacques Lacan: Book X: Anxiggns, by A. R. Price, ed. by Jacquésin

Miller (Cambridge: Polity Press, 2014), p. 125.

"I Dylan EvansAn Introductory Dictionary of Lacanian Psychoanalyéi®ndon: Routledge, 1996), p. 92.

2 There are similarities here with capital. As Karl Marx contends in Part |, it is not possible to isolate the
exchangevalue of a commodity. Similarly, it is not possiliteisolatel 6 o bin anything other than fantasy,
although the attempted isolation lofé o b is, dor La@an, the primary goal of sadism (Karl MaBapital: A
Critique of Political Economy: Volume, irans. by Ben Fowkes (London: Pelican Books, 19@pr. Penguin
Classics, 1990), p. 126.)
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the preference to not harm others etc. To reaffirm, the issue is not in progress, nor in science,

nor rationality. Wherp o Uandpsaxis are conflated however, the search for knowlédge

where fiknowl edpodakimaxi® mg uuslhotals fii njecting |
p o Uand graxis for the addiod becomes caught up in the speed war, the intexofin

reach for excespuissance This, as a byproduct, creates violence. We seemplifiedin

conversations betweddenway and Schafer:

fiGent | emen, t he human ner vous system ceé
abbreviated spinal column. The brain, fromjddle and rear must follow the
adenoid, the wisdom too, the Taglomplewi x é |

All American Deanxietized M&no"

S o me me mber s of the jury, upon h doacible ng t he
lobotomyp, 6fal ort owritthleinfd oi n d*Tghaissmsp acsfs agredrsi e
connection to the transgressive sexual characteljoofssanceis clear. Schafer, in
overstepping his bounds, induces orgasm in others frmmexcessive his actions are. The
performance oéxtreme violence in this surgical context becomes that which the jury derive
pleasure fromlmportantly, the jury derive their pleasure from the correct functioning of the

Law of the Otherl deal i sed attempts to aim fdhe the
mark. Where orgasmic dysfunction is traditionally considered to be the inabilisatd

orgasm, thenedelivered by excessiveness here becomes a question of lsteptwgasm.

This boundless orgasm becomes a concrete rendering of the deattaslifireud argues in
iBeyond the Pleasure Principleo, where 6the

i nner perception, since they behave as ‘trou

3 Burroughs Naked Lunchp. 88.
" bid.
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death drives appear t d°Thednf nhé¢ier | waeinfikte i mo BHtgru
accelerationbé, i s unstoppabl e, al ways alrea
making its presence known .perfActibiitydifer mams & uer a ne

by Schafer is in considering his motivations:

iYou know, 0 h e Isthink 9'1l go gehku te iplaire dldashionéd
surgery. The human body is scandalously inefficient. Instead of a mouth and an anus
to get out of order why not have onepllirpose holéo eatand eliminateVe could

seal up nse and mouth, fill in the stomach, make an air hole direct into the lungs

where it should haVv% been in the first pl

This does not appear to e advocatethe nonbody position suggested by Lydenberg,
concerned as it is with the uncanny manigalafound in the passage with Carl. There is a
concern that the normalisation of such violent claims under the humorously manipulated
nostal gi a-f@afs hd plnaidn comdrtdrepresethe lagical end ofhe laws

and hypotheses @&merica agOther. This lust fopuretotal knowledge and total mastery of

the human body is pathological. This is as a result of the impossibility of the task, but also as
a result of the violence that such monomaniacal focus wreaks. These instances of violence

makemanifest the dangers of unchecked, ideological devotion to progress.

The scansion works, as with Cage and Baraka, to expel the Other from the stage by
highlighting its lack of coherenceYet the scansion cannot be absorbed into that same
horizon which ithas expelled because it is a force with no intention and no master of its
own. This rendering of the scansion has also highlighted that violence occurs as a result of

the conflation op o 2 Brelpraxis I n the case of Benwaaynbsiaoper

“Sigmund Freud, ©6Beyond ThelPenguiR IFrewm sReadeed. ByrAdamcRhifigse 6, i n
(London: Penguin Books Ltd., 2006) (pp. 1B25) p. 194.
6 Burroughs Nakel Lunch p. 110.
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heal t hi epoz2plesrbssamdg (a r es ul tprasd, theilatterdécones sur g
bothp o 2 Brslpraxis Medicine conducted at the altar of science as the only truth results in
extreme violence (as found in the human experiments ofhgvahd Heim, or the ongoing
experiments in 1946%$960s America on an unsuspecting pubiidrom herewe discussed

the scansion as separate from the cut. Uncreatablegesedfdive and without fixed
location, the scansion marks the hidden logic whichic@pates concrete violence. In the

case of brainwashing, the scansion generates a moment eokfksdfion, temporarily
snapping us out of the spell wofi chh®uOtrbhegds o
proposes.The generation of uncertaintg an attempt to slow the careless reading which
propagandists require. We closed by discusgingssancen relation to desire. This began

to tease out a question which will be discussed in the next section: what happens when
violence which is generated @ result of the conflation @f o 2 @rsl praxis becomes the

source of pleasure?

The next section willalso consider howthe pr ocess of reading Bur
violence may combat thiaterpretations ofviolence ofered inAmerica as Other. Here, we

will have a better iew of exactly how, ifatalli a mbi gui t yo i s able to t
The chapter wildl close by considering the hi

Mark and Johnny ilNaked Lunclappears to meeal: that of the cultural death drive.

" For further information on scientism and its role in producing violence in the form of human experimentation
in Cold War Ameri ca, UsdeeeRiskl SecratiStata Expebmentdvbo He@0$3) and
Ei | een WédRuonmm Biles: America's Secret Medical Experiments in the Cold(24r0).
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Il 7 The Cultural Death Drive

Describing theStatic Horror

The @At hr il lexpasiénced thte addibt & s eedy bad place to find oneself stuck.

At such a junctur e, any relationship to an
continued existence. hecomes the seardbr the pure desirousnessne which is endless,
which | 6 o b jemtbdiesaln the case of America in terms of itangible political
leadership which, at the time oNaked Lunchs pub | i kbeaded by Dwightals
Eisenhowed this is exemplified in the pursuit of mastery. As such, America as ®ther
comes to bear orthe lawsand hypotheses by which any potential practical, political
decisions may be shapkdnust become a total explanation, a total coherence. In short, a
claim that the laws and hypotheses of America as Other are coherent enables a justification
of masery and violence based upon those laws and hypotlyseficial political actors

This endless pursuit, the justifying of the American Dream as that total coherence and
justification, is rendered as a new form of that Western frontier so baked intontlegican

Dream. Like the frontier, this pursuit of masteiyy one which is selpromulgating
ceaselessly driving political decisions towards increasingly volatile acts of tangible violence
Burroughs® wor k iis pattiaular snhnifdstatio afl the Dieant, to offer t h
uncontrolled, uncontrollable moments of irruption and reflection where concrete violences
give way and reveal the speed war and the hidden logiénaérica asOther which

influenceshem.

It is no coinddence therefore that Burronge x p| or es addi ction so deep
the higho of junk or seeking the total con
Burroughs® most nuanced thoughts on excess,
form of bodily interactions. Thevays in which Burroughs documents these interactions
between bodies, their fluids and the foreign bodies that enter from outside the body will

assist in mapping the spread of violence as itsgegibration spirals out of control. This
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chapter will providea detailed analysis of the sex scene between Mary, Mark and Johnny in

Naked Lunchwhilst also referencing passages frdamky Queerand interview materials.

Consideation ofthe relationship between violence and fandabpth sexual fantasyhich

can be pysically actualised and rfitasy whichremains fictivé is consistently at playn

Naked LunchAs elucidatedoreviously whilst violence can be simulated in the text by the
cut, unmasking violences which are the result of a hiddendogjich as the shifh toneat

the cl ose of withtheadeath ofaCaili canaften lmerpriesented in nonviolent
terms. Tangible violence on the page can be seductive, clouding and confusing the hidden
violence whichthe scansion attempts to reveal and undermine.bbldg complicates this
further. The fantastical violences against the body depicted by Burroughs allude to a more
subtle line of thought on those violences than their gratuitousness. This is brought to our
attention by virtue of their physical impossibilitfhe requirement for certain fantasies to
remain impossible is what makes them nonviolétawever, this still enablethem to be
explorative of violence. It is the impossibility of certain fantagietheir being fifabulous
textual 060 as D#®®& whichlenablesothein tb ac as ghought experiments with
which we can scand, trace and undermine the hidden logic of the violence that we are

seeking to reveal and expldre.

To begin by turning to sexual fantasy in Burroughs, there is rarely a chaptakdd Lunch
which passes without the revelation of a new paraphilia. In this text, and in others of
Burroughsd oeuvr e, these often appedaven al gol &

Aplaying with power 6 or Apai mb2exteladheraughso t

1900: What safety, stability a different light. Gone forever now.

®Jacques Derrida, 6No Apocal ypse, Not NowDigdited, | Speed
Vol. 14, No. 2 (Summer 1984), 21 (p. 23).

79 |hi

Ibid.
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The earth has been violated by the atom bomb. No longer innocent. It was the
Apple, and the Pentagon slobbed it down, boiling blood drooling from their

smacking lips:
AJust | et me sample some more of that. o
ADondt bother me with the war. l'téds such

(Youbre getting a bit vague® old thing. V

There is something oddly toothless, biteless, evetesgtabout this particular statelence

even in light of the extremeness of that violeht¢he metaphoricalconsumption and

di gesti on ofknowlkdgehnbdepcp hne @ prafdund violation of the Earth.

Even when the image of bl ood i s erithantcuttogiuc ed,
relating it mor e c | os el jpuissancetharato then éutting 6fb ur ni n
teeth* The kind of violent transgression that
connotations, this link betweethe 6 g r ¥ rdl 6writhing assexual imagery and
consumption remaining prominent throughdtéked Lunch( 6 Hi s st omach r umb
whole body wri t*ffeeeni m pereinet asluscihs .ads) Benway 6
Asshol® whi ¢ h, as Timothy Mur phy, aadrmgstianalysade mai n ¢
r ou fliintedexd f eat ur es ealtii g raasip yot i&rdhishsaid,i ng ho

there are many instances where sucking, draining and swallowing take precedent over the

S

cutting violence of teeth or blades. Once again, the caanpar ve subt | eoty of

Oboi bvegb6the penetration of Acuttingodo bring

8 Burroughs Last Wads, p. 207.

8 Jacques LacanSeminar Xlll: The Object of Psychoanalysis 19666 trans. by Cormac Gallagher,
Unpublished fttp://www.lacaninireland.com/web/wygontent/uploads/2010/06/4he-Objectof-
Psychoanalysis1.pdflaccessed 4 November 2019], p. 148.

8 BurroughsNaked Lunchp. 6.

8 bid, p. 28.

8 Timothy Murphy, Wising Up the Marks: The Amodern William Burroughsndon: University of California
Press, 1997), pp. 942.

8 Burroughs Naked Lunchp. 111.
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view. It is the draining and oozing of shooting up which gives us the violence of junk rather

than the penetration of the needle. AgBughs writes idunky &6[ e] ven s o, he h
in the skin about half the ti me. But he only
half-hour of probing and poking and cleaning out the needle, which would stop up with

bl oBMs 6wi t ha it m@t ieono, it is the uncanny nat
Burroughsdé prose draws us not to the obviou:
horror of the repeated cleaning of clogged bjoghich remainsrvital. As with the bite of a

tick , to focus on the fAcuto of the tickods te
purpose; it is a bite that enables drainagiest & the bite hides th draining, concrete

violence canoverwhelmthe work of the scansion if we do not read closely dodlg.

