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Abstract

Thisthesisexaminesthree South African memoirsusing M. M. Bakhtin’stheoriesof thedialogical
relationshipinlanguageand literature. By offering an aternativeto apostmodern or multicultura interpreta-
tion of autobiographies, Bakhtin's precepts, that defineadiaogic, helpto reframeaway of discussing
memoirsand avoiding dead-endsprevioudy arrived at by essayistsin James Olney’s 1980 collection.
Bakhtin'sideasdiscussed here, whichincludethe* once-occurrent moment”, “ architectonic contraposition”,
"emotiond-volitiond tone”, “aibi”, “non-alibi”, and“ centripetal” and“ centrifugal” force, helptorebuilda
discussion based ontemporary and evolving self truth rather than fiction, the postmodern interpretation, or
confession, the new-age secular spiritualism based on multicultural and politically correct standards. For
this, each author’smemoir had to be examined separately and aconclusion wasarrived at throughinductive
analysis. Rather thantry tofind similar characteristics, | focused onwhat made each memoir different and
unigque.

Janet Varner Gunn’s Autobiography: Toward A Poetics of Experience (1982) refocused the
debate over autobiography on process. The question, what stepsdid each author take toward writing
about himsdlf, led the discussi on to an examination of the prioritieseach author exemplified. Beginningwith
Fugard who emphasized spatial, concrete, and sensory detail to help him contain hisemotional life, thethesis
moveson to an examination of Coetzee' ssense of justice. From the physical and intellectual world follows
Breytenbach’sspiritua space-making. 1neach memoir, control of spaceisevident on different levelsof
experience. Articulating spaceinevitably leadsto adiscussion of boundaries. Here, CharlesTaylor’s
emphasisonthe modern self’sneed to articulate ahorizon or aframework ishelpful in generdizing the effect
of the autobiographical process.

The conclusionreached isthat autobiography isinherently centrifugd : it movesaway fromthe center
of cultural thinking becauseits*truth” bolstersitself ondialogical processwhich doesnot depend on afixed
authority but rather on communicative exchange. Asan exampleof exchange, autobiography’scentral truth
isthat it returnsto a“ unique point of origin”, namely the self, only to reconnect to the other inapotentially

eterna exchange of responsivenessmoving away fromthe center.
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1. Introduction

11

Memoir as“Unique Point of Origin”

“My inclusionin aseriesof talkson autobiography and memoir isnot entirely amisaliance’ (Zinsser, 1998:
185), said Toni Morrisonin 1986 when asked to speak on the art and craft of thememoir. “For onething, |
might throw into relief the differences between self-recoll ection (memoir) and fiction, and also someof the
similarities— the placeswhere those two crafts embrace and wherethat embraceissymbiotic” (185). For
Morrison the symbiosi s between fiction and autobiography was buried in memory, which shecalled an
“archeologica ste” (195). Imagesexhumed from that site pointed simultaneoudy toward “ areconstruction
of aworld” and“anexploration of aninterior life’. Thissmultaneity revealed for Morrisonand for many of
her readers*” akind of truth” whose historical context in American davery made her fiction “ autobiographi-
ca” of theAfrican American experience, an experience plagued with non-identity. By stretching thenotion
of autobiography toinclude Morrison’sfiction aswell asher ethnocentrism and then declaring, “ Thisisthe
ageof thememoir”, William Zinsser initiated anew skepticism about just how far group identity can venture
intotheterritory of theindividua imaginationand memory (3).

Memoir’sclose positioning to thetruth and itswillingnessto submit toimagination makesit a
particularly attractive genre for authors and audiences whose awareness of predicaments of the
modern salf iskeen. Postmodernism hasleft littlefor theindividua tofix hisidentity upon: thereareno
definitive horizon, no universal truthswithwhichto frameidentity (Taylor, 1989: 14-19). Thishasmade,
according to Charles Taylor, one aspect of our moral sense particularly difficult to reckon with: “Moderns...
anxiously doubt whether life hasmeaning, or wonder what meaningis’ (16). In histreatise Sourcesof the
S (1989), one of Taylor’smain objectivesisto show that meaning isnot necessarily connected to truth—
thedilemmaof postmodern philosophy — but that meaning isgrounded by “the senseof dignity” of an
individud (15). Therolethat articulation playsin ascertaining asense of dignity, Taylor argues, isparamount
tofacilitating aprocessof finding abelievableframework (ahorizon), without which the self would be adrift

inaseaof values, priorities, and contradictory identities. Theroleof the memoir when viewed asaprocess
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of articulationingtead of aproduct of truthwill involvetheretrieva of memory and thefilter of imagination
that, according to the author, best serve hissense of dignity.

Memoir asprocessof articulationisdistinct frommemoir asproduct of truth and self-discovery; yet
both requirethe closeinvolvement of thereader. Thememoirist (or autobiographer), asany author of a
work, isindidoguewiththereader. According to Bakhtin, theauthor, asa“uniquepoint of origin” (in
Burkitt:163) inalarger cultural dialogue, ableto writewhat otherscannot write, “isrecast asaspeaker
withinacontext” (164). Thisrolerdieson“theindividuality of theauthor [which] is, fromaBakhtinian
perspective, of someimportance, but only inthat hisor her utterancesflow from the situation and not from
somepregiveninner essenceof individuality” (164). For Bakhtin, articulating the self has particular reso-
nanceat particular momentsintimeand space. Theautobiographical impulseispart of alarger cultural
dialoguemarked by eventsoutside of theindividual. In SouthAfrica, the shift from apartheid to democracy
in 1994 has had enormous cultural consequencesand requiresacacophony of dialogue, part of which
comprisesan attempt to articul ate the sel f within time and space, and to utilize memory to construct a
framework.

Two interesting autobiographical phenomena came out of the destruction of the World Trade
Centers on September 11th, 2001. The first was that people who assumed authority to speak publicly
on the topic (news anchors, congressmen, heads of state, etc.) aswell as“ordinary”* people spoke
about where they were at the time of destruction. The autobiographical response was reminiscent of
the “where-were-you” at the time of John F. Kennedy’s assassination in Dallasin 1963, and all people
shared the same authority to tell where they were. Secondly, (and this came later), people began to
interpret the changed New York skylinein terms of their own experiences. A friend remembers
dancing on the plaza stage; an uncle remembers witnessing the 7-year-long construction of the towers
from his office window; | remember catching thetrain to Jersey City seven stories below sealevel.
The question to ask iswhy these kinds of autobiographical responses to cataclysmic eventsare
important for both the speaker and the listener? In these historical moments that produce “1” state-
ments, why iswhat Paul de Man describes as * an alignment between the two subjectsinvolved in the
processof reading inwhichthey determine each other by mutual reflexive substitution” (921) so verifiably

true? Trangitions— willed or unwilled, along time coming or sudden — require reassessment, ataking of
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inventory, and arealignment. Since September 11th, themodernworldisinthe processof articulating all of
these. In South Africa, whererecently amajor transition took placein termsof power and politics, abetter
understanding of articulationsof thetransition might hint at what challengesarein storefor the period of
trangition acrossthemodern world. What role doesthe autobiographical perspectiveplay infiltering
historical events? What rel ationship does memory haveto the present in hel ping people stabilize in times of
upheaval? What pitfallsof articulation exist for theindividua ashe speaksabout himself? How doesthe
individua surviveasanindividua, without complete aienationfrom thegroup?

In an autumn 2001 New York Timesreview about Athol Fugard’supcoming play Sorrows &
Rejoicings, aplay set in the Karoo about a poet’s homecoming, the playwright expressed his frustra-
tion with political change in South Africa: “People are wanting to claim their own voices and the right
to speak for themselves. So | think there’s an impatience with me now. 1t would make, | think, alot
of people happy if, when * 94 came along, my day was over, and my day was past” (Swarns. B1). The
statement exposes ongoing and unsolvable problemsin any dialogue: the issues of taking turns speak-
ing, being heard, and dominance. The silencing that Fugard sensesis not necessarily overtly shared
by white male authors who wrote and published during apartheid, but the examples of three major
South African authors, Athold Fugard, J. M. Coetzee, and Breyten Breytenbach, writing their mem-
oirs at the time of transition, suggest that a similar experience occurred and that a period of reassess-
ment, auditing, and realignment is shared. The question, “Where were you at the time of transition?”
turnsinto a search to understand the place of origin of their childhoods, each one located in the Cape
Provincein the 1940s and *50s. To identify themselves as*aunique point of origin”, the authors
return to atime and place of origin, not unlike Morrison’s return to African American roots. Inafar
more abstract way than the sudden void in the New York skyline, the authors' memoirs construct the
horizon of self in light of the absence of their white privilegein order to reassess, audit, and realign

themselvesin the dialogue of anew South Africa.
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1.2
History of the Memoir

“Itisnatural toretracethe course of our own lives... endeavoring not so much to enumeratethe merefacts
and eventsof life, asto discriminate the successive states of mind, and the progressof character” (Foster:
1). Writtenin 1805, John Foster’ sassociation to nature of man’swill and interest to write himself grew out
of the Enlightenment’ srefocusing ontheindividua and hisquest for anidentity of self that wasuniquely his
own. Thetwo originsare not mutually exclusive. Nature and the self (formerly the* soul” and often today
referred to asthe” psyche”) though continually at oddswith each other — and nolesssoin the study of
autobiography and particularly memoirs— mutually support each other in adia ogueabout ethical, political,
and social behaviors.

The origin of the theory of memoir can be traced back to John Foster, an American who lived
in New York State as the United States was shaping and implementing its constitution on John
Locke's argument for democracy. Foster isan apt starting point for a study of three South African
memoirswritten in and around the time of transition from apartheid to free elections. The still tenu-
ous stages of democratic awareness, the uncertain transitions of elected officials, the unknown role of
the South African economy challengetheindividual. Gresat transitionsare momentswhen the character is
tested: “Themora constitution of your being composed of the contributionsof many yearsand events’ is
reved ed, and the past assumes* the dignity of acommencing eternity” (Foster: 7). Towriteamemoirin
such atimeistotakeapictureof the self in astate of helghtened exposure. Therisk of an autobiographical
statement — high at anytimein history — will usher forth areview akinto chaos, with themoral, psycho-
logical, and circumstantia memory confounded together. Theindividua will reflect till he® begin[s] dmost to
wonder how anindividual retainseven the same essencethrough all the diversities, vicissitudes, and counter-
actionsof influence, that operateonit during itsprogressthrough confusion” (22). Thereflectionwill
inevitably lead to an understanding of self that isindependent of all forcesbearing down onit, and smulta-
neoudy dependent on the specificsof itsown history, itslocationintimeand place.

Since John Foster’ sdefinitions, writtenin letterform, thememoir hashad littleattention. Always

considered in the background of thelarger autobiographical picture, it hasendured areputation of irrel-
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evanceand inscrutability — likean estranged family member. Georg Mischthought thememoir to havea
“connotation of informality, acasually constructed affair not aseriousliterary effort” (Bruss. 7). Indeed
memoir was seen as afailed autobiography, onethat succumbed to an apology that rebutted public charac-
ter or onethat attempted to sustain public character (Bruss: 12)!. LauraMarcusemphasizesMisch’'s
assertion that memoir ispassive and powerlessin comparison toitsmoreformal brethren. Posing as
passive observersof theworld, “ Thewritersof memoairs... efface themselveswithinthe historiesthey
observeand record” (Marcus: 151). Optingto writeamemoir exposesaperson who isless capabl e of
self-reflection (21) and does not hopeto secureanidentity (7). Marcus— publishinginthelate‘ 90s—
doesnot necessarily believethat the posturing of formal autobiography — itsassertiveness, quest for
identity and self-discovery, mode of action and power — isnecessarily astronger stance. What thememoir
islacking in boldness might bewon back initssincerity and authenticity, itsability to hed thesdlf, andits
answer to thosewho have called autobiographical writingamonstrosity. Marcus sreferencesback to
Foster’slettersindicate awillingnessto retrace originsof thememoir, particularly at thispoint intimeduring
an unprecedented proliferation of memoirsintheliterary market.

Even so LauraMarcus, atheorist of recent autobiography, givesonly cursory attention to that
category of autobiography entitled memoir, and leaves many questions still unanswered about the nature of
memoir asit distinguishesitsalf from autobiography. Formal/informal, active/passve, powerful/powerless,
self-discovery/sdlf-effacement are broad differencesthat can be present at any onetimein either an autobi-
ography that coversthewholelife of aperson or amemoir that sel ects specific and enduring memories. She
followsmany inthe attempt to first understand the genre autobi ography — apursuit that unfortunately has
not led to any conclusive evidence aswhether the genre even existsl — defining memoir asamember of an
extengvefamily including confessions, testimonias, | etters, diaries, prisonwriting, exilewriting, and travel-
ogues. Whilein most of these subcategories, somelimitations and expectations are set, memoir continuesto
dip through the boundaries of even memory. Two of thememoirshereintended to beanalyzed arewritten
inthepresent tense. J.M. Coetzee even goesso far asto write hismemoir inthethird person, afarfetched
but workabl e perspective given some support by thetheories of internal dialectics. Unlikethetamer cat-
egorieslisted above, thememoir rival sautobiography in waysthat atrue confessonin acollection of |etters

cannot.
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William Zinsser definesthememoir as* persona narrative” and celebratesitsproliferation with the
hyperbole: “ Everyonehasastory totell, and everyoneistellingit” (3). Hisexcitementispalpableashelists
the now famouswriterswho havewritten bestselling memoirs. Frank McCourt, Pete Hamill, Mary Karr,
TobiasWolff. Hisbook Inventing the Truth: The Art and Craft of Memoir (1998) isaseries of tran-
scriptionsof writerstalking about their memoirsor fiction-bordering-on-memoirsin aseriesof talksat the
New York Public Library beginningin 1986. The publication reflectsthe growing fascination of both
readersand writerswith thememoir aswell asthe confusion surrounding what amemoir is. “A good
memoir requirestwo elements— oneof art, theother of craft. Thefirst ementisintegrity of intention.
Memoir isthe best search mechanism that writersaregiven” (6). Of theart, Zinsser writesthat “Memoir is
how wetry to make sense of who we are, who we once were, and what values and heritage once shaped
us’ (6). Of thecraft, itislikeal eseinwriting: “acareful act of construction” (6). Writing ascareful act
takes on new meaning when Zinsser saysthat the house hegrew up in“survived only asan act of writing”
(14). Thehousesurvived only asacareful act, inother words. Asitiswritten, webegintofocusonthe
word careful and what exactly ismeant by it when reunited with thefirst element, intention. Doesintention
deiberately assume adegree of careful consideration, seriousness, fineevaluation astowhat exactly inthe
memory isthe salient point, the essence of self? Canwe— asZinsser does— truly separatethe art and
the craft or can both of these be boiled down to one overarching ideawhen it comesto memoir: thetruth?

Toni Morrison’stwist on“thetruth” concludesthe discussion Zinsser hosts on the same concept
withwhich eighteen yearsago, James Olney’ s collection of essayson autobiography ended: autobiography
andfiction areinseparableand self-truthisimpossible. Morrison’sinclusionin aseriesof essayson autobi-
ography doesraise questionsabout Zinsser’sorigina point that intentionisat the heart of theart of memair.
Canthat which Morrison describesas “historical” and* persuasive’ (186), forging a“ routeto areconstruc-
tion of aworld, to an exploration of aninterior lifethat wasnot written and to the revel ation of akind of
truth” (195), be enough to meet the expectations of Zinsser’ sautobiographical intention? Can expectations
about intentionsin theact of writingamemoir be defined moreclearly?

Most of thememoirsfeatured in Inventing the Truth arewhat iscalled “ family memoirs’
(Eakin,1999: 85). Family members can be asimportant as the self, in which case memoirs often

include a* proximate other” (86) and will seek to investigate the relationship between the self and the
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“proximateother”. Thisiscertainly true of Russell Baker’ srelationship with hismother depictedin Grow-
ing Up, hissecond memoir, Jill Ker Conway and her relationship with her brother in The Road from
Coorain, and Frank McCourt and histiesto hismother in Angela’sAshes. Some memoirsdo not at all fit
into thefamily memoir category asin the case of Eileen Simpson whose orphaned childhood a ong with her
dydexiastand at the center of Poetsin Their Youth, but for Athol Fugard, J. M. Coetzee, and Breyten
Breytenbach, it would be easy to definethe memoirsthey wrote as® family memoirs’. Fugard'sattachments
to hismother and father and two cousinsfuel the memoir; Coetzee' stense and painful relationshipto his
mother isthewedge driven between him and hisfather; Breytenbach’smemoir reconstructs hisgreat
grandmother’slife. The" proximateother” isperhapsmuch of what Zinsser’s* careful construction” relies
on. A relationship to another callsout theinner characteristics of aperson, forcesthese characteristicsto
act, and hel psto set boundariesaround points of referencesrepresenting original emotion and desire.
Morad, ethical, and socia responsesarefirst formulated in the highly emotiona and needs-driven environ-
ment of childhood and youth (Nussbaum, 2001). The* proximate other” marksan outside reference point
for theindividual and allowsfor thefirst experiencesof self. Family memoir and itsreliance onthe*® proxi-
mate other” providesastructurewhich can be copied, substituted, altered, or completely abandoned.

In contrast, memoirsthat recall memory withinacultural environment reflect thetendenciesof Henry
LouisGates, Jr. and AnnieDillard, for instance. Surrounded by acertain type of peoplethat reflect a
certaintypeof culture, thememoirist recreates an ethnocentric world inwhich gheislocated. Instead of the
relationship of manto man asinthe*family memoir”, theindividua experiencesare ationship between man
and culture. Thereisthen alwaysthefurther relationship between cultureand the greater society where, say,
Gatesfindshimsdlf to beinaminority, and Dillard findshersdlf to beinthemajority. Thesereditiescharac-
terizetheindividua and complicate hisquest for saf truth. Thiskind of auto/ethnography isexplored by
Deborah Reed in Auto/Ethnography: Rewriting the Self and the Social (1997) where, likein Marcus
and so many others, memoir has ashadowy presence next to autobiography. She doesmentiontheterm
“Frenchrura memoir” (125) to definethe provincia memoir. Extending her termto other countriesisnot
far fetched, and with referenceto Fugard, Coetzee, and Breytenbach very appropriate. Montagu and
Worcester intheKlein Karoo certainly classify asrural townsnestled in remotefarming communities.

Fugard'sPort Elizabeth might haveaharder timewith theterm* rura” but one certainly would not jumpto
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“urban” indescribing the setting of Cousins. * South African rura memoir” matchesup with Coetzee's
origina subtitle” ScenesfromaProvincid Life’, andlusontofirst Englishthen Frenchrurd life (Attwell:
1997). Theidea, originating in Reed’sstudy of memoirsbeing classified by culture, offersanother resource
for structure and could be useful to copy, substitute, alter or abandon.

European structuralist theorists of the mid-20th century postul ated that language was a self-
contained system of signs and that cultures, like language, could be analyzed in terms of structural
relations among their elements. Literary structuralism in particular sought to recognize a system of
interlocking signs that governs the form and content of all literature. Answering the movement,
postmodernism emerged with values deeply rooted in deconstruction and poststructuralism. Focusing
on reader-response and the multiplicity of interpretation, theorists began to see language, text, and
author asunreliable sourcesof meaning. Meaning could only be networked through athoroughly
intertextual relationship, not from asingleinterpretation of atext or texts. Literary analysisof fiction flexed
favorably toward the postmodern movement because here, nothing outside thetext could interfere. Indeed,
inmany circles, theauthor once having completed hiswork wastextually “ dead”, no longer necessary or
desirableasaparticipant in the discussion of thetext. Autobiography posed many more problemswhich
challenged postmoderninterpretation of text astext. According to the author, therewasacorrect interpre-
tation, an essentia “1” of thetext, and an authority that healonewielded. Thesevery sameattributesthat
empowered autobiographical writing, however, were used cleverly againgt it to discredit itsaccessto truth
and experience. Postmodernistsdismantled theauthority of the®1”, claiming that theauthor had asmuch
control over hisautobiography ashedoesover hisdreams (Sprinker: 342). Suddenly, autobiography was
dead, beheaded by the postmodern guillotinethat argued that eventhe*1” cannot know itslife objectively;
and sinceit cannot know itslifeobjectively, it hasno accessto truth. Postmodernism seemingly had won
against thosewho still scratched their heads (James Olney among them) and knew in their heartsthat
autobiography wasnot only possible (asthereisabundant evidence), but also uniquely tied to truth, identity,
and self-discovery.

Was postmodernism’soriginal intent to discredit any proposition of truth? Conceived inthe 1960s,
the movement sought to challenge the accepted norm and status quo of philosophical thinking that had

wound itself sotightly around unquestionabl etruths, that anyonewho did not hold these truths as self-
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evident could break into the conversation. Discussion, discourse, dialoguefaltered. But twenty yearslater,
aspostmodernism was savagely becoming the modern ideol ogy, the samething washappening. Thereare
no truths, so don’t even bother trying to get to one, wasthe new thinking. Ascommunism had takenthe
wind out of the sailsof competition and social mobility, sotoo did postmodernism run acourseinto the
doldrumsof philosophical, political, and ethical thought. Whether or not thiswastheintention of Michel
Foucault, Jacques Derrida, and others, theresultswereclear. Asnew technologiesand globalismwere
progressing unregul ated and at lightning speed, many ethicists, politicians, and academicsdid not risk
framing progressanew lest thetruth they proffered crumble under the pressuresof political correctness,
cultura tolerance, national autonomy. In such an unhampered environment, multiculturalism prospered,
destabilizing thought processes, eroding belief systems, and retarding the growth of new moral paradigms.

