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PROGRAMME 
 
All the sessions will take place in the “Aula Magna” of 
the Faculty building, with the exception of session 7, 
which will take place in Room XII. 

 
Thursday, October 30th 
 
9:00-9:15  Registration 
 
9:15-9:30  Welcome 
 
9:30-11:00  Session 1 (3 papers) 
Bohemians, Cosmopolitans, Expatriates 
Chair:  Gerardo Rodríguez 
– Stamatina Dimakopoulou (National and 

Kapodistrian U. of Athens), Singularity, Reciprocity, 
and Opposition in Mina Loy and Djuna Barnes. 

– Carolina Sánchez-Palencia (Sevilla), “Today I have 
left my armor at home”: Revisiting Jean Rhys’s 
Interwar Novels after the Ethical Turn. 

– Aude Haffen (Paul Valery – Montpellier 3), 
Christopher Isherwood’s Late Modernist Individuals 
in his Berlin stories, Mr Norris Changes Train (1935) 
and Goodbye to Berlin (1939). 
 

11:00-11:30  Coffee break 
 
11:30-12:30  Session 2 (2 papers) 
Reading Samuel Beckett’s individuals 
Chair: Julián Jiménez  
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– Julie Benard (Paul Valery – Montpellier 3), The 
individual ‘common reader’ in Murphy by Samuel 
Beckett. 

– Douglas Battersby (York), Beckett’s Ill Seen Ill Said: 
Style, Affect, and the Modernist Individual. 
 

12:30-12:45  Break 
 
12:45-14:00  Plenary Session 
Prof. Derek Attridge (York): The Character in Modernist 
Fiction: Interiority and Neutrality 
 
14:00-16:00  Lunch break 
 
16:00-17:30  Session 3 (3 papers) 
Modernist Poets in Search of a Self 
Chair: Mercedes Díaz 
– Jefferey Simons (Huelva), “Who Is Prufrock?” 
– Eva Gómez Jiménez (Granada), Looking for a 

Singular Identity: The Enormous Room (1922) as 
antecedent to E. E. Cummings idiosyncratic poetic 
style. 

– Simon Trub (Edinburgh), The Democratic Individual 
and Its Limits in William Carlos Williams’s Paterson 
and Autobiography. 
 

17:30-18:00  Coffee break 
 
18:00-19:00  Session 4 (2 papers) 
Isolated individuals / Impossible communities: Joyce, Conrad 
Chair: Paula Martín  
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– M. Teresa Caneda (Vigo), The Artist Pairing His 
Fingernails: The Inter/Textual Politics of Joyce’s 
Modernist Individualism. 

– Daniel Zurbano (Pablo de Olavide), Subjectivity and 
Enlightenment in Conrad’s “The Return” and Joyce’s 
“The Dead”. 
 

19:00-19:15  Break 
 
19:15-20:15  Session 5 (2 papers) 
Iberian Versions of Modernism 
Chair: María Jesús López  
– Hania A.M. Nashef (American U. of Sharjah), 

Saramago’s Homo Sacer in Blindness and The Cave. 
– Margarita García Candeira (Huelva), “Esta senda de 

perdición se recorre muy pronto”: figurations of 
woman writers in Rosalía de Castro’s narrative 
works. 

 

Friday, October 31st 
 
9:30-11:00  Parallel sessions 
Session 6 (2 papers) Early and Eccentric Modernists 
Chair: Gerardo Rodríguez 
– Juan Luis Pérez (Córdoba), The failed Eden: dark and 

twisted countryside representations in the narrative 
work of H.P. Lovecraft. 

– María Valero (Córdoba), Alternative Communities, 
Exposure and Religious Immanentism in Thomas 



 6 

Hardy’s Jude The Obscure. 
 

Session 7 (3 papers) Extensions of Modernism 
Chair: Paula Martín 
– Miguel Rodríguez (Granada), Community in Virtual 

Realities –Discussing communitarian theories in 
Ernest Cline’s Ready Player One. 

– Mª Luisa Pascual (Córdoba), Singularity and finitude 
in The Bell Jar. 

– Gemma Suárez (Granada), The Community of 
Lovers, Finitude and Exposure in the myth of 
Garajonay. 
 

11:00-11:30  Coffee break 
 
11:30-12:30  Session 8 (2 papers) 
Ethics and Politics of Modernist Identity 
Chair: Juan Luis Pérez  
– Corine Stan (The Hague), Rethinking the moral 

subject: Agnes Heller’s An Ethics of Personality. 
– Nassima Kaid (Laghouat), Writing on the frontline of 

Exile: Food and Cultural Dislocation in Diana Abu-
Jaber’s Crescent. 
 

12:30-12:45  Break 
 
12:45-14:00  Plenary Session: Prof. Jonathan Mayhew 
(Kansas): An Elegy for Lorca Studies 
 
14:00-16:00  Lunch break 
 
16:00-17:30  Session 9 (3 papers) 
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Mapping the modernist self: John Dos Passos, Virginia Woolf 
and Edith Wharton 
Chair: María Luisa Pascual  
– Eulalia Piñero (UAM), ‘I am mad about Spain’: John 

Dos Passos’s Quest for the Modernist Cosmopolitan 
Subject in Rosinante to the Road Again. 

– Leonor Martínez (Córdoba), Knowing the Unknown: 
Landscapes of the Self in Virginia Woolf’s Fiction. 

– Jesús Blanco (Córdoba), The Produced Self: 
Resistance to Subject Commodification in Edith 
Wharton’s The House of Mirth. 

 
17:30-18:00  Coffee break 
 
18:00-20:00  Roundtable and closing remarks 
Finite, Singular, Exposed 
Mercedes Díaz (Granada), Julián Jiménez (Córdoba), 
María J. López (Córdoba), Paula Martín (Córdoba), 
Gerardo Rodríguez (Granada), Pilar Villar (Granada). 
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KEYNOTE SPEAKERS 

 
The Character in Modernist Fiction: Interiority 

and Neutrality 
 

Derek Attridge 
University of York 

derek.attridge@york.ac.uk 
 

This talk will take off from the recent suggestion by 
Simon During that Kafka initiated a strand of modernism 
that eschewed the conventions of novelistic “character” 
in favour of what Blanchot called “the neutral”, and that 
J. M. Coetzee is one of the later novelists who follow 
Kafka in this respect. During describes this mode as in 
which “the literary work makes no claim to aesthetic 
expressivity in the faith that, if it is sufficiently neutral, 
sufficiently outside the apparatuses of subjectivity, 
sufficiently immanent, it will, in unpredictable and 
uninterpretable ways, nevertheless reveal the world 
outside itself”. A key element in Kafka’s development of 
this mode is his “passive central character who, living 
aslant degradation, had few or no beliefs; little or no 
affective disposition; little or no substance or personality 
at all”. I find this a more convincing account of what is 
distinctive about Kafka’s fiction than about Coetzee’s, in 
which we find powerful evocations of interiority, but it 
nevertheless raises important questions about the role of 
character in modernist writing. John Frow, in Character 
and Person, provides a useful account of the mutual 

mailto:derek.attridge@york.ac.uk
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constitution of these two phenomena as they occur in 
fiction and in our daily lives, and this will guide my 
discussion of the “Kafka-effect” in both modernist 
writing proper and in Coetzee as an example of a late 
modernist. 