Burroughs is ngthowever writing so as to produce a moifak this story To do so would

merely reinstate mastewith the author now central to delivering that total coherence.

To continue consideration of HarmahAr érnddth&ad i ngo
Human ConditionIn Arendtian terms, the violence of bureaucracy is akin to draining and

can be identified in the introduction of t h
private need$ eating, sleeping, sestcd a public concar, the privacy of the individual is
annihilated.This move also involves the public realm in the -tlygday necessities of the

private, preventinghe public realmfrom remainingone which can be concerned with

political life and community. As ovesimplified as this distinction may feel, it does offer us

a useful starting poirfrom which we canconsider the impadhat the laws and hypotheses

of the Otherexerton the private live®f American citizens. The violence of bureaucracy is
described by Arendt as a violence which &6unc
to be one of its cr ud e®Rathesthaha sharg dut, theyleaking ni c a |

between the privatand public which marks the violence of bureaucracy comes in the form

®wiliam S. BurroughsJ unky : The def jed.ibyQliverHarriss(Metv Yarki Ace Books, R 9%3;
repr. London: Penguin Books, 2003)
& Ibid, p. 40.
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of less alluringoozings and drainings. A passage frdumkydescribing heroin withdrawal

makes this vivid:

I had been off junk two months. When you quit junk, everything seems ftagpbu
remember the shot schedule, the static horror of junk, your life draining into your

arm three times a d&$.

What this dtshatdotr hoem omément when everyone
ever ydifsortkhdi s ¢ A dupky e texd whchtisadefiged by.this invasion of the

public into the private and its manipulation byIN¥m Lee, begins to frame what may be at

the end of the forkJunkyis carried by the momentum thais searchor the perfect hit

generates, one best embodied bydearch for another doctor that can be manipulated into
supplying Lee with grains of morphine. Thermeablebarrier betweenhe publicandthe

private, and the seemingly infinite manipulability of various medical professionals, is the life
forcebehindLe 6 s continued procurement and the text
of injection, the drug and the addiction could be identified as vidlénBut he onl y ga
and fAskinnedo a s h-bourofgpifolting and poking argl oleaniogtithe g hal f
needl e, whi ch woud itis thetcaughinguapsivityd ft ho dorl aoiordi. nbg 6 ,
static horroro, which el uci dat es OJtséparateRe a | o]
from but generated by the penetration of the néedlbich trulymar ks t he O6horror
It is the fact that an individuas compelled to use their freedomarway that isletermined

by the Other, the commandment t o jodissamgeoy 6 wh
The hypothese®f America asOther drainintd he bl ood of William Lee

freedomo o itssaiallginsttutad componehtmirrors the same phenomenon in

bureaucratic governance.

8 BurroughsJunky p. 117.
8 Murphy, p. 78.
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Accordingly, swallowing in Burroughs is regularly linked to manipulation rather than only
intensephyiscal struggle (6éhe degrades the female
t hi s %sThig alsb )occurs in the case of Latah, a condition where individuals
6compul sively imitate every nfoAsiOtiver Hamsce t he
std¢ es, this is also ¢6linked to forced cultura
Freud termed @i dent i f°% The individuals of the Interzoteearea ggr e
limited by the laws and hypotheses of the Other to perform certain mdi , oneds whicl
ordinarily may not otherwise choose. To return to Phillips, they are unable to form more

subtle moralities. This is a state whichn be induced by liquith Naked Lunc# where

some even OwaiCtoapplealy dviltdt 8urroughsd menti on
down the apple, this indicates that swallowing has a potential relationship with control.
Furthermore, the desire of a person (or group) to be subjugated by liquid is brought to bear

on the sexualn Burroughs. It is related to the desireb® compellecbr the desire tde

desired by allowing oneself to be compellefl deriving pleasure from forced addiction.

This place, seemingly realiseddunky s fiThe Vall eyo, actse magnet

who would do better to avoid it:

é wher e t h-Ee foroe is breakirtg through.

Death hangs over the Valley like an invisible smog. The place exerts a curious

magnetism on the moribund. The dying cell gravitates to the \/&lley

Burroughs makes theonnection betweedunkyp s o6Vall ey® and Ameri ca

worst features of America have dr ai®®Aleed down

% Burroughs Naked Lunchp. 18.
L bid, p. 25.

9 Harris, 162

% BurroughsNaked Lunchp. 91.
% Ibid, p. 105.

% Burroughs Junky p. 89.
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return of the metaphor of fidrainingd here ¢
6wo featuires ® Amer i cab. The desire for mastery
administration drains into the public realm as individuals become inexorably drawn to the

Valley.

So far, the violences of bureaucracy, drug use and sex have been connected through
metghors related to swallowing and draining. The violence of bureaucracy is related to the
infection and total domination of the private realm by public concern. We can see here how
Arendt és 6émost tyrannical é vi ol eestferm off bur e
crime against t he person of anot her 6. As r
something specific by presenting the Pentagon as engaged in a swallowing fantasy. What
motivates thisthe laws and hypotheses of violence of America as @thsropposed to the

clear, physical violence of biting or chewihgs revealed by Burroughs through an allegory

of sexual fantasy.

In this instance, it feels prudent to assert a conclusion first and support it afteitniartie
bringing into reality of a ptentially violent fantasy from which sexual fulfilment is derived
that turns that harmless violent fantasy into actual violefides mirrors the machinations

of violence hidden by speed and drivena monomaniacal relationship with mastering the
objecto f 0 n e 61s6 odbgjFe tseethe (anguage of this particular fantasy, Burroughs
represents the desire for mastery which drives Sciedtistrich itself is an attempt at total

coherencei n the fantasy of fAswall owing whol eo.

Sexual desire aroused fronsaallowing fantasy is a variant of vorarephilia. From the Latin
and Greekespectively, the term hasotsin vorare ftod e v o us ¥ & lo)’” anda philia
(floved).”® Vorarephilia is defined as the often sexual desire to consume or be consumed.

Critically, for the forthcoming discussion of violence and The Thing, some of the narratives

96 |i

Ibid, p. 90.
6 Vor arAiestvorth's Latin Dictionaryed. by John Gay, LL. D., 2 ed. (London: Spottiswoods, 1823),
Google eBook.
% 6p h i IOhlimedEtymology Dictionaryhttps://www.etymonline.com/worephilia> [accessed 4 November
2019]
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generated by vorarephilics are descowedbed as

either by the mouth or vagina, before returning touteeus™

Burroughsdéd decision to represent the Pentago

taken in order to outline the pleasure derived from the consumption of something sacrosanct.
It is the desire tdransgress and consume something th&risidder® the consumptiorof

the very idea of innocendein order to enable mastery in the form@éiredknowledge. As

stated in section one, the cangption of innocence as a whdle@ move which feecloses

our ability to devise a more subtmoral position on innocenges seen as an acceptable

tradeoft And as argued at the 6l o6 e t-dffissparttanch den o
parcel of the experiena# jouissance The gravity of the Vag¢y istestament to the fact that

many others are lured in. TQoeed ir bovy © f wit thh s 6 f
i nnocent black eyesd and 6a dazzling sexl es
(6innocent 6, 0da zwxab thalge irstlexXorned s tabPdAspnoposed  a ¢ t
by Freud, the fitabood of wvirginity, for inst

suggestion that o6é[w]hen a virgiHfDistinstframef | ower

the lure of the boys dPueer arousal deriveffom the shedding of blood has a very distinct

and violent character; it is the arousal derived flmotht he 6 s hed bl oodd whi

the transgression of a tabandthe violence of theansumption of that innocence which the
taboo is designed to symbolise. In an instance which produces violenge otie Gfshe s
shedding of blood is not put infiraxis purely as a means to enable sexual intercourse. This
would keep the two separate. tiewsd, the shedding of blood becomes it 2 Binslprasis
where sexual pleasure is deriviedm the shedding of blood and any potential pain which

may follow.

% Amy D. Lykins & JamesM. Cantor, O6Vorarephilia: A Case Study
Archives of Sexual BehavidB (2013), 18%6 (p. 182).

10ywilliam Burroughs,Queet (New York: Viking Penguin, 1985; repr. London: Picador, 1986), p. 9.

11 Sigmund FreudThe Standard Edition of the Complete Psychological Works of Sigmund Freud: Volume XI
(1910): Five Lectures of Psychmnalysis Leonardo da Vinci and Other Warksans., ed., by James Strachey
(London: The Hogarth Press and the Institute of Psytadysis, 198), p. 196.
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Returning to the oral drive as described in
ofransgression in relation to vorarephilia,
[the drive], it is, as '%Toturnthiatpwardsastalowing eas ur
fantasy, pl easure is not b ewing o tastiegbut ratked f r o m
from the transgression of the talowhat is prohibited comes to kbat which is most

desired.It is not the case, however, thate cause there is no Atast.i
pleasure isabsenti n t he Pent ag athd, she driveahhsl transformey .into R

drive which enjoys transgression, where violence enaeigld as a marker of that
transgression and subsequentigmes to justify and generate itseB.ur r oughs 6 wor
therefore, is to open up the text to the scansios 0 t ha't it may andev e al t
undermine itexploring and scanding iendless reach for excegmissance Additionally,
Burroughsd choice of the swallowing metaphor

its ability to conceal thearrupted logic whictpropelsit.

However, just as a vorarephilic may desire to be cons@inoedto consum@ any

continuation of this form of desiringuustrest upon a contradictioithe fantasymust never

be brought into realitys this would result in death and thus the end of the subject and of

their desireAs highlighted earlier, desire seeks the continuation of desire making the end of

the subject a highly unfavourable outcoréhen a swallowing fantasy remaiadantasy,

this results in the survival of the individual. This also means that the fantasy can be relived.
Desire is thus maintained b-iynposshhldt apP®thai ada wo
very possibility of the fantasy hinges upon its impossibility in aatbn. Similar to
Lacanbdés concepdthmen wift iTrhaet eT hd lnjge c t of | oss
jouissance a't t he moment o fl 6Ww{ eet acteadisatidncad patdu r e 0
fantasy is | ess a fr eal wondaryevhich@annotba erossed. poi nt

When the gap between reality and fantasy is maintained, the subject can continue to exist.

192 Jacques LacarfThe Seminar of Jacques Lacan: Book XI: The Four Fundamental Concepts of Psychaanalysis
trans. by Alan Sheridan, ed. by Jacg#égin Miller (London: W. W. Norton & Company, 1981; repr. 1998),
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Many paraphilias are satisfied harmlessly in the conducting of roleplay or thraibhgh
nonviolent mean® Through these methodsxs®l gratification can still often be achieved.

It is this that separates vorarephilia from sexual cannibalism. Whilst the former is content
with fantasyiit is the urge to close the gap between fantasy and reality, betwepnothe Us i s
of the swallowing ad thepraxiswhich embodies & which can range from writing through
roleplay all the way up to actually swallowihgvhich creates violence. The contradiction
elucidated aboviwh i ¢ h hi nges on t he di stinction b e
subsequent miraculswsurvivad is respected by the individual who understatidd this is
required in order to maintain both desire and subjecthodeéed, this is simply the case for

all forms of sexual activity.For the sexual cannibal, however, their actualisation of
comrsumption serves to close the contradiction and unify the consumer with the consumed.