What thismeant for memoir isthat it nestled more and moreinto the safedomain of literatureand
fiction, effacing itself oncemoreasagenreinitsownright. Whilefiction continuesto protect the memoir
from the postmoderninquisition, it failsmiserably in hel ping readerscometo termswith the nature of the
memoir: why it isso potent, why so many read and writein the genre, why when public figureslike Presi-
dent Clinton or Timothy McVeighwritememoirs, the earth nearly seemsto shake, and why when prolific
fictionwriterslikeJ. M. Coetzee turnto the memoir, readersfed there hasbeen something uniquely said.
Andwhy isit that no piece of writing can be quite asdisappointing asapoorly written memoir by apublic
figure? How are our expectationsof amemoir different, and when— if ever — do weknow that they have
been met? If memoirsremain constructs of fiction, these questions cannot be answered.

Twenty yearsago, criticsstill spoke about the difference between autobiography proper and
memoir intermsof politicsand publiclife.? Memoirswere regarded asinvaluable yet “thin and
unconvincing” (Pascal, 1960: 6) compared to “autobiography proper”, whose contents are a confron-
tation with what is publicly known. “Proper autobiography” was and still is reserved for those whose
lives have unfolded in apublic arena, which is not the case with Coetzee, Fugard, and Breytenbach
even though the atmospherein South Africathroughthe* 80spoliticized amost al authors. Thedistinctions
between public and privatelives, public and privatefigures, and the configuration of theinternal world asit
relatesto the outer world of aperson led criticslike Janet Varner Gunnto provethat autobiographical

boundaries marked the obvioudy finite nature of externa and internal worlds. LouisRenzaalso describes
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memoirsand autobiographiesintermsof restrictionsand regulations, calling upon* margins’ todistinguish
tempordity: “ Themarginsof pasthessthat hisautobiographical act intentionally setsinmotion”, according to
Renza, can be better navigated by memoirs, whose marginsarelesslinear (280). Thesedefinitionshavein
no way been shed; but asalwaysthey aretested by writerslike J.M. Coetzee who retreats completely
inwardin hisautobiography; or by Breyten Breytenbach whose memoir becomesaninner sanctuary, avisit
insideatomb; or by Athol Fugard who givesatour of Port Elizabeth and seemsnever to retreat fromthe
physical world on whaose buildingshefindshismemory and imagination posted like an event’ sannounce-
ment.

Answering many of the above critics, in the early 1980s, Janet Varner Gunn beginsto move
outside the text to argue that autobiography is more an experience involving author and reader (an
uncertain, wary individual, plagued by his own struggle with identity), and movement toward and
away from the text, instead of a complete outline of space/time. In her opinion, autobiography is not
adtatic text, like a statue being viewed,; it is apoetics, a dance, an exchange which Gunn callsa
“sense-making activity” which isin keeping with the Bakhtinian paradigm. In the words of
Voloshinov, “A word is a bridge thrown between myself and another. If one end depends on me, then
the other dependson my addressee” (quoted in Shotter and Billig: 15). But despite Gunn’sremarkable
convictionin describing the power of autobiography as* survival literature’, her argument lacksaclear
rebuttal of postmodernist beliefsthat theauthor’ sinextricable enmeshment in autobiography fundamental ly
beliesany textua authority. Autobiography isincurably subjectiveand thereforefase. Interpreting Bakhtin,
Burkitt addressesthisshortcoming by claiming, “Languageisnot about individual expression but about
communication” (166). Dialogueinasociety isawaysin processand may at timeslikein theexampleof
South Africabe particularly politicaly and historicaly acute. Accordingto Burkitt, “[t]heauthor belongsto
[the] dialogue and to various speech genres, but hisor her ownindividuality marksthe utterance. By
individuality, Bakhtinisnot referring to something internal and giventothesdlf, but to thebiography of an
individual who hasasocial and historical location” (167). So by writing, the author takes on the responsibil-
ity for hisown biography within aspecific social and historical |ocation with the purpose of assuming re-
sponsibility. Writingthememoir ishisher act of individudity. Thisiswhat ismissinginGunn: thissenseof

taking responsibility, which requiresaphil osophical underpinning because ultimately asense of responsbility
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leadsto asenseof mordity. Thenatureof theresponsibility isdetermined by eachindividua author, and his
successisdetermined by the extent of hisability to build an adequate and coherent framework (Taylor). In
particular, successisdetermined by answering the questions consciousness poses, which are, according to
Bakhtin, “What for?’, “Towhatend?’, “Isthisright?’, and not “Whoam 17’ or “Whatam|?’ (quotedin
Morson, 1990: 216).

1.3
Autobiography in South Africa

Autobiographical journals, letters, novels, and accounts are a South African tradition, yet despite this
toiling at identity throughout its 300-year history, J.U. Jacobs attributes the proliferation in the 1980s
of autobiographical worksto “the autobiographical impulse of an entire nation finally bringing its
past into proper perspective’ (878, my emphasis). Asthe demise of apartheid wasin the offing along
with its backward looking autobiographical literature — limited after 1950 to the Great Trek and the
rise of Afrikanerdom — writers began to catch up to the West, where autobiography challenged
mainstream thought with such works as The Autobiography of Malcolm X (1965) in the words of
Alex Haley and | Know Why the Caged Bird Sings (1969) by MayaAngelou, and to thelessopen
societieswhence highly personalized fictional accounts such asAleksandr Sol zhenitsyn’sOneDay inthe
Lifeof Ivan Denisovich (1963) were being smuggled into Western Europe. Opportunity to join Western
and Northern subversives|ured South African writerswhose own off-best literary potential had pokedits
head out in such worksasHerman Bosman's Cold Sone Jug (1949), an early depiction of prison lifethat
broketheicein modern South African autobiography. Bloke Modisane'sBlame Meon History (1963)
and ES kiaM phal ele sDown Second Avenue (1959) followed as exampl es of townshi p testimonia swhose
autobi ographical perspective awoketheworld to theinjustices of apartheid. By themid 1960s, dueto and
inspiteof theintensifying race problemsin South Africa, anew generation of South Africanwriters, willing
to usetheir livesasproof of racia injustice, stepped up to theplate. Subsequently, in the 1980s, autobiog-
raphy transformed into aliterary venuefor the political struggleof socid activists, not just for descriptive
realism. When Nelson Mandela, Frank Chikane, Ellen Kuzwayo, Oliver Tambo, EmmaMashinini, and
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Helen Joseph combined activism and imprisonment in publications often edited and published abroad,* the
extreme politicization of the craft had comefull circleto what Pascal termsas* autobiography proper”. In
contrast, in thissame decade, Athol Fugard published his Notebooks 1960-77 (1983) and also wrote his
famousaward winning play “ Master Harold” ... and the boys (1983), adepiction of himself at seventeenin
Port Elizabeth ashe struggled with the generationa and psychological consequencesof racism. Breyten
Breytenbach published Judas Eye (1988), which included hisessay “ Self-Portrait/Deathwatch A Noteon
Autobiography” ; he also wrote and sent to press the now famous prison account The True Confessions
of an Albino Terrorist (1983), which represented afinal disintegration of the Afrikaner psyche, and which
ushered inthefinal decade of apartheid. In 1985, J.M. Coetzeewrotewhat he himself callsapivotal essay
entitled “ Confessionsand Double Thoughts: Tolstoy, Rousseau, Dostoevsky”, and in separate essay's
critiqued both Fugard’ s Notebooksand Breytenbach’s Confessions. All three essaysare now collectedin
Doubling the Point (1992), awork considered by J. U. Jacobsan “intellectual autobiography” (880). The
1980swas atimeof feverish catch up, leadingto acrescendointheearly ‘ 90s. Ever more personal
accountsranged from historical documentation, asin Dr. Y suf Mahomed Dadoo’sHis Speeches, Articles
and Correspondence with Mahatma Gandhi (1939-83) (1991) to “ so-called, non-standard, mediated,
quasi-, or even hybrid autobiographies’ (Jacobs: 881) like The Calling of Katie Makanya: A Memoir of
South Africa (1995) by Margaret McCord. With thisrange of material, South Africahad expanded at
breakneck paceitsliterary scopein theautobiographical genre. Inorder to manageitsproliferation, critics
such as SheillaRoberts, M. J. Daymond, and Susanna Egan divided the genreinto subcategories:. prison
writing, confession, testimonials, protest poetry, and autobiographical novels. Reflected inthegreater trend
inthe study of autobiography to classify and define, South African autobiographiesfit into and became prime
examples of the categoriesof autobiography popularized intheWest. Prison accountsand writersinexile
resonated particularly strongly in postmodern times because they exposed apolitical struggle and became
quintessentia examplesof theindividual against thestate. Thestoriesof Steve Biko, Sdlman Rushdie,
ChinuaA chebe, Aleksandr Solzhenitsyn gave meaning to Western cultureto hel p in establishing other free
and open soci eties; the seat of postmodern thought wasenlisted intheattack oninjustice. In SouthAfrica,
with few exceptions, the subcategories shared onedistinct intent: to subvert Afrikaner thinking, values,

power, and ultimately to provideleadership toward ademocratic free society. Coming out of the‘80sinto
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the* 90s, the politicization of autobiographical literature seemed compl ete, even dangeroudy narrow, asin
My Traitor’'sHeart (1990) by Rian Malan.

Freeéeectionsin 1994 and the subsequent establishment of the Truth and Reconciliation Commis-
sion created adistinctly fertile environment for the subdivided South African autobiography to condenseinto
apowerful new mode of expression that combined confession, testimony, and memory. AntjieKrog's
Country of My Skull (1998) isjust one account that combined theforces of guilt, anguish, empathy, and
dramainto ahighly charged report of the Truth and Reconciliation Commission’sproceedings. Country of
My Skull issmultaneously amemoir of the privileged white Afrikaner, aconfession of guilt, atestimony to
the event of the Commission, and ajournalistic account (Krog reported daily for the SABC onthe TRC
proceedings). Added to itsautobiographica complexity isthebook’sinclusion of fictional interpretation,
which accentuatesthe blurring of generic boundaries. Therewereothers: Allister Sparksremembered
transition in Tomorrow isAnother Country (1995); André Brink wrote Reinventing a Continent:
Writing and Paliticsin South Africa (1996); Rusty Bernstein contemplated hisreleasein 1963 in Memory
Against Forgetting (1999). In South Africatheforce of social change washeaded by Bishop Desmond
Tutu and President Nel son Mandel aboth of whom often wroteintroducti onsto autobiographi cal statements
that participated inthe political restructuring. InPiet Meiring’s Chronicle of the Truth Commission
(1999), Tutuwrote, “1 hope, sofervently, that my Afrikaner fellow-South Africanswill be moved by Piet
Meiringto seethe TRC asaremarkabletool to enable us South Africansto cometo termswith our horren-
dous past as efficacioudy as possible— that we will be moved to confess, to forgive and to beforgiven,
responding to the extraordinary magnanimity of victims— black and white— and be reconciled so that we
canbehealed” (8, my itdics). Thestatement revealed how politically urgent empirical valueswereand
how urgency created an environment of intense pressureto concedeto the social good.

Themode of confession was especially revered by those who saw the processof the Truth and
Reconciliation Commission asbeing oneof apurging, asort of secular public confession. Inher 1995
essay, “’ Through Other Peopl e : Confession in South African Literature”, Susan Gallagher pointed out how
amilar “religiousstrategiesof confesson” and*judicial manipulation of confession” (99) were. Gallagher
waswell aware of theargumentsin Olney’ s collection of essaysand pointed toward thefinal essay by
Sprinker that alleged theimpossibility of autobiography. Shewrote, “ Theimpasse created by the possibility
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of deception may betrueto the salf inisolation, but in community, which religiousconfessioninsistson,
confession providesaval uable opportunity to speak atruth, if not thetruth” (106). What was about to be
discarded asillegitimate or defective wasretrieved by an argument that objectified theindividua with
accusationsof guilt, inferiority visavisthe community, and fedlingsof shame. From areligiouspoint of view
— which Gallagher represents— reentering acommunity isahigh priority and if autobiographica writing
canassistintheeffort, letit. Fromasecular perspective, however, autobiography was being usurped by
ulterior motives, dbeit spiritua ones. Despite Gallagher’simplied recognition of theplurdity of truth, the
emphasison truth finding seemed to beyet another mani pulative gimmick toinfact establish ultimately a
singletruth toward anideological monopoly. Dangeroudy, autobiography was seen to bedeterioratinginto
modesof confession because of afailureof literary anaysisto understand itsuniquedistinctionsfromfiction.

Such astrong pressurefor group participation might alienate many who do not definethemselves
withinapolitical context or who refuseto submit to the power of forgivenesswhich, Gallagher suggests, has
moved into a“ spiritua secularism” asinthe exampleof the Truth and Reconciliation Commissionin South
Africa. John Shotter and Michadl Billig'sanalysisof Bakhtin’swork helpsto contextuaize how other
writers, lessovertly political but finding themselvesin anintense politica environment, respondtothe
pressureto confess. Writing— a* once-occurrent event of Being” — isnot only away, in Bakhtin’swords,
to“ express oursel ves and show each other the nature of our own unique‘inner’ lives, but also [to] shape
our living relationsboth to each other and to our surroundings’ (quoted in Shotter/Billig:14). Because
virtualy al writingin South Africainthe 1990swas being viewed through apolitical lens, what onewrote
molded or remolded “the already existing historical and ideological influencesat work in spontaneoudy and
routinely shaping our waysof relating to each other and our surroundings’ (14). Eventhoseworksthat were
not political weredeliberately answering the politica demandsby changing the subject, ignoring transition, or
refusing to talk about race. While Breytenbach, Coetzee, and Fugard do not meet the challenge Bishop
Tutu sets—to confess, forgive, and beforgiven— they, neverthel ess, engagein thedialogue, and contrib-
uteto the shaping of their surroundings. “’ Each word tastes of the context and contextsinwhichit haslived
itssocidly chargedlife’ (Bakhtin, 1981: 293).

Bakhtin'sdia ogicspresent an dternativeto theincreasingly narrowing andrigid political path, and

includesrecognizing multi-culturalism -- asocid outcomeof postmodernthinking -- and living withits

22



hegemonic context. Racid labels, cultural and gender boundaries, sexua orientations, al theseand more
are compounded withwallsthrown up by categoriesin autobiography. Understanding therelationship
between these groupsisimperativeif postmodernideal s (not ideol ogies) of toleranceand equality areto
prevail over thefundamentdist hegemony ontherdigiousright. Secular fundamentalism around theissue of
racecould beequally destabilizing, andin South Africa, thefight against racial label sin the autobiographical
genredatesback totheearly nineties. Writersrecognized “adanger in dissolving everythingintothesingle
essential issueof ‘race’ becausethat isthe prevailing paradigm at the moment” (F. Nussbaum: 29). Inorder
to reestablish arelational and unique position of “self” and theother which isinherent in autobiography,
writershad to eventually reject race as* the primary point of reference’ in South African autobiography and
findaway for “individual sto definethemsel ves otherwise” (29). Thecry againgt race classification had
different effectsin the South African literary community. Becauseinevitably someautobiographieswere
distinctly racially motivated, these needed to be separated from autobi ographi esthat attempted to repeal
race orientation. Ontheone hand, therewasaoutcry fromwriterssuch asM. J. Daymond who argued
that thereisademand for “an even more precise making of distinctionswithinthekindsof writing and
reading which aregrouped under ‘ autobiography’” (32) and that these distinctions could reflect themuilti-
farioussubjectivity present in speech.and missingin print. Daymond believed that by grouping typesof
autobiography at least intermsof South African autobiographiesor black women’sautobiographies, the
“ontological impossibility of unified, autonomous subjectivity in autobiography” (38) of arecent study by
Judith Lutge Coulliewould be overcome. Thedanger -- which, aas, thisthesisexemplifies-- eventualy
would betofurther classify autobiographiesintermsof raceor nationality on top of thetype categoriessuch
asconfession, testimonias, prisonwriting, etc. Theorigin of classification springsfromtheoverall discusson
about autobiography asit distinguishes (or failsto distinguish) itsalf from fiction, aswell asfroman ongoing
attempt to definethegenre.

Judith Lutge Coulliein *Not Quite Fiction’: The challenges of Poststructuralismto the Reading
of Contemporary South African Autobiography arguesfor theimpossibility of auniversal definition. She
believes, “ Rather than read autobiographies so that wemay classify them ... wemight morefruitfully
examinethe political implications of autobiographiesasparticular kindsof knowledge-making” (19). Class-

ficationsmight more easily dismissautobiography into certain modesof expression of anger, guilt, fear,
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sadnessrather than allow it to be part of adialogue, anecessary effect on South African society in order to
continueto oppose asystem that thrived on stereotype, groupings, censusreadings, and other methods of
classfication and organization. 1n 1991, asthe apartheid state was entering itstwilight, Coulliewrote, “[An]
imperativetowriteone' slifein formsthat aretaken to be quite distinct fromfictional formsisaccompanied
by the broader imperativeto read others' lives, to understand what apartheid’s obsession with the group has
meanttoindividuas’ (20). Theimplicationwasthat by officiating over autobiography through definitions
and categories, onewastaking away autobiography’spower asthevoiceof theindividual and statement of
theminority.

14
Autobiography as Fiction: A Postmodern Interpretation

“How the act of autobiography is at once a discovery, acreation, and an imitation of the self... [ig]
one of the most important explanations for the critical turn toward autobiography as literature” (19),
wrote James Olney in 1980, pinpointing autobiography’s main purpose. The problems autobiography
faced asitsautoswas prioritized over its bios constituted the bulk of the essaysin Olney’s publication
Autobiography: Essays Theoretical and Critical. These essays have consequently helped to trans-
form autobiographical discourseinto aphilosophical, psychological, and literary example of
postmodernism, a movement based partly on the deconstruction of authority. Postmodernism amsto
eliminate the participation of the author and treats text as distinct and separate from the author.
Because in autobiography author and text are inseparable, postmodernism does not recognize autobi-
ography, a point made quite clearly in Michael Sprinker’s essay “Fictions of the Self: The end of
Autobiography”.

A problem with a postmodernist approach to autobiography isitstendency to limit itself to the
text. The author’s absence in relationship to hiswork raises questions as to whether such a discon-
nection (no different from fiction) between text and author could possibly sustain an audience that has
turned increasingly toward autobiography and particularly memoirs. Some other force must be at

work. JamesOlney became aware of the symbiotic rel ationship between autobiography andfiction, andin
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hisessay, “ The Ontology of Autobiography”, studied Richard Wright's Black Boy (autobiography) and
Native Son sideby side. Severa of the essays collected by Olney also examine autobiography and fiction
by the same author sideby side. Roger Rosenblatt likensimagery in Go Tell it on the Mountain by James
Baldwintothat initssource, the author’s autobiography Notes of a Native Son. James Cox considers The
Autobiography of Thomas Jeffer son alongside other collected worksin Inventing America, demonstrat-
ing that Jefferson’spolitical writings have adiscerniblefoundational relationship to hisautobiography. The
same pattern appliesto Ben Franklin. Inanother essay, William Howarth compares Benvenuto Cellini’s
autobiography to the Florentine sbiography, a so suggesting arel ationship between thetwo worksthat
elucidatesmeaning in the process of correcting or adjusting autobiography’ssubjectivity. Finaly, Germaine
Breeincludesfiction and autobiography (and indeed anything an author haswritten) inasinglediscourse,
hypothesizing that all writing isautobiographical. Whilenoneof the above studies setsout to study the
relationship between fiction (or other writing) and autobiography, each usestherdationshipinitsstruggleto
understand more about autobiography. Olney’scollection hintsat anew way of engaging in discourseon
autobiography: to bring it out of itsisolation and allow thetext (or texts) to interact morefreely with other
work by the same author.

Janet Varner Gunn has defined atheory of autobiography that situatesthe genrewithinthelived
experienceof historicity and temporality where* selving” ismade possible by thelimitsof finitudeand the
other. “Toexceedthoselimits,” sherepeatsin her prologueto her own memoir, “wasto drown in depth,
thefate of Narcissus’ (1995: xxiv). In Second Life: AWest Bank Memoir she challenges standard
thinking on anumber of worksin the autobiographical canon, achallengethat shefirst takesonin her
theoretical study of autobiography Autobiography: Toward a Poetics of Experience (1982), inwhich her
sel ection of worksrangesacrossthenove, spiritua writing (Augustine' s Confessions), confessions, mem-
oir, and even poetry. Gunnknows her choice of poetry “might seem anomalous’, but wantsto examine
Wordsworth’'s" Tintern Abbey” for its” sense of thereness’ (1982, 62). She makesanother unusual deci-
sionin her study: the use of Wordsworth’s* Resol ution and Independence’ to “[set] thestage... for afuller
understanding of [* Tintern Abbey’]” (63). Unlike SusannaEgan, who, in* Breytenbach’sMouroir: The
Novel asAutobiography”, uses autobiography toinform an understanding of fiction, Gunn usesthemore

metaphorical/allegorica “ Resolution and Independence’ to develop fully the autobiographica perspectivein
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“TinternAbbey”. A heightened understanding thusflowsboth ways, to and from autobiographical work, a
signthat fiction and non-fictionin part can be exchanged but al so asign that heightened understanding can
be achieved through the dia ogue between autobiography andfiction. Distinct yet mutually supportive, the
relationship between fiction and autobi ography beginsto smulate adiaogic balance.