 
 

An Elegy for Lorca’s Studies 
 

Jonathan Mayhew 
University of Kansas 

jmayhew@ku.edu 
 

This paper will contrast two opposing tendencies in the 
creative and critical reception of Federico García Lorca in 
order to illuminate the larger problem of the sacralization 
of the modernist subject. The first is the centripetal 
creation of the “Lorca myth,” a more or less unitary 
conception of Lorca’s life and work that emphasizes a 
few central ideas, usually centered on the sacralization of 
his tragic execution. The second is a centrifugal impulse 
that leads to the proliferation of multiple “Lorcas” and to 
the increasing fragmentation of the critical literature 
about his work. The secondary bibliography on Lorca is 
now so vast that critics often fail to cite one another. 
 
To demonstrate the tension between these two forces I 
will look at the presence of Lorca on the North American 
stage, where playwrights and librettists have presented 
multiple versions of the Spanish poet while returning 
again and again to the scene of his death. Ultimately, the 

mailto:jmayhew@ku.edu


 10 

flourishing of multiple versions of Lorca’s life and art 
does little to challenge the centrality of the centripetal 
myth and the sacralization of modernist subjectivity. At 
the same time, however, the proliferation of creative 
ideas seen in these plays shows that the “great moderns” 
have retained their power over the poetic imagination 
even in the postmodern age. 
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CONFERENCE SPEAKERS 

 
Beckett’s Ill Seen Ill Said: Style, Affect, and the 

Modernist Individual 
 

Douglas Battersby 
University of York (UK) 

djmb501@york.ac.uk 
 

The proposed paper explores the individual’s 
apprehension of reality in Samuel Beckett’s late 
modernist masterpiece Ill Seen Ill Said (1982), and the 
involvement of the mind, body, and emotions in that 
apprehension. The text problematises dichotomies of 
subject and object, body and mind, perception and 
imagination —resisting a normative dualistic 
understanding of an autonomous conscious subject 
perceiving the physical world through the senses. Ill Seen 
Ill Said is explicitly concerned with understanding the 
individual, the speaker ceaselessly contemplating an old 
woman and striving to read or imagine the particularity 
of her experience from her body. The total absence of 
first-person pronouns confirms the extent to which the 
individual is not a problem but the problem of reading 
this fiction. The challenge of reading Beckett is 
compounded by the way the text seems to undermine, 
elude, or even ridicule conceptual accounts of it. The 
philosopher-critic’s language always runs the risk of 
calcifying into what Simon Critchley calls ‘the platitudes 
of philosophical metalanguage’ (1997: 145). That is, our 

mailto:djmb501@york.ac.uk


 12 

conceptual descriptions of the text seem to miss the force 
of its affect (‘affect’ understood here as experience in 
which the mental, somatic, and emotional are engaged - 
and perhaps inextricably so). This paper argues that an 
approach which accounts for the depiction and evocation 
of affect for readers is necessary for capturing the 
understanding of the individual in Beckett’s Ill Seen Ill 
Said.  
 
The stress my approach places on the reader’s experience 
of language engages with two conjoined, and apparently 
old-fashioned, modernist obsessions: what is the nature 
of individual experience, and what forms of language are 
adequate to capture such experience? The focus of the 
analysis on the affect of particular stylistic choices in Ill 
Seen Ill Said is part of a wider claim that modernist style 
is inextricably intertwined with the problem of the 
modernist individual. Questions of style are notably 
absent from ‘the New Modernist Studies’ as 
characterised by Douglas Mao and Rebecca Walkowitz, 
where ‘specifically literary qualities of literature’ are 
subordinated to ‘matters of production, dissemination, 
and reception’ (2009: 738, 742). Walkowitz and Mao state 
that the ‘work’s truer import lies in showing in new ways 
how the imaginative exhilaration we draw from literary 
texts can be rooted in the nonimaginary world’ (2009: 
744). An insistence on the particularity of the 
experiencing individuals (both protagonists and readers) 
offers a potentially valuable tool for returning to and 
advancing our understanding, though we should 
urgently resist their disparagement of specifically literary 
analysis of literature. How we imaginatively engage with 
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literary texts - how their singularity affects us - is no 
more a settled matter than what we mean by the 
individual. This paper argues that the problematics of 
modernist style and the modernist individual must be 
considered together in Beckett’s Ill Seen Ill Said - and 
perhaps in all modernist prose fiction.  
 
 

The individual ‘common reader’ in Murphy by 
Samuel Beckett 

 
Julie Bénard 

Université Montpellier III (France) 
benard.julie13@gmail.com 

 
Few are the contemporary works that deal with the 
reader as a pivotal point in modernist tradition. When 
Woolf wrote the two volumes of The Common Reader, first 
in 1925 during the early stages of modernism, then in 
1932 during the heydays of high modernism, she 
unwittingly marginalized the common reader by giving 
critical accounts of her readings rather than the common 
reader’s. In fact the self-reflexive work of the critical 
writer fails to highlight the common reader’s active 
reading since the latter is characterized by “his 
deficiencies as a critic” (3). But “[h]e reads for his own 
pleasure rather than to impart knowledge or correct the 
opinions of others. Above all, he is guided by an instinct 
to create for himself, out of whatever odds and ends he 
can come by, some kind of whole — a portrait of a man, a 
sketch of an age, a theory of the art of writing.” (4) This 

mailto:benard.julie13@gmail.com
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statement seemingly highlights the autonomy of art as a 
modernist tenet, erecting the omniscience and 
omnipotence of the author. Here we postulate that the 
modernists’ faith in art as a power of redemption 
eventually debilitates the author’s omnipotence in favour 
of the reader’s through his literary response, that is to say 
his aesthetic experience. If reception theory thrives with 
postmodernism, the modernist “hermeneutics of 
suspicions” (Ricoeur) and its skepticism open the way to 
it.  
 
Samuel Beckett’s position as a late modernist brings 
about a tension between modernism and post-
modernism, displacing the question of knowing towards 
the question of exploring consciousness. (Miller) But 
more generally it brings about the correlation and not the 
collusion of hermeneutic and post-hermeneutic thinking 
in so far as it focuses on the valences of the reader’s 
interpretive cognitive operations. Thus we may 
hypothesize that Beckett’s “abuse of the reader” (Abbott) 
through modernist hackneyed rhetorical devices, gives 
way to his omnipotence, bringing to his knowledge 
unconscious abilities through the dialectical act of 
reading, singling him as individual. The individual 
common reader comes into being by exercising his 
critical and creative consciousness in the act of reading, 
displacing again the traditional modernist question of 
knowing towards the question of exploring 
consciousness. Here we offer to explore the reader’s 
consciousness through Murphy who is defined as “a 
strict nonreader” in Beckett’s eponymous novel. It 
highlights the author’s irony of a “stretch modernism” 
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(Abbott) as it sets a dialectics between the active reader of 
the novel and Murphy’s apathy, self-retreat and 
asceticism that are hampered by social determinism. 
Though the apathy of the protagonist eventually 
undermines the relationship between the individual and 
society, it still questions the modernist crisis of 
representation articulated by the complex relationship of 
consciousness and knowledge, neither treating the 
reader’s mind as universal nor as isolated but as 
autonomous. 
 