This is elucidated by Jeffrey Dahmer:

6061 killed a manéand ate hi m; since then,

7

6061t made me f eel |l i ke they esidestee mgre per ma
curiosity of what it would be like, it made them feel that they were a part of me, and

it gave me a sexual éufié satisfaction to d

Sexual gratification i's thus gar nmegulaehd f r om
documentthes incidences where the desire to close the gap between fantasy and reality
createsviolenceWhat Burroughsdé texts thus achieve i s
happens when these violences are pushed to their extremes, well beyond the realms of

individual safety and ethical concerns.

1041 ykins & Cantor, p. 182.
% pid, p. 185.
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Having explained how the conflation pfo 2 Brelpraxis transforms a sexual fantasy into

sexual violencewe can now see how Burroughs allows this to play out in the text. The
chapter fAa.j. 6s aesult of averwrpught, unguenclable list thesseatch e

for excesgouissanceand the race for The Thing. The increasingly ultraviolent sex of Mary,

Mark and Johnny is implicitly justified as necessary to reach some imagined final
denouement. The scansion k®rone further always already there moment of sexual
violence, predicting that concrete violence will continue due to a hidden logic which remains
repressedmasked by speed and the concrete sexual violamdésplay This corresponds to

D e r r pagreefd@esvitessonce more; in reality, there is no end to therace whedeo b j et a
is finally captured, where The Thing is finally reached. The acts in this scene are also not
presented as competitive between the parties involved. They feature what could be
corsidered assertive pillovalk, driven by arousal. By way of seemingly demonstrating their
obliviousness towards the |l ogic of the Other
sexual pleasure. We have already discussed how the foctstabrcoheence obscures
violenceand lures individuals into accepting that logic under some otherdgsiseh as
ireasons of nBut we @anandw bege douconsidey iow violence generates

lust when concretacts ofviolencealsobecome fuel for the firelhe collective exit of Mary,

Johnny and Mark at the close of their scenbances this reing of the illusory nature of

capturing the cause of desire:

Fade out.

(Mary, Johnny and Mark take a bow with the ropes around their necks. They are not

asyounga t hey appear in the Blue MbBviesé The

1% Burroughs Naked Lunchp. 87.
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I choose here to start at the end of their scene to emphasise the illusion; this is only a
performance, emphasised by the tropes of th

himwhist e bl owi ngésky %

Thiscik eettites poilt orr teetsérface, .but has
implications when considering the pornographic nature of the scene. Extending Lacan, the
lust which pornography elicits is not wholly due to the objectification of the porpbigra
actor. Emphatically one sees another subject, but a subject which, crucially, is compelled to
manifest lack. This subject flaunts this labl desiring another entity escreen or by
addressing the viewer directly. The viewer, thus, becomes the iethgibject of the

pornographic actords desir e. fof yoa becaose theyc at i or

lack you

This raises obvious questions surrounding the violence of pornography, how this thesis
defines it and how it offers us insight into Burrg hparfial construction of this scen&or

both performer and viewer, amgceptancef their subjecthoodby another subject is never
enough. As Bur r ou ddhmpandMasdesl augcei doant eMar yt,he tr u
the filmmaker whé in understading thatthesetwo subjectsdo not specifically laclone

anothed traps both subjects in this eternal spiralling of dedfré&eft unchecked, this is a

desire which turns tpuissanceT he act or 6 s pretence to enj oy me
a removalof agency; this reading would deem all acting violent and also propose a return
that which EIIl en Wiilcltiosr icarni tiidceiasbe sGt htahte ndenne

e n d u r’&Subjettsdare perfectly able to enjoy being desired. What creates eidgéehe

ot}

reduction of a subject to their desire alone They are a subject, but
of bureaucracy, they are forced to use their freedom to desgerve a system of desiring
which the logic of pornography requires to functi@ineiractions are restricted to those that

sustain theompulsive returrmof desire required by the film and the capital which sustains its

businessFur t her mor e, the attempt to pronote the
107 bid, p. 79.
BElenwW | | i s, f L ulsetVilage\foicezhtips:#wdvw. villagevoice.com/2005/10/18/ldsbrizons?

[accessed 4 November 2019]
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defined as thdiegoideab which is itself received from the hypotheses of America as

Othe® lacks both the viewer and the actpecificallyis an attempt to conceal froboth

partiesthe many reasons that would likely make such a union impossibleréjbigion of

both i ndi vindavaud obasunifieégodlt bat whi ch we may call
of desirebo t owar ds tdhatempfs ni@ asstethee ekistence lofat i on s
perfection, mu €dmpletei A @émeficanh Refngigtifedad @ On the
contrary and as puehthing asexa rapposti®haad aeceptasce of o

this necessary difference between the desires of two parties is what prevents a slip into the
impossible task of asserting oneself asgbkesolution, the total coherence, to the desire of

an Aot hero.

Similarly, Mary, Mark and Johnny are compelledtaintain the laws and hypothesegtu

Ot h ethu$ giving those laws and hypotheses the illusion of coherdmoagh their scene

of increasing violenceThis does anything but offer coherend#&ith the addition of

violence, the scene becomes @mise en abym& an infinitely recurring sequence of
exponentially ferocious violencéccess totsii nf i ni t e ,exponéhei albiutr)
h e ar tjbutssanaefis normally prevented by what Freud terms epldasure In the

particular case of sex, emdeasure is orgasm. With Mary, Mark and Johnny, we are
presented with an orgasm rendered dysfunctional in a way similar to the jury quoted
earlie® as unable tte stopped and by the collapsing dhdividual desire described in the

section on pornography above Because al l participants are
without satiation by the Law of the Interzone, their own desires are disregarded; this is no
longe desire, but the bottomless well joluissance In this scenejouissanceis allowed to

propagate without satiaticend, as such eptl easur ed | oses its abili
The question arises of what occurs when this mise en abyme is drivlea \aglence which

it producesa violence produceas a byproduct of the conflation gf o 2 Brsiprasis Acts

of violence become the marker of progress towards this Jdabugh this repetitive

19 Bailly, p. 151.
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engagement withiouissance the subject necessarijushes towards The Thidga point

which, for Lacanmeans apocalypse for thabjectExt endi ng t his to Burro
mastery, the allegory of Mary, Mark and Johnny demonstrates that the attempt to render the
Other as a total coherence, and to défé accordingly, runs on parallel tracks with Mary,

Mar k and Johnny fosissgnaédrthe latiet beinghe tatak coherence which

would be achieved through the capturel 0b o b..j As per laacan, these drives for total

coherence are inmict correlation with the drive for death.

Body Horror and the Speed Race

The reason for turning my focus towards this scergamicular inNaked Lunchs because

it represents a <clear articulation ois Burro
fictive limit. In being able to offer us concrete violence acted on bodies in a fictional space,
Burroughs can offer us one potential result of the pursuibtaf coherenceAs the nuclear
horizon remains for ®aly pasdblain thé @i becansihe | v t e x
b o madualpayload would rendefocumentation of that payloaahpossibld Bur r ough s 6
wor k scands the speed war whilcthecéseaf WMary,t o t hi
Mark and Johnny, whether they have enjoyed themselves or not speakise
aforementioned ambiguity witBurroughs bluring the boundaries of sexual desaerd the

compelled freedom of the search for exdgessssanceKathy Acker upan whom Burroughs

was a huge influencerticulates this blurring ifcurydice in the Underwortd 61 NTENSE
SEXUAL DESIRE |'S THE GREATES TRetamtigGty, thtl THE
caution of Burroughs, whi ch Ack ers ecnosnet?ion u eAss,
Acker continues, this elevation of sexual desire represents a space where the subject is
irrecoverably | ost: 6More than this: Janey

Want*wai |l st, as Leo Bersani offers, O6[i]t is

M0 Kathy Acker,Eurydice in the Underworl@ondon: Arcadia Books, 1997), p. 49.
" ibid.
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moving between a hyperbolic sense of self an
i n Bur r oo gshnmarked bychis analysis of brainwashing presented:tioseond

iscoopt ed and compelled by for'fes beyond that

It is the moment of realisation that the actors are being observed, through the realisation on

the part of the reader that this has all been for themhtisthe power to b&o disturbing

This scene is a showor you as the readeand the fact that their peperformance bows

feature no mention of andmouse audience only amplifies

e X a mi n the wile stcansions remind us that we have been dimp@expecting or even

desiring violence. Our desirgsist as with our desire in chapter ohasbecome compelled

by the Law of thetext Laura Mul vey G\bsuat Rleasure and dNarratiges s a y
Cinema reinforces the feedback loop that we have tified so far in this chapter. She

affir ms rdalityathe phaftasy world of the screen is subject to the law which
produ®asdi tdat filmoés 6for mal preoccupati ons
society whi c¥ The egeided ¢ e dt hiet 6s.y mbol i ¢ i ntrojec
hypotheses in the subject, encourages violence in the Interzone which subsequently
reinforces the introjection. Violence begets violence ad infinitum. Violgnaessanceand

sexual prurience all have the potahto be trapped in th loop of exponential increase.

Much | i ke Benwayb6s operating theatre discus.
dark humour. When Mgrkl oksekRdi hgkehé&’oshorus
wherd whilst hanging Miryd he s cr eams 8°thslvasoredd Breadwaydglitz

into proceedings is at the very least jarring. Their utterances do not always arrive as explicit
articulations, but in the form of nererbal screams, yells and cries. These voices, as found

in Baraka, communicate a rich tapestry of fantasies and narratives which burrow deeper than

discourse, down towards the source of American symbolic violence, the logic aviieb

12 eo Bersani, fl s Ottdbe VAR 43¢ (Winter, 1887)GLOZR (p. 218),
13| aura Mulvey,Visual and Other Pleasurddlew York: Palgrave, 1989), p. 18.

14 Mulvey, p. 15.

15 Burroughs Naked Luch, p. 78.

118 1hid, p. 83.
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these individualsAs J.L . Austin offers, 61 angsacety of devel
which it i s' Reading this alapgsiley Mulvéy, we can see that if such
vocalisations lead to violence hi s refl ects the invasion of t

private bedroom.

This is not say that this whole scenes@dely commenting on the relationship between the

social and the private as identified by Arendt and which Burrotrghbleswith the images

of injection presented idunky There is a separate concern of desire, addiction and
jouissance This is driven by dese for mastery and the compulsion to repeat. At first
however, Burroughsoé6 trio does not appear to

thantheir ownenjoyment:

AWheeeeeeee! 0 t he b o yiswyhelebodgirainegte empty mu s c | €

through his cocR® (my emphasis)

ASo what shall I do? Candét shit with tha
|l augh and come %t the same time?...0
He runs slow eyes over John®y6s body. He

Such passages indicatiige returnof draining imagery, ofust, enjoyment, and sexual
adventure are not hard to find, so this list is merely indicative. However, within a few pages,

they give way to increasingly gruesome forms of sexual violence.

173, L. Austin,Philosophical Papersed. by J. O. Urmson and G. J. Warnocke8n (Oxford: Clarendon Press,
1979), p. 245.

118 Burroughs Naked Lunchp. 76.

bid, p. 77.