Thelively discussion that primarily searched for definitionsand patternsfailed to consider that a
“detailed analyses of modern autobiographical writingsmay cumulatively shed light onthegenerd cultura
conditionsresponsblefor theemergence of individuality and self-consciousconcern” (Weintraub, 1978:
xv). Consequently, studies have been pursued by criticslike Judith Lutge Coullie asfurther proof that
modern autobiography was asinscrutabl e as past exampleseven if narrowed to aspecific country or
culture. Weintraub was moreinterested in the phenomenon of individualismin modern cultureand the need
to expressthe”|” than whether such expressionistrue or accurate, afocusthat isrooted morein philo-
sophical studiesrather than literary analysis. Gunn supports\Weintraub and daresto challengetraditional
theoriesabout Augustine’ s Confessions. Shewrites, “ It isthe success of autobiography, not itsfailure, that
becomesthe problem — one of over-orientation rather than alienation, of completing not losing the self, of
regressing towhat Frank Kermode hascalled ‘ paradigmaticrigidity’” (119). Augustine'sConfessionsisfor
her an exampl e of successful autobiography, and Gunn strugglesto find away to* defamiliarizethetext” and
to“[look] at the questions of thetext asif they wereyet unsolved” (121). To do so, shelooksto
Augustine’scredo ut intelligamto frame his autobiographical statement and to “[ground)] its perspective
and [secure] itsstandpoint intheredlity of Augusting slifeaslived” (125). Inthisexample, itistherelation-
ship between textsthat Gunnidentifiesthat can model paratextua stability. Together, texts can stabilize
meaning, and together with autobiography, texts can outlineidentity. Groundednessisdefined asanidentifi-
cation of finite boundaries of time and place represented and marked out by text(s).

Gunn attempts to balance public truth with private truth: “[ Autobiography] represents an act
both of discovery and creation that involves, at the same time, the movement of the self in the world,
recognizing that ‘the land makes the man,” and the movement of the self into the world, recognizing
aswell that ‘man electshisland’” (59). Her thesisissuccessful in sofar asit creates an alternative to
the autobiographical expectation of truth and self-discovery, but failsto define the aternativein

philosophical terms. Therisk factor of autobiographica writing requiresthat the alternativeto the
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postmodern paradigm be defined so that even when, as Gunn explains, “ Thedial ectic between participation
and distantiation, or discovery and creation, [facesthe] danger of being collapsed toward oneside or
another” (59), thefailure of autobiography hasnot beeninvain. “Totheextent that one seesthefinding of a
believableframework asthe object of aquest, tothat extent it becomesintel ligiblethat the search might fail”
(17), writes Taylor in order to encourage aconsciousness of the purpose of the quest of “ selving”. Without
such aconsciousness, success and failure are meaningless. With such aconsciousness, successandfailure

both represent action and progress.

15

Memoir as Dialogic Exchange: an Alternative Interpretation

The postmodern proclamation that an objective assessment of self isimpossible — that all autobiog-
raphies are inventions of the self — has up till now not been refuted or challenged. In fact, scholars
like Paul Eakin and William Zinsser have not disagreed with postmodernism’sevaluation. Inventing a
truth or writing the self’sfiction isjust asinteresting a phenomenon as amore empirical presentation
of truth and identity. While Zinsser and Eakin allow usto continue to be fascinated with life-writing,
they do not set us at ease as to why autobiography is so affective in engaging the reader, maintaining
hisinterest and ultimately telling him something about himself. The modern reader’sinterestinthis
type of writing isthe mystery that awaits resolution. One answer isthat autobiography isalso a
sociopolitical perspective that magnifiestheindividual’srelationship to society. Inacountry like
South Africain the latter part the 20th century, the relationship has particular resonance for the
struggle against injustice. Justice having been served by the abolition of apartheid, however, some
ethical questions remain about whether the residual power of the moral authority (embodied in
Bishop Tutu) has aright to continue making demands onindividuals. David Lurie' srefusal to confess
and his subsequent dismissal from hispost in J.M. Coetzee's novel Disgrace exemplify what happens
to awayward self in modern times. The problemsfor the self and its independence comeinto ques-
tion: how doestheindividual overcome his disassociation from society and its demands? Both points

of view — the postmodern literary perspective and the sociopolitical/historical approach—fail to answer
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that question and are both likely to accept L urie' salienation asodd, self-imposed, and sadly undignified.

Asandternative, Bakhtin'sdiaogical approach positionsthe author inrelativereationship to the
other. Thenon-identity of theisolated self and of theisolated world “isthe conceptua rock onwhich
dialogismisfounded”, writesMichael Holquist in Dialogism (1990: 17). Added to thisassumption of non-
identity without the other, two Bakhtinian apriorisareasfollows: “ Nothingisanythinginitself” (38), and
“Thereisnoword directed at noone” (27). The postmodernist concernto dismissthe author, hispower,
and hisauthority, vanishesin the Bakhtinian approach, wherethefocusismostly on therelationship be-
tween theself andthe other, arelationshipthat in principleisdiaogic. For autobiography what istremen-
doudly liberatingisidentity’ sreach outsidethe confines of atext (which can beviewed asaprison) toward
an other — thereader — whose answering act identity seekseven asit expressesitself. Poststructuralism,
whichfocusesontheideathat languageisinherently unreliable, promoted analysisbased onintertextuality, a
form of dialogue betweentexts. It did notinand of itself suggest that adial oguetook place between author
and reader — self and other — so only oncethe practitioners of reader-response criticism embraced
poststructuralism asacredo alowing for multiplevalid interpretations of the sametext, did thethe author-
reader dialogue moveto theforefront of discussion. In autobiography, as Gunn pointsout, reader-response
isthe necessary step that answersthe act of setting down identity. Shecallsit apoetics; Bakhtin seesitasa
dialogue; somemay romantically interpret it asadance.

Important aspects govern the poetics/dial ogue/dance. First, assaid before, the concept of other-
nessmust be considered in the utterance of speech. Another person must receive, now, tomorrow, ina
hundred years, thewordsthat are put down to represent identity. The second aspect isthat thereisno
permanent center between self and the other: the center isalways shifting becausethe didogueisaways
shifting, likedancerson adancefloor. Third, smultaneity, multiplicity, and separatenessdominate the
dialogue: thereisnever one certain thing said which barsother thingsfrom consideration or power-sharing.
Thereare, for instance, other dancersawayson thefloor and at any onetime, partnersmay regroup, new
dialoguesmay emerge. Interactionismolten. Finally, every dialoguetakesplacein aspace/time specific-
ity;* therefore, every didogueisunique. Inthisway, “ Didogismisaverson of relaivity” (Holquist: 20).
Becausedl meaning isrelative, dia ogism satisfies postmodern sensibilities without denying some sort of

meaningful outcometo action. Permanent meaning isdenied adialogical relationship, but not temporary
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meaning. Whilemeaning that isfleeting might not have much of aroleto play infictionor evenin historical
writing, temporary meaning in autobiography might not only berelevant and vauable, fleetinginsight might
a so providediaogic momentum.

So what isthismomentum composed of ? The key, perhaps, isemotion. Weknow that acurrent
runsbetween “1” and the other, between here and there (space), between now and then (time), but all these
aresmply pointsof departureand arrival in different directionsmaking up the network Holquist calls
dialogism. Thecurrent, likeeectricity, light, laser, must be made up of certain particlesor el ementsthat
carry the knowledgefrom one point to another. Why elsewould onebeinterested in receiving theknowl -
edge? MarthaNussbaum believes, as she statesin her most recent book Upheaval s of Thought (2001),
that knowledge cannot be transmitted from one person to another without emotionsinforming thelogica and
ethical structure of knowledge: “ Emotionsarenot just thetoolsthat fuel the psychological mechanism of a
reasoning creature, they are parts, highly complex and messy parts, of thiscreature sreasoningitself” (3).
Emotions, therefore, are part of the autobiographical delivery and areavita e ement inthe current of
dialogic exchange. Theattempt to tamethecurrent, to subdueit, ismost visiblein thechoicesJ. M.
Coetzee makesintalking about himsalf asaboy. Accused of fictionalizing the self, Coetzee recogni zesthe
difference between authoring fiction and authoring the self in the chances of emotionsovertaking the other as
equally important elementsin thedia ogic relationship.

A second quality inthe current between “1” and other isinherent in the shifting nature of exchange
within space/time. Seenfrom the outside (the sameasour looking at asolar system in space) the exchange
existsonly aslong asit doesbecause as soon asit isobjectified, the exchange becomesthe“1”, and the
other ishewho interactswith the objectified relationship. Thisfor instance happened with J. M. Coetzee's
interviewswith David Attwell collected in Doubling the Point. Dialogic exchange occurs between the
reader and thetext evenif aninterview istext. Themolten, shifting, tectonic energy isinthe current between
reader and text which, seen from asociol ogical standpoint, createsineffable culture, for assoon asitis
spoken, another layer of listening reshapesthe architectonicwhole. Karl Mannheim believesthis perpetua
becoming of culturehas* conjunctivevalidity only, not objectivevalidity” (193). Assoonascultureis
objective, itisnolonger sociological but rather anthropological, i.e. afixed, unchanging culture. Among

people, current cultureistransformative:; “ 1t isadynamic nexusconnecting us’ (194). Living culturecan
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only belivedinthehereand now and createsan existentid relationship: “Weremainin continuity with
ourselves, with the Other, and with our mutud relationship” (194). A diaogicrelationship, seen asrepre-
senting aculture of exchange, isexistentia and can have no other ulterior motive but the motive of exchange.
Sharing the self asaprocessof communionismost clearly demonstrated in Athol Fugard’sCousinswhich
itsalf hasincorporated thememoir of hiscousin Garth. Thedialogicrelationshipfeedsonitself. Itisgov-
erned by hunger and greed: the more you speak, the more you hear and want to speak. Writing, exchange,
sharingisendlesdy building community and culture. Onaglobal scale, thisvery processcan beincredibly
frightening asmolten culturetendsto impose upon past cultures. Didogismisinherently libera and liberat-
ing; conservatism and statusquo will not endureadiaogic relationship.

Adding to the elements of emotion and existential exchange, athird quality inthediaogic
current is apparent. (Thisisnot to say that there are not many more elements that make up the ex-
change. For al | know there could be hundreds and certainly there are likely more elementsthan less
because thisisinherently dialogic, that more and more get put into the mix.) But in the memoir, the
truth or meaning of its utterances must liein the dialogue it engenders. Thereisfinaly amorality in
the act of articulation that must be considered in analyzing what drives the dial ogic momentum of
autobiography. First and foremost, Charles Taylor sees modern man as unable to find an equilibrium
for himself without establishing the perimeters of hislife. He must look out of himself and seea
horizon and it “must include strong qualitative discrimination” (32, Taylor’semphasis). In absolute
terms, the process of setting out to lay out the self’s horizon seems possible; after all, formal autobi-
ography attemptsto do just that. The dialogic relationship, however, demands that not only must the
“1” articulate, the articulation must be received by the other, and if truths do not exist beyond the
truth of dialogue, then the speaker and the spoken to risk acomplete disconnection. Recognizing therisk of
laying out the horizon toorigidly asinformal autobiography, Taylor presentsarticulationinand of itself asa
sort of horizon knowing that “Full articulationisanimpossibility... articulation can by itsvery nature never
becompleted” (34). So articulation needsto happen within acontext and thishe calls* alanguage commu-
nity” inwhich one’ spositionisdefined as*asdlf only among other selves’ (35). Thegtability of thehorizon
of articulation isthereforereferenced to the other whoisasointhe process of establishing ahorizon. The

shared activity of selving ispart of the current between “1” and theother.
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Breyten Breytenbach haswritten five blatant autobiographical pieces, but no doubt hispoetry as
well ashisnovelsare saturated in autobiographical detail. Breytenbachisanindividua engaged thoroughly
inthe processof articulating ahorizon. But likeall hispreviousautobiographica statements, Dog Heart
cannot andwill not be hisfina assessment of himself. Itsimportance, however, astemporary statement is
demonstrated in one of thevery few critical essaysof thememoir written by J. M. Coetzee, “ Against the
SouthAfrican Grain” (1999).2 Inthisanswering essay published first on theinternet and later in Sranger
Shores(2001), Coetzee actsout the dial ogic relationship. The discussion that takes place between the
work Dog Heart and Coetzee' sinterpretation and judgment issurely what Taylor had in mind when he
wrote, “ A self existsonly withinwhat | call ‘websof interlocution’” (36). Coetzee'slonginterestin
Breytenbach’swritingisparticularly intriguing now that Coetzeetoo haswritten amemoir set in\Worcester,
an hour’ sdrive southwest of Bonnievale, where Breytenbach’smemoir beginsand where hewasborn, a
year apart from Coetzee. Their memoirs Boyhood and Dog Heart have an uncanny relationship reflectedin
timeand place, yet they areasdifferent asnight and day. Breytenbach, who plungesforth emotionaly,
drawsintheregulated Coetzeein unmitigated response. The current between thesetwo writersof shared
time and space stimul ates enormous curiosity about what that current ismadeup of . 1f Breytenbach could
belikened to aHawaiian vol cano, whose words seep forth in continuous horizon making, then Coetzeeis
the Mount Vesuvius, aware of the cataclysmic effect of unbridled emotion. So different intemperament, the
authorstill find acommon ground of communication. Why? Theanswer might besmply becausethey
want to share of themselvesin thisonce-occurrent moment of South African trangition.

What has often been the fear in sitting down to write one’s memoir is the certainty that one
will not get it right. One will always have moreto say; onewill have to go back over the same
ground and say it better, more exactly. Certainly in Breytenbach’s case, there is evidence that the
process of defining the self isall consuming and almost addictive, and there is something pathetic
about aperson having to explain himself al thetime. But one must remember that modern manis
only at the beginning of hisrelationship with articul ating himself in the direct light of autobiographical
writing. Up until recently, he has always deferred to the metaphor, the allegory, the metonymy of
himsdlf inliterature, finearts, performance, music, etc. Theprocessof autobiographical writing can poten-

tialy providethesalf with new modesof self-redization aslong asthe genre can pull itself out of thefictiona
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construct. Focusing on the dia ogic relationship between autobiographer and reader providesan aternative

perspectivetofictionsand inventionsof seif.

1.6
The Memoirs of Athol Fugard, J.M. Coetzee, and Breyten Breytenbach

Olney concludes, “We have a sufficient demonstration of the rich variousness of autobiography and
clear evidence of the stubborn reluctance of autobiography to submit to prescriptive definitions or
restrictive generic bounds’ (1980: 267, my italics). Hisfrustration isthe result of years of struggleto
come to terms with a genre through a structural, essentialist approach. This study intendsto add to
hislistin“TheOntology of Autobiography” that suggests*theimpossibility of making any prescriptive
definition for autobiography or placing any genericlimitationsonitat dl” (237). | argue, however, that
patternsdo emerge, not so muchin the content of obvioudy similar authorsbut rather in thedialogic current
that runs between author and reader:

1. Firgt, the author begins with the knowledge of himself as“aunique

point of origin”.

2. From there, g/he looks out from himself asking the question what for, to

what end, and isthisright.

3. The questions induce a conception of a horizon or aframework.

4. Perceivingit, gheiscompelled to articulate the horizon — the

autobiographical imperative.

5. Thearticulation isacurrent driven by emotion, existential self-

actualization, and temporary exchange between self and other.

5. A senseof failure germinatesin the realization that articulation isan

infinite process because the author’s “1” is bound to the other.
According to Bakhtin, amutual process of communication is the atmosphere/energy/sustenance of

our “1”: “The highest architectonic principle of the actua world of the performed act or deed isthe concrete
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and architectonically vaid operative contraposition of | and the other” (1993:74). For thethreeauthors
presented bel ow, despitetheir undeniables milarity inthe moment of writingamemoir, inthememoirs
historical context, intheir shared race, age, gender, and profession, and despitetheir obvioussimilaritiesin
writingamemoir about their childhoods, which include memoriesof mother, father, hometown, school,
interests, and hidden lives, they cannot be categorized. The* once-occurrent event” of autobiography and
reader response sparksadial ogic exchange betweenthe®|” and the other that isboth exclusive and eternal .
Thisexchange, uniquein autobiography and accentuated in memoair, isitsdistinguishing enterprise.

Likewise, recognizing differencesinthememoirsof South Africa's Transition Period suggeststhat
autobiography can play arole of self-assertiveness, resistance, opposition, and differencewithin theexisten-
tial non-repeatability of livedtime. Internally, Cousins, Boyhood, and Dog Heart havewholly different
anatomies, but aseach memoir answersthe demands of the historical moment and drawson theauthors
accustomed literary expression asasource of stability, smilaritiesin theform of responsibilitiesasthe act of
remembering, imagining, emoting, and articulating inthe* once-occurrent moment” come, if only temporarily,
tothefore. That eachmemoirinitsownway claimsthe storiesprevioudy and subsequently written by the
author isonly an example of shared responsibility. Fugard doesso overtly in statementslike* 1 wasalso
living out the story of my relationshipto Samand Willie, which | tried totell infictiona termsin® Master
Harold” ... and theboys’ (3). Breytenbach condensesall the storiesof the past into “to makealong story
short” (1) and usesthe memoir asacondensation aswell asan extension of the*“long story”. Coetzee, who
writesinthethird person, says, “Healoneisleft to dothethinking” (166), identifying awellspring of his
drivetowritefiction. Not surprisingly but most importantly, thereare no disclaimersof what waswrittenin
the past or even what will bewritteninthefuture. For thewriter, identity istied to text and textsaretied to
oneanother. Therolememoir playsisonethat reconnectsan explicitly articulated notion of the author asan
individua, aunique” sdlf”, publicly to what he haswritten, making hisautobiography auniqueand distinct
work.

Thelinking mechanismisdifferent inall three memoirs. In Cousins, what becomes most
apparent is Fugard’s physical mapping of Port Elizabeth. Campaigning for his position asone, if not
the Eastern Capewriter, Fugard recreatesthe city ashetellsthe storiesthat definehimself inrelationship to

histwo cousins. Withtheuseof photographs and dial ogue, he punctuatesthe memoir with dramatic mo-
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mentsand constantly mixesthe storieshe haswritten with the storiesthat still need to bewritten.

In Boyhood, ablueprint of Coetzee's conceptual world becomes apparent in his choice of using the
third person, present tense narration. Even though Coetzee' sown criticism of literature and particularly
autobiography tendsto weld the authorsto their historical context (see Sranger Shores), Coetzee' scon-
ceptua blueprint in Boyhood clarifieshisfiction and transcendshistorica context through the use of third
person narrationinthe present tense. Boyhood reved sthe fundamental ly autobiographical ontology of
Coetzee swriting processasit worksto generateidentity in present time, amode of self-definition strongly
reminiscent of Bakhtin. Thismight account for Coetzee' stemporary dippageintothenotionthat dl his
writing isautobiographical, aprecept he challenges by the end of Doubling the Point.

Finaly, therepetition of autobiographica statementsin Breytenbach's case complicatesthe network
between autobiographical text and other writing, but contributesfurther to auniversal salving consciousness.
Dog Heart isabeacon, Breytenbach says, athough thereisevery indication that itisatomb, animage
inherited from the highly politicized The True Confessions of an Albino Terrorist (1983), whosetemporal
and ideol ogical aspectsrisk being superseded by progressin South Africa. Confessions preemptsthe
spiritua space-making in Dog Heart, which, instead of functioning asinformation about or toward hisother
writing, israther anew and improved version of his previousautobiographica writing. Thememoiris
grounded by previousworksand s multaneoudly takesresponshbility for al hiswork.