 

The Produced Self: Resistance to Subject 
Commodification in Edith Wharton’s The House 

of Mirth 
 

Jesús Blanco Hidalga 
University of Córdoba (Spain) 

jblancohidalga@yahoo.es 
 

Fredric Jameson has referred to the modern centred 
subject as a consequence of the historical development of 
capitalism: both a product of and compensation for the 
processes of reification and fragmentation brought about 
by our mode of production. For the critic, modernism 
played a fundamental part in the consolidation of 
modern individuality through the use of textual 
strategies such as point of view and free indirect 
discourse, which conjure up the illusion of the unified 
self in literature. These are procedures deftly used by 
Wharton to build our novel’s central character, Lily Bart. 

mailto:jblancohidalga@yahoo.es
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However, we show how this individuality is threatened 
by Wharton’s particular views of society, influenced by 
social Darwinism, and by her acute awareness of 
reification. In this article we explore the conflict between 
Wharton’s proposal of a unified self and the reality of 
depersonalization reflected by the novel. Likewise, we 
examine the strategies of containment through which the 
novelist seeks to assuage this contradiction and 
compensate for the almost unbearable loss that her views 
entail for the subject.   

 
 

The Artist Pairing His Fingernails: The 
Inter/Textual Politics of Joyce’s Modernist 

Individualism 
 

María Teresa Caneda Cabrera 
University of Vigo (Spain) 

tcaneda@uvigo.es 

 
Stephen Dedalus’s theory of impersonality in A Portrait of 
the Artist as a Young Man (1916) has often been invoked 
literally despite the fact that the ironical structure of the 
text challenges, rather than legitimizes, the character’s 
dogmatic comments on the autonomy of art, while his 
language flouts his own artistic aspirations to become 
independent. Thus, contrary to the common assumption 
that James Joyce is a champion of individualism, his early 
novel ironically interrogates the very definition of the 
artist as an isolated genius creating out of nothing which, 
paradoxically, Stephen Dedalus, the protagonist of 

mailto:tcaneda@uvigo.es
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Portrait, seems to defend:“[t]he artist, like the God of the 
creation, remains within or behind or beyond or above 
his handiwork, invisible, refined out of existence, 
indifferent, paring his fingernails” (P 215). 
 
In the light of all this, the paper claims that the fact that 
Joyce’s Portrait questions conventional notions of art, as it 
exposes the unsolved tensions and the ambivalences 
attached to the role of the artist in certain complex 
political scenarios, became a crucial reason for its 
translation in Cuba in 1964. Furthermore, the paper will 
demonstrate that in his acclaimed novel Memorias del 
Subdesarrollo (1965), which bears significant striking 
thematic and structural similarities with Portrait, the 
Cuban writer Edmundo Desnoes, incidentally the author 
of a revised translation of Portrait, consciously 
appropriates Joyce’s irony to delineate a protagonist who 
significantly resembles (and quotes) Stephen Dedalus. 
Thus, as I will discuss, the recognition of Joycean 
intertextuality is essential to appropriately read 
Desnoes’s Memorias del Subdesarrollo, another 
Künstlerroman, which, like Portrait, emerged against the 
background of a country in which the role of the artist 
was being scrutinized by the community.  
The paper concludes that in the context of the early years 
of the Castro Revolution when the institutional discourse 
advocated a new Cuba and artists were called to forge a 
new conscience and create a new expression, Joyce’s 
subversive modernism—“I will not serve that in which I 
will no longer believe and I will try to express myself in 
some mode of life or art as freely as I can using for my 
defence the only arms I allow myself to use, silence, exile 
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and cunning”— powerfully inspired Desnoes, a young 
writer, who like Stephen, was divided between his search 
for individual fulfillment and his anxiety about his role 
within the new “revolutionary” community. 

 
 

Finite, Singular, Exposed 
(Roundtable)  

 
Mercedes Díaz Dueñas, María J. López, Julián 

Jiménez Heffernan,  
Paula Martín Salván, Gerardo Rodríguez Salas, 

Pilar Villar-Argáiz 
Universities of Córdoba and Granada 

 mdiazd@ugr.es, ff2losam@uco.es, 
ff1jihej@uco.es, ff2masap@uco.es, 
gerardor@ugr.es, pvillar@ugr.es 

 

This roundtable aims at introducing the key theoretical 
tools that constitute the basis of our research on the 
notion of Community and its fictional representation in 
Modernist narrative, as well as illustrating how this 
conceptual framework may prove fruitful for the 
systematic analysis of the interaction between individual 
and community in several case studies (Henry James, 
Katherine Mansfield, Virginia Woolf, D.H. Lawrence). 
Our starting point is the critical tendency to read the 
modernist novel as the site of a conflict between 
interiority and exteriority. Most critics of modernist 

mailto:mdiazd@ugr.es
mailto:ff2losam@uco.es
mailto:ff1jihej@uco.es
mailto:ff2masap@uco.es
mailto:gerardor@ugr.es
mailto:pvillar@ugr.es
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fiction endorse the idealistic-romantic version of the 
artist’s conflict popularized by modernist writers 
themselves, that the modernist self, driven by a desire to 
know itself, sets out in a suicidal exploration of 
interiority against reality. In this view, the conflict arises 
when the internal self fails to commune with the external 
reality, and such failure stands as evidence of an 
emotional, moral, perceptive, cognitive or spiritual 
misalliance. Our initial hypothesis argues a different 
case. We hope to demonstrate that the aim of the 
modernist self (narrator or protagonist of the modernist 
novel) is not so much a quest of interiority but an attempt 
to redefine communal ties within a societal milieu that 
has rigidified and eroded communal life to the point of 
extinction. The rather uncontested hegemony of the 
critical tendency sketched above may obscure the role 
community plays in the thematic and ideological 
structure of modernist fiction.  
 
We are persuaded that this modernist redefinition of 
communal ties can be adeptly explored with the help of a 
theoretical framework that takes into account both the 
conceptual redefinition of community, as carried out by 
thinkers like M. Blanchot and J.L. Nancy—influenced by 
Georges Bataille and working in a post-Nietzschean and 
post-phenomenological tradition—and the role that 
novels play in the imaginative fashioning of alternative 
communities. In our view, the modernist self unworks 
the existing relations of operative communities so as to 
authorize a mode of communal life based on the 
recognition of and exposure to finitude, contingency and 
singularity. The key questions that our research 
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addresses revolve around the articulation of these 
confronting models of community, and the interaction 
between individual and community in the general 
framework of the “new Modernist studies” (Mao & 
Walkowitz 2008). Thus, we expect to engage in 
discussion on the tropes, themes and dialogic interactions 
which betray a concern with the issues of the finite body, 
the contingency of existential processess, the isolation 
and sacrifice of the singular ego, the failure of 
communication, the need to commune with a cause, the 
rejection of essentialized collectives, and the yearning for 
Utopian brotherhoods. 

 
 

Singularity, Reciprocity, and Opposition in 
Mina Loy and Djuna Barnes 

 
Stamatina Dimakopoulou 

National and Kapodistrian University of Athens 
(Greece) 

sdimakop@enl.uoa.gr 
 
The aporia that Jessica Berman posits as central in her 
study of ‘modernist communities,’ namely the ‘effort’ of 
‘modernist fiction ‘to wrest an image of autonomous 
subjectivity from intractable communal norms,’ is not 
unrelated to the, at times, strained affiliations between 
subjectivity, subjectivism and the traits of individuality 
in the aesthetics and cultural work of the modernist 
avant-gardes. This paper proposes to explore how 
singularity in the early poetic work of Djuna Barnes and 

mailto:sdimakop@enl.uoa.gr
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Mina Loy, may be violent, just as reciprocity and 
commonality may be conflicting. Against the backdrop of 
the valuable emphasis on the question of gender as 
enabling shared experiences on the basis of posited 
‘communal possibilities,’ Barnes and Loy invite reflection 
not only on radicalised and ‘compensatory 
commonalities, but also on how singular experience and 
existence get entangled with violence, (self-)aggression, 
and victimization. Recurrently, both poets mediate 
closeness, intimacy and personal experience in coded, 
and cryptic allegories of encounters where singularity 
may be countering dominant paradigms of subjectivity, 
yet does not open out onto ‘compensatory’ affiliations.  
Barnes and Loy mediate the modernist ethos by 
personalizing and localizing singularity through violence 
and reciprocity, in ways that make Barnes’s transgressive 
sexuality and Loy’s sexual politics resistant to the more 
public(ly) shared, yet dis-affiliated idioms of modernism.  
 