20 hid, p. 78.
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fiLet me hang you, M®ilkadasket Mme kh&hgtyomeért

Johnny dowses Mary with gasoline from an
anoints his own bodyéThey embrace, fall
magni fying glass set in the rtasteglhssr st i1
wall*?

Damp hairs on the back of his balls dry to grass in the warm spring wind. High
jungle vall ey, vines creep in the window
burst out. A long tuber root <chedbedes fr om

disintegrate in green explosiotfs.

There is a tension between the fdApleasure of
exceeding this pleasurgo(issancg Indeed, this scene, which at first glance appears to

offer us an account of sadomabk®sm, comes to present a questioningpafssance Where

jouissancek s a compr omi se me cahdgpain aserpresemtesl msea sibgel e a s u
packet 6, matshoec hd ssdbdlacangdives pleastre as a resaoftpain in a move

which isdesigned to bring the Law to béatTheir postp er f or mance O6bow wit
around their necksdé appears to indicate that
laws and hypotheses of the Oth&The violence which results frotheir search forexcess
jouissance s t hus framed as within Mary, Mar k and
they could repudiate?®® Reading this passage determines that such an interpretation is
insufficient, failing as it dldselTbesusainifigmfc us on

the illusion that the troupe is tlwurceo f t hi s jsussmkcéeyond tbe pleasure

21hid, p. 82.

122 |hid, p. 83.

2 bid, p. 84.

124 Jacques Lacafhe Seminar of Jacques Lacan: Book XI: The Four Fundamental Concepts of Psychaanalysis

p. 183.

25 Burroughs Naked Lunchp. 87.

%To return to the introduction and to my wantodents on .
it they could choose to stopo is to repeat the Ot he
responsibility and individual sovereignty frequently ignore this consideration of the importance of the social.
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pr i n®icqudrsetide hidden law of the Other whicbmes to bear otheir pursuit and
what they pusue. That Burroughs cuts back andtfofrom this scene in the text makes
identifying the moment of transition from pleasure into sexual violence, that which the
scansionwould mark impossibleWe are left, simply, with a readinbat America as Other,

as a series of laws and hypothesgsnes to bear on and shapes this tip into sexual violence

from sexual pleasure.

Burroughs identifies how this fAgetting carri
whereby thdaws and hypotheses which govern this saeag undergdheir total easure as

quickly asthey havebeen instated. Once the performers tip into the pleasure derived from
receiving excess pleasure, the drive which pleasure verifies becomes the death drive. Just as
pleasure confirms the functioning of the drive, so pleaoraviolenced a pleasure which

wor ks 6unobtrusivel yo, h i d d evalidatesette ifunctioningh e ma n
of the death drive. How this violence comes to be, | argue, rests in the aforementioned
distinction between sexual acts whereby theomduct is violenc@ s i mpl y Agetti ng

a w adyadd sexual acts which then comes to derive pledsurethat violenced where the

very nature of Afgetting carried awayo and t

jouissance

We quickly find that identifyinghe point at which our performers are switched to the death

drive is impossible. Rather than having a limit from which a safe amount of pleasure can be
derived, the death drive is much simpler: its goal is binary and tié satisfaction is

possible. Yetin this instanceto reach it is impossible texperienceother than in fantasy.

The performers die repeatedly, yet they alw
bodies in this scene, and what they endure inthe g u i t of unbounded dApr
and twists the logic of the Other. To crudely summarise, this scene can be considered to

have three stages:

1271 acan,The Seminaof Jacques Lacan: Book XI: The Four Fundamental Concepts of Psychoanalyiad.
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1. Non-violent intercourse The opening interactions between Mary, Johnny and,
eventually, Mark are slow andagily discernible as sexually pleasurable. There is
little in this first encounter that could be termed violent.

2. Violent intercourse We return to the breaking of necks, gallows, cannibalism and
murder. A passage idunky foretells this scene when descrigithe relationship
between the pain of junk withdrawal and the pleasure of an unexpected orgasm as
6t he orgasm of a ha n g%éwhishtheparticipants appdare n e c k
to garner pleasure from this, the rapid escalation towards body horrér and
crucialydt heir attempts to flee from said pai
i n t e mlong @ith its decadent cruelappears to indicatenforced violence.
Pleasure is derived from the enforced sriffg of another This is often shown
outwadly as pleasurable for both the victim and the perpetrator. Where orgasms in
stage one are grounded in their descripti
e c s t Borgasms, in this stage are decorative, transcendent and metaphorical
( 6 ét h ering ua of tsky, the rising sun burning over his body like gasoline,
down past great oaks and persimmons, swamp cypress and mahogany, to shatter in
| i qui d ™ @He ivielénéedbcomemcreasinglyextreme and # passage
progresses. This is an orgasmysfunction of its own, meaning that tparticipants
never receivesufficient endpleasure to terminate proceedings. As such,-fore
pleasure builds without release. This results in the exponentially incresdsiags
alreadyspeed race pushing into matecadently violent acts without ever receiving
satisfaction. The implications of this, where tension builds and cannot be released,
arerendered clearly by Burrouglisn a | at er passage: 6Possi
to discharge his tensions in motorigity, would succumb on the spot like a jungle

rat. | nter est i ghis ceachimydowards The &tadgvhiéhdhe

128 Burroughs Junky p. 64.

29 ByrroughsNaked Lunchp. 82.
%0 |hid, p. 78.

1 1bid, p. 83.

132 1pid, p. 110.
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capture ofl 6 o b and the emnd ofouissancepromise$ results inad f abul ousl y
textual 6, Ipossibilitynl y textual,

3. ReachingThe Thing: Our performers never die, simply returning from the wings

and upping the ante. The Aclosing sceneo
i cl eans ivasygithessedatathe beginning of he scene (6dl 61 1 (
ass. o/ iNo, 6¥dlhli swaskaston is more grues:

douche of jungldone softener, her vaginal teeth flow out mixed with blood and

c y s't baloje he is consumed by her using a swallowing, draining metaphor
(6édrawn in by a s cThis retarns ad to thaufantasyyf f | e s |
vorarephilia where Johnny is consumed by Mary vaginally, representing a toothless

fi unbi rJdtohh nnflaggdé. encertain, but it is seemingly blissful and fixed:

The bodies disintegrate in green explosions. The hutifafisins of broken
stone. The boy is a limestone statue, a plant sprouting from his cock, lips

parted in the halsmile of a junky on the nod®

This is the total encroachment of the Real [
of the bomb the total | oss of innocence beyond r
fully as an A udnds ithe tudinmagirglile posaessiom ofi Thiee Thihg

returns to a state of subjectlessnesss, cancelling his entry into the Symbolic and thus the
Law, rendering him lifeless yet inert and content. We see that violence has been both created

in pursuit of The Thing andlsothat pleasure has been derieain the violencehis pursuit

generatesYet ultimately it is the total violence tifie endof this pursuitthat brings us full

33 1bid, p. 76.
134 |bid, p. 84.
3 |bid.

136 bid, p. 84.

203



circle to addiction, bureawacy and, critically, the bomb as tldevice which comes to

symbolise The Thing as the endbafththe subject and of the Lagf the Other.

We can see Mary, Mark and Johnny as becoming dominatedthgr tharbeingin control

of , t h enypdihedes and laws afiolence As with those inQueer o6 [ a]l n addi ct
little regard for his itmagebdbenandeiManygt r Mae s
carry thelaws and hypotheses of tlet h e plénse taheir fullest conclusiort®’ This end,

as an allegory for apocalypse, marks the end of those laws and hypotheses\@savethe

performers return to bow, the scansion marks it, surprising the reader with one final
miraculous survival. And indée the fact that we never come to discenmenthe drives

become the death drive, never see the scansions which mark these specific thangeg,

condition becomes the scansion. The scansion thus marks our unknowingability to

ever achievdotal coherence, and the violence which results from our naive pursuit of it

This process of fAgetting carried awayo i s c

can never know when the drive becomes the death drive.

It i s t he s c digtuptioormeading bepond thetcgntrot af the author which
i nduces this transformati on. I't i sSpeed& ti ng a
Politics, which o6implies timdowmrthetfl destoonys a

dynamic efficiec y**® Burroughs echoes as much in the introductio@ueer

| was also taking pains to ensure further writing, so as to set the record straight:
writing as inoculation. As soon as something is written, it loses the power of
surprise, just as a virus lagsats advantage when a weakened virus has alerted

antibodies:*

137 BurroughsQueer p. 10.
138 paul Virilio, Speed and PoliticeNew York: Semiotext(e), 1986), p. 5.
139 Burroughs Queer p. 12.
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I woul d argue that Burroughsd®é writing as €
somet hi ng, when written, 6l oses the power of
power of writing@ n A s | ow d @whilét refainingand allowing us to observe

said intensity certainly appears at woik hiswriting Thi s | i nks with Burr
t hat 6Junk WY writing ang reatimd ecome Ways to slow the inevitable

spreadb i ts O6static horrorod. Anot her HAspeed r a
Mark and Johnny, demonstrates the damage done when there is no mediating force to slow
things down: the ability to remedy our relationship with violence becomes invisioke By

slowing down, thdaws and hypothesedf violenceof America as Other can be rendered

more clearly if never fully undermined or escaped.

140 Burroughs Junky p. xI.
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1T Summary

This chapter has sought to demonstrate a par
been termed the scansion. The scansion marks points at which the laws and hypotheses of

the Other are undermined or shown to be unstable or untenable. In shecartb®mn marks

the failure of any claim to total coherence. The scansion also maps the logic of that claim to

total coherence and the ways in which individuals within the systauch as Benwdy use

legalised violence in order to reassert it.

Additionally, whilst all the keyterm$ or t hi s twork tiregeal the imtemabilieyr s

of America as Other as a total coherence by presenting a series of unfixed and unfixable

positionalities in relation to it, the scansion differs significantly from othi | enced an
Abreako. The key difference with fiscansiono
Asilenced was intentionless, revealing the |

proposed by his Zen tr ai nifaluwe, of sBatificrpmpoged s 6 s ¢
coherences. Wher e Cagpexificdto séystd huenancsexmalityh fors i tt
instance, the scansion marks the points at which human sexuality nafjubacedby the

hypotheses and laws of the Other and how this may come to bear in termswajridatate
governance. Secondl vy, 0 as a®®essed thuls thepvdieet r vy t
becomes an unfixable position from which a shared history of violenckecancessed and

told; it is a site of action. Comparatively, the scansion is not a site from which action is
generated, but rather an apparatus which tracks and maps where the laws and hypotheses of

America as Other fail to provide coherence.