Theend result of these men asserting themsel ves autobiographically at thiscritical juncturein South
African history isinitsalf an acknowledgement of incompleteness. Gunn’spoint about thevery success of
autobiography being afailure, anditsvery failure being asuccess, together with Taylor’ semphasison the
never ending process of articulation of modern man as he strugglesto haveamoral senseindicatethat the
act of writing amemoir isthe author’smost dramatic and overt gesture of respect for thereader, of
acknowledgement of hisdependence on thereader, and of recognition of hisown mortality. The contribu-
tion that Fugard, Coetzee, and Breytenbach makein writing their memoirsisin the control they exert over
languagetoward thisend, control that for the reader becomesamodel of control, self-control, self-determi-

nation, and ultimately, seifhood.
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2. Athol Fugard,

Cousins: A Memoir

2.1
A Regional Writer

Athol Fugard haslong struggled with the label “political playwright”, which he describesin
Cousins: A Memoir (1994) asa* pigeonhole” label (81). Misunderstood internationally as a* South
African” writer and feeling now rejected for having “presumed to write and give voice to the black
reality” in that country (Swarns: B1), Fugard in his memoir presents the case that histalent asawriter
is his mastery of one place at onetimein history (82), namely Port Elizabeth and the Eastern Cape
region from 1932 to the present. The distinction permits him to retreat from the historical abyss of
the struggle against apartheid and to revisit all four addresses of his youth — the house on Clevedon
Road, the Jubilee Hotel, afarm north on the Old Cape Road, and Newton Park — that shape a
framework of the imagination through which he has understood his own emotions. The framework is
not new but up until now has been fragmented into separate plays. “ Master Harold” ...and the boys
is probably the best example of aplay closely based on the life of the young Fugard. Itisset inthe St.
Georges Park Tearoom which his mother ran for aquarter century. Its main character, Sam, is based
on someone Fugard came to know in the Jubilee Hotel, also part of the map of hisimagination. Even
before writing Cousins, Fugard highlighted his dedication to portraying the “ humble specifics of an
Eastern [Cape] Province world” (Vandenbrouke: 197). Yet, given the historical context of hiswork,
both in terms of when the storiestake place aswell as of when they are written, it seemed inevitable
that these humble specificswould be transformed into examples of “universal plight” (194). Asa
white playwright giving voice to the marginalized people of South Africa, Fugard got caught up in the
moral shaping of anew South Africa. Criticscalled hiswork existential, thinking that the desperate
characters such as Boesman in Boesman and Lena (1970) were quintessential examples of the
marginalized classes and races whose existence could be nothing other than amoment by moment

experience. Lenasfinal contentedness at the end of the play, that today someone has heard her story,

37



captures the smallest of happinessinjust being alive in South Africain the period of apartheid. These
poignant lives give way to larger ambition in works such as My Children! My Africa! (1990), that
tend to be didactic and only temporarily successful. Stories about remote characters remain today the
more memorable and enduring impressions. Because his plays depict the many facets of Port Eliza-
beth life, Fugard’s argument against a political label isin his strong attachment to placesthat he
knowsintimately through childhood experiences. That the plays produce a socio-political tableau is
beyond hiscontrol, heclaims.

In Cousins, he argues that he isfirst and foremost a*“regional writer” (81), choosing Port
Elizabeth as his private address. Using specific time and place references, photographs, snippets of
dialogue, and even alengthy text written by Garth Fugard, Fugard presents himself in the moment of
transition from old to new South Africaas a humble sagetelling a private story spanning the eraof his
and histwo cousins youth from 1932 to just after World War Two. “It istime now to share” (2) a
story from hisyouth, ayouth that coincided with the beginning of apartheid. The mental, emotional,
and physical homecoming that Cousins signifiesis such agrandiose mark of humility in thetime of
cataclysmic changethat | (and | suspect many readers) wonder at the contrast Fugard sets up be-
tween the political moment and his claim to be a humble Port Elizabethan. Hisavowed detachment
from politics coupled with a distinct exploitation of the moment in history, evident in thetimethe “1”
writes, 1994, rai ses questions about what doubl e-sided tableau Fugard meansto erect asthe backdrop for
the“multiplicity of stories’(3) hetellsushe hasaccessto. Having awaysused such detailed specifics —a
mudflat, thefront room of an apartment, theinterior of acafe— to penetratethe heart of political issues—
poverty, alienation, racism— onewondersif heisnot once again creating aduality whose subliminal theme
isaquestion of survival, namely, hisown. Autobiography asspaceinwhich emotionsare managed may
offer aparticularly charged venuefor Fugard’ sdevelopment. Putting hisintegrity ontriad — particularly his
tendency to exploit themoment aswell ashisinexorable devel opment toward confession— Cousinssets
the scenefor the playwright’ sown survival as South African spokesperson.

Fugard' sturning away from politicsisironicaly what makeshimapoalitical writer. Vandenbroucke's
emphasison Fugard suniversaity and politicsrooted in existentialism isseconded by DennisWalder's

interpretation of Fugard’scollaborationwith the New Brighton Playerst asinherently socidist, maybe even
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communist, intheway collaboration triesto undo the hegemony of authorship: “ Fugard was concerned to
acknowledgethelives, indeed the very existence, of those of hiscompatriotsexcludedin oneway or
another from the centersof privilegeand power inhissociety” (1993: 409-10). Turning toward theindi-
vidual and witnessing hisstory has alwaysbeen Fugard’ s strategy, onewhich not only had ethical implica:
tions— of giving voiceto thevoicel ess— but a so displayed an expertisein the orchestration of emation,
hisown and hisaudience’s. Themoment of revelationin hisplaysamost awaysincludesadivulging of
secrets. in® Master Harold” , Sam reveal sthetruth about Hally’sfather’s drunkenness; in The Road To
Mecca, Mariusadmitshislovefor Helen; in My Children! My Africal, Thami, speaking withthe“full
authority of theanger insdehim” (79), explainsto | sabel the dilemmahispeoplearefaced with. “Try to
understand, Isabel,” Thami says; itisFugard’sown emotionsmirrored in Thami and projected onto the
audience. InCousins, situating himself apart from thepolitical transition, hetransformsthe nature of change
into apersona confrontation with asecret heiscompelled to reveal, but which raisesacrucia question
about hisorientation: whether heisindeed being honest about where he sayshe stands. Thedetailsof the
secret, having nothing to do with the concerns of anew, free South Africa, distance him further. The a oof
nature of personal memory, which for most of usisonly revealedin private, intimate settings, makesan
important point about al persona memoriesbeing remotein naturefrom public, political life. Atthesame
time, being far away, they are useful mirrorsthat reveal thefiner, homespun detailsof thelarger society.
Fugard’s Notebooks: 1960-1977 exposed the same distanced rel ationship to eventsin South Africaduring
that time; mentioning political eventsbut onceor twice, the notebookswere neverthel essareflection of
wider South African struggles. Thesedichotomiesabout Fugard' sintent, fusedin relationship by hisimagi-
nation and emotions, exhibit thelong but thin connection between the center of society (politicsg/public) and

itsmargins(adienated/private).
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2.2

Fueling Memoir with Confession

In his memoir, Fugard retrieves memory of his hometown to prove heisaregional writer like
William Faulkner, and he a so exposeshow, in using hisimagination to control hisemotionsthrough identifi-
cation and narrative definition, heisled to understand hisactionsand to confessthem. Thesame patternis
evidentinmany of hisplays. In“ Master Harold” , Samfinally explainsto Hally why he spent timeflying
kiteswith him, because hefelt sorry for the boy with the crippled father. Using hisimagination to recreate
the scenein the St. Georges Park Tearoom, Fugard controlsthe emotion from childhood. Contained, the
emotionscanroil inlocation, spinning ever more quickly and dangeroudy unlessescapethrough afinal
confession diffusestheintensity. Confession actslikeareleasevalve onapressure cooker in Fugard's
plays. Thealternativeisthe processtoward atotal shutdown on emotion, aresponse MarthaNussbaum
cals"lack of responsiveness’ (178). Rooted in emotion whose climactic expressionispersistently confes-
siond, Fugard’smemoir, like so many of hisplays, makesgood Bakhtin’sview “that thewordsthemselves
contain no emotion, for it istheway inwhich they are spoken, theway they are acted out, that givesthe
utteranceitsemotional context” (Burkitt: 169). With Fugard'splays, weareprivy tothedetailed specifics
of hisimagination, itsdomination over emotion, and finally theemotiona escapethrough confession; but only
inthe memoir doesthewhole system of survival embracethelife of theauthor. Reading hiswholelifeasa
play inwhich he strugglesto choose aworld and to be chosen by aworld, Fugard writesamemoir asa
climactic moment of opennessinwhich theworld isasked to acknowledgetheindividual, Fugard. The
memoir isbuilding adramaaswell asalong confession. It buildstoward arevelation of “ secrets’ about his
cousin Garth, who becomesthe central figurein Cousins. Intheend, GarthjoinsFugardin hisroleas
“author [who] inthe proper sense of theword is someonewho makes public thingswhich everyonefetina
confused sort of way” , asargued by Pierre Bourdieu (Burkitt: 174). Thememoir also reveal sthe pressure
cooker of hisimagination and functionsas arel ease val vethrough which the emotions can now escapefrom
the public/political Fugard of playslikeMy Children! My Africal and returnto aprivate story.

Not “the soleoriginator of an utterance” (Burkitt: 174) but ssmply amember of adialoguewith his

cousinsand himself that has been taking place since hisyouth, Fugard writes Cousinsto read likeaplay
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withintheform of aproseautobiography. Thisisevidentintheway heinteractswith Garth’smemoir aswell
asinhislife-long commitment todrama. Sincewriting thememoir, Fugard hasfurther experimented with
internal dialoguein Captain’s Tiger: AMemoir for the Play (1999). Hismost recent play Sorrowsand
Rejoicings (2002) also hasautobiographical valueinthat it isset in New Bethesda— Fugard’s second
home sincethe early 1980s— and isabout coming home after twenty years. Thestory of hiscousins, one
light-hearted, the other dark, hisalienation from Garth after Garth’s confession, hissubsequent reunion,
confession, and compassion make up atale structured like Fugard’ sBoesman and Lena, “ Master
Harold” ...and the boys, or The Road to Mecca, wherethe climax isthe raw character whom the audi-
enceisaskedtojudge. Thememoir’soverdl dramatic effect resultsin Fugard presenting himself asan
ordinary and desperate person from Port Eli zabeth whose debt to his cousinsmirrorshisdebt to thetown-
ship actorsand actresseswith whom he began hiscareer. At asubtextual level, Fugard askshischaracters,
whoaredl buriedinfictional congtructs, tojoinhiminhis“1” whichisafter al only aworld— aFugardian
world— of intense emotion regulated by imagination. Thememoir may reward Fugard with renewal
becauseit requiresacoming homeof al hischaractersand arecognition that al the charactersof hisplays
make up theidentity of Fugard, anidentity so complex that it cannot betoldin onestory, inoneplace. The
accumulation of stories, just like theaccumulation of dialoguein aplay, however, needsafina revelation, a
releaseva ve; and thiscomesintheform of alengthy monologue of thewriter himself.

Stephen Spender writes: “ A human instrument ismost exact about objectivethingswhenitismost
detached from them” (118), implying that the autobiographer cannot detach himsealf enoughto get at the
truth of himsalf. The statement makes senseif indeed objectivity iswhat the author isseeking, agoal that
would lead to self-discovery and truth, requiring littleto no compassion from the onewho reads, but
winningitintheend anyway. About Fugard, acase can be madethat objectivity isthefurthest thingfromhis
mind whenwriting Cousins, becauseheisintuitively seeking to humiliate himself for having exploited and
transformed himself into apoalitica instrument, apredicament that few late 20th century South African
authorsescaped. Exploitation of timeand placeistheinevitable outcomeof using theimagination, and a
crucia component of identity. Theindividua says, “ Thisworldisgivento me, frommy uniqueplacein
Being, asaworldthat isconcreteand unique. For my participative, act-performing consciousness, this

world, asan architectonic whole, isarranged around me asaround the sol e center from which my deed
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issuesor comesforth: I come upon thisworld, inasmuch as| comeforth or issuefromwithin myself in my
performed act or deed of seeing, of thinking, of practical doing” (Bakhtin, 1993:57). Fugard'sretreattoa
world of “humble specifics” seeksto provethat heismore because heislessthan atool of objectivity
serving empirical truth— truth that necessarily drivespolitical struggle but hasbeen buried by postmodern
ideology, whoseinsidiouseffect hasbeento kill theauthor. Turning hisback ontheuniversal but ingsting on
participating in adial oguetoward specifics, Fugard'senduring power liesin the hand that writes, not be-
causeitisobjective, but becauseit writes, nothing else. Inthis“right” and “responsibility” to be onesdlf,
which Bakhtin describes, nestlesafundamental morality which Fugard performsby writing hismemoir: a
search for themeaning of our lifeisattached to our sense of dignity, our demand for respect, and our
progresstoward respecting others. “Wefind the senseof lifethrough articulating it”, writes Charles Tayl or
(18). Asoneof theinfiniteexamplesof the quest of theindividual, Fugard stands out asamodel example of
the endsjustifying themeans: expl oitation of the public arenaisjustified by private humiliation.

Shame dogs Fugard and he hasbeen clever to make good useout of it. Having left Port Elizabeth
asayoung man bound for the University of Cape Town, then later abandoning hisstudiesto exploreAfrica,
Fugard spent timeliving abroad and in other South African citiesbefore hereturned to Port Elizabeth and
began to writethefirst play The Blood Knot (1963) setinthat city. Henceforth, hisexploitation of his
hometown, itsordinary people, and hischildhood memories, propelled his playsand transported Fugard to
theheightsof theliterary universality Russell Vandenbrouke celebrates. At the sametimehenever aban-
doned hisfirst lessonsof writing in Johannesburg with black castsin Sophiatown, which DennisWal der
identifiesasagifted grassroots sensibility. Ableto use Port Elizabethimagery to serve hisambitionsto say
something important about South African lives, Fugard again and again tapped into the city he onceyearned
toforget but redized, “ Itisawaysthiscity that youwill reach” (Cavafy quoted by Fugard: 83). Hisshame
at having comefrom such aremotecity in the Eastern Cape began to emerge asthe emotional fuel he
needed to expose South Africaninjustice. Towriteabout the city now — thewel lspring of humility —isto
peel away themask of authenticity hisplaysliveby. To alarge extent because Fugard barely mentionsthe
dramatic eventstaking placein South Africa, hismemoir statesthat, No it wasnot raceissuesthat really
bothered me so much, although thesetoo wereimportant. Isthishisfinal confession?Perhapsheissaying:

Thetruthismuch simpler, much more specificto my life, having to do with acouple of cousinswhose
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influence upon my craft, upon my sexuality, upon my personhood far outweighed what | hitherto have
written about. Asaway of admitting hisown shortcomings politically, the memoir appeal sto thereader for
respect for the*true’ Athol Fugard, evenif that “truth” turnsout to betemporary. Hispleafor deference,
coupled with the reader’snatural resistanceto believe onewho inthe past represented himself otherwise,
setsup adilemmathat inand of itself isemotional. Whileinthe past the audience sat to theside* bearing
witness’ tomoral dilemmaas Sam asked Hally to reconsider their friendship, and Boesman solicited Lena
for forgiveness, now, in Cousins, thereader ispart of the drama, the one being asked to acknowledge, to
respect, to show leniency. LikeLenawhoforgivesor Hally whofailsto understand Sam, the reader of
Fugard’sautobiography must decide how to respond. To help the reader, Fugard’sstrong and persistent

argument that heisaregiona writer and not apolitical writer carvesout the space of interchange.

2.3
Port Elizabeth

Port Elizabeth isfor Fugard an autobiography, available as much in hisimagination asin the physical
city marked out by streets, corners, buildings, and parks. He need only visit Jetty Street, Main Street,
Donkin Reserve, Happy Valley, the Strand, Newton Park, the old Devon Road, Salisbury Park to
recreate the autobiographical context in which hisimagination takesflight. The“multiplicity of
stories’(3) unfoldsin myriad directions within thisregional context. Jetty Street isaname that “still
resonates for me with rich undertones of violence and sin” (66), writes Fugard as he admitsto
“[hanging] around in the shadows of Jetty Street spying on the rough and raw life coursing along its
pavements’ (66). “Theordinary men, women, and children on the pavementsof Main Street” (71) peopled
all hisplays. Main Street drew inindividual sfromal over thecity, acrossroad where peopleof al colors
met temporarily, retiring totheir homesfar and wideinthe evenings, leading very different livesthat seemed
hidden away but were hinted at by the " faces— young and old, maleand femal e, black and white, colored
and Indian” (82) that fed Fugard’ scannibaisticimagination (60). Calling hisimagination“cannibaitic” isan
act of sdlf-criticism and describeshis shameat having taken advantage of his childhood environment that

appearsnow in histhoughtsand memoriesto be pristineand innocent.
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M artha Nussbaum describestwo devel opmental directionsinwhich emotionsevolveinachild:
responsiveness, and lack of responsiveness. Fugardfallsintotheformer. Heexemplifiesasense-making
responsivenessthat shapes emotional “ appropriatenessto thelife of anincomplete creaturein aworld of
significant accidents, their connectionsto the devel opment of practical reason and senseof self” (178).
Fugard's*“cannibalism” can beinterpreted asacontrolling response that ordersrandom realitiesto make
senseof himsdlf. Athomeinthe JubileeHotel, ordinary strangersfurnished * archetypal transit spaces*
(62) becausethat iswhat Fugard'simagination and responsivenessdid: he created spacesaround himself
and around others. Fugard’smother, who wasthe central authority of thefamily, worked hard, particularly
inthe Jubileeand thenlater in the St. Georges Park Tearoom. She scraped together aliving that never
seemed to match her ambitions. Fugard' sfather, in contrast, benefited enormoudy from hismarriagetoa
hardworkingAfrikaner. Hesettled easily into al the householdsrun for him, engendering afamily of two
sonsand adaughter, and adapting to aroutine that demanded little of him and alowed him thefreedomto
drink (except when hewas stuck on thefarm on the Devon Road), nurse hisgammy leg, play the piano on
occasion, and tell storiesto awide-eyed, precocious“Hally”. The secretsabout thesetwo essential indi-
viduals, Fugard saysquiteclearly, “1 amnot yet up totelling” (3). Whetting our appetitefor these by saying
inthe*Foreword” in Cousins, “ Thereisonly ahint of unquestionably the biggest and best of the stories of
my childhood: those about my mother and father” (3), Fugard forestallsany discussion of thesetwo key
influences. Thistactic— Thebest isyet to come! — hasaway of undermining the self-effacement Fugard
isstriving for and encourages, for the time being, an avoidance of adiscuss on about the mother and father.
Rather than focus on the polar workaholic/al coholic parents and how that tension drew out the stark con-
trasting of good and bad cousin, Afrikaansversus English, detachment versusenmeshment, and then later
the stark contrastsin his playsbetween light and dark (The Road to Mecca, The Blood Knot, “Master
Harold” ) Fugard wantsustofollow thetrail of thefacilitiesin PE. that nurtured hisimagination asamecha-
nismthat would help him control hisemotions. So, downthehill, thelibrary stretched hisimagination to the
American West and South and i ntroduced him to theintrospective Russian psyche, for instance. Two
blocksfrom the Jubilee, Donkin Reservewas hispersonal playground. “ It waswhere | cameto hide away
from my momwhenever | had done something really wicked” (65). Itiswhereheflew hiskiteswith Sam,

later referenced inasemina scenein® Master Harold” ... and theboys. Itisalso“wherewithmy cousin
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Garth | had one of the most decisive experiencesin my childhood” (65), onethat giveshimthecrucial
formulaof confession, bearing witness, and indeed, lying, and onethat makes compl ete detachment, asin
the case of J. M. Coetzee' sBoyhood , impossiblefor Fugard.

Oneof Fugard'ssevera addressesin PE. wason the old Devon Road, afarm meant to fulfill the
“deep ingtinct intheAfrikaner to root himself inapieceof land that ishisown and which canfeed him and
hisfamily” (32). An utter failure, thefarm neverthe essetched into Fugard’ smemory theway his*little
Afrikaner soul smelt the potential of thosefallow acresbehind thehouse” (30). Thefallow acres, onwhich
hisparents, and hein particular, failed would later regp therich harvest of regional stories, transforming
Fugard into ametaphoric farmer of aland at the edge of the civilized world. From the micro-experience of
“feeling my way for thefirst timeinto that very specificworld of the alienated working-classAfrikaner” (30),
amacro-opportunity of representing forgotten voicesinamarginal region emerged, muchinthesameway
astheanguish of avanquished South lent itself to Faulkner. Faulkner, whom Fugard creditsfor showing him
how to master acode of aspecifictimeand place (70), a so exploitsthe specificsof local peopleand land
to serveauniversa vision of human endurance. Fugard assumestheroleasscribefor theinarticulate
peoplewho boarded the busfor menial jobsin PE., acknowledging them asthe seed of hisutterancesand
therightful ownersof who he hasbecome.

From aweak-hearted attempt at farming on the Devon Road, to a“luxurious piece of suburbiaon
the corner of Hudson Street and Third Avenuein Newton Park” (43), tovisiting hiscousin Johnniein
Salisbury Park where hisaunt and uncleran agrocery store*with bad grace” and wherehewasfirst
exposed to the* candle and lamp-lit periphery of Port Elizabeth” and the namesthat “litter my plays:.
Veeplaas, Kleinskool, Kortsen, Missionvale, Fairview, Swartkops’ (44) — the specificsof PE. and
Fugard' sworld were complex and mapped out the young man’sdeparture from mainstream Afrikanerdom
ashetried to make sense of these different locations. Attempting first to make sense of them through music,
Fugard wasforced to acknowledge, “ All I had thenwithwhichtorespondisall | have ever had, and out of
which | havefashioned al of my responsestolife... words’ (48). Hiscousin Johnnie, amaster at the piano,
isthe man to whom Fugard most owesadebt for making him realize that stories, not melodies, werewhere
histaent lay. “ Theemotional event underneath that surface of words’ (52) in eventhesimplest of confes-

sions— that hewould rather have been amusician than awriter — isthe physical aswell astheemotiona
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basisof Fugard’smemoir and of hisplays.