 

“Esta senda de perdición se recorre muy 
pronto”: figurations of woman writers in 

Rosalía de Castro’s narrative works 
 

Margarita García Candeira 
University of Huelva (Spain) 

margarita.garcia@dfesp.uhu.es 
 

In the foreword to her first novel La hija del mar, 
published in 1859, Rosalía de Castro apologises for 
having started a literary career that is compared to a 

mailto:margarita.garcia@dfesp.uhu.es
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“senda de perdición” that “se recorre muy pronto”. This 
statement informs at a very early point of certain 
recurring features of Castro’s vision of writing as an 
activity both fascinating but negative to the extent to 
which it implies multiple costs. This paper aims to study 
Castro’s narrative and journalistic works in order to 
analyse her implicit and explicit portrayal of women 
writers. Novels such as the abovementioned La hija del 
mar, but also Flavio (1861), El caballero de las botas azules 
(1866), as well as several articles published in the Spanish 
national press, will be taken into account. The objective is 
not only to elucidate Castro’s uneasy position within 
Spanish literary space but also to reflect on the multiple 
tensions that conform Spanish modernity as a dialectic 
and problematic category. 

 
 

Looking for a Singular Identity: The Enormous 
Room (1922) as antecedent to E. E. Cummings 

idiosyncratic poetic style 
 

Eva María Gómez Jiménez 
University of Granada (Spain) 

emgomez@ugr.es 
 
E. E. Cummings’ literary critical reception has dealt with 
many different issues. Some examples are 
transcendentalism (Stetler 1966, Heusser 1997, Ruiz 
Sánchez 2000), ecology (Terblanche 2012, Moe 2012), 
puritanism and allegory (Brand 1984), censorship (Gerber 

mailto:emgomez@ugr.es
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1988) or artistic orientation (Kidder 1979, Cohen 1987, 
1990). Of all the aspects under analysis, the uniqueness of 
his style is outstanding, as the vast number of works that 
have addressed this issue (Friedman 1969, Heusser 1998, 
Flajsar et al. 2007) demonstrate. It is not only the critical 
reception focusing on this, but also the fact that E. E. 
Cummings is, and will always be, best remembered for 
his unconventional writing. The individuality of his style 
is linked to the search and production of a singular 
identity proper to modernist writers. In this way, 
Cummings’ idiosyncratic style is full of neologisms, 
visual effects, typographic manipulation, or alternation 
between capitals and lowercase, to cite a few. By means 
of a unique use of linguistic devices, Cummings seems to 
have cultivated Pound’s idea of “Make it new”. This 
analogy is to be justified in Cummings’ strong 
relationship with Pound, as well as how he embraces 
Modernism as a new artistic movement from a very 
young age. This particular style is found in all of 
Cummings’ literary production, though it has been 
mostly appreciated in his poetry.  
 
The aim of this paper is to study how The Enormous Room 
(1922) anticipates E. E. Cummings’ idiosyncratic style. 
The outstanding stylistic features in Cummings’ poetry 
will be revealed, and the way in which The Enormous 
Room (1922) displays some of these. Special attention will 
be given to graphological features. The research 
undertaken here demonstrates that many of the 
graphological peculiarities in Cummings’ writing, like 
the unconventional use of capitals, parentheses and 
blank spaces, or the mixing of different languages 
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throughout the book as a way of giving voice to the 
many different characters in the novel, already appeared 
in this novel. Whilst there are a few stylistic features that 
are no longer present in The Enormous Room (1922), like 
the use of the lowercase “i” as a sign for the narrator (or 
poetic voice), the number of these diminishes to a few. 
All this highlights that The Enormous Room (1922) shows 
Cummings’ early predisposition towards the search for 
modernist individualism and, ultimately, the “essential 
being of each person” (Kennedy 1978: xi).  
 
 

 Christopher Isherwood’s Late Modernist 
Individuals in his Berlin stories, Mr Norris 
Changes Train (1935) and Goodbye to Berlin 

(1939) 
 

Aude Haffen 
Paul Valèry, Montpellier 3 (France) 

aude.haffen@gmail.com 
 

Christopher Isherwood has long been associated with, 
and even pigeonholed into, a fact-oriented, objective, 
documentary trend in the British literature of the 1930s, 
stemming both from the younger generation of British 
writers’ impatience with the high modernist canon and 
from their urgent response to history in the making. Yet 
his two Berlin novels, Mr Norris Changes Train (1935) and 
Goodbye to Berlin (1939), are underlain by a set of literary 
tensions which relate them tightly to a (late) modernist 
approach to characterisation – tensions between the 
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subjective and the objective, between the individual and 
the collective, and between the urge to produce some 
Balzac-like organic, total fictional world and a sense that 
an elusive, fragmentary reality would never fit into it. 
Isherwood’s alleged documentary quest for sociological 
objectivity can thus easily be challenged. Stylistically and 
thematically, his Berlin novels echo the modernist canon 
in many ways. Indeed, intertextuality and referentiality 
are tightly interwoven, and his narrators might be closer 
to Proust’s “Marcel” (with his apparently naïve 
encounter with others’ “perversions” and his metaphor-
prone intelligence), Adrian Leverkühn and Nick 
Carraway (self-effacing personae fascinated by and 
attracted to exceptional individuals) than to a mechanical 
record of “objective reality”, as the famous comparison of 
the Berlin stories’ narrator to “a camera with its shutter 
open, quite passive, recording” has often been 
understood to suggest. 
 
This is the premise of this paper, in which I intend to 
focus on Isherwood’s personae (Mr Norris Changes Trains’ 
William Bradshaw and Goodbye to Berlin’s 
Chris/Christopher/Herr Issyvoo) and fictional 
characters (notably Mr Norris and Sally Bowles) as 
singular instances of late modernist individuality. The 
subjective wholeness and objective reality of these 
characters are both authorized and challenged by the fact 
that the elusive subjectivity of Isherwood’s first person 
narrators is the prism through which his 
“subjects/objects” come to life. Whether compulsive 
liars/actors (Norris and Bowles) or child-like/animal-
like beings (Otto Nowak), they yield little inner truth 
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beneath their social masks, erotic allure and physical 
presence, and yet they appear all the more fascinating 
because they elude or transcend psychology. It is as if 
most aspects of modernist characterisation were to be 
found in Isherwood’s stories, but with an anti-epiphanic, 
anti-spectacular, minorising twist. Sexual ambiguity, 
perversion and promiscuity, together with urban 
bohemianism, are features which Isherwood’s characters 
share with some of Proust’s and Joyce’s heroes; their self-
absorption and a disregard for the larger history seem to 
relate them to high modernist individuals as well. 
Dreams and rationality being undermined by 
subconscious drives, epistemic gaps and uncertainties 
being woven into the narrative fabric, and the fact that 
grotesque but likeable antiheroes always outshine their 
self-righteous, well-integrated, politically liberal foils, 
also partake of a modernist ethos and poetics.  
 