What Burrouge has revealed about violence in the
When Burroughs tells us thilaked Lunch s about o6t he frozen momen:
what i s on the end of every fork©o, hat i s | uc
we are seemingly unable to resolve this relationship with the laws and hypotheses of the

violence of America as Other. The most chilling realisatioNa@fed Lunclis that the text is
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a fantastical, allegorical rendering of specific violences whichaleady occurring. The

scansion comes to mark this moment of realisation that getting sucked into the decadent
violence of the text is merely an extension of the hypotheses and laws of violence of
America as Other. What is on the end of the dodnd that viich caused me such difficulty

in rereading the text is our cultural death drive: our singular, inexplicable desire to destroy
oursel ves, per haps best embodied in a conte
climate heating. It follows thdtaked Lunclis, worryingly, just as prescient now as it was in

1959. This cultural death drive has not fallen away, but simply found new outlets.

These revelations in Burroughsoé texts put us
unsure and ungrounded. Hever, accepting vulnerability and precarity in postwar America
becomes essential, the alternative being exponential increases in violence. The next chapter

on Denise Levertov will extend these concerns related to innocence alongside the violence

of the Vidnam War. In an increasingly globalised world, and as America begins to again test

its military might in Vietnam, citizens are given little opportunity to distance themselves

from world suffering a problematic which resonates deeply in the present dajheAaws

and hypotheses of America as Other come to bear on not just our understandings of
violence, but also the ways in which we interact with one another, everything consumed and
interacted with is somehow linked to untold violence. In challenging tietnam War

through her poetics, Denise Levertov seeks to explore the fallout of war, its relationship with
vulnerability in the age of globalised violence and what this means for a relationship with
violence in the threshold. In a prolonged study of heitivgs on war, the breath and

wo man, this final chapter reconsiders Lever:
demonstrating the impact which war has on deep and serious engagements with violence

through aesthetic practice.
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Chapter 4: The Threshold in the work of Denise Levertov

they begin to be remembered

as gifts, goods a basket

of bread that hurts

my shoulders but closes me

in fragrance. | can

eat as | gd.
0 Denise Levertov, fAStepping West wa
Introducion
This chapterwi | | read Denise Levertovds poetry as

sensitive articulation of violence. This will be conducted through an analysis of her writing

on the threshold. A central concern of her work from the 1850@smrds L ev ertihgpv 6 s wr
on the threshold demonstrates how violence comes to affect our ability to relate to one
anot her . She proposes a kind of Aactive pr
effects on théaws and hypotheses aiblenceof America as Otheas theycome to bear in

the Vietnam WarThrough such an engagement with the threshold, it is hoped that we may

be able to come to more subtle and personal articulations of our own relationship with
violence as influenced by America as OtHheris important to nte, as Ben Hickman has

argued, that everwawvw 6 poetry does at ti mes portray
speci menépastoral, idyl lic, a n“dhisvieels dorcectt hi st
andis not a point that | will seek to challenge. However, | contend that Levertov conducts a

serious and deep engagement with the relationship between poetry, aesthetics and violence

! Denise LevertovSelected Poen{®ewcastle Upon Tyne: Bloodaxe Books, 1986), p. 62.
2 Hickman, p. 99.
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in America specifically in the postwar moménBy considering material fra letters,
interviews and from selected poetry, | will seek to demonstrate that much of the criticism of
Levert ovd 9 framawriterpsaah tag Bobert Duncan, Marjorie Perloff and David
Perking fails to properly consider her writing on the thresholdil the war certainly had

a profound i mpa ct. |willcondudebe seekiog/itd demonstratet thatitgs
her unflinching urge to consider violence in the threshold which foments much wiote
spuriouscriticism against hework, drivenas it is by an implicit expectation of the role of

the woman poet.

As with previous chapters, | will also introduce a number of addition@rdimates. These

include the threshold, precarity, infection, the breath and motherhood. The development of
Levet ovbés conception of Athreshol do wildl be
articulatedin her workas a space to cross, a location between two points. Eventually,
Levertov articulates the threshold as a space without outside refeomesghich does not

define interactions betweedistinct parties oract as a locus of producti®ras per

Agambel® s d e d bunhané whichmakes the very possibility for said interactions

possible This is not a place to A ac caensityedto. or be

Being in the threshold requires a blurring of activity and passivity; it requires actively

making oneself precarious in order to becon
sensitivity wi || be t er med ia mpartidularc in ihere pr ec
metaphorical references to Dbr e-&rown usgof Wher €
Apr ecdadrtihtaytd6 pol i tically induced condition in

failing social and economic networks of support and becofferalitially exposed to injury,

vi ol enc e 90 has spdcifidseaptohlé6i t i cal overtones, Levert
the aporic precarity of mournirfg.evertov appears to suggest that, the inexorable violence

of war having already made usprecarus, we must embody an fdacti

remain sensitive to the thr eshodudeladonsthipt hus t

3 .
Ibid.
4 Butler, Frames of War: When Is Life GrievablgR 25.
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with the violenceof America as OtherThe coeordinates of infection will be primarily

articulated through he wor k of Mary Dougl as. Dougl asd
respiratory phil osophy of Lennart Gk o f an
investigation on motherhood will discuss the work of Elissa Marder. All of these co

ordinates will, howes r be primarily shaped by Levertovi

| i The Thresholdnd The Breath

Restriction/Expansion

The majority of <critical writing on Denise
sometime in the mid960s. Her close friend and poetitydRobert Duncan marks this in a

|l etter of December 1966 in which he advances
over y6Tlhe |l pbem. enclosed by 6Denny6é which d
19660. This poem, al ocdhlyLlLevartoviinthmiata 960e antdearlys pu b
1970s, drew and still draws criticism. However, to frame her poetry as suffering a rupture

from her earlier heralded work is, as | aim to demonstragh This mistaken assertion of a
rupture can be identifiechi t he di fference between criticis
supposed occurrence. Jerome Klinkowitz and Patricia B. Wallace offer praise of her early
wor k with particular focus on whatasheevertov

6poet6® sight d:

® The Letters of Denise Levertov and Robert Duneah by Robert J. Bertholf and Albert Gelpi (Stanford:
Stanford University Press, 2004), p. 563.
6 Levertov,Selected Poemsp. 84.
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Her eclecticism let her move easily between plain and richly descriptive language,
bet ween a vivid perception of the #fthing

for Levertov, arose from such seeihg.

Praise of this nature is found frequentyasrs cr i t i c all wor k on Levert
guality may at first glanceput her in the company of George Oppen, a poet concerned with
communicating the object in the poas objectwith a sincerityand focusvhich attempts to

avoid concernwithth Avoi ced or fimselfsYetamall tod frequdnerefrpio e m
foll ows when the subject of Levertovds war |
they cl ai m, 6are not often among her best,
distinctive strengths as a poet, which included a feeling for the inexplitablanguage
l'yrical enough to express wi sh?HKinkahitzaeds i r e, é
Wallace appear to indicate that she becomes too transfixed by theelisecf her subject,

|l osing the oO0inexplicabled in the process. T
anthology A History of Modern Poetry: Modernism and Aftethere he states that
Levertovds O6poetry of ant i wasationgl rinagery,sand f e | |
vi ol ent "énmubat is seansingly for Perkins the cardinal sin of the poet, this work

|l acked 6intelligenced and 6described Ma si mpl
Charles Alteri laments her political poetry @se mb ar r as s i @ pogtryshosep | i st i
0l oose propagandistic phraseséneither create

anal Y Asipraisedor her early work proved unified, it is supposedly clear for Hzane

critics that Levertovloss t he sensitivity of her poetds s

" The Norton Artiology of American Literature: Volume E: Literature Since 135 by Jerome Klinkowitz and
Patricia B. Wallace, 8edn (London: W. W. Norton & Company, 2012), p. 419.
8As shal l hopefully become cl ear, Ltavertvboeesi wgr fpoeth
ithreshol do.
% Klinkowitz and Wallace eds., p. 419.
% pavid Perkins A History of Modern Poetry: Modernism and Afggiondon: The Belknap Press of Harvard
Hniversity Press, 1987; repr. 2001), p. 508.

Ibid.
2 Charles Altieri, Enlarging the Temple: New Directions in American Poetry During the 1¢66sdon:
Association University Presses, 1979), p. 236.
13 Altieri, p. 234.
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war. O6[R]Jichly descriptive | anguaged gives w
6embassingly simplisticd agitprop. I wi sh t
arguing instead that whilst her poet @®s sight
and the very many successes which result from these attemappdace her practice under

pressures which can only be generated by a serious engagement witbeviole

Such reproackevelled at herwork s very much echoed in Levert
Robert Duncan. His tone drifts somewhere between genuine concern, patronising
paternalism, manipulative bargaining énith a move which Perkins reviv@san attempto

assert himself as the evelusive voice oiVallaceSt evens 6 fAtranscendent al
sure of what poetry should and should not do. Whilst all of these registers share
commonalities, the blunt condescendionhose capitalisation should not casé it for

Olsonian boldnegs o f 0OTHERE HAS BEEN NO TIME |I N HUMA
WAS NOT A TI ME OF WARO6 differs substantially
such as o6Denny, the | ast poem [AAdvent 19660
monstrosity of this nationbds War is taking o
somé not consolation, there is nadhevi s d o ‘f\hilst this can be read as concern for

a fellow poet and friend seemingly aonsume!
dominance is clear. The breadth and depth of
and should not, be reduced to these two extracts in isolation. However, | feel unpersuaded by
Marjorie Perloffds prai se o ftringent, earaed,6asd cr i t i
br i | PWhilshmofmentsohi s di sapproval of the fpetseti c t

fair, these criticisms aren the wholeunspectaculaf and the tenor of his critical voice is

14 Bertholf and Gelpi eds., p. xix.
15 Marjorie Perloff, Poetry On & Off the Page: Essays for Emergent Oicres(Evanston: Northwestern
University Press, 1998), p. 220.

®Take for instance his criticism of the o6coprophili a
desensitized/ thumbsd from 19 74 Stay AlivéddlevaYprk: Negv Diddctionse 0. ( Den
1971) p . 30) Duncanés criticism is pedanti c, stating

coprophiliac, I can only imagine that your projection
eds., p. 672.)This image can be critigued and rendered as trite or immature with relative ease, yet Duncan offers

little beyond this. As Levertov correctly highlights,
perverse it is to a@fui bbl stang sy Jdbhn&kmmds being a
associationso indeed! Come off it. It is as i f | shoul
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often specious and his analysis pedanticetiaas it is on simplistic reading. To take an
example, we can observe Duncan reprimanding
do not approve of | aught er & Hate, lpveroa piadks e d i n

Duncan up on his predetermined plification,*® asserting that:

It shd be obvious to any reader not looking for evidence (desperately) of a perverse
thesi s, t hat the grownupséin ATenebraeod
(who says they are laughing anyway!) but that grief is bekpgessed about their

resolute deliberate halfconsciotefusalto recognize thalisasteroccurring at the

very same time anith which they are implicately their tacit agreement to it at the

very least. When people who have the responsibility of polithcalsciousness
nevertheless |l augh and have a good ti me t

make a revolution worth a damn by being grim and solemn all the'time.

Levertov is correct to say that t hneerber aiesd.no
To accuse her of admonishing something as specific as laughter should at least require direct

citation, a tenet from which Duncan feels exempt at this particular moment. As Marjorie

Perl of f states, 6[ 0] ne ¢ annobatdepor bosnleingta t he F
say Horseshit. ifAre you ©projectimgeypouornt me rtshoen ab e oapsls
demonstrations? | know of no story in which the Natio
etc.06 (Bertholf and Gel pi eds. , p. 685.)

" Bertholf and Gelpi eds., p. 672.

®Duncanés primary cuitlioiesmiof aiTenekrraed, Oct ober 19t |

gold sequinsd which he sees as O6displaced bigotrybd, t
accused of Anot l'istening. 06 ( Ber t hsehighlighisntdis iGetlap i eds.
move of disapprovll Duncanés hypothesis requiring as it does tF
laughted but of attempting to catch a glimpse of the society which does not live in a warzone, but certainly

livesunderi t s shadow. To me, it appears that Duncanés crit
such as this be read as elitist or priggish. Again, w

pedantic reading is based upon theifadiion of elements not present in the poem. It feels as though this issue of

the Asuperior poetic voiced more points towards the n
poetry of the early 70s.