The combination of physical environment and of emotionistheorigin of theater. Classical Greek
thespian tradition purposeful ly appeal ed to theemotions. Theater wasaplaceto cleansethe psycheof the
physicaity of emotionsby e evating their content into linguistic and rational constructs. Not surprisingly,
Fugard servesthelasting appeal of livetheater and iscredited with amastery of constructing spacesin
which emotionsbask. By nurturing emotional spaces, Fugard getsat alarger context than what appearson
stagephysically. “ Thisistheincredible power of Athol’splays. theemotiona content of what heisexploring
ishigger thanwhat isphysicaly happening”, writes Susan Hilferty (480), who hasworked with Fugard on
set design. Thesame can be said for hismemoir: theemotional content of what heissayingisfar greater
than thewords of thememoir that at timescomeacrossasprosaic. Becausetheemotional responseis
larger than mere environment, larger than PE. — inthe sameway that returning home after many yearsis
really amuch larger emotional experiencefor most peoplethanitisaphysical experience— Fugard has
once again expl oited the autobiographical specificsin PE. — hisstage— to exorcise emotional content out
of himsdf, onto the setting. Theemotionsarethen nolonger physica, but mental, rationa, mallegble,
exploitable. What arethelinguistic specificsof theemotion? Hisfailureat thepiano and onthefarm, his
endaving indebtednessto hismother (see Captain's Tiger: AMemoir for the Sage[1999] for thereal
agony of hisendavement), theanger and shamein hisrelationship with hisfather. It istragic ononehand,
comic on the other, that aman at 61, averitable modern Shakespeare, isstill grappling with childhood pain.

Yet grappling with and exposing onesdlf in the process are the enduring attraction of autobiographi-
ca writing. Whether public/poalitical figureslike Fugard succeed or fail at sincerity and authenticity isfor the
reader to decide, apower that isunlikeany other inliterature. What the reader tapsinto in hisdecision-
making isthe sameaswhat thewriter tapsinto when writing: amorality made up of respect moving between
reader and writer. The current of respect enlightens both reader and writer about hisown own dignity, a
framework of identity each oneisworking on. Thecurrent of dialogueismakingit possiblefor each
member to articulate himself further ina*“ world that isexperienced concretely... aworld seen, heard,
touched, and thought, aworld permeated in itsentirely with the emotiona-valitional tonesof theaffirmed
validity of values’ (Bakhtin, 1993: 56).
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2.4
Johnnieand Garth

Therolearticulation playsin describing the self in dialogue is similar to the role of the memoir. Many
of us have sat at adinner table with atacit guest (perhaps even some of us have been that speechless
personage) and been frustrated. It isimpossible to have adialogue with a person who refuses to
speak or even a person who cannot speak, in the case of babies, senility, or peoplelike Friday in J. M.
Coetzee'sFoe (1986). By articulating, theindividual constructs aframework of hisidentity, “a
horizon within which [the*1”] is capable of taking astand” (Taylor: 27), and provides aframework as
areference to otherswho strive to articulate themselves. “A self can never be described without
reference to those who surround it”, argues Taylor (35), whose intent is to get at the very foundation
of why the self iscompelled to explainitself. Thedual responsibility of articul ation describesthe
current of dialogue: responsibility toward self (respect input), and responsibility toward the other
(respect output). Fugard'sintuitive understanding of, first, creating aframework, and second, posi-
tioning the framework in relationship to othersis best handled in his discussion of histwo cousins, the
use of photographs, and thememory of dialogue. Including each of thesein hisoveral memoir, theframe-
work of otherswithinaframework of self, makesuse of the other moreexplicitly thanimplicitly, raising
guestionsinthereader about Fugard’ sautonomy. Thisautonomy isanessentia characteristic of mordity in
termsof the concept of “ dignity” (Taylor: 12). A personlacking autonomy risks shiftiness unless somehow
thelack of autonomy issymptomatic of the dial ogic rel ationship between self and other.

A younger Fugard experienceswhat so many children fedl toward older siblingsand cousins. a
sense of awe. According to Fugard, this senseis best captured in the photograph of him and his
cousin Johnnie (37), which exemplifies the mini-dramathat played out on the streets of Port Eliza-
beth. Fugard assigns afront-row seat to the reader, who may now discern for himself the emotion on
the faces of Athol and his cousin Johnnie astogether they walk down Main Street in 1947. The
photograph depictsa 15-year-old Fugard striding beside histd ler, stedlthier cousnwhoisreading ashe
keepsstep. The photoisdark and hasglaring contrasts of washed out bright spotsand black shadowson

their youthful faces. Fugard sumsup the complex memory of the photo, fumbling with variousinterpreta-
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tions, none of whichring true, especialy inlight of thefact that the same photo — the cousin now excluded
— wasonce used asan advertisement for “ Master Harold” ... and the boys (38). Thestruggletointer-
pret what he also offersthereader to interpret introducestheinterplay of audience responsethat Fugard
thrives on and which he manipulateswith hisdepiction of character.

Whilethis photograph and others supply amemory surface through which Fugard’simagina-
tion plunges, what the reader cannot see is the depth of the reservoir of memory under the surface.
Johnnie represents the image, which ismostly physical and sensuous (Johnnielooks good, he smells
good, he plays the piano beautifully, he feels relaxed), but the depth of memory requiresamore
complex relationship, which isrepresented by Garth. Thiscomplexity can only be an approximate
articulation, which for Fugard islinguistic aswell asemotional: “What | am really talking about now
isthe emotional event underneath the surface of words, and | am saying that | try to organize, control
and direct that event” (52), askill heisfirst exposed to by his cousin Garth. Garth isacompulsive
talker and the young Fugard absorbs his storytelling as a model of what he would later replicate on
stage. The visual representation of Fugard’s sets and the complex emotional and psychological reality
combinethe same surface/depth interactionintrinsic to conversations. Thisisparticularly well donein The
Road to Meccawhen Helen lightsall the candleson the stage and nurturesthe brilliant surface of what we
seewithmirrorsand glass. Until then Helen’sdependenceisreflected intherather mundanedia oguethe
two women are having about thefuture of Helen'slife, whichisgrowing increasingly precarious, but whenal
thecandlesarefindly lit, Helen plungesinto alast monologuethat revea s her completeindependence. The
fire, which at first representsthe concern for the reason Helen can no longer live alone, becomesthe meta-
phor of thereason sheisfree: “ Thereismorelightinyouthaninall your candlesput together” (70), Marius
isforced to admit. Thesamerelationship between surface and depth informsthe use of photographsin
Cousins. By includingtheoneof himself and Johnnieand then writing about it, Fugard accessesthe emo-
tional history of the space of the picture. Thisincludesat one point cutting Johnnie completely out of the
picturefor the poster for “Master Harold”. To go back to the same picture and betray the earlier use of the
picture by emphasi zing Johnni€’ sgood looks, hissmooth, rich hair, hisconfident stride makesthe picturea
metaphor for thetill ambiva ent emotions Fugard harborstoward hiscousin, asign that hisimaginationis

still at work harnessing theemotions. Theinterplay between surface and depth isanother way Fugard has
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managed hisemotions. Imagination, therefore, risksbecoming “the second sense” of sense-making (Taylor:
18), asense-making akintolying.

Asaself-confessed liar (66), Fugard is drawn to the way Garth lied and covered up the truth
with excessivetalk. GarthisFugard's“first encounter with that complicated and torturous patternin
human behavior, when men and women will act out adenial of themselves and their true natures
because of inner pain and confusion” (98). Beforelong and through careful listening, Fugard discov-
erswhat Garthis hiding. The two are depicted sitting up on Donkin Hill on a bench overlooking
AlgoaBay. Fugard isayoungster at the threshold of puberty. Garth has come back to PE. once
again to try to pull himself together and as always heistalking. In this scene, three aspects become
apparent. Thefirst isthe amount of time Fugard spends devel oping the scenery, which isthe specific-
ity of Garth’s autobiographical occasion. From the sounds rising from Main Street below to the sun
setting over Algoa Bay to Fugard remembering his own hands tucked in underneath his thighs, the
details of the moment are as vivid as the photograph of himself and Johnnie. The second aspect isthe
exactnessof Garth’sspoken confession. Likethe photographs, the words stand separate from the memoir:

“I’'mnot likeother men ... 'mnotinterested ingirls... I'mdifferent ... | liketo be

with men and boys ... Some people are born that way ... | am one of them” (101).
The confessionitself isbland. Thewordsaresimple, foolish, and limited. But in the silence between
confession and Hally’sresponse, the emotion isriveting:

“You understand, don’t you, Hally” (101)?
Fugard nods, whispering,

“Yes’ (101).
Darkening hisown innocencein alie hewill later pay for with years of alienation isthe third aspect,
the hidden secret that nestlesin dialogue. The scene on Donkin Hill describes the private source of
the emerging fiction and makes acase for Fugard’'sfinal compulsion to bring the dramas he has
written back home. His autobiographical statement demands that he look at the lies he hastold over
theyears. Satisfyingthecompulsion, of course, risksfurther untruths.

What weare privy toin hismemoir isnot what he said and felt asachild but how heinteractswith

what he said and felt in childhood, atime, Nussbaum argues, repletewith continual grieving. Thelieon
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Donkin Hill and its consequencesisan exampleof Fugard spresent grief. When theyoung Hally whispers,
yes, heisinfact lying. Bakhtinwarnsof becoming passivein self-reflection. Hestresses, “1 cantry to
provemy alibi in Being, | can pretend to be someonel amnot” (1993: 42). By exposing thelieand con-
necting it to consequences, Fugard once again makes use of himself, feeds on hiswrongs; and though he
suffersinthe process, he a so succeeds. Successisproblematicin thissensein theway Gunn haspointed
out. Successrisksrigidifyingidentity. But thelie also permeatesthe photograph becauseweknow the
photograph was used other than to show the older Fugard’sadmiration for hiscousin Johnnie. Fugard's
lack of awarenessof hisown contradiction inincluding the photograph, raving about hiscousin, and having
at onetimecut himout of the picture and advertised himsdlf asaseventeen-year-old showsfailurethat is
useful in persuading identity to performasanon-dibi. “Itisonly my non-dibi in Being that transformsan
empty possibility into an actual answerableact or deed”, explainsBakhtin (1993:42), explaining the differ-
encebetweentheword and theact. Mixing alibi and non-alibi createsenormousambiguity inthememoir.
Onanother level, looking back onthe scenein Donkin Park, Fugard recognizeshimself asawriter,
not just aboy absorbing confession:
From amost the first few words of his confession, something in me had jumped ahead
and had known what was coming: somehow | tapped into afund of secret knowledge
inside myself that | never knew | had. It wasmy first experience of that most essential
of all thewriter’sfaculties— intuition. But assurprising aswasits discovery, even
more so were the emotionsit provoked: asurge of dark elation, athrilling sense of
power (102).
Confession, averbal posture, seemsto be defined as the revelation of alie, and Fugard pays tribute to
Garth who had the courage to strike the verbal pose and entrust himself to words: to both the bound-
aries of his own spoken word (the alibi) and to the ensuing “absent presence” (124) of response (the
non-alibi). Thelatter shapesitself into secrets and resides in the unconscious. On another even
deeper leve, Fugard ispreparing usfor aconfession he himsalf must make by bringing inthememory of the
dialogue. Likethe photographs, thedialogue stands separate from thetext (the point sizeissmaller; thetext
isindented). Theeventud flatness of the confession Fugard foreshadowsisdisappointing, but also hasa

roletoplay. Again, Fugard assumestheroleof aibi asheadmitsto homosexual experience. But thefase
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ending isshored up by afinal interaction between Garth’smemoir and Fugard’ smemoir, reopening aso
Fugard' srelationship with Johnniewhois pictured again in theend, hishair now virtually gone. Theconnec-
tions between the description of Johnnie— good |ooking, sensuous, musical — and Garth’ssexuality
combineto say something more about Fugard, something that isperhapsnot at al intended by thealibi but
hoped for by the non-alibi: that thewrong cousin may have made advances. Fugard openshimself uptothe
reader’ sinterpretation as Garth opened himself up to theyoung Hally’ ssecret thinking and judgement.
Therelationship between what issaid and what isnot said isanother way redity remainslucid,
flexible, evolvinginfinitely evenwithinthefinite momentsof thepast. Theword— itsutteranceor silence
— becomesthe play or theexchangewhose* central question ... isbetween aliberal framework [liberal in
the sense of liberating theword] and the extent to which [the exchanges] challenge|[liberation]” (Green, 51).
Theframework Fugard succeedsin articul ating, without overstating connections, i sthe spacethat manages
thetill shifting emotionsFugard wantsto round up without destroying them entirely. A confession that
would appear at the end of thetext stating hisown tendency toward homosexuality would end hisstory, just
asconfessionin hismost famous playsbrought conclusion. Conclusioninapolitica context isexactly what
Fugard and hiscontemporariesaretrying to avoid, for it would be easy to put the pen down in so many
instancesin South Africa. It might even beargued that putting the pen downisamora imperativefor some
inSouthAfrica. Avoiding that rigidity which Nussbaum describesin childhood as* lack of responsiveness’
(174) isanessentia goa in bridging trangition, and by entering upon the scenesof grief — thefirst being the
photograph, the second Garth’'s confessi on— Fugard avoidsthe problemsthat might ariseswereheto
comment on anything other than what lies beneath the surface of grief, adomain that isfar from being
resolved. Charles Taylor remindsusthat “ The self’sinterpretations can never be fully explicit. Full
articulacy isanimpossibility” (34), areminder that it is necessary to go easy on Fugard's still evolving
sense of self. Heis, of course, counting on that leniency, and risks at times a certain over-confidence

that we will pardon him.
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2.5

Garth’'s Memoir

After Garth’sconfession, the cousin turnsup oneday on thefamily’sdoorstep hoping to start anew inaland
wherehissexual alienationismore asecret than alienation by race. Garth bedsdowninAthol’sroom and
onenight attemptsto sexually engagetheyoung adult. Athol repel sthe attempt and henceforth loses contact
with hiscousin. Itisanormal response, but the ensuing disconnection leaves Fugard at oddswith his
emotions. Whileup on Donkin Reserve, heunderstood Garth’sautobiographical statement, “I likeboys”’;
but when confronted with Garth’sact in the bedroom (al so anormal act even between cousins) Fugard's
compassionfalsapart. Thedifferencein acceptance between articulation and action isthe samedilemma
that causes Bakhtin to investigate the act and to understand the act as something other than ssmply speech.
The*"division of theworldinto | and thosewho areall othersfor meisnot passiveand fortuitous, butisan
activeand ought-to-bedivision” (1993: 75). Garth, asamember of theothers, dicitsresponse, whichin
thiscaseisemotional andlong-lasting. That isnot to say, however, that the responseiscomplete, or that it
withersinto non-existence. Itisaways"yet-to-be-redized”, is"incessantly and actively realized through my
answerabledeed” (75). Fugard'sintensifying responsivenessto hiscousin Garthisultimately what the
memoir isabout and nowhereisthisaspect more apparent than in thelengthy “ Epilogue’ hewrites. Asan
afterthought Fugard addsamogt critical sceneand then followsup on that with an acknowledgement of
Garth'sgrief.

Fugard'sreturnto Garth ashisplay A Placewith the Pigsison stagein Cape Town isagesture of
responsibility onavery deep level toward hisreationship with Garth, an essential “architectonic
contraposition” of Fugard'slife. Theinterplay between thesetwo characters, Fugard and Garth, isnow
offered by theartist, Fugard, who always uses hisimagination asameansof control, asamodel of compas-
sion, which he hopesthe audiencewill absorb asanideal of mutual respect. Fugard reminds usthat despite
thememoir’sextensve celebration of Port Elizabeth, the city also embodieshisunsettled nature. “1 was
againfloundering helplessly in aquagmire of self-doubt and panic” (128), hewritesabout writing inthe mid-
eighties, and “During thewriting of Pigsat theAshram, my homeon the outskirtsof Port Elizabeth, these
fearsand doubtsmade me physically ill at my desk” (128). Fugard'sclose encounter with the deepest
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sense of self-deprecationisexpressed in hisstrangeand still largely unexplored play A Placewiththe Pigs.
Inthisplay, Pavel, adeserter from thearmy, punisheshimself by living with pigs. Hisself-loathing isso deep
that at one point he removes his clothing and begins standing with the pigs, snorting, feeding at thetrough,
wallowinginshituntil hiswife, Praskovya, literally beats senseinto him. Thisallegory of human psychology
exposes self-loathing to such adegreethat it painsoneto witness Pavel. But the play must have been
doubly difficult to act in, night after night, in Cape Town under the glare of poor reviews. Itisinthis
state, a contextual, existential pigsty, that Fugard reencounters his cousin Garth. He invites Garth to
come see the play in the half empty Baxter Theater after the cousin sends anote of recognition.
Garth has sent lettersin the past but Fugard was not ready to receive the gesture. Now, in his beaten
down state, Fugard responds. Garth is glad to attend the play, and, loyal to the end, praisesit over a
cup of teaafterwards. Thediaogue, set apart from thetext, exploitsthe moment when Fugard is saved by
hisunderstanding cousin:

“That scene where you wore the dress!”

“Youliked it?’

“You bet! Bloody good laugh it was. But | have never wanted to try that one myself

you know.”

“Never?’

“No. Not my style.”

“What have you tried?’

“Everything else” (137)!
In this moment both cousins see each other completely. The dialogue is charged with emotion that is
both profoundly sympathetic aswell as deftly humorous. It stands out as a model of empathy, of a
moment where identities are fully acknowledged. Meaning is exchanged and both men walk away
from this encounter able to face themselves or at least attempt to face themselves. Self-respect is
restored by mutual respect, an exchange that had been lost by the young Athol’s false articulation and
the cousin Garth’'s attempt to involve the young Fugard. For a brief moment, anyway, the two cous-
ins see eyeto eye which describes afull autobiographical experience, wherethe“1” hasbeen fully

recognized by the other. Themoment isfleeting, atruth evinced only temporarily. After that, Garth writes
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hismemoir which sitsinabox unread for along period of timeuntil it isfinally acknowledged and indeed
celebrated in Fugard’ sown memoir.

In the " Epilogue”, Fugard claims the seed of his own memoir was sown in a conversation with
Garthwhere Fugard had encouraged Garth to write hismemoir. Narrating inthememoir hisown deteriora-
tion after the death of aman heloved, Garth alows Fugard finaly to cometo termswith hisown lieand
subsequent behavior toward Garth: “When | reached the end of Garth’smemoir, turned thelast of those
one hundred-twenty six handwritten pagesin the ol d-fashioned office-file, | discovered that my feelingshad
changed” (151). Garth’smemoir isthe climactic moment in Fugard'smemoir that rel eases Fugard from one
more mental state of bondage responsiblefor hischildhood oppression. Whilebefore hewas sorry, now he
isachanged man, astate shared by Sam and other charactersinthe plays, who bear witness.

Part of Fugard's* architectonic contraposition” isa so hisrel ationship with hisaudience, fromwhom
heishopingto dlicit anote of compassion, similar to what he has modeled in hisresponseto Garth’smem-
oir. Heputsthereader’sresponse up to atest by bringing in Garth’smemoir and by modeling compassion,
respect, indebtednessto hislong-lost cousin. 1nhoping that hisown memoir readslike arevelation of
secretsand in placing himself asaparallél personageto hiscousin Garth, who throughout the chapter
“Garth” isdark and devious, Fugard comesacross aslacking autonomy and is susceptible to the problem
Taylor identifiesas” orientation” (41).

Orientation has two aspects; there are two ways we can fail to haveit. | can beigno-
rant of the lie of the land around me — not know the important |ocations which make
it up or how they relate to each other. Thisignorance can be cured by a good map.
But then | can belost in another way if | don’t know how to place myself on this map
(41).
Fugard's thorough and lifelong commitment to describing the lie of the land, his mapping out of Port
Elizabeth, and his attempt to recognize the private address of his emotional response, fail in getting
him situated on the map. While humility and self-accusations of cannibalism, and the modeling of
adoration of hiscousin might be moments of accuracy, he avoids placing and situating himself “in
relationtothegood, or ... in contact withit” (42). The“good”, which Taylor definesasworthinessand
meaningfulness, elucidates* dignity” , the meeting point between theinput and the output of respect, anda
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concept trying to solvethe unsolvabl e contraposition between “1” and the other described by Bakhtin
(1993: 75). Theact of writingamemoair, of attemptingtotell thetruth, asif in acourtroom, might resonate
with ashared dignity that Fugard and hiscousin Garth mode!; but thereisno evidencethat either cousin has
revea ed thewholetruth about their characters. In Fugard, an unconsciousnessof having failed might be

onceagainorchestrated. Hisexploitation of hisown failuremay bethefina twist in hisautobiography.

2.6
Facing the Firing Squad

“The existential predicament in which one fears condemnation is quite different from the one
where onefears, above all, meaninglessness’ (Taylor: 18). Yet condemnation and meaninglessnessin
acountry in transition like South Africamay be closely linked because the condemnation of aperson
for wrong association or subconscious exploitation, or even simply obsol escence, can erode meaning
if meaning wasbuilt originally on shifting ground. Bakhtin saysground isalways shifting: itisarchi-
tectonic. The moment isalways once-occurrent, unique; dialogueisin a state of constant realign-
ment. Fugard'sfinal stretch — to reorder hisimagination so that his emotionsremainin acontrolled
state — depends on the authority of the autobiographical statement to realign identity so that the
writer may believe himself. Remaking the horizon largely depends on the amount of respect he
generates, which he does toward Port Elizabeth, toward his cousins, and toward Garth’s memoir; but
construction also pivots on the amount of respect returned to him, and especially how much he
returnsto himself.