 

Writing on the frontline of Exile: Food and 
Cultural Dislocation in Diana Abu-Jaber’s 
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People have always left their homelands for several 
reasons whether voluntarily or involuntarily. However, 
the fact of migrating, of leaving one’s culture and settling 
in a different land, have a great impact on how they 
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identify themselves or their relations with others. Indeed, 
migration carries an emotional significance when it is 
labeled with the term ‘exile’. This exilic condition causes 
a frustration to the immigrant translated in a tension 
between the “over there” and the “over here” since they 
carry with them a nostalgic connection to their 
homelands; furthermore, the exile, especially the Arab 
one, often feels alienated and unwelcomed. The present 
paper attempts to draw the connection between food and 
the exilic condition in Diana Abu-Jaber’s Crescent. In her 
narrative, food works as a metaphor for ‘human’ 
connection, linking exiles to their lost homes and 
families. It further helps in reviving their past memories 
and easing their feeling of displacement. 

 
 

Knowing the Unknown: Landscapes of the Self 
in Virginia Woolf’s Fiction 

 
Leonor María Martínez Serrano 
University of Córdoba (Spain) 

lemase09@gmail.com 
 
“Know thyself”: this is the ancient motto Thales of 
Miletus is said to have uttered somewhere on the coast of 
Asia Minor in the fifth century BCE. The old in their 
knowing knew that identity is of the essence and that the 
self is a mystery of gigantic proportions. One needs to 
spend a whole lifetime to start making sense of what it 
means to be oneself, and not anybody else – or anything 
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else, for that matter. Traditionally, the novel has tirelessly 
looked at human nature to try to decipher the mystery of 
the self from innumerable standpoints: the self vis à vis a 
specific social, political and historical context; the self as a 
construct affiliated to communal entities like the nation 
or shaped by biological and social forces such as sex, 
gender, race, culture or language; the self as the 
crossroads where time and being meet in the process of 
apprehension of physical reality; or the self as a 
solipsistic entity, isolated from the world outside and yet 
inevitably partaking of the bustle of life. Whatever we 
might mean by self or individual, it remains almost a 
metaphysical category that is inextricably linked to the 
way our Western philosophical thought has conceived of 
human beings, a tradition whose origins must be traced 
back to the very cradle of Greek philosophy. In other 
words, our awareness of the self is closely determined by 
Western notions of human nature – i.e., of humanity, of 
what it means to be human. 
 
Being endowed with an astonishing sensibility and a 
truly voracious intelligence, Virginia Woolf, one of the 
High Modernist masters of English fiction, could not but 
look at the self and try to capture the evanescent moment 
in time as reflected and refracted through the 
consciousness of her own characters. She found out not 
only that the individual of her time (the one that lived in 
the early decades of the 20th century) was finite, singular 
and exposed, but also that it was an undecipherable 
mystery. Her compulsion to write (novels, short stories, 
essays, diaries and letters) testifies to her concern with 
imposing order on chaos by means of language. If the 
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flux of life was simply unstoppable, language at least 
gave her the opportunity to freeze moments of being and 
look at them as if from simultaneous angles at the same 
time. This is why her language is truly poetic, her fiction 
is of such verbal complexity, and her writing has got the 
texture of fluid thought: evanescent impressions, half-
thoughts, associations, unexpected epiphanies or 
moments of revelation and ideas are all caught up in the 
web of words as if in mid-air for a fraction of time. But 
the ultimate message appears to be optimistic, as the 
glorious sense of being alive and the inexhaustible 
variety of life are celebrated time and again in her fiction 
and non-fiction. This paper looks at a handful of insights 
into the way Virginia Woolf seeks to portray diverse 
landscapes of the self, fascinated as she was by the flow 
of consciousness and the workings of the human mind. 
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In Homo Sacer: Sovereign Power and Bare Life, Giorgio 
Agamben defines the sacred or accursed man as the one 
who is worthy of sacrifice. Sacred life is essentially “Life 
that cannot be sacrificed and yet may be killed” 
(Agamben 82).  The term Homo Sacer or, more 
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accurately, the accursed individual is one that has been 
banished by the law, and having lost all rights that have 
thus far guaranteed the person’s humanity, reduces the 
person into the non-human.  Having lost all rights, this 
person becomes the non-entity that is not even worthy of 
sacrifice, paradoxically a person’s whose life cannot be 
sacrificed, yet can be eliminated.  In modern times, 
banishment or banning by the law occurs when a state of 
exception is sanctioned by a totalitarian supremacy that 
suspends judicial power and defines boundaries between 
inside and outside.  Agamben argues the state of 
exception does not lie within or outside the boundaries of 
the judicial order, but rather in a zone of indifference, a 
blurry threshold in which meaning and law are muted, 
continually defined and redefined by the necessities 
deemed by the regime.  According to Agamben, the state 
of exception in which the norm is annulled represents the 
inclusion, which in turn captures the space in which law 
becomes suspended.   
 
In this paper, I will look at Portuguese Nobel Laureate 
José Saramago’s novels Blindness (1997-English) and The 
Cave (2002-English), novels that offer startling examples 
of a totalitarian authority that insists on functioning 
within the law of exception, confining and defining 
space, and ultimately naming and marking the Homo 
Sacer.  Although totalitarian practices are portrayed 
differently in the novels, the underlying concerns of these 
allegorical works reside in authorities that are blind to 
their own excesses, and apathetic to the rule of law.  
When an entire city’s population succumbs to an 
unexplained white blindness, the authorities decide to 
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incarcerate the blind victims to an asylum in which the 
lines are rigidly demarcated; the population is hence 
stratified into those who can and cannot see.  The asylum 
develops into the place of exception in which all rules of 
law are suspended.  Through this sovereign ban we 
witness how the inmates are transformed into the non-
human, a priori to the state of Homo Sacer, and how their 
lives are deemed expendable. In the later novel, we see 
how an authority in the form of an omnipresent Center 
devours the lives of the town’s citizens, including and 
excluding, marking and demarking through its rules of 
exception. The Cave, which can be described as a parable 
of later capitalism, depicts the lives of a potter and his 
family who resist occupying the space reserved for the 
Homo Sacer in the new established order. In this 
promised world of the Center, a threshold is crossed, and 
the space that it signifies carries within its fold the 
potential of chaos, controlling and molding people, and 
as with Homo Sacer, its inhabitants are made to 
relinquish all will. 
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Although mainly read under biographical, 
psychoanalytical and feminist lenses, The Bell Jar (1963) 
also opens itself, as a late variation of the early 20th 
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century modernist bildüngsroman, to the exploration of 
the singularity of the sensitive and alienated individual, 
sharing as it does  common grievances with such texts as 
Joyce’s Portrait of the Artist as a Young Man. Yet, it must be 
acknowledged that stylistically The Bell Jar fails to fit into 
what critics have generally identified as high modernist 
experimentation in fiction, but still the novel renders the 
attempts of the protagonist as utter failure to keep a 
fruitful rapport with the rest of society, highlighting the 
fact that she remains in the margins and that 
paradoxically the relationship that she intends to 
establish proves to be destructive for the individual self. 
Therefore, the aim of this paper is to examine what has 
been typically categorized as a best-selling confessional 
text—clearly of smaller merit compared to the 
achievement in Plath’s Ariel—trying to complement the 
exclusive and reductive focus of feminist readings in 
particular with current thinking regarding the troubling, 
almost destructive relationship between the individual 
and some sort of “necessary” and sought-for—but 
inoperative—community (Nancy 1991).  
 