19 Bertholf and Gelpi eds., p. 685.
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gover nment edi ct or miIit%?Vgtlbwr, et hotut , ci
contextualisation of a certain psychical phenomenon of middle America does not appear to
count] nst ead, she c¢r it iraentianad infoestay Alivd namalynthee v e n t
Sovi et i nvasion of Czechoslovaki a, wi t h i ts
Levertov, by writing on war, must either write al war andall conflict or not at alf* This

is based on the ridiculoussasnption that war poetry can only be about warzones. Levertov

is instead writing on the (someti mes)n wilful
America In short, Levertov is manifestly doing that which Duncan and Perloff accuse her of

not doing. Furthermore, for as long as war poetry remains exclusively about warzones,
violence remains simplified, contained and justifiable. This plays directly into the hands of

the American political administratidmecause it ensures that war remains about vameglis

enemies, about good and babout battlefieldsBy Per | of fhé svar eemane u nt 1
geographically ndAover t h e r andnterpretation! oh viokedce a nd A

which is easily contained within the positions on violence offered in AmasdOther

Framing Levertov a n do arid utimec aiticél srespahses aog saele me n t
disagreeme@dt serves two purposes here. Firstly, it outlines that ns@clondary criticism is

based on an overly generous reading of Duncan and an overly harsh rafadewgrtov.

This demonstrates an unwillingness to engage with her war poetry in the contexts of her
developing poetic practice and her discourses on precarity and violence. Sethisdly,

framing allows for further exploration of these differences betwBeincan and Levertov.

These disagreements, | argue, are framed by divergent approaches to engaging with violence

through aesthetic practice.

Duncanos centr al t hesi s on vi ol ence i s t hat
i magifle ddantbend t hat Levertovds poetry does

t er ms of fered by Duncan. Rat her than seein

2 petoff, p. 216.
2 |bid.
22 Bertholf and Gelpi eds., p. 669.
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simplification, | contend that it is the result of a genuine attempt to refigure poetics in
relation to a violence which is embedded within the culture, witiénlaws and hypotheses

of Amer i ca as Ot he rd. along withamany dther aritical voicésfails tm
understand the complexity of Leveaoughothebs eng
threshold. To engage with this narrative and follow its trajectory is to reveal a poet who
understands that poetry no londers the luxury of disengageme#ts Bertholf and Gelpi
record, Levertovds poetry aiansss tsok iont,od birnecalku
own, to grasp fiwhvaetn iisf rteharlol uyg Hjlosismaglfrimena, n ael o g
Levertov as the generator of a new and geneprastice; anengagement with violence

through the threshold. propose that one of Levertdovs f or e mo st engagemenr
threshold occurs through an engagement with the breath. Before we arrive at the breath in
Levertovds work as a way of engaging with th
turn tothe language of waiThis will assi$ in mappingthe ways in whichthe laws and

hypotheses of violencef America as Other come to bear on the particular context of the
Vietnam War By asking questions of the relationship between wartlaadliscourse which

surrounds itin this particular htorical moment, wewill then be able to sedow the

metaphor of the breath may trouble assertions which depict war as inevitable or desirable.

In her entry in thd?osthuman Glossayy J ol | e Demmer s defines war
She extends thisbyugot i ng Schr°der and Schmidt who ar g
individuals, groups or classes that have the power successfully to represent violence as the
appropriate cour se ofWaaisd deweed dipublicperfgrinativen si t u
utterance, a codifyingof violence by a state poweln the case of America, the
interpretations of war on offer to the official state powersn@ped and defined biye laws

and hypotheses é&fmerica a¥Other.The Vietnam/American War, for all it inaugated, also

broke new ground in respect to this ndAperfo

Z Bertholf and Gelpi eds., p. xxvi.
3ol |l e De mme rPosthunfawalossaryed.iby Rosi Braidotti and Maria Hlavajova (London:
Bloomsbury Academic, 2018), pp. 453p. 453).
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exclusive presidential power to commit U.S. troops to ground, the catastrophic violence and
overcommitment of the Vietnam War did lead to the War Powers Resof”° Designed to
prevent a commitment to armed conflict with
major flaw has persisted. The resolution onl
declaration of war and, since World War I, the Unitedt& has never officially declared

war.

The Declaration of War is a clear, marked performative utterance. The clarity provided by
Rooseveltds declaration of war on Japan exe:
that since the unprovoked and dadha attack by Japan on Sunday, December 7, 1941, a
state of war has existed between *°tihtee Uni t e
absence of a clear declaration such as this,italf and thus violence itself, utters itself

into being. How the Uited Statesentered the war in Vietham was, accordingly, not a
performative declaration of war, but a performative declaration of identity. Lyndon B.
Johnsondés i mavhichwsat betweea thel assassimation of John F. Kennedy and

t he Uni tdegoyng&mnt aftgmwnd troops in Vietndmevealed a world which was

becoming increasingly impossible to impose order upon. The bespoke declaration of war

was replaced by another AAmerican Covenanto

Change has broty new meaning to that old mission. We can never again stand
aside, prideful in isolation. Terrific dangers and troubles that we once called

fiforeignd now constantly live among us. If American lives must end, and American

BjU. S. CoTER 33- AVARR P OWERS RE S Qdgal Tnfo@btion Institute, Cornell Law
School<https://www.law.cornell.edu/uscode/text/50/chafi8r [accessed 4 November 2019]

6Speech by Franklin D. Ro os e vléblaty, of MNengress Yor k (
<https://www.loc.gov/resource/afc1986022.afc1986022_ms2201/?stfedessed 4 November 2019
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treasure be spilled, in countriésat we barely know, then that is the price that

change has demanded of conviction and of our enduring covénant.

Channelling the rich history of American Covenants from Winthrogeanedy Johnson

declares that:

They made a covenant with this la@bnceived in justice, written in liberty, bound
in union, it was meant one day to inspire the hopes of all mankind; and it binds us

still. If we keep its terms, we shall flourigh.

The first quoted portion ahis speech seklects the United States aslefender of the faith

selected by Godods -foreignuesst Ehe Wnived Ptates never \nad tou n

declare war becauseisa st ate of war. To frame it as a p
is replaced by #fl hereby become war o. As De
speaks, he says, he d* Thesaneriean Covenantthus besomesor d s

an attemt by the American political administration to step into the God functionustdy

and explairall violenceé including that of the unexplainable Réaby virtue of its bringing

into political discourse its interpretation of the laws and hypotheses ofiédares Other..
Outside of relationality, ddlivers anfiexcpptondtliawg o of
The move to this Absolute Otherness is driven by afear githeor ei gno, f ear t ha
interpretations of violence which sit counter to thesthodied in America as Other may be
possible, fear that America as Other may not

of violence.

sLyndon B. Johnson, 36th RIr®e69:.dehhe oPr dshied eUdG 't se dl nSa uag
Santa Barbara, The American Presidency Projettttp://www.presidency.ucsedu/ws/index.php?pid=26985

[accessed 4 November 2019]

% bid.

2 Jacques Derrid@isseminationp.76.
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By 1965, the sell ecr eei ng power of the American Cov
responsed t onanm ih exotiamaThe Gulh of Yonkintresolution acted not as a

decl aration of war in and of totake allnécessab/u t r at
measures to repel any armed attack against the forces of the United States and to prevent
further agression®®T he vagueness of a pr epmeasedleess 6t o
to a stark irony. The paranoid discourse of Domino Th&@roposed by Eisenhower a

decade earlier which so dominated the justification of military intervention in Viétrzad

become internalised, driving an increasing military presence in perpetuity. The Vietnam

Ward authorised by selflecreed covenaditwas driven by this fear of infectiofy

Communism The polluting of American society with violence sgénerates through three

primary channels, all of which result as an attempt to sustain the continuation of America as

a symbolic identity.

Firstly, the absence of a declaration of war institthesstate body ofAmerica, and thus the

citizens which live within it, as the genevatof a state of wafrom its own identity

America as Othér rather than from laws and hypotheses outside itself. In short, America as

Ot her attempts t o a fthroughits actd of viofemce &acandlyl, theOt h e r r
desired vagueness of phrases ¢ h a s 0 mdasured eafefsisramsy any acti ol
be justified as defendinthe positions offered by America as Other, a symbolic identity
which has, as was outlined through the histo
been gueanteed and bolstered through acts of violefddérdly, thecategorisationsequired

to sustain structural violena®s uch as whi ch gr ou @slsomsastinsc ount
the6 [ e]-drt hteri nki ngo, as Burroughs rwauli d/ et eorf m Al
ver sus t hemo. As demonstrated by Executive (
fragmentation of communities and spaces due to the now partitioned citizens of America.

Thus, as the war pits Ameridaand all the signifiers which comsct its symbolic identit§

0 6The Tonkin Gul f The c iAdalom t Project,1 9¥ake 6 ,Law  School
<https://avalon.law.yale.edu/20th_century/tongiasp [accessed 4 November 2019]
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against the Aforeignd North Vietnam, so the

one another becomes infected by its relation to the war.

When war is in the air, such firmstdyndon i ncti c
B. Johnson highlights, are hard to shake. A strong sense of idéntitynes of crisis

provides the illusion of certainty and control. The importance of avoiding this slip into the

violent assertion of suchfirm identityd war being reliant ongch distinct categories of the

huma®® was summed up by one marine at the Vietn
immediately explicable phenomena like terrain, customs and political alignments of the

Vietnameseon sight t he Mar i ne cTahpet apirno bslteamt eadr otuhnadt hoefir

hell i % Onaphnoblé@miwibh assertingstrong, unifiedidentities is how to proclaim a

united fAselfd in a world of c o mPuritycaadt i on a

Dangerexplores how wereate, atthevely e a s t , a O unbDduglas attempes:x per i e
éto show that rituals of purity and i mpur

being aberrations from the central project of religion, they are positive contributions
to atonement. By their means, ndyolic patterns are worked out and publicly

displayed®

This has clear relevance to this thesis as a
in its relation to America as Othex,rendering of the Symbolic ordéret this also has clear
linkstoLevert ovdos explorations of wviolence. As w
with the messiness of the bredtmessy in terms of the way it blurs the erstwhile firm

boundary of inside/outsideplaces her at this imaginative threshold between purity and

impurity where one cannot help but be overwhelmed. By becoming overwhelmed,

6 The River St-Pec ¢ mhhauThd\génand &atdir. by Ken Burns and Lynn Novick,
PBS, 24 August 2017.
%2 Mary DouglasPurity and Dange(London: Routledge, 1966; repr. 2015), p. 3.
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Levertovds poetry embodies the belief t hat,
some form of the energy of violence from the source to the reader. As she highlights in

6StegppWest war db:

If | bear burdens

they begin to be remembered

as gifts, goods a basket

of bread that hurts

my shoulders but closes me

in fragrance. | can

eat as | g&°

As is often found inThe Sorrow Danc€l1967),L e v e r firsb oolfection published afte
American involvement in thavar began, there is optimism here. There is a sense that the

space which she occupies, the unfixed position which she takes up, can be nourishing for her

and those reading. This i s exesespphin, fetadsd i n O
6cl oses me//in fragrance. d It is othdtthe at t hi
6sy mbol i ¢theplaavt aind hypathesed violence of America as Othercan be