By the end of the period of time covered in Cousins, Fugard has moved to New Bethesdain
the Karoo, “an austere world that withers human vanities and conceits’ (14), and Garth has passed
away. The change of location is significant because place as well as death reframesidentity. From
hisfresh vantage point in New Bethesdain 1993, Fugard writesabout seeing himself trappedinafamily
portrait which has been hanging on hiswall for al thetime between“me’, the 61-year-old writing, and the
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“little boy squatting on the bottom step onthe extremeleft” (5). Theboy — whosenameismostly “Hally”,
alsoAthol, and sometimes* the author asayoung man”, but never Harold asthat was hisfather’ sname, and
alwaysthefriendly “chum” in conversation with hisfather — scowlsat the ol der Fugard who hasto admit,
“| feel no connectionwiththat littleboy” (12). The boy whom Fugard rememberstorn between loving and
resenting hiscrippled father, betweenidolizing and pitying hismother for working so hard, between wanting
to beapiano player likehiscousin Johnnieyet finding histalent in storytelling, between hisEnglish tongue
and Afrikaner heart, isstill on occasion astranger staring back at himinthe bathroom mirror. Itisa
postmodern goal for Fugard to resist wanting to take charge of theyouth’sfaceinsdetheframe, torefrain
from stepping back from thefamily sceneand looking at it “ objectively” and with assumed authority. He
knowsthe space or frame of theidentity looks back at the space and frame of the authority. The boy
controlshimasmuch ashe controlsthe boy. Rather thantalk directly about the boy and risk falsifying the
disconnection, Fugard focuses on what framesthe boy, and in particular in the photograph, on who stands
around him. Inthe photograph, “ Theimageit presents of the gentle, silver-haired English presence of my
paternal grandmother and my father — the only two adult Fugardsinit— swamped by thefour Afrikaner
Potgieter ssters, their husbandsand children, isaperfect expression of my cultural redlity” (12). The
photographisaspaceinwhich the boy must function. Init hemust giveout or withhold respect; init heis
given or denied respect. Not being able ever to leave Port Elizabeth really meansnot being ever ableto
leavethese people.

At the end of A Place with the Pigs, Pavel decidesto give himself up to the authorities and to
tell the truth about his desertion. Hiding from othersin apigsty turns out to have been the wrong
choice. “It'sacrooked fate that ties up a man’s freedom and his surrender in the same bundle” (98) is
Pavel’srealization that he cannot escape connection to other men. Although heis scared, hisonly
choice as ahuman being isto face their judgment, which he does, putting on his best suit — his
wedding suit — and insisting that they go to the highest order (not to the street corner as hiswife
suggests) to announce his presence. Aware that his seriousnessin deciding to go public will be met
with as serious a punishment, namely the firing squad, he says, “ Even if my punishment turns out to
beafiring squad ... those men, looking at me down the barrel of their guns, will be*home’ inaway thissty

could never be” (99).
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“Theauthor isonewho speaksand theref ore makes objective the behavioral ideol ogiesthat had
previoudy beenonly implicitly known” writeslan Burkitt (175), cultivating abelief that thewriter isexplicitly
objective asheenactsthat whichisnot said, whichisaways subjective. Fugard’smemoir makesan artifact
of social behavior out of the autobiographical experienceand itsattendant confessiond fuel, amingtobe
subjective, to submit to the boundaries of self, to succumb to the shame of humble specifics. Thisiswhere
weareinapost postmodern/multi-cultural world whose attemptsto silencetheindividua asauthor hasonly
resulted in an ever morearticulated individualism. Unlike Spender, who believesthat the statement | am|
isa“measuring [of] the capacity of human beingstotell thetruth about themselves’ (122, my italics),
Fugard demonstratesthat the autobiographica statement measuresthewill of theindividual to speak for
himself even when previoudy others have spoken for himand even when perhapshisvoiceisno longer
respected. “ Againand again Fugard' scharactersarein themsel vesevidence of their oppressed state,”
observed Michael Greenin 1984 (51). Theinsight continuesto apply to the eternal lack of recognitionan
individua suffersfromand must learn to solvethrough self-respect. Hally, Sam, Boesman, Lena, Helen,
Elsa, Pavel and many others— thesevoicesall get sucked up into Fugard'scourage, that isfinally on
display in Cousins, and that rises as something greater than itself because thetradition of courageisto
counter self-deprecation. Speaking up — once described asacode made up of the* desperate need to
talk, totell, and to ask forgiveness’ (quoted in Weales: 507) — evolvesinto apath to righteousnessfor the
new South Africa. Whether thispath isexactly what Bishop Tutu had in mind when he expressed hopethat
Afrikanersconfesscollusonwith privilegeand oppressionisunlikely; Fugard'spolitically potent apolitical

address pays homage to process morethan content.
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3. Port Elizabeth Photo Album

The places and period Athol Fugard describesin Cousins mirror hisplays and their origin as
well as a specific region whose |ocations one can go and visit, photograph, and inherit asone’s own
experience. In aseriesof ten photographs of Port Elizabeth | took while researching at Rhodes
University, the reader can now follow the trail of addresses and public spaces Fugard marksout in
Cousins.

In Fugard and in hismemoir, there is evidence that indeed everything beginswith an autobio-
graphical origin, aBakhtinian “unique point of origin”. Origin, however, is a space/time construct
and can in this sense never be reproduced. Timeisirretrievable. But according to Taylor, who
believes that a sense of self depends on the retrieval of memory to help construct a horizon, what is
lostin“time” in Bakhtin’s philosophy can be recreated by Taylor’s emphasis on the use of memory to
frame one'shorizon. In thissense, Fugard'stour of PE. embodiesthe craft of memoir, the shaping
of space, and the art, which is represented by the retrieval of memory. Fugard returnsto the address
in hiswriting and thereby devel ops a metaphoric homecoming. The homecoming isafinal repository
of memory, afleeting and in the end unsatisfying document of his return, but one that provesto
himself and to others hiswill and courage to locate himself in a specific time and place.
| also wanted to include these photographs as another example of the interplay between surface and
depth. Each photograph is a surface catalyst: an infinite wellspring of the memory of my visit to Port
Elizabeth to visit the very places mentioned in the memoirs. The relationship between Fugard's
memoir and my travelsto the locations is an example of reader response and its dialogic nature. The
same relationship did not exist with Breytenbach’s or Coetzee’s memoirs, both of whose locations |
also visited and photographed. The triumph —in my opinion — of the photographs in connecting
memoir to specific location in Port Elizabeth isasign that Fugard has succeeded in hisclaim as
regional writer. The successimmediately raises questions about Fugard's authenticity, aconcern he

himself incorporates by moving to New Bethesdain the end.
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Port Elizabeth

The photograph of Port Elizabeth taken in 2000 of an old and undated photograph in the Port
Elizabeth Library predates the restructuring of the downtown infrastructure and is most likely the
Port Elizabeth downtown in which Fugard thrived. Likein Cousins, Jetty Street juts out into Algoa

Bay from the square. Thelibrary isdirectly in front of the head of Jetty aswell as at the end of Main

Street, which runs east from the square: “ At one end was the city hall: white, square and as solid as
the wedding cakes my mother baked and decorated as a sideline; and at the other end, beckoning me
through all my childhood and youth, was Africa” (65). The photograph captures the heart of
Fugard’s dramatic imagination: Main Street provides the incessant flow of humanity between the
South African government and the rest of Africaand which Fugard says he has mastered; Jetty street
isthe dark secretive energy of sin; Donkin Reserve — the gassy knoll overlooking the lower down-

town — isthe mountain of confession, of play, of transcendence that brings the dramas to climax.
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Port Elizabeth Public Library

The Port Elizabeth Public Library isthe single most important public building outside of
Fugard’shomethat influenced hislife. “ Among the major [formative experiences of my childhood]
was unquestionably my discovery of the beautiful Port Elizabeth Public Library, situated (with an

appropriate symbolism in terms of the choicesto be made in my life) opposite the entrance of Jetty

Street” (67). Fugard faults hisfather for coaxing him into the world of reading and books. Soon he
was to meet up with the great William Faulkner whose own regional loyalty Fugard tries to emulate.
The location of thelibrary at the nexus of Jetty Street, Main Street, and Donkin Hill further stretches
the symbolic value of hometown. The layout of the city mirrors Fugard’s inner awareness — or so at
least hewantsit to be. The stalwart self-determination further represented by Queen Victoria's statue
exudes a self-confidence that seems out of place if not downright bold in the moment of South Afri-

can transition. Will the statue come down? Not if it hasasay so.
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Donkin Reserve

“A large, open public space with alighthouse in the middle, and afew strands of scraggly,
gnarled pines. Thiswas my personal playground; it was herethat | came to hide away from my mom
whenever | had done anything really wicked, and it was here that | flew kites with Sam, and where

with my cousin Garth | had one of the most decisive experiences of my childhood” (65). The bench,

exemplified in the photograph, featuresin the moment of Garth’s confession aswell asin Sam’'s
instructive reminder to Hally in* Master Harold” ... and the boys that the boy need not be naive on
the whites-only bench. The bench in Donkin Reserveisasymbol of confession and the loss of inno-
cenceinitiated by thetelling of secrets. When Fugard says, “Writing... is... essentially atradein
secrets’ (1), heimagines atrade borne on the winds and tides visible from a bench up on ahill. He
says, “Itistime now to share thisone” (1) asthough the winds have suddenly changed, and thetideis

inhisfavor.
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36 Clevedon Road

The photo introducing the section Family Photo istakenin front of 36 Clevedon Road in a
house belonging to Fugard's grandmother. The house is pictured in the memoir (14) but does not
resembl e the photo below of a house preserved and protected under historic status in the upscale

eastside neighborhood. Whileliving at 36 Clevedon Road, “All decisions, all control of family eco-

nomics were [grandmother’s], and after her death my mother took over and then her world became
law” (14). From this house, the move to the Jubilee Hotel where Fugard slept sometimesin one
room with hisfamily signalsafinancial change for theworse. Fugard'sinsistencethat “To thisday |
still bridle at any suggestion of classdistinction and privilege” (18) isin defense of the family’s move-
ment in and out of affluence represented by the Clevedon neighborhood and later by the Newton Park
address. Hisdefensiveness could well be the seed response that |eads Fugard to embrace the ideal s of
aclassless philosophy but that also beginsthe cycle of secrecy and confession associated with ideal -

ism.



Devon Road

After yearsliving and working in the Jubilee Hotel, the Fugard family moved out to the world
of “smallholdings and scabby little farms’ (27) sixteen milesout of center city. Thefarm picturedin
this photo could not be much different from Fugard’s twenty morgen plot athough the house he

describes was afar cry from the Cape Dutch thatched roof farmhouse below. The move was impor-

tant to Fugard for it was here that he learned that “ The deep instinct in the Afrikaner to root himself
inapiece of land that ishisown and which can feed him and hisfamily isapowerful element in my
own psychology” (32). That he claimsto have more respect for the harvest of abag of walnuts (32)
and “the magnificent pines, and cypresses, poplars and bluegums, acacias and wild pear that line the
dusty roads of [New Bethesda]” (36) than any theater award he received is hard to believe, but the
statement is meant to ask his mother for forgiveness for chopping down arow of bluegums on the
Devon farm and for failing so utterly at farming theland. The Afrikaner soul that smellsthe potential
of fallow acres (32) isthe same Afrikaner psyche writing in English (13) and making aclaim on Port
Elizabeth. Has Fugard succeeded in harvesting an immortal Port Elizabethan? Himself? The charac-

tersin hisplays? Or hashe again failed? Perhapsthiswas hisintent in the end.
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S George's Park Tea Room

The St. George's Park Tea Room became famous in 1980 when it metamorphosed into a stage
set in London and later on Broadway. Fugard’s mother proudly ran the Tearoom for thirty years and
although the architecture of the building has not been altered, the inside today isfar lessthan what is

described in Fugard's play “ Master Harold” ... and the boys and pictured in the photograph of the

interior (46). Thetearoomwas"aplacewhereweall cametogether to tieand untiethat rosary of knots
that isevery family’suniquestory” (115). Thedescription of what lay at the heart of the 1980 autobio-
graphical play isafar cry from the hardened overt interpretation that “ Master Harold” illustratesthe
waxing postcolonia alienationin South Africabeginning inthe 1950s. Inthe memoir, thetearoomisone
stop among many the mother’s* rubbish” makes before being boxed up for good and stacked in closetsand
under beds (117). Theimagerecallsthe messof aboxed up and throw away lifeof thelifelessparentin
Helloand Goodbye. Intheplay, whilethefather islying in bed dead in the adjoining room, thechildren
rummage through the cardboard boxes|ooking for something of value. Thetearoomisnow anempty shell,
rented for R500 per month by an Indian man whoistrying to makealiving off pop and candy inastruggling

post 1994 economy.
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73 Third Avenue, Newton Par k

After failing out on the 20 morgen plot, the Fugards move to Newton Park which was “a
substantial and, by comparison with Devon’s primitive facilities, luxurious piece of suburbiaon the
corner of Hudson Street and Third Avenue” (43). More than any other address, Newton Park isa

house of walls: “High walls, low walls, ornamental walls, wire-mesh and split-pole fencing” (106).

The walls are “the appropriate metaphor for the wary and guarded adolescent | carried into the
house... | wasfifteen yearsold” (106). “Very littlefamily lifewaslived out in 73 Third Avenue,
Newton Park” (115), but “it wasin [the four bedrooms] that you found signs of life” (116). From this
house, Fugard eventually leavesthefamily, ushering in hisfather’sfinal yearsof lonelinessand his
own savage guilt (118), but not before the final scene of Garth’s advances. Of it, Fugard says. “ There
was nothing left finally but to use the darkness to bring down the curtain on this crazy little scene we
were acting out” (123). The morning after Garth’s misstep, he leaves a note on the kitchen table
saying goodbye and beginning the thirty-five year silence between the two cousins. Home of “ Hello
and Goodbye” as well as the opening scene of “ Blood Knot” , the front room and the bedroom at

Newton Park further the “archetypal transit spaces’ (62) first experienced at the Jubilee Hotel.
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Salisbury Park

Fugard still goesto visit the Asian owner of the general store pictured below. HisAunt Ann
and Uncle Lou owned the store, and it was here that Fugard spoke/acted out his very first dramas.
Accompanied by his cousin Johnnie on the piano and performed in front of his aunt and mother on

Sunday evenings, the plays forced Fugard to accept hisinferiority at the piano and to turn to words as

aresponseto life (48). “I write, read or even just think the names * Buffelsfontein Road’ or
‘Salisbury Park’ and | smell aheavy fragrance compounded of paraffin and chew-tobacco, ground
coffee and blue soap, all stirred into the clammy sweetness from sacks of moist brown sugar; | close
my eyesand | see again adimly lit world of shadows and muted, deferential voices as soft asthe
moths fluttering around an old Coleman lamp that is hissing away on awooden counter” (43). In
contrast to the dead isolation and insulation of Newton Park, the worlds of the candle and lamp-lit
periphery of Port Elizabeth fired Fugard’simagination (44). “It wasin that littlelounge in Salisbury
Park that | developed and shaped a dramatic imagination” (52). Competing with his cousin, Fugard
“[tried] to write plays with the same emotional dynamic, the same organization of energy asthereisin
music... [one that would lead to] the emotional event underneath the surface of words’ (52). The
emotional event we know isthe moment of confession, of bearing witness, of telling secrets. Fueled

by competition, the Fugardian confession takes on new meaning.
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New Bethesda

Fugard wrote Cousinsin Sneeuberg Lodge, fifty miles asthe crow fliesfrom where he was
born. “I have... now returned — emotionally and physically —to the Karoo” (13), he writes even
though the entire memoir is areturn to Port Elizabeth and to those places that most shaped him. “My
sense of belonging there, of ‘belonging to’ it, isof an order | have never experienced anywhere elsein
my life” (13), he saysyet goes on for the next hundred and forty pages describing who hewas asa
boy, ayoung man, and a playwright, and the way he isrooted in houses, parks, on street corners and
public buildings. “Our attempt to defeat the high imprisoning walls of our mortality” (152) isno less
evident in Fugard’s claim on the addresses in Port Elizabeth than in his claim on this modest castlein

New Bethesda.
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4. J. M. Coetzee,

Boyhood: a Memoir

4.1
TheDiaogica Novel

In 1995, Coetzee (2001: 114-126) wrote and presented a paper on Joseph Frank’ sfive-volume biography
of Fyodor Dostoevsky. Written two years before the publication of Boyhood, the essay’ssection 1V blames
Frank for not supplying what ismissing in Bakhtin (whoisat the center of discourse on Dostoevsky),
“namely, aclear statement that dia ogism asexemplifiedinthe novelsof Dostoevsky isamatter not of
ideological postion, still lessof novelistic technique, but of themost radical intellectual and even spiritua
courage” (123). Accordingto Coetzee, “ A fully didogical novel isoneinwhichthereisno dominating,
central authoria consciousness, and therefore no claim to truth or authority, only competing voicesand
discourses’ (123).

Cantherebe such anovel ? Taking Boyhood asan example of dia ogical fiction or autobiography,
we see acontest taking place in which each voice (both silenced voices) hasitsown truth. Inlight of
Coetzee' sownidentification of adebatewithin him over whether identity isshifting or absolute, thememoir
reenactsthediscourse. But istheretruly no “dominating, central authorial consciousness’? Who makesthe
decisionthat amemoir getswritten? Who decideswhat time and placethe memoir will cover? Who
declarestherulesand restrictionsthat will governthetime and place? Who, if not the author?

Going back to aBakhtinian psychol ogy, not only do language and written language enact dial ogue,
“human thinking isa so predominantly dialogica and, therefore, al so marked by aninternally complex two-
sidedness’ (Shotter: 14). 1n Boyhood, Coetzee comes closer to dissecting the two-sidedness he embodies,
but it isdoubtful whether he hasreached the bottom of it, or whether he ever will. For the student of
Coetzeg, itisvita to acknowledgethe doublespeak in Boyhood becauseit reformul atesthe autobiographi-
cal/fiction debate over hiswork and possibly thework of others.

First and foremogt, it movesthe debate entirely away from realism that its proponents have continu-

oudly criticised Coetzeefor evading. Theouter world and itslimitationsisnot aplace where Coetzee has
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ever intendedtotail. “Heliveswherever hefindshimself, turnedinward” (Attwell, 1992: 393), hesays
about himsdlf in“Retrospect”, hisfinal interview with Attwell in Doubling The Point. It isastatement we
must know alittlemore about. Janet Varner Gunn pointsout that autobiography marks out thefinite bound-
ariesand limitsof theinner and outer world. Coetzeewritesaninner worldthat also, if itisto befertileand
productive, must be marked out, flattened, and regul ated for fair play by some dominant authority. Andif he
seemsto want to arguethat no central authority determinesthefield of debate, then he must concede that
the contest isbeing decided upon by someone or something. Tolstoy ends up answering the same question
inamuch more primitiveform with the Christian Truth, concludes Coetzee in Doubling the Point (293).
Can hepossibly be heading thereaswel | ?

No, for Coetzeefunctionswithin asecular society, and, seen from acertain angle—theanglethat is
governed by socia laws— Boyhood provesit. Inthefollowing sections, discussion over therulesof
discourse between two contestantswill belaid out. Unlike Fugard’sspatia imagination, which helearnedto
master in order to control hisemotionsand then consequently diffusewith confess on, upon demand,
Coetzee has set up acontest between characters, acontest from which, once started, thereisno escape. A
certain gameisplayed— agameof truth; therearerules, boundaries, score keeping, abeginning, and an
end. Soto get back to the question, who decidesthat amemoir should bewritten? Theanswer isthe same
asinany secular culture: the audience decides. Whilethere might bean argument that Coetzee wrote
Boyhood asabridge from the old to the new South Africa, morelikely Coetzee writes hismemoir because
hewantsto compete and to provethat he hasthe courageto do soin every literary contest. Theaudience
demandsmemoirs. Coetzeeisgame.

What must ultimately be decided about Boyhood iswhether itsquest for justiceisachoice Coetzee
baseson afreedom of expression Bakhtin calls”freevalition”, or whether histoiling for justice comesto
himin the Kantian sense, asanimperative he cannot escape. Thestruggleto create normsfor discussion
about aboy’ slifewhose normal cy wasin question from every angle may not be smply amatter of free
expression or anunknownimperative. 1t might, asBakhtin argues, bean “emotiona-volitiona”? act of

identity whose essential dignity residesinasenseof justice, fair play, alevel playing field.
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4.2
Introducing the Boy in Boyhood

Boyhood beginswith the mother and aportrait of her strangewaysasthefamily movesto Worces-
ter, asmall Karoo town 120 kilometersfrom Cape Town. Themother acquiresabikeand defiantly resists
being confined to the house on Poplar Avenue, “1 will not beaprisoner inthishouse, shesays. | will be
freg’(3). Shetriestolearn how to balance but eventually hasto giveup. Both her will to separate from the
family and her inability to rideabikeportray her asafrustrated individual: incons stent, impulsive, and
ineffective, but neverthelessdetermined totry. For animpressionable, sensitive boy, who* can awayspick
hismother out from the group: the oneinwhose shy, defensivelook herecognizesafeminineversionof his
own” (39), thememory stayswith him ashetriesto find the equilibrium that will endow himwiththewhere-
withal to escapeaswell.