In the case of Plath’s writing, this sense of singularity and 
alienation from any kind of “idealized” community—

college, family, marriage, or even the asylum—can also 
be traced in the short stories collected  in Johnny Panic and 
the Bible of Dreams, her poems and her journals, thus 
providing a wider frame of reference for the exploration 
of what seemed to be an exclusively modernist concern, 
social alienation of the individual, and more specifically 
of the artist in the modernist künstlerroman, but which 
obviously survives in such Cold War narratives as 
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Salinger’s The Catcher in the Rye (1951), Ellison’s Invisible 
Man (1952), Kerovac’s On the Road  (1957) and Plath’s The 
Bell Jar (1963). In Plath’s text, madness and suicide figure 
prominently as manifestation and eventual consequence 
of individual alienation. Their symbol, the bell jar, is 
never totally lifted, even when the protagonist seems to 
have overcome her mental breakdown and ready to try 
once again to join the community. For this reason, I also 
consider worth examining in this text the relationship 
that may be established between the so-called insane 
individual and the supposedly healthy community that 
views her as such.  
 
 

The failed Eden: dark and twisted countryside 
representations in the narrative work of H.P. 

Lovecraft 
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University of Córdoba (Spain) 
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In spite of producing most of his narrative oeuvre during 
the first three decades of the 20th century, it is difficult to 
label H.P. Lovecraft as a modernist writer. His texts, at 
first, do not seem to fit with the modernist conception of 
literature, and the horror and science-fiction stories that 
he wrote are closer in style to an old fashioned 
Renaissance text, and to the American Gothic tradition in 
their surface content. However, he was perfectly aware of 
the commonplaces of the Modernist movement, and he 
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even took the time to write a fierce review on Eliot’s 
Waste Land. According to Lovecraft, Modernism was 
followed by “One loud and conspicuous faction of bards, 
giving way to the corrupt influences of a decaying 
general culture, seems to have abandoned all the 
properties of versification and reason in its mad scramble 
after sensational novelty” (“The Allowable Rhyme” 13). 
But there are several topics that Lovecraft actually shares 
with the Modernists. According to Elliot Martin, it is 
remarkable to highlight “his use of the concepts and 
devices of alienation, subjectivity, and absurdity to better 
communicate his idea of ‘cosmic disinterestism’” (65). At 
the same time, Lovecraft shares with Eliot his disdain for 
modern society, something that will be echoed in “The  
Quest of Iranon”, among others.  
 
In this ambivalent framework, this paper will explore the 
natural setting in Lovecraft’s oeuvre. The portrait of the 
pastoral and rural landscape to be found in his short 
stories is, in general terms, far from the Modernist goals 
of depicting a peaceful, quiet community that looks back 
into the past in order to achieve inner peace and self-
awareness. More on the contrary, the rural areas of the 
New England imagined by Lovecraft are dwelled by 
strange characters, alien creatures and monsters that 
haunt and destroy all hope for the lonely anti-heroes that 
act as main characters in the writer’s fiction. The 
repressive environment in “The Dunwich Horror”, the 
apparently idyllic landscape of the rural Ireland in “The 
Moon-Bog”, the local descriptions of the countryside in 
“The Picture in the House”, or the garden in “What the 
Moon Brings” are examples in which an individual 
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confronts an apparently Arcadian place that hides 
undercover secrets that turn the story into a horror 
fiction. The lonely Lovecraftian anti-hero, typically a 
researcher or flàneur, will face in these places horrid 
communities or individuals that, most of the times, can 
be connected with the writer’s rejection of modern 
society and evolution.  
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John Dos Passos was all his life restless for travel. He 
believed in travelling as a personal experience of 
discovery and transformation, but his deep sense of 
social uprooting and displacement had also a significant 
role in his urgent need for having the perspective of 
another land. Moreover, he appreciated solitude, 
independence and the personal enrichment he found in 
the exploration of diverse cultures and in the opportunity 
of looking at his own with a certain critical distance and 
without prejudices or attachments. Therefore, his 
journeys in many different countries became for the 
writer enriching self-discovery processes which provided 
above all a great opportunity for exploring his 
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adventurous spirit and never-ending curiosity. As it has 
been pointed out by the critic Donald Pizer, “he sought in 
his depiction of a foreign culture to explore in striking 
new forms the meaning of his own” (1997:137). 
 
In this paper I will explore how Dos Passos’s Rosinante to 
the Road Again (1922)   became his first publication of 
reportage that clearly had ideological implications about 
his cosmopolitan identity as a modernist writer and 
intellectual in the American context. But paradoxically 
this personal self-analysis had to be achieved abroad. The 
exotic Spain was for the writer the perfect place for this 
transformation, a kind of peaceful refuge, a place in 
which he could reflect on his own country from the 
distance with the necessary detachment to be really 
critical about his American identity. In this sketchy 
narrative he is seeking understanding of himself through 
self-exile. Moreover, it is an intriguing self-exploration 
journey through which he discovers the positive value 
system in Spanish culture that contrasts with “the 
materialism and moral narrowness of American life” 
(Pizer, 1997: 149).  
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Communitarian studies have been largely based either 
upon existent communities or upon imaginary 
communities that are very similar to the ones that can be 
found in the real world. Nevertheless, the development 
of technologies in society gives us the chance to apply the 
Communitarian theoretical basis onto new—human-
made—societies that have not been explored yet in much 
detail. The concept of Virtual Reality fits perfectly in the 
definition of a created society that, in essence, is different 
from the world we live in. The aim of this paper is to 
apply communitarian theories to Ernest Cline’s Ready 
Player One, so as to provide an example of the behaviour 
of communities within Virtual Realities. Our main 
interest will be to problematize the concept of Organic 
community within this created reality, for it seems to 
challenge the established pattern of behaviour associated 
with the aforementioned model. Furthermore, as well 
applied to Ernest Cline’s aforesaid novel, we will be 
looking at a particular instance of a Community of 
Lovers: a Community of Brothers. We will prove that 
Virtual Realities have the potential to break with the 
conventions of Communitarian Studies, as stated by 
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figures such as Jean-Luc Nancy, Maurice Blanchot or 
Jacques Derrida. 
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Most criticism on Jean Rhys has identified her female 
characters as vulnerable, dependent and victimized 
women doomed to self-destruction and has tended to 
read them autobiographically (Allen 1967, Porter 1976, 
Mellowns 1972, Thomas 1999, Pizzichini 2009, Cortés 
Vieco 2013). Within this critical interpretation that too 
often conflates life and fiction, the so-called “Rhys 
woman” has resisted full assimilation by a feminist 
literary canon advocating empowerment and agency, 
which would explain that her narrative be one of 
excommunication and peripherality and that both her 
modernist and feminist credentials have been often 
questioned. Read from the recent perspective of the 
Ethical Turn in literary and cultural studies, the notion of 
exclusion in Rhys’s interwar novels After Leaving Mr. 
Mackenzie (1931) and Good Morning, Midnight (1939) can 
be now approached from the critical paradigms of 
precariousness and abjection as formulated by Judith 
Butler (Precarious Life: The Powers of Mourning and 
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Violence, 2004) and Julia Kristeva (Powers of Horror: An 
Essay on Abjection, 1982) respectively. Rhys’s emphasis on 
ghostliness and undecidability through her cast of 
nomads, expatriates, zombie-like figures or mannequins 
testifies to the precariousness and ultimate failure, not 
only of their existence, but of their representability, and 
this, according to Butler, is the very essence of our 
humanity.  Such undecidability suggested in Rhys’s 
spectral figures or non-subjects can be also related to 
(following Butler) Emmanuel Levinas’s notion of the 
“face”: a non representable image which seeks to invoke 
an ethical response and which, in showing its own failure 
as accurate representation, evokes the unknowability of 
this vulnerable and traumatized Other.  
 