6wor ked out and*publicly displayed. d

By contrastPr esi dent Johnsonds remar ks on the thre

desire to work in the threshol d. As Dougl a

3 Levertov,Selected Poemsp. 62.

% This bears similarity to the discussions surroungingssancen the previous chapter. It is by accepting both

pain and nourishment that we hopefully become capable ofimgoto understand our own more nuanced
understandings and positions in relation the Other. T
from his prologuetdunky 61 have never regretted my exlfhrowiasence wi't
a result of using junk at intervals than | would be if | had never been an addict. When you stop growing you start
dying. An addict nevedunkgp.®dis growing.d6 (Burroughs,
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difference between within and without, about and below, male and female, with and,against
that a semblanc&Thé Amerircams Coweeanant 6i s war
dangers6 which éconstantly |live among usd re
do not sit well in the confused, chaotic space of ywastmerica. Anerica is driven by a

|l asting conviction O6[c]J]onceived in justice,
6t he hopes Bchroaides of the\tietnarm\iar abnvince many readers that the
American government failed to assert order. Baher than this occurring because of poor

military tactics or a lack of troops, it is nearly always due to a lack of understahdinis.

is both an understanding of who they are fightengd an understanding of the sheer
confusion which life after Worl@Var 1l presents us with. Pollution of the breath, acting as

more than just a metaphor for this blurring of distinctions which the postwar moment asks us

to contend with, assists in indicating that this is not a problem which can be muscled
through. Warby this distinction i s t he result of atproddapt i ng
coherencevhere it cannot be asserted. We must be willing to be surprisethbssrather

than defining them as simply an extension of ourselaesinevitable consequence of our

own unfolding history The interaction with this problem is unavoidable for Levertov. As

she articulates in AKingdoms of Heaveno, we
sit down in the dafk, it/ draws you into itse
Breathing

Rather tharthinking of the breattas a guiding principle, for Levertov, it is one of the few
consistencies which, by virtue of being universally experienced, is possible for us all to

share in. It therefore implicitly muddies the distinctions between irgitkitle,good/bad,

* Douglas, p. 5.

¥s5Lyndon B. Johns onUnite@RBates: 198 69 :dehite ofr edshiedeW€' s I naug
Santa Barbara, The American Presidency Project

"6Gregory A. Daddis, Westmorelanddés WaewBooRseNetaigke s si ng A
Military History, New Books Network9 February 2018.

% Levertov,Selected Poems. 50.
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right/wrong.Most critically, theimportanceof breathingo life means that we cannot choose

to notengage with it on some level.

Il ndeed, Arespiratory phandInsmsne pabey simply integgatet o r e i
breathing into social, cwltr a | , poetic and political concern
trace the erasure of the breath back to several key moments, settling most poignantly on
Descartes. For them, o6[i]t could be argued t
the darting principle of philosophizing is the experience of breathing, as breathing
perpetual ly intertwines >tTher regulad aftendaricénte theb o d y ,
danger s of ithartintrdductoradaees, howeyeér, risk becoming isolated in the
Apresenceodo of breathing. This can centre ar (
thus render arguments devoid of considerations of the outside or of the other. Indeed, this is
counter to even the futional process of breathing. As Leslie Kaminoff and Amy Matthews

highlight:

It is important to note that in spite of how it feels when you inhale, you do not
actually pull air into the body. On the contrary, air is pushed into the body by the
atmosphericpressure (14.7 pounds per square inch, or 1.03 Kp/trat always
surrounds you. This means that the actual force that gets air into the lungs is outside
of the body. The energy expended in breathing produces a dheapgecthat lowers

the pressure in thehest cavity and permits the air to be pushed into the body by the
wei ght of t he pn aherewordss yowadreate the dpace, and the

universe fills it*

% Atmospheres of Breathing ed. by Lenart Gkof and Petri Berndtson (
Xiii.
40| eslie Kaminoff and Amy Matthew& oga Anantomy2™ edn (Leeds: Human Kinetics, 2019)6.
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Instead of being internally forced, breathing is a process of giving way, of rencemicana
withdrawal . Thi s i s even t df the foetustheseabeingt he ft
associated with o6pressure and vohom&mhclmamge s
short, we cannot breathe without yielding to that which is outsideurselves.To

emphasise, this does not situate breathing as a centre or, more accurately, as a way of
centring ourselves. [ contend that the reaso
inspired by the very different questions that breathisigs of complicity. With breathing, we

are, at least partially, responsible for the air that we breathe. Beyond our responsibility, we

must also face the simple fact that if we poison the air, we will breathe that same poison

back in. As such, it is the dous liminality of breathind the confusion of inside and

outside, action and passivitywhich makes it so capable of exploring violenbmugh the

production of an aesthetic position, or style, which remains unfixed.

Just as with violence, pollution isorf long periods, often invisible. It is only when it
becomes fitoo mucho and too close to home t ha
when violence is legalised through bureaucracy, so pollution is legalised until it spills out
beyond the contrabf the legislative body. Thisonsideration of pollutiomprovides a point

of comparison with violence. Rat her fittingl
and violence, 1966 saw the third New York City smog in just over two detgitesious

events had occurred in 1953 and 1868hich cumulatively resulted in over 1,000 dedths.

Whilst the smog was a choking physical and visual reminder that the city was being
rendered unliveable, it was also a reminder of the slow viofeaseproposed by Rob

Nixond of the environmental disaster which had been killing before it was rendered as
smog. The occurrence of the smog in an urban centre masks the wider imgzkttiain on

longterm public healtrand climate heatindgpeyond the city. Breathing back in oawn

poi son is thus not a sufficient explanation

“A. D. Milner and R. A. Saunders, oO6Pressure and volum
Archives of Disease in Childhop82 (1977), 91824 (p. 918).
“Edi th 1 gl auer , Thé New &orkarb3bAprie186s8, pAi. r 6 ,
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refer againt o L a r r \olerRea and Societypollution can be said to have been
effectively hiddenrather than reduced. The halintury since the Cda Air Act has
demonstrated that we are still unwilling to grasp that which is invisible until it preusnts
from breathing. These invisible concerns are often discarded as falsified or as unempirical.
Lever t oYiBafaofpom&9dm0 touches on the wigable strain thasuch actions place

on us in the end:

€ Now we |l ook sluggishly
at photos of children dying in Biafra: dully
accumulate overdue statistics: Massacre
of the Ibos: Do nothing: The poisoning
called 6getting used tobd

has taken plac&:

Thisbgetting used t o &igivingypnisappisoning sf thh mindeJusvdst h
pollution is eventually rendered as smog, lassitude blooms into a kind of wearied acceptance

in Levertovds poem. As highlightendes byt Bar al
violences that have been thus far ignored
America Is @etting used tdpoisoned aid of breathing on regardiedsa step towards

acceptance of our own culpability in violence? Levertov is quick to highligtitthis is not
enough: O6And the news from Bi a%Thapoisod,dhes ndt e
6getting usaxrtd ofiiokerice as p sedes ef mages which we retain a stubborn
distance from. The television, as thewwi ndow i n the corner of ev
projectedthe Vietham Wart he wor | dos f anto the psyclesd o milicheol war

Americans. Intrecommunity violence is tangible, contestable and explicable. The rapid

“3Denise LevertovPoems 1968972(New York: New Directions Pub., 1987), p. 16.
44 .
Ibid, p. 17.
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deflation of boundaries whicthe television offers brings the violence of Vietnam into
American | iving rooms. ABiafrad attempts to

makes ouinvolvement apparenet isalso in so many wayseyond our control.

The urge in Levertov tddo something i s t o be commended accor di
thesis: it is an attempt to engage with violettt®ughi ma gi nat i on. Duncanos
Levertovds desire to oppose O6the whol®® syste

subsequetly highlighted their fundamental disagreement on the role of thedpoieigwar:

These, Denny, are empty and vain slogans because those who use them are destitute

of any imagination of or feeling of what such greed, racism or imperialism is like.
Themet 6s role is not to oppose evil, but
opposed lago, or Dostoyevsky opposed Raskaldikiine vital thing is that they
createdlago and Raskalnikov. And we begin to see betrayal and murder and theft in

a new light!®

For Levertov,t hi s sense of t he O p oleetvoesr traoehtedida si s6 n
conditions in which poetry casppose an imperialist war whilst also seriously engagitig

the effects ofts violence on the poetic imagination. She will do this tgtothe threshold.

For Levertov, this distinction, al ong with
blackarmb ands® as opposed to tackling seriendf ence d
nonengagement¥. Levertov understands that it istre case of whether we can engage or

not. The air is infected and we have no choice.

4 Bertholf and Gelpi eds., p. 669.
“® |bid, p. 669.
4 Ibid, p. xx.
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Thresholds

This writing on the liminality of the breathnables arrticulaion of Levertov as writing

from and on the threshold. This closing subsection of section one will define and justify the
threshold as nanerelya material or symboliiminality which straddles two or mospaces

as nanyreadings presumé&urthermore, and as generative as this debimits, | will not be
taking Agambenbér dashasgackivhosenindeiefminacy acts as a locus

of production.

The threshold is a door way, a border, the O6Db
a lower or upper limit (i.e. thénteshold of consciousness or the threshold for boiling water
intosteamfThis | ast definition of the Alimito fe
the term. However, rather than a limit to simply pass over/through or to avoid reaching, the
thresholdis a space we must work to remain sensitive to, that unfixed position between
active/passive, present/absent, inhaling/exhaling. As with the breath, it is in this space that

we can remain sensitive to violence and to others. In addition to this, | [pasitdvertov

adds further subtlety, distinguishing the threshol@ apace which is without geographical
co-ordinate (physical or psychical) because it is defined ndhbyeceived understanding

given to individuals by America as Other, bu
which are incommensurabl e (i ,teatwhichrabowsifarhi ng o
interaction, their Reahes3.*® Furthermore, thehreshold for Levertov represerdgsspace

which opens one up to violence within the poetic imagination (i.e. one must already be in or
concerned with the threshold in ordethenconsider violence in the thresholtlevertov is

attempting to articulatehe threshold aa pervasive, active vulnerability and precaritye

herefind a poet who is alive to the space which violence opens up in the poetic imagination.

“®6 Thr es WelOdfdrd English Dictionarfonline],
<http://www.oed.com.chain.kent.ac.uk/view/Entry/201234?rskey=dWK8vQ&result=1&isAdvanced=fatse#eid

[accessed 5 November 2019].

4 To clarify this with the example of breathinge could say that the threshold is not the point at which an inhale

becomes an exhale; this would simply exacerbate the paradigm of inside/outside. Rather the threshold is found in

the space that is opened up by understanding that all inhaling andngxisatiependent on external pressure

rather than a force out from fwi t-brdimat or refetence, butis hi s sp.
simply a marker of sensitivity to the fact tndat oneos
thus, on others.
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The risk of wr iwaripoettyis toftherefdreenigsear cruoial dissourse on

prearity.

Levertovds di s c udand dhnesholdikef metaphardease h extercige.
Explicitly, she refers to fAthresho®&desd in e
cross/the whispering thr es hdthdughatoadbeyandk r i gh
the eponymous @ThoOdaste arldEedMark StafirBrahdd ekténSigely
covers Levertovods description of thresholds

6 Thheeshold, he descri bechi mags. @a: particularly

AsLevertovébés central trope, thresholds ar
least moments of decisive speculation. Her line endings are brinks over which both

she and the readers make a leap of I&gic.