The boy and his mother are hopelessly entangled. “He istoo close to his mother, his mother is
too closeto him” (37). Sheisimportant but weak because sheis so unpredictable. She judges
others harshly, suddenly. “Above all [the boy] fears the moment, amoment that has not yet arrived,
when she will utter her judgment” (162) at him. If she judgeshim,

It will belike astroke of lightning; he will not be able to withstand it. He does not
want to know. So much does he not want to know that he can feel ahand go up
inside his own head to block hisears, block hissight. He would rather be blind and
deaf than know what she thinks of him. Hewould rather be like atortoiseinsideits
shell (162).
A way of living with her would be to stand in opposition to her impulsive, drifting, shifting opinions
whichwould require astable, committed, disciplined, evenrigid position.

The boy “isaliar and heis cold-hearted too: aliar to the world in general, cold-hearted
toward his mother” (35). The boy beginsto lie because he cannot separate himself from the mother’s
love, alovethat expressesitsdlf intheinfinite sacrifices she makesasamother.

Feeling her hurt [of separation], feeling it asintimately asif hewere part of her, shepart of

him, [the boy] knowsheisinatrap and cannot get out. Whosefaultisit? Heblamesher,
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but heisashamed of hisingratitudetoo. Love: thisiswhat loveredly is, thiscagein which

he rushes back and forth, back and forth, like apoor bewildered baboon (122).
Recalling hisclosenessto hismother and his character’ sresemblanceto hers, the boy feel strapped within
the confinesof hismother’slove. The senseof no escape mirrorstheimprisonment hefeel strappedinside
himsalf, insidethememory of her, insdetheboy. Theboy canlieto her, keep secretsfrom her, refuseto
kissher. Through her heexperienceshisfirst autobiographical frustration: namely, how doesone cut oneself
off from oneself. Being oneself and being normal cannot be had at the sametime: “If he stopped lying he
would haveto polish hisshoesand talk politely and do everything that normal boysdo. Inthat casehe
would nolonger behimsdlf. If hewereno longer himself, what point would therebeinliving?’ (35). The
boy solvesthisproblem by pretending, lying, fantasizing, in other words, by deliberately not being himsdlf.

Theboy “wantseverything to beasit wasinthepast” (82). Thepast isatimeof chivalry and
harmony — at least, thisisthe boy’sfantasy. The boy’sdesireisalso crude and filled with conflict:
“He wants his father to beat him and turn himinto anormal boy. At the same time he knows that if
hisfather dared to strike him, he would not rest until he had hisrevenge’(13). The boy whose pas-
sionsroil with contradiction cannot make sense of himself, yet his desire to make sense of himself is
acute. He wantsto know what being himself will cost, what sacrifice will be exacted. He sees that
the sheep on the family farm “ have cal culated the price and are prepared to pay it — the price of
being on earth, the price of being alive’ (102).

The boy often stays home from school, which the mother somehow excuses and which the
father disdains but cannot fight. The young John pretends heis sick and believesit himself until after
midmorning when he isfeeling better and dares to wander about the empty house. On his days at
home, he reads voraciously. Reading, going to the bioscope, listening to stories on the radio stimu-
late hisimagination, and from there the boy imaginesthat “ He wants, one day to be faithful asthe
snow-gooseisfaithful” (45). It isamomentary respite from the gloom of that everyday lifewhichisfilledwith
going to schooal, witness ng beatings of boyswho aretougher than himself, experiencing the shameof his
cowardice. For amoment, inthe boy’simagination, hewantsto befaithful, not aliar. Itisaglimmer of
hopefor theboy, onethat getsre-ignited when the boy encountersthe dusty volumesof hisgreat

grandfather’ sautobiography Ewige Genesing, athoroughly boring account of spiritual awakening.
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Theabove summary, not so different intonefromthe actua text, demonstratesthe neutralized “1”.
The“lie’ such neutrality visavisthe self congtructs underminestheattempt at autobiography whileat the
sametimeit makesthe autobiographical attempt an exchangeon level ground. Neutrality handicapsthe“l”,
but it enablesthe boy’ sauthenticity.

4.3
Introducing the Man in Boyhood

Coetzee, who speaks with abiased “1” in Doubling the Point, does not fault hisfather. In
“Retrospect”, hegivesboth hisparents” eterna credit” (393) for remaining aoof fromthe nationalistic
Afrikanerdom ingtituted the year the family moved to Worcester and the boy was eight. The inter-
view contradicts Boyhood on thisissue: nowhere in the memoir isthe boy forgiving of hisfather; and
nowhere does he give him credit. It isakey difference between the man Coetzee speaking to editor
David Attwell and the boy who is emationally present in the man, and is evidence that the boy isat
the center of afiction regulated by some autobiographical restrictions.

A summary of the memoir’slimited time and placeis asfollows. The Coetzees moved to
Worcester due to the boy’s father losing hisjob in Cape Town after a bureaucratic shake up when
Malan took over power in 1948. Thefather had left thefamily farmto study law and later joined theallied
forcesinWorldWar 1. Yearslater, with awife and two sonsin tow, hewas dismissed in Cape Town and
took thefirst availablejob asbookkeeper in acannery in Worcester. Vastly overqualified for the position,
thefather submitted to hisnew life, and thefamily wasasked to swallow adownsized homeand lifestylein
one of the new and till treel ess neighbourhoods on Worcester’ soutskirts. The boy attended thelocal
schoolswhere most of the children camebarefoot. There he had to choose areligion, and because onthe
day hewas asked to choose he had been reading and studying Rome and the Romans, he opted for Roman
Catholic. Thefamily visited the Coetzeefarm during the holidays. Run by Son, the oldest of the six broth-
ers, thefarm wasatraditiona Klein Karoo merino operation managed by trusty Khoi. Thehousewaslarge
enough to deep three generations of Coetzees, whose cleaning, laundry, and cooking were performed by

thewivesand daughtersof the Khoi maleswho managed thefarm.
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The Coetzees lifein Worcester lasted four yearsuntil thefamily returned to Cape Town to Reunion
Park. There, thefather tried and failed to support thefamily by representing membersof theunderclassin
court. Soon, hefdl into bad company and wasdrinking heavily and plunged into debt irreparably. Atthe
sametime, the boy had been wait-listed at anumber of the more elite Cape Town boys' schoolsand had to
content himsalf with enrollment in thelocal Jesuit high school. Themother begantowork first to pay off the
debt her husband had incurred and then to support thefamily on her own. Meanwhile, arelative, Aunt
Annie, fel ill and died. Intheweeksand monthsof deterioration, the mother took theboy toAuntAnnie's
old apartment where he discovered anumber of bookswritten by an UncleAlbert: Ewige Genesing, Kain,
and Die Sondesvan die Vaders. A boy, who up until then had shown littleinterest beyond reading, playing
cricket, and getting the highest marksin class, attended Aunt Anni€’ sfunera, at which the coffin was| eft
unburied, standingintherain.
The autobiographical boundarieslaid out in “ Retrospect” covering the same periods from
1948 to 1951 in Worcester, and then from 1952 to 1958 in Reunion Park read as follows:
A sense of being alien goesfar back in hismemories. But to certain intensifications of
that sense |, writing in 1991, can put adate. Hisyearsin rural Worcester (1948-1951)
asachild from an Afrikaans background attending English-medium classes, at atime
of raging Afrikaner nationalism, atime when laws were being concocted to prevent
people of Afrikaans descent from bringing up their children to speak English, provoke
in him uneasy dreams of being hunted down and accused; by the age of twelve he hasa
well-devel oped sense of social marginality. (People of hisparents kind are thundered
at from the pulpit as volksverraaiers, traitors to the people. Thetruthis, his parents
aren'ttraitors, they aren’t even particularly deracinated; they aremerely, totheir eterna
credit, indifferent tothevolk and itsfate.) HisyearsinWorcester arefollowed by adoles-
cencein Cape Town, asaProtestant enrolled in aCatholic high school, with Jewish and
Greek friends. For avariety of reasons he ceasesvisiting thefamily farm, the place on earth
he hasdefined, imagined, constructed, ashisplaceof origin. All of thisconfirmshis(quite
accurate) senseof being outsideaculturethat at thismoment in history isconfidently setting

about enforcing itself asthe core culture of theland.
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Sociologically, it helps, perhaps, to think of himin hislateteensasaraznochinets, inthe
lineof Turgenev'sBazarov and those hordes of young men in Dostoevsky’snovelswith their
pallid facesand burning eyes and schemesto changetheworld — asasocialy disadvan-
taged, socialy margind young intellectual of thelate Britishempire. Disadvantaged? Well,
perhaps not disadvantaged. But by the standards of thewhite middle class, unadvantaged.
Hisparentshave nofootholdin either Afrikaansor English socia circles. They have unend-
ing financid troubles. Hepayshisownway through university doing odd jobs, if only
because heistoo squeamish to withesshismother’ s sacrifices. (393-394)

In comparison, the second marking out of boundariesismorefleshed out, more subjective, a
concern that seemsto plague Coetzee and that must be held hostage by agreater drivefor thetruth. But
thetwo paragraphsare useful because not only do they mark out beginning and end of the period of time
revisitedin Boyhood, they highlight certainideas: dienation, disadvantage, margindity. If thefirst summary
revea sthefield of experiencewhere autobiography will take place, then the second summary tellswhy the
ruleshavebeen putinto place. Limitedinitsscopeand conduct, it isquestionable whether Coetzee has
succeeded inwhat he calls*“the ultimate goa of the autobiographica enterpriseitself, namely, togettothe
truth of oneself by going back over the ground of the past” (2001: 246), becausethere are so many restric-
tionsintime, place, and content. I1tisa so somewhat dubiousto concludethat he hasmadeany confession
at dl, eventhough David Attwell saysthat the seedsof the memoir arein the confessional mode of hisfiction
(1997: 23). Thedtrict limitation ontime and content removestheboy from the politicsthat color subjectiv-
ity. Coetzee shapesthetermsof inquiry by limiting thetime period to removeany gesture of remorseor
resentment, both present inthe descriptionin“ Retrospect”. For somereaders, Boyhood feelsonceagain
likethemuddy surface of escapism, i.e. fiction; from the Bakhtinian dia ogic point of view, Coetzeeismerely
trying to discipline himsalf to focuson theboy, withwhom asilent “1” intendsto dialogue. Itisevidently

harder than onethinks, to connect self to an other-self intime. It requiresashutting out of distraction.
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4.4
The Field of Debate: Autobiography

Criticsand critical essayists (Walsh,Viola,van Onselen, Shafto, Kakutani, Driver, Ackermann) have
succeeded in circumventing the discussion of Boyhood as autobiography in favor of pointing at its
fictive constructs. It iseasier talking about fiction than it is about autobiography: fiction eliminates
problems of the double referent “1”; it inocul ates against postmodern arguments that accuse the
essential “1” of non-existence; and it satisfies both of two opposing theses: that all writing is autobio-
graphical, and that all autobiography isfiction. But one cannot ignore fairly that Boyhood: Scenes
froma Provincial Life was, within two years of itsfirst publication, changed to Boyhood: A Memoir.
If the arguments against autobiography are correct, then such asmall changein title should make no
difference. Yet, thetitle makesall the difference.

Isthere any way of knowing for sure that the boy described in Boyhood isin actual fact JM.
Coetzee? In favor of answering yes, the reader can point out that J.M. Coetzeein fact lived and went
to school in Worcester between the said dates and that he had the experiences marked out above. But
then what about Disgrace? J.M. Coetzee has been a professor at the University of Cape Town for
thirty years. Tweak the details of the factsjust dightly and how do we know that he is not David
Lurie, student of Wordsworth, peddler of the Romantics, who like the boy is also spoken of in the
third person present tense? In the difference between these two are we once again up against some
boundaries, some limitations, some restrictionswhich, like rulesin aclassroom, can help usfeel
certain and safe against insidious doubt that awork isautobiographical? | answer thequestionwitha
qualified, Yes, but not on the basis of evidencewithinthetext.

To recall: Janet Varner Gunn presented athesisin 1982 in answer to James Olney’s 1980
dilemmathat “ Everyone knows what autobiography is, but no two observers, no matter how assured
they may be, arein agreement” (7). The problem of disagreement leads to alack of conclusion that
Gunn tries to address by proposing that autobiography is a poetics of experience. In Gunn’s argu-
ment it is aprogression that has dance-like characteristics with steps belonging first to the writer, then

to the reader. The writer must first have the impulse and then the per spective to write autobiography;
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then the autobi ographi cal experience progressesthrough reader response. Through thisexchange, which
echoes aBakhtinian ethoswithin theframework of autobiography, the author movesforward toward
worldliness, acondition best described asan awareness of thelimitations of the outer and inner world.
Autobiography, therefore, unlikefiction, requiresas part of itsscript not only areader, an other, but a
certaintypeof reader who assumes*transcendental authority that allows him to passjudgement” (deMan,
923). Judgment must be administered in acourtroom: such isthe environment that Coetzeetriesto set upin
Boyhood.

But there is another aspect outside the text of Boyhood that tells the informed reader that heis
dealing with autobiographical material, not fiction. Boyhood is aready the second version of
Coetzee's self-reflection if one considers (and there is no reason not to) the description of himself in
“Retrospect” to be thefirst published autobiographical statement he has made about his boyhood in
Worcester. It isnot surprising that Coetzee, who faults other writers (Breyten Breytenbach in
particular) for indulging in narcissism, has shown great restraint in talking about himself. For an
individual who has always striven to be the best, the top, the first even when it could possibly mean
the death of achallenger (Boyhood: 143), living up to an idea of himself that is self-effacing and
wholly disciplined is another way in which Coetzee meets his own high standards (see What isa
Classic?, 2001). “Our historical being is part of our present,” he says (13). Proceed with caution and
prudence and you shall succeed where others have failed.

Finally, the switch from Scenes of a Provincial Lifeto A Memoir isthe guarantee the reader
needs that, according to Coetzee himself, he has written amemoir. Barring the pundits, the relation-
ship between writer and reader isall that counts because, according to Gunn, the case of autobiography is
anissueof justice, fairness, toward abalanced order: it isamode of partnership between thewriter, who
arguesboth for and against himself, and the reader, who decideswhether heisright. If Coetzeecalls
Boyhood “amemoir”, whichisto say if heisup to thetask of being both prosecution and defense, then that
isal that isneeded to proceed inredlistically eva uating both the man writing and the boy who iswritten.
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4.5
Rules of Debate: Silenced “he” and “1”; Leveling History with the Present Tense

What is this strange habit of talking about oneself in the third person, present tense? Coetzee explains,
“| see ... asubmerged dial ogue between two persons’ (1992: 392):
Oneisaperson | desired to be and was feeling my way towards. The other ismore
shadowy: let us call him the person | then was, though he may be the person | still am.
Thefield of their debate is truth in autobiography. The second person takes the
position | have sketched above [that all autobiography isstorytelling, all writingis
autobiography (391)], but in amore extreme version: thereis no ultimate truth
about oneself, thereisno point in trying to reach it, what we call the truth isonly a
shifting self-reappraisal whose function it isto make one feel good, or as good as
possible under the circumstances, given that the genre doesn’t allow oneto create
freefloating fictions. Autobiography isdominated by self-interest (continuesthis
second person); in an abstract way one may be aware of that self interest, but ulti-
mately one cannot bring it into full focus. The only sure truth in autobiography isthat
one's self-interest will belocated in one’s blind spot. (392)
Coetzee says less about the “first” character except that he is one who wants to believe that “We are
born with the idea of the truth” (395), in which case the man or boy who was born to indifferent
parentsin South Africain 1940 was himself from the beginning. The two characters continue the
debate in Boyhood. The dark shadowy figure from the past makes his case in the third person pro-
nounwhilethefirst figure, theemergent “1”, presentshimsalf asthe narrator of experiencesbelongingtothe
“1”, experiencesthat are alwaysin the process of becoming the condition of the*he” of thepast. Asinall
debates, one must function under some set of rules, someguidelinesthat will help determinefairnessand
progress.
From the outset, the terms are unfair and must be adjusted. When Coetzee describes to
Attwell, “ Standing on the hillock or island created by our present dialogue, let metell you, inthe

retrospect it provides, what the story of the past twenty yearslookslikewhen | makethe story pivot onthe
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essay on confession, writtenin 1982-83” (“ Retrospect”: 392), Coetzeeisfully aware of thehigh ground he
isprivileged to stand on ashelooksbackwardintime. The“I” inthissentence must bedisempoweredif, in
the debate between the child and man in Boyhood, the boy isto stand up equally to theman. Over the next
coupleof sentencesin*“ Retrospect”, the“1” isdisciplined into silence, alowing the* he” to emerge, whois
alsoassilent but at least an empowered silent voice. Sothefirst term of debateisasilencing of theego, the
“1” that speaksabout itself on either side of the debate.

The second magjor probleminthe debateistheretrospect, the hindsight, the Monday night footbal
playing soeasily indulgedinby the*1” that writes. The power of reviewing and remembering must be
downsized but not eliminated if the boy and theman areto have afair debate. Writing theboy’slifeinthe
present tense (with very few exceptions) forcesthesilenced, narratoria “1” to play fair.

Isthe use of thethird person and present tense sufficient to put the debate on equal footing? No,
not if either the" he” or the“1” feelscensored, trand ated, or operating under afear of being punished for
performingitsrole. If thetermsof autobiographical debate areto befair, theboy must beentirely freeto
say what hewantsto say without being penalized. Onthe other hand, thesilent “1” who chooses not to
indulgeinthe samefreedom must bealowed tolimit himsalf to hisduty of narration, starkly honest asthat
might beat times. Thenarrator must also bealowed to serve hisside of theargument: alarger, wiser belief
in“theideaof truth”, and “theideaof justice” (395). Theboy, ontheother hand, can serve hisown ideaof
sdf, that “ Truthisonly ashifting self-regppraisa” (392).

It is up to the narrator to allow the boy his freedom. But who “alows’ the narrator to play the role
he setsout for himself? Why, infact, thereader.

4.6
No Escape

WEell-schooled asacriticin the art and folly of autobiography and particularly of confession, Coetzee
raises the question: isit necessary to have two assurances of truth, the present tense and the“1”? Or
can one abandon one of these confessional modalities? Writing in thefirst person singular past tense

had been done before, but unsuccessfully becausethe past is* alanguage that dominatesits subject asthe
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language of the historian does’ (1992: 268). L et usmoveto the option of writing inthefirst person present
tense. Quoting Starobinski, Coetzeea so writesin 1985, the present tenseis* so purethat the past itself is
relived aspresent fedling” (268). At thesametime, inthe present tense, the*|” works steadily against
truthf ul ness because problemsarise “whose common factor seemsto bearegressiontoinfinity of self-
awarenessand self-doubt” (274). Yet opting for thethird person narration opensup thewriter to accusa-
tionsof dominanceaswell. But what if onetook that risk and weighed it against the opportunitiesof the
present tense, amodeinwhich “Everything takesplace’ (268)? Thetrade-off seemed worth ashot at an
autobiographical piecethat, if successful, could resultinafair debate. Failurewould only lead tothe
autobiography being mistakenfor fiction.
AnneWaldron Neumann’s case for away of documenting history without imposing it argues
that, in Waiting for the Barbarians — Coetzee' s novel using the same technique— “Every moment is
present; past fades; future is hidden, cause and effect remain to be unraveled and pondered” (67).
Escaping fromtimeisa* childlike confusion”, onethat is used as an avoi dance mechanism, apretense
of alack of understanding, and an excuse to remain innocent. All three goals are evident in Boyhood.
The boy’s confusion resultsin hisavoiding school, in his cruelty toward his parents and brother, and
his pitiable cry of innocence. And while escape may be the boy’s and the Magistrate’s desire, the
oppositeistrue for the narrator who has carefully constructed a debate between two silenced egos.
Thefirst challenge to the boy’s ability to be authentic and sincere iswhen the narrator exposes
his emotional response to corporal punishment. Astheboy sitsat hisdesk, he thinks of what he will
do when histurn comesto be beaten:
What hewill not be ableto endurewill bethe shame. So bad will bethe shame, hefears,
so daunting, that hewill hold tight to hisdesk and refuseto comewhen heiscalled out.
Andthat will beagreater shame: it will set him apart, and set the other boysagainst himtoo.
If it ever happensthat heiscalled out to be beaten, therewill be so humiliating ascenethat
hewill never again be ableto go back to school; intheend therewill be no way out but to
kill himsdf (7).

On thisfirst and important item the boy scores significantly. His shameis exposed entirely without

showing remorse, without showing that hewould rather not betheway heis; hesmply isthisway, filled
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with shame. The narrator makes progressaswell because he has succeeded in exposing the boy.