In a similar vein, Kristeva defines the abject as a state of 
flux, where meaning collapses and where the body 
becomes open and irregular (Powers 33), thus generating 
a realm of ambiguity and destabilization. It is through 
this notion that Rhys’s corporeal subjectivities articulated 
by means of grotesque imagery can be addressed: female 
aging bodies that are constantly inscribed and re-
inscribed by clothes or make-up to adjust to the social 
standards of adequacy and ultimately to masquerade 
normative femininity; maternal and agonizing bodies 
simultaneously provoking repulsion and empathy; 
mannequins and amputees which conflate the living and 
the dead, the natural and the artificial. In all their filthy 
materiality, these figures represent a fragmentary and 
prosthetic identity that invokes an explicit condition of 
alienation and is materialized at its best in the urban 
geography of these novels, the fittest scenario for this 
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inauthentic, undecided, and uncertain subjectivity which 
depends entirely on the acceptance of others. Streets, 
hotels, train or metro stations, department stores and 
other in-between spaces (or “non-places” in Marc Augé’s 
terminology) of Rhys’s modernist cityscapes attest to this 
provisional quality and, in their complex liminality, resist 
their definition as either public or private and address 
the sense of unbelonging and dislocation Rhys herself 
and her characters might have felt as Caribbean 
expatriates in London and Paris. In this realm of 
impermanence, the fleeting nature of Julia Martin’s and 
Sasha Jensen’s sentimental/sexual affairs contributes to 
the sense of transience and fluidity, and in the context of 
interwar propaganda about conventional family values 
and domestic femininity, these spaces and the 
unorthodox behaviors associated to them signify both an 
abject and precarious dimension existing outside societal 
moral codes.  
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The question “Who is Prufrock?” serves to structure the 
reflection on the depiction of a modernist individual in 
T.S. Eliot’s “The Love Song of J. Alfred Prufrock” (1915). 
The crux of this reflection lies in these lines of Eliot’s 
poem: 
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And I have known the eyes already, known 
them all– 
The eyes that fix you in a formulated phrase, 
And when I am formulated, sprawling on a 
pin, 
When I am pinned and wriggling on the wall, 
Then how should I begin 
To spit out all the butt-ends of my days and 
ways? 
    And how should I presume? (ll. 55-61) 
 

At issue here is the individual’s being fixed and defined 
(“in a formulated phrase . . . I am formulated”), a 
formulation so complete that eyes convey it, rather than 
the voice. At issue also is the individual’s being pinned 
down (“sprawling on a pin . . . I am pinned and 
wriggling on the wall”), a condition of pained 
dissonance, given the gap that separates individual self-
conception from the conception of self assigned by 
communal formulation. Closing the rhyme of “on a pin” 
with “I begin” and naming its predicament, the lyric 
speaker asks, “Then how should I begin / To spit out all 
the butt-ends of my days and ways?” 
 
To the question “Who is Prufrock?,” I propose four 
answers. The first is that Prufrock is a variable in several 
formulae for poetry between 1910 and 1915, when Eliot 
wrote and revised the poem. This answer has to do with 
lyric formulation. The second is that Prufrock is a locus 
of discourses prominent in the United States and 
England in the early twentieth century. This answer has 
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to do with communal formulation. The third answer is 
that Prufrock is a surrogate for the young Eliot, an 
instance of authorial formulation. And the fourth is that 
Prufrock is an emblem of impasse, or put more bluntly, a 
pitiable cul-de-sac. This is the formulation of dissonance 
and despair. Explication of the first answer refers to 
dramatic monologue, to Baudelairean and Laforgian 
precedents, and to the peculiar nature of deixis in lyric 
poetry. One way to explain the rhetorical subtlety and 
power of Eliot’s poem is to explore these elements of its 
composition, which begin, as Vendler says, with “the 
Eliotic incipit,” when “a hypnotically alluring voice, sure 
of its own circuits of stylistic movement, invites us—‘Let 
us go then, you and I’” (107, 108). Explication of the 
second answer pursues lexical configurations in the 
poem that evidence communal discourses of amorous 
love, supercilious refinement, artistic, religious, and 
literary exemplars, and philosophical speculation. 
Explication of the third answer draws on Vendler’s 
chapter “Inventing Prufrock,” where the case for 
Prufrock as surrogate for the young Eliot is persuasively 
made. Explication of the fourth answer looks at lexis and 
patterns of impasse, and finds that the speaker’s sole 
solace is the lyric euphony of language. 
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In an effort to attune her philosophical reflection to the 
plurality of modern selves and their socio-cultural 
contingencies, in An Ethics of Personality (1996), Agnes 
Heller relinquished the authority of traditional 
philosophical discourse, favoring a concatenation of 
university lectures, dialogues and letters, relying on an 
array of character-masks which resonate intertextually 
(Lawrence and Joachim stand for Nietzschean 
perspectivism and Kantian morality, also for 
reincarnations of Lawrence Sterne and Johann Goethe, 
Leo Popper and Georg Lukács), on a delicate 
interweaving of poetic and philosophical metaphors 
(Kant’s crooked wood, Goethe’s goldentree of life, the 
Nietzschean lucky throw of the dice, Wittgenstein’s 
ladder, Kierkegaard’s masks), the autobiographical and 
the philosophical. Engaging with Heller’s critics (John 
Grumley and Simon Critchley, in particular), in this 
paper I will address the possibility of the uses of an 
“ethics of personality” in articulating the moral import of 
literature via a modernist notion of form that is central to 
Heller’s project. What would an ethics of literature that 
would gamble on form look like, an “ethics of 
personality” associated with the figure of the reader? 
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At the highest peak of mount Garajonay the lives of two 
lovers ended and a myth was born. The National Park of 
Garajonay—located in La Gomera (Canary Islands, 
Spain)—is the scenario where the myth takes place and 
from which the park has received its name, becoming one 
of the most well-known myths of The Canary Islands’ 
own mythology. Gara and Jonay, princess and prince 
pertaining to different clans and islands, fell in love 
instantly when they met for the first time at a night 
festival. However, their relationship could not be fulfilled 
because of the standards of their respective communities: 
water and fire, symbols of each one’s own family, could 
never become one. Surprisingly, the myth narrates 
beautifully how the strength of their love made their 
union possible and both of them could defeat their own 
families’ decision; at the edge of a cliff they hugged each 
other holding between their breasts a sharp stake. 
Stabbed to death, their bodies fell into the abyss, 
embraced in an eternal link. Therefore, their identities 
fused together while being alive and will remain 
connected forever in death: their corporal unions as well 
as their self-sacrifice will become a reason for 
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mystification. The aim of this paper is to provide a 
communitarian approach to the myth of Garajonay so as 
to indicate how far Communitarian Theory has been 
present in Literature. Furthermore, it intends to integrate 
Communitarian Theory, and most particularly, the 
Community of Lovers, into an aboriginal and fantastic 
narration. The lovers will be problematized as a symbol 
of auto-immunity, and exposure to alterity will be 
revised, focusing on their relationship towards their 
respective communities, the abandonment to their 
communal identity and the openness to a new and 
endless union.  
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William Carlos Williams is the quintessential democratic 
artist. His poetics, which is fundamentally inspired by 
American pragmatist philosophy from Ralph Waldo 
Emerson onward, expresses the democratic ideals of 
egalitarianism, pluralism and openness, while it 
sidesteps metaphysics and thus resists the lures of 
authoritarian politics to which many of Williams’s 
contemporaries succumbed. This is a summary, 
admittedly a reductive one, of a commonly held view on 
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Williams’s work that has received considerable attention 
over about the last two decades. The present paper will 
complicate this interpretation of Williams by arguing 
that, central as pragmatism is to his work, it is 
complemented by, indeed depends on, a Romantically 
inflected idealism. The Emersonian notion that 
manifestations and interpretations of ‘truth’ are 
necessarily always provisional and in constant need of 
revision, to which Williams subscribes, simultaneously 
depends on and exists in tension with the conception of 
‘truth’ as transcendental ideal. This, of course, has 
important political consequences, and it raises a variety 
of highly significant  questions about the ontological 
status of the individual and its place relative to society. 
 