Staff Brandl 6s e s shatytisimportanht@note avegnbes whickl he blae® a d
not explore despite occasionally gesturing
with the threshold is not restricted to the one term. Staff Brandl is wary of this, describing

t he t hr escheonltd aads threorp e®® a msdy nloinsytmsn g( 6aa sberriineks,
edge, juncture, | i nmiBxtendingdhisewetcan begin toesee hawve r g e .
Levertov arrives at a series of complex and subtle metaphors which may give us different
tactcs for investigating, acting, and describing interconnectedness and prdamityan

unfixed positon Secondl vy, Staff Brandl s analysis d
depth. Whilst his consideration of the threshold in hervae poetry is welconsidered,

prolongedstudes of the threshold in Levertov must be concerned with violence. We can

0| evertov,Selected Poems. 22.
®"Mar k Staff Brandl, o6Metaphor(m) in the Pdetaphgy of Den
and Art<http:/www.metaphorandart.com/articles/levertovmetaphormsfatcessed 5 November 2019]
52 |hi
Ibid.
%3 |bid.
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observe from this study how the threshold n
through therichge ner ati ve space of @ Thiehvidldncedeakd 0 ( 19 €
into in much of The Sorrow Dancd 196 7)) . Thi s i ndicates that
thresholds begins long before her concerns of war. This relationship to the threshold quickly

changes fronaestheticallyengaging and vibrant to ethicalljtal and discomforting.

The threshold becomes an increasingly dangerous space which mirrors the consequences of
polluted arDue t o each individual 6s own wunheque r e
threshold is not a demarcated, communal space iohwilie all share in the sant@oughts

onand experiencewi t h vi ol ence. Rat her , each individ
private and incommensurable, dependent as it is on our own individual experience of living

in a communal world. The inherent gotle of the threshold space makes interactions
between such incommensurable voices possible because it dgesswrhea specific other

by shaping them to a collective set of ideatspositions Unlike America as Other, the

threshold offers naunified narrative onviolence,instead offering the opportunity to shape

the subtle, more complex responses which have been a focus throughout this thesis. This

will necessarily involve the embodiment of an unfixed, unfixable position. Levertov
positions the threshold during war as acwhich enables interaction, lmrteinfected by

a fixed rendering ofiolence the same rendering of violence embodied in America as Other

which is used to justify the Vietnam War

Al t hough Staff Brandl 6s arti cu,liais limting. o f t he
Returning to precarity, Levertov presents a compelling argument for the threshold as a space

in which we cafd and should be precarious. Articulation of this comes not through the

t hreshol d, but t hr oughhet h&dafdentiomrsemand 01.9 6 A s faord
Threadd is a rich imagining not of the thres
we engage in within it. To quote the poem in full highlights its frailty and how this frailty is

inaugurated by the poet to remain stwsito others:
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Something is very gently,
invisibly, silently,

pulling at mei a thread

or net of threads

finer than cobweb and as

el astic. I havenot tried
the strength of it. No barbed hook
pierced and tore me. Was it

not long ago this thread

began to daiw me? Or

way back? Was |

born with its knot about my

neck, a bridle? Not fear

but a stirring

of wonder makes me

catch my breath when | feel

the tug of it when | thought

it had loosened itself and gorfe.

Looking at the opening four lines, a thread represents an intriguing relationship to the
threshold. It is somewhat half way between the concrete and abstract. It does not necessarily
describe a firm, tangible objeicbl ejtéielremwilkp
rather alludes to a force. The ef flargely of th

outside of articulation. We thus do not feel its concrete being, but rather the effect it has on

% Levertov,Selected Poemgp. 401.
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us. The effect of such a delicate phemmon extends silently and profoundly, leading
Levertov to question O6Was it/ not | ong ago th
| / born with its kno%Thisiba queéstiomof relatiens kith otaersb r i d |
the inexorable pushand pul of di fferences which define us
thread then marks this |iminality, not reduc
but from understanding the threshold space as the indeterminate liminality between the two.

As a prewa r poem, Levertovds interaction -with t

divine interjection:

but a stirring

of wonder makes me

catch my breath when | feel
the tug of it when | thought

it had loosened itself and gorfe.

There is evidence herof the openness that may be required in order to articatate

potentially transform our relationship withe positions orviolenceinstantiated bythe onset

and unfolding of theViethnam War The violence of war insists on the kinds of
categorisationshat also limit our interactions with one another to a series of clearly defined
positions. Conversely, the O6stirring/ of WO N (
offered in America as Other are only one set of possible interpretations. The itistEsad

offers us a way of considering interaction not shaped by the America as Other, but instead

by engagement with the inexplicable Real (6i
the Real, the thread comes with danger and uncertainty,lbst@ wi t h o6wonder 0.

abstract intangibility of the thread which prevents the reabsorption of our relations with

% |bid.
%6 Ibid, p. 41.
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others into a familiar system of thought, into a system of interaction with one another that
has become shaped by the violence of the Wavertov is writing on a sensitivityo the
inexplicable, irreducible differences of otheesss opposed to writing on

modeo.

Cultivating sensitivity in the threshold thus requiregoaus on mystery, onewhich the

thread helps to ddulate. Levertov, givingio sense of its tangibility, does not indicate that

just as the thread pulls us, we can Apul l b
becomes metaphor ftine influences of the other who is alwapeady there at workn the

threshold The thread becomes that which defines
direct interaction. This troubles the idea o

relationality one of total coherence.

The threshold can be thought of as precari ol
hooked. An earlier poem fro@verland to the Island¢ 1 95 8) , AActiono (qu
full), articulates the affirmative potential of the threshditis poemtakes @ a particularly

Whitmanian optimism towards commensurability. Importantly, unlike above, Levertov

marries the tangibility of thedve earth to the abstract experiencing of that earth

| can lay down that history

| can lay down my glasses

| can lay downhe imaginary lists

of what to forget and what must be
done. | can shake the sun

out of my eyes and lay everything down
on the hot sand, and cross

the whispering threshold and walk

right into the clear sea, and float there,
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my long hair floating, and fishes
vanishing all around me. Deep water.
Little by little one comes to know

the limits and depths of powet.

This is not a description of thexperienceo f thresholds since HAAct i«
conception of the threshibas a place to cross, a place that we travel towards and will arrive

at . Levertovds conception of the threshol d
boundariness and into the more abstract articulation of the boundless threshold that we

observedim The Thr eado. Yet , as Rudol ph L. Nel son
Poetry of Levertov and Duncanbo, she is only
threshold due to a more subtle understandi ng

and the objects that are experienced:

Levertov's calculated avoidance in her poetry of the language of traditional
transcendence is evidence that she, much more than Duncan, is a product not only of
the real world of immediate sights and sounds but ef déhually real world of

twentiethcentury science, philosophy, and theoldgy.

As Nel son ¢l oses, 6Levertov probes beneath t
transcendent within t he®lwouldliketo proposd takgnkisl i at e e
one step further. Nel sonbs descriThtei dracfodélss

Ladder (1961) intoO Taste and Sefl964) andThe Sorrow Danc€1967). Thresholds

5 Levertov,Selected Poemsp. 22.

®Rudol ph L. Nelson, O6Edge foflL &eer tTa va Bestiwesi Begigvitci n 6T,h e P o ¢
54, No. 2 (Spring 1969), 18302 (p. 200).

*bid, p. 202.
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increasingly come to mark not a stable location for potential transcendarica, site of
always becoming precarious in light of the need to act in respect to an imagined other.
Levertov is the best placed to tackle questions of war precisely bécaassith the other
writers of this thesid she already finds herself asking thegmstions before the Vietnam
War manifests itself in her poetic imagination. Rather than retreating, Levertov stays in the
threshold, against thadvice of Duncan, and finds a generative space which isoimact

with the ethical questions which surrourdationality and violence.

Having begun as a literal, grounded border, the threshold in Levertov becomes more abstract
and indicative of an interconnectivity whict
subtlety of the metaphor increases, so dbesreliance on phenomenological depictions.

Once she begins torite on war and violencehéthresholdbegins to ask vital yet troubling

guestions of violence. The result is a poetry which faces an age old question: how can |
develop a poetic imaginingf wiolence which is effectual rather than merely descriptive?

How can | commit poetics to fAactionod? Levert
the threshold its potential for describing the relationship between interconnectedness,
precarity and lencéd whilst making it forceful and material enough so that the poem, in

context with other voices, may have influence as part of a programme of sustained action
against the war. With the inescapability of violence now intermingled with the threshold, the

closer Levertov gets to describing the threshold, the more violence appears to affect the most

basic structural and stactical elements of herpoerdsgai n from fABi afr ao:

trying to make room for more knowledge
in my bonemarrow

é

And know

no hope&nowDonot
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what to do: Do nothin§’

Levertovods poetic VOoi Cce, faced with the new
newspaper s, is reduced to staccato bursts of
from 1T%heél 6Jsa ¢ o bh Semantlcdistuptienris a necessary price to pay when
distancing oneself is not an option. Levertov does not shy away from the fact that
maintaining our sensitivity to the threshold is vital work. A sensitivity to the effect of the

threads O6pul | patiom: at med6 i s an obl i

for love and
or if in fear knowing
the risk, knowing

what one is touching, one doeé'it,

This openness, aside from preventing singular interpretation, depicts the complexity of the
interconnectedness between terms by gesturing towards thatomteotedness. We see

how, just as i n AiBi afrao, @ its radationshig with h e ri
violenceéd i s critical. Thi s i s a firmer articul a
possible for Levertov; it is only in making ourselves activelycarious to the threshold, and

thus to otherswhich the thread palpably markthat we can begin to seriously tackle

guestions of violence. The question thus becomes whether in affirming the threshold we can

engage with the violence of war.

0 evertov,Poems 1964972 p. 16.
®1 Levertov,Selected Poemsp. 42.
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I 7 War Writings

A Vision (of) Life at War

The following quote denonstrates he O6semantic di f fi cinlthei esd o
postwar momentgiven as they are by former member of the United States Marine Corps,

Philip Caputo:

The shattering or fragméng effect of high explosive occasionatlgused semantic

difficulties in reporting injuries of men who hadn der gone extr eme mu
They did not have enough of hito fill a willy-p et er bagé I n effec
Meyers had been disintegratédit theo f f i ci al report read some
amputation, bothfeet; traumatic amputation, both legs and arms; multiple
lacerationsto abdomen; throughndthrough fragment wounds, head aach e st . 0

Then came the not%tion Akilled in action.

The solution provided by the Marine Corpso t hes e 0 s e naaptayduringthei f f i c u
Vietnam War is bureaucratically cold and functional. As the death count rose, the time and
space available to provide a personal seffidwas reduced. A degree of emotional
detachment was therefore required. In the memoir of his Vietham sériRcenour of War

PhilipCaput o reflects on his role as® 60FFI CER | |

As fighting increased the additional duty of casualty reporting officer kept me

busiest. It wa also a job that gave me a lot of bad dreams, though it had the

®2 phjlip CaputoA Rumor of WafLondon: Macmillan, 1977; repr. London: Pimlico, 1999), p. 167.
& Caputo, p. 175.
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