I will articulate and examine some of these questions 
with a particular  focus on two of Williams’s works, 
namely his Autobiography (1951), and his magnum opus 
Paterson (1946‐1958). What better place to look for the 
‘modernist individual’ than in the autobiography of one 
of the great modernist poets? In his autobiography, 
published in the same year as the last of the initially 
projected four books of Paterson, Williams divulges 
stories of his life from early childhood to the later years, 
interspersed with reflections on art. This is unmistakably 
a portrait of the artist behind his works and thus also, to 
some extent, a guide to the latter. However, one of the 
questions I will consider is whether Williams here 
unscrupulously indulges in the idealist notion of a stable 
‘self’, his ‘self,’ whose story can be told or whether it is 
more complicated than that. Considering that, 
throughout his oeuvre, Williams repeatedly 
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problematises the relationship between ‘reality’ and 
‘fiction,’ I will argue that the label of autobiography 
needs to be approached with caution. In contrast to the 
Autobiography, Paterson is less concerned with the self of 
the artist than with the relationships, on the one hand, 
between the artist and the people, and, on the other 
hand, between the individual and society. Philosophical 
and ideological issues hidden in the former, as a 
consequence, come to the fore in the latter. Paterson, I will 
argue, is Fundamentally informed by Williams’s notion 
of an organic, democratic society that tries to combine a 
maximum of individual freedom with the requirement of 
social order and the need of a sense of social 
completeness. What precisely this means for the 
individual and on what philosophical basis such a society 
can be conceived will represent the main questions of my 
paper. 
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The aim of this essay is to analyze Thomas Hardy’s great-
end-of-the-century novel, Jude the Obscure (1895), from a 
communitarian perspective. I want to focus, especially, 
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on the community of lovers that develops in the novel; 
the great potential for alterity that this community 
enhances; the religious immanentism that jeopardizes 
this alternative community; and, finally, I would like to 
read this novel as an anticipation of the modernist 
Künstlerroman. Hardy dares to question the normative 
communitarian models such as university and the 
institution of matrimony, and, therefore, he becomes 
iconic in the attempt to unwork conventional 
communities. The community of lovers that Jude and Sue 
form is the major threat of organic communities in the 
novel. They defy the borders of conventions such as 
matrimony and university and they temporarily confront 
and unwork communitarian totalitarianism. This 
community is also unavowable, in the sense that 
Blanchot means in The Unavowable Community (1983), that 
is, it cannot be publicly affirmed: it has to remain secret. 
Yet, although the “elective community” (Blanchot) that 
the relationship between Jude and Sue constitutes is the 
major threat that throws into disarray all the organic 
communities in the novel, it does not constitute an 
inoperative community in itself, since their 
individualities are lost in the comedy of a “fusional or 
communional” understanding (Blanchot, 1988:49). Thus, 
neither Sue nor Jude acknowledge their mutual 
singularity and finitude as their spiritual fusion makes 
them reciprocal slaves.  
 
Additionally, the lovers are trapped between the 
idealism of the new community they want to create and 
the harshness of their reality. Thus, Sue cannot overcome 
the death of her children and she resorts to religious 
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primitivism. Indeed, the critic Dennis Taylor has 
analyzed this novel as a conversion novel since Jude 
passes from religion to agnosticism whereas Sue’s 
conversion suffers the reverse direction (2009:360). Sue 
feels that, in order to expiate her sins against the 
institution of marriage, she must return to the man she 
first married in the eyes of God. Therefore, the possibility 
of an inoperative community is dialectically reduced by 
the kind of immanent communion which religion 
endorses. In Nancy’s terms, communion encourages an 
ecstatic immanence with scarcely any room for 
transcendence, exteriority and alterity. Sue’s immolation 
of personality by religion anticipates the modernist 
scapegoat later dramatized in Waugh’s Brideshead 
Revisited and Greene’s The End of the Affair. On the other 
hand, Jude anticipates the Künstlerroman that Thomas 
Mann and James Joyce will later develop. However, 
Jude’s idealism and naivety, his constant English 
Antiquarianism and his nostalgia for medievalism in the 
eighteenth century, in Walter Scott, and in the Romantic 
poets, such as Ruskin and Pugin, leaves no room for 
alterity since they are a cultural chimera whose 
articulation lies in the output of various Romantic tropes. 
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James Joyce’s “The Dead” is firmly established in the 
literary canon as a masterpiece, whereas Joseph Conrad’s 
“The Return” has been considered strange, weak and 
even “one of the worst [stories] ever written by a great 
novelist” (Guerard, 1958: 96). Yet despite their unequal 
place in the canon of early modernism, Conrad’s “The 
Return” and Joyce’s “The Dead” deploy surprisingly 
analogous strategies to treat a similar subject matter: a 
marital crisis brought about by a shocking revelation of 
the wives. Thus this paper proposes a comparative study 
of Conrad’s “The Return” and Joyce’s “The Dead” in 
light of their significant parallelisms. Under the common 
influence of Ibsen, both texts present husbands who, 
being forced to face the truth about their wives’ feelings 
for them, undergo a process of self-enlightenment. In 
Conrad’s story, Alvan Hervey’s shattered self-image is 
transferred to a metaphysical discourse which is 
distinctly Schopenhauerian (see Wollaeger, 1990: 51-56), 
whereas Gabriel Conroy envisions a personal, national 
and spiritual regeneration indebted to Ibsen’s play When 
We Dead Awaken (which Joyce discusses in the essay 
“Ibsen’s New Drama,” first published in the Fortnightly 
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Review in 1900 and collected in The Critical Writings of 
James Joyce).  
 
My comparative analysis will focus on the striking 
similarities in particular passages of these early 
modernist works. The most remarkable parallelism is in 
the male protagonists’ representations of their wives, 
explicitly conceived as symbolic: “She was mysterious, 
significant, full of obscure meaning – like a symbol” 
(Conrad, 2012: 118); “There was grace and mystery in her 
attitude as if she were a symbol of something” (Joyce, 
1917: 270). This pressure towards the symbolic realm 
ironically shows Hervey and Gabriel’s failure to 
understand their wives, as they both remain trapped in 
their isolated self-consciousness. In the critique of the 
conventional bourgeois marriage developed in these 
works, the discourse of male subjectivity and 
enlightenment is checked by “a largely silent but 
disruptive feminist countertext” (Norris, 2003: 216). In 
both stories, the narrative voice is closely linked to the 
point of view of the husbands, but the Ibsenian insights 
into female experience elicit a reaction to the privileged 
subjectivity of Alvan Hervey and Gabriel Conroy. 
Reflecting on marital unhappiness and sexual politics, 
the narrative strategies of Conrad’s “The Return” and 
Joyce’s “The Dead” paradoxically endorse and question 
the predominant male voice of the modernist individual. 