Had hisfather prepared him properly for the beatings he would be normal, and being normal would
save him from thoughts of violenceagainst himself. Instead of giving hisfather credit, theboy blameshim.
Theaccusation leads|ogically to thoughtsof aternatives: “If [the boy] had achoice between Sonand his
own father asafather, hewould choose Son, even though that would mean hewould beirrevocably Afri-
kaansand would haveto spend yearsin the purgatory of an Afrikaansboarding-school, asal farm children
do, before hewould be allowed to come back to thefarm” (100). Thedark confession of wishingto be
Son’schild rather than hisfather’ srevea sthe extent to which the boy isconfused about who heis. Heisin
astate of desired escape, or like Neumann argues, a*“ childlike confusion”. Thefantasy about being Son’'s
offspring isrelentlesdy darkened when the narrator revealswhat Son thinks of the boy, that heis “not
straight, honet, truthful” (100). Thenarrator’sgrievoudy hard blow to the boy’ s attempt to escape goes
unanswered. Theboy’ssilenceaccuseshiminthe sameway asinthe scenewhere he and hismother are
crossing asquare and the boy says nothing against theinjustice of thedark child whoisnot required to goto
school andisleft “freeto roam far from thewatching eyesof parents’ (60). The narrator stepsin provok-
ingly, declaring: “He, ruled by hisdark desires, isguilty” (60). Again, theboy respondsintacit agreement.
Thesilencetheboy choosesiswhat makeshim guilty asachild first and then asan adult. Thefailure of
denial doesnot bring on asentence; it s mply stops up aloophol ethrough which both the narrator and the
boy have escaped knowledge of themselvesbefore. To beguilty isnot theworst thing; to not accept your
guiltis

Self-imposed captivity intheform of astill slippery self-knowledge brings equilibrium, and
nowhereisthe equilibrium more evident than in the experience with Eddie, adark child in training to
become a gardener. After a short tenure in the Coetzee household in which the young John befriends
him, wrestles with him, lets him ride his bike, Eddie runsaway. The attempted escape is thwarted and
quickly punished. Eddieiswhipped and then sent home. The boy, missing hisfriend, wondersif he
will ever stop thinking of him: “Will he ever escape Eddie?’ (77). The question echoesin meaning as
it was really Eddie who tried to escape from the Coetzee household, succeeded, and now traps the
boy inamemory of Eddie. The problem with the memory isthe responsibility the boy must assume

for theactsof hiseldersaswell ashisown for having spied on Eddie ashewasbeaten. The narrator
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acceptsthe confinement of theboy inthememory stating, “ At thismoment, intheleaky houseinlda's
Valley, curled under asmelly blanket, still wearing hisblazer, heknowsthat Eddieisthinking of him. Inthe
dark Eddie’ seyesaretwo yelow dits. Onething he knowsfor sure: Eddiewill haveno pity onhim” (77).
Here, theboy isnot feeling, not denying, not imagining, not pretending, not fantasizing about Eddie. Itisthe
onething heknows; inwhich case, it isthe onethought that istrue, hisonetruethought. Eddieisthinking
about him and Eddiewill have no pity on himwhen they meet againin somedistant future. Inthisexperi-
enceisan exampleof theboy’sfirg stirring of anideaof thetruthwhichismirroredinthethinkingthatis
goingonin Eddie shead.

What must he do when he faces Eddie in the future? The memoir answersthis question: he
must be fair. He must, aboveall, hold justice, fair play, aleveled playing field, with the highest of
regard. Nothing short of atotal commitment to justice will allow him to convene with Eddie in the
future. The boy’s struggle to value justice is captured best in the example of cricket whichis“The
only passion that has not abated” (144) by thetime heisin high school. Asfor so many young
people, his mastering this game means mastering the rules, the various shots, the footwork, the
strategy, the postures, and ultimately the courage that it takesto win and to lose. “Thetruthis, he
prefers his solitary game on the stoep to real cricket” (145), but that does not deter the boy from
facing the fast bowlers, getting struck, and enduring pain (145). He knows he must join the contest if
heisto proveheisfair-minded, ableto compete, willing to accept defeat. Of course, hefails, but “looking
back onthesefailures, he consoleshimself with stories of test matches played on sticky wicketsduring
whichasolitary figure, usualy aYorkshireman, dogged, stoic, tight-lipped batsthrough theinnings, keeping
hisend up whileall around himwicketsaretumbling” (175). Theimage of thisman capturesan ideaof
himself that cannot be described any other way but through the boy’ simagination of himself. Coetzee has,
after al, been criticized for being dogged, stoic, and tight-lipped, and certainly hismemoir depictsthe same
character bothinthesilent“he” andinthesilent “1”. Thereisno escapefrom thischaracter, but thereisone
consolation: it preachesto no one, assumes no authority except over himsalf, and it continuesto act as proof
that “ oneisn’'t acoward” (146) when playing agame governed by afair set of rulesthat everyone must
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4.7

“1” utterances in Boyhood

Therestrictive conditionsimposed by narrative choice in Boyhood magnify and manipulate the boy’s
shifting identity. Heisvery much the captive in what he describes as “ this cage in which he rushes
back and forth, back and forth, like a poor bewildered baboon” (122). In response, the boy imagines
himself asany number of crustaceous creatures, walling himself off, turning inward. The self-imposed
shell isonce again evident in the sparse instances of fleshy identity in Boyhood. Likean
otherworldliness protecting the boy, the silent “1” walls around the child’sidentity, which pokesits
head out fleetingly in dialogue.

The boy speaking completely unmediated — meaning there is no transition in the sentence to
the “he’ by the author — occurs only twice: “’| want to’” (100), and “’| don’t want her to live with
us” (115, 117). Contrast these statements of desire with the handful of statements made by the boy
about hislimitations— “1 couldn’t walk, | had blisters on my feet from the tennis,” he whispers back”
(20); “’1 can’t cometo catechism, | have to do errands for my mother on Friday afternoons,” he had
lied” (111) — and hisabnormalities— “’ Thinking,” he had replied unthinkingly: ‘1 like think-
ing'” (29); “’I hate normal people,” hereplieshotly” (78); “’I'm sick,” he croaksto his mother” (103);
“’l amaCatholic, hehadinsisted, lying again” (111). Desirecannot betransformed; itistheflesh of iden-
tity; it completely belongstothe*I” and should not beintruded upon by the narrator.

Inadequacy, inability, shortcomings, on the other hand, these readily transforminto the “ he”
because the narrator can accuse them, evaluate them, argue against them. “’I want to bat,” he
mumbles, and sitsup” (146) is aready different because an action is at stake and the action can be
judged fairly. Note, for instance, the contrast between standing up to bat and mumbling. Clearly, in
Coetzee's sentence, getting up to bat is more virtuous. The desire to act transformsinto action, and
action can be known objectively to the other. The relationship between narrator and subject are
carefully devel oped as philosophical engagements or points of dispute. The difference between, “’|
want to bat,” he mumbles, and sitsup” (146) withitsmerit of the narrator’ssupport, and“’ | want to’” (100)

and itsunnarrated state requiresmore consideration.*
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A second general category of “1” utterancesisapparent in what the boy doesn’t say aloud to others
but thinks, considersand saysto himself when no oneislistening. “If hesays, ‘| madeamistake, | am
actualy aChristian,” hewill bedisgraced” (21), followsan assertion at school that heisaRoman Catholic.
Admitting that helied or made an error getsweighed up against consequenceswhich the narrator recognizes
aretoo damaging for the boy. Thelack of justice surrounding the boy isagain recognized by the narrator
when heisfaced withanAfrikaner clerk selling him cigarettesfor hisfather. Afly fliesinto hismouth and he
isreprimanded after he spitsit out. “Hewantsto protest: ‘What must | do?Must | not spit? Must | swal-
low thefly? | amjust achild!’” (127) writesthe narrator affirming the boy’ssenseof violation. Inathird cry
againgt injustice, “Unfair! hewantstocry: | amjust achild!” (160), the narrator allowstheboy and himself
to emotein partnership asaresponseto thevision of hisdead father. It turnsout that thefather isnot dead
and the protest isover-dramatic, but because the narrator joinsin with the boy, thevision of death istrans-
formed into an exposure of thefather’sdoth. Thefather should not belying around in the middle of theday
looking asif hehasdied. Itisunfair. Turninginwardisnot only amatter of justice. Inner thoughtsal so
bring an awareness of happiness, precariousthough it may seem: “Hethinks, ‘| have never been happier in
my life. | would liketo bewith Greenberg and Goldsteinforever” (25).

Itisbetter to say out loud what onethinksto make sure one hasthought it. The narrator makesthe
boy do thisthreetimesabout theland: “ Out in theveld by himself he can breathetheword aloud: | belong
onthefarm’ (95); “What hereally believes but doesnot utter, what he keepsto himself for fear that the
spell will end, isadifferent form of theword: | belong to thefarm” (96); “1 belong to thefarm: that isthe
furthest heisprepared to go, evenin hismost recent heart” (96). Theimportanceof theland and how it
manifestsitself onthefault line betweenthe*he” andthe*1” isof courseto be noted in thethreefold repeti-
tion of theitalicized statement.

Despite the fact that the mother begins the story with a pathetic cry to not be a prisoner in her
home and to be free, she ends on avery different note, anote of resolveto act: “1 will pay all his
debts,” shesays. ‘1 will pay ininstallments. | will work.” (158)" The difference between being and
acting ismagnified in her; it isthe same nuance of characterization that differentiates’| want to bat,’
(146)” from*’1 want to’” (100). “Emotions are closely connected with action; few facts about them

aremoreobvious. Andyet it would beamistaketo identify them with desiresfor particular typesof action”
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(M. Nusshaum: 135). Thetriangleof desire, action, and emotion hel psto clarify thedisconnectioninthe
Coetzee househol d between desire (to befree) and action (to be committed). The boy’sundefined desire,
which permeatesthe memoir in mediated or unmediated form, isharnessed by the man writing and directing
itinto an actionthat materiaizesin asecondary portraya of themanwriting. Recognizing that unfettered
desireleadsto thehighly emotional life of the mother, the boy through the man describing him, movesfrom
desireunregulated by emotion to desireregulated by action. With great skill, however, Coetzee never loses

the history of hisemotions (Nussbaum: 175) inthe process of regulating desirewith action. Why not?

4.8
Thelnternal Dialogic

A dialogical relationship resideswithintheindividual. Itisrepresented by theinternal interaction
among desire, emotion, and action and is that which shapesthe self’s history. Regarding emotion,
Nussbaum cautionsthat alack of responsiveness may result in an overemphasis on desire for certain
types of action: adesire to make alot of money, to win every game, to control the emotions. Without
emotionsmanisadriftinaseaof meaninglessacts. “Emotiona health requiresthebelief that one’'sown
voluntary actionswill makeasignificant differenceto one’ smost important goalsand projects’ (5),
Nussbaum writes, emphasi zing the val ue of arespons venessto emotion rather than asuppression, espe-
cidly asuppressioninearly childhood. Bakhtinregardsemotion dightly differently: he seesthat emotion
subsistsinthe current betweenthe*1” and the other and ismade up of asense of uniquenessintimeand
place. Tobedevoid of emotionsisto bea*disembodied spirit” (1993:47). Theresultis: “I losemy
compellent, ought-to-berelationship totheworld, | losetheactuality of theworld” (47). Tolose"touch” is
to be"afinished and rigidified architectonic” asopposed to “ an architectonic that isincessantly and actively
realized through my answerabledeed” (47). Hard asitis, writing hismemoir places Coetzeeinthelatter
category, acategory he doesnot necessarily enter willingly (just ashedid not necessarily want to play
cricket), but onethat he enters (and has always entered) with great preparation and training.

In Cousins, Fugard asksfor compassion, understanding, acommitment to bearing witness, and he

usesfamiliar imaginative strategiesto capture emotions. Hisapproach asksfor thereader’srespect and
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also nurtures hisown self-respect, something he displayshimsalf ashavinglost. Fugard’ smemoir represents
theinput/output current of respect between thereader, on whoseimagined identity hisconceptuaized dignity
ultimately depends, and thewriter whose own refashioned identity isalso hisconceptuaized dignity. This
sameinterchangetakesplacein Boyhood, but instead of being driven by managed emotionsthat finally
escapethrough confession, itisdriven by asenseof fair play. The contest Coetzee setsup between the boy
andthesilent first-person narrator hasadeeply emotiona foundation, a“history” of reverencefor justice,
fairness, regulated contest. Secularism—if it can beimagined into aspiritua context— isdriven by the
authority of law and justice.

Speaking about ethics, Bakhtin says, “What is needed in addition to [anorm] is something
issuing from within myself, namely, the morally ought-to-be attitude of my consciousnesstoward the
theoretically valid-in-itself proposition” (1993: 24). While cricket or any such game or contest or
competition entails a set of rulesthat actsin place of the abstraction “justice” or “fairness’, the games
do not come from within the individual and do not test his true commitment to his own values. To
test one’s own commitment to justice and to see whether the norm it represents for the self comes
fromwithin, one must create acontest that iscompletely of one’'sown making. Boyhood issuch an ex-
ampleof aninterna debateinwhichthe players, theboy and the man, are each treated equally by theterms
of discourse. The preparation and forethought of establishing one’sown set of rulesthat will governasense
of self isof great valuein understanding one aspect of the nature of selving. 1ndefining what makesupthe
framework of identity that weinthe modern age are now responsiblefor, Taylor stressesthat our self-
evaluation must be based on valuesthat are* incomparable’ (19-24), aconcept that naturally issuesforth
confusion and conflict over what it meansto affirm theself. Thethought, “If | can measuremysalf upto so
and so, | will more clearly understand who | am,” isonethat drives so many of our decisionsabout what to
buy, do, challenge ourselveswith, believein. Coetzee sattempt to move away from valuesthat measure up
to and derivefrom rulesof discourse about the self that others accept (most notably afirst person narra-
tion), prioritizesfor Coetzeetheimportance of restrictiveness, salf-discipline, salf-monitoring. Alongside
Fugard’ smodeling of respect and salf-respect asafundamenta dial ogic current, Coetzee' ssensefor setting
up ajust interchange helpsto shape an ideaof what it takesto know the self without the self (the narrator)

imposing himself on the self (the subject of discussion). Fair interchangeisan act of respect.
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5. JM. Coetzee,
Disgrace

Ignited by the recent novel Disgrace, debate about J. M. Coetzee' swork hasreached another level of

intensity over hisrolein contemporary literature. Set adecade after free elections, thenovel isabout a

South African professor who fallsfrom public grace and must then face an uninspired identity. Inthehalf-

defenseof JM. Coetzee sreputation, still official according to Booker Prizejudges, the dogged criticism of

thenove isbeginning to sound wan and disillusioned. The most predictable arguesonceagain:
Coetzeeamsto question the status and structures of colonia and post-colonial power from
asmany vantage pointsas possible. (Lowry, 1999: 2)

Yawn. Thesecond aging voice says.
Thereisherewhat seemsto beanote of authorid irritation, not only, asmight be expected,
withtheperennia intractability of language and the constraints of the novel form, but with
thesocia changesthat areoccurringin hiscountry, andintheworld at large. (Banville,
2000: 2)

Not quitesolargeayawn, but if oneishoping for Coetzeetofinally de-iceandtell everyonewhat hereally

thinks, onemight fall adegpwaiting.

Both pointsof view, though noble, academic, and well intended, areunfortunately not bringing
anyone closer to understanding Coetzee splacein literature, and both perspectivesseemto beliketired
warriorsfighting for their cause. Coetzeewill never beaGordimer or aBrink, whoserealist prose blended
into the build-up to 1994 and the end of apartheid, and might morereadily fadein and out with theclimactic
idealism of thetimes. Nor will he ever find the solution to power -- colonia, post-colonia, post post-
colonial, you nameit. Of course, thisiswhy Lowry lamentingly concludes, “ Disgraceisadeeply pessmis-
ticbook” (11), eventhough she believesthat “ Disgraceisthe best novel Coetzee haswritten” (3).

Disgrace, likeevery other novel Coetzee haswritten, isabout him. Not about South Africa, not
about colonidism, not about women, athough all of thesefurnish hisimagination. Hisnovelsarebattlefields
uponwhich Coetzee' sownideas about himself wage campaigns against oneanother. Whilethe smoke of

such aconflict has permeated hisnovels, it ismost distinctly evident in Boyhood. Theleadersof thetwo
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armiesarein hishead: one of them believesthat “truth isonly ashifting self-appraisal” (1992: 392), andthe
other leader fightsfor aPlatonic truth, whichisreally anideaof justiceand anideaof thetruth (395).
Coetzee, thewriter/artist striving toward “ asingleauthentic note” (214), ishimsalf thefield of debate, the
battlefield. LikeDisgrace' sDavid Lurie, whoinhismusicisin*“thevoicethat strainsto soar”, Coetzeein
hiswriting isinthevoicethat strainsto speak. Boyhood, givenitstwo restricted voices, presentsthe strain
of expression, while Disgrace actually measuresits progress and consequences, from conception, tolabor,
toinevitableabandonment.

Aswe have seen, the debateinherent in autobiography isnot only J.M. Coetzee sdebate. | have
mentioned James Olney’senduring set of essayson autobiography that laid out in great detail the problem
withthegenre. 1n 1985, Coetzeefollowed up on the collection with hisown version of the autobiographical
dilemma. Inthisessay, at one point writing about Rousseau’s Confessions, he concludes, “ All we can say
at thisstageisthat the problemsare not articulated... [ Thereis] no recourse but to break off thediscussion
for lack of common ground” (274). About Dostoevsky’sNotesfromUnderground, hewrites, “His
confession revea snothing so much asthe hel plessness of confession” (279). Confessionisonly thinly
relevant, heintimatesin hisconclusion, pondering Tolstoy’ sattempt at theend of hislifeto set downthe
truth. Like Olney’sessayidts, Coetzeereached hisown verdict that autobiography wasimpossibleeven as
he began work on hishighly acclaimed confessional novel Ageof Iron.

Theissueof truth continued to haunt him. 1n 1989, hethought he could tacklethetruth in dialogues
with David Attwell, who himsalf, aswell asotherslike TeresaDovey and Susan Gallagher had written that
all of Coetzee' snovelswerein someway autobiographical. A seriesof interviewswere conducted over the
nexttwo years. Inthefirstinterview, Coetzeesaid, “ | haveturned to themode of dialogue]...] asaway of
getting around theimpasse of my own monologue” (19). By thelast interview, Coetzee— either because
hefelt comfortable enoughtalkingtoAttwell or through his
experienceswith did ogue— cameto redizethat within him adebate wastaking place. By splitting his
allegiances and seeing himself double, heincorporated adialogue system. 1t wasarefinement of thesame
system that had permeated hiswriting. Thesilent“|” wasthe narrator he abandoned after publishing Age of
Ironwhilst till engaged inthedialogueswithAttwell. He seemsto have permanently replaced the1” with
the*he” which wasfirst conceivedin Life & Timesof Michael K (1983). Theensuing The Master of
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Petersburg (1994), Boyhood (1997), The Lives of Animals (1999), and Disgrace (1999) areall written
inthethird person, an indication that in combination with the autobiographica mode, asilencingistaking
place. Inadditiontotheslent“l” and“he” axis, the present tense also emerged asthe operating mode of
autobiography. Because “Everything takesplace, in effect, in apresent so purethat the past itself isrelived
asapresent feding” (1992: 268), thedial oguefirst between Coetzee and Attwell, then later betweenthe
slent“1” and*he”, alowed for autobiography to metamorphoseinto something closer to biography asit
madeitsway into the present tense. The shared time of the experience allowed for multiple perspectives.

“Heliveswherever hefindshimsdf, turnedinward” (DTP: 393). Thisstatement madetoAttwell
describesan internal world whereimagination and memory can easily generate not only the* he” of the
worldbut alsothe”l”. The*1” speakstoitsalf asif it speaksto another, and therefore, inthisprocess,
transformsfromthe”l” of thewriter intothe®he’ (or “she’) aswell. Asinany relationship, thereisa
sharing, an exchange, and amanipul ation of power. Autobiography and biography are constantly shiftingin
afield of articulation that thewriter presents. 1n Boyhood, the exchange predicatesitself on the expectation
of thereader, and Coetzee' smain objective seemsto beanillustration of the processof leveling thefield of
debate betweenthe“he” andthe”1”; Disgracetakesthe debate further into an interaction between Lurie's
“I” and hisexpression and understanding of himself throughthelifeof Teresa. Luriesurviveshimself
through creating Teresaand recreating her longing for Byron. Hisuninspired identity competeswith hersin
thenovel, which createsamutua understanding between the two abandoned, forgottenlovers. Theintent
of art and of theimagination asit interactswith memory, specifically memory of self, iswhat Coetzeelabels
in Disgraceauthenticity — “oneauthentic note” (214) — whichisarticulated by neither the* he” nor the

“1”, but findsitsalf in the exchange (dance, dialogue) between thetwo.

Lurie'sfall from graceishard; but amazingly helandson hisfeet and assureshisdaughter Lucy, whomhe
goestovisitinthe Eastern Cape, that heisbusy writing an opera. By thetimeheisonthefarm, likeevery-
thing el se, hisrelationship to the operahas significantly changed. Although anecessity to keep busy and
focused seemsto motivate him to get serious about hisopera, thewriting of the operabeginsto shed more

and morelight onwho Luriereally isunder the now fading professorial persona. Thisveneer isexposed
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early onby Lurie' sregular visitstoacal girl and by adippery self-awarenessof hispositionvisavishis
students, especially Meanielsaacs. Sdlf-knowledgeisdippery only intermsof what isseemingly hisown
inescapable perspectiveon himsalf. After refusing to play the gameof confession his colleaguesdemand of
him, heisdismissed fromhispost. Thedismissal smultaneoudy stripshim of authority and disgraceswhat
he standsfor, namely amastery of romanticimpul ses. nature, passion, andintuition.

Lucy, surprised at her father’s creative ambitions, inquiresinto the operatic project with questions
Luriefindsawkward to answer. Finally headmitsthat progresson the piece hasbeen nil: “| haven't written
anote” (63), because, he says, he hasbeen “distracted”. Why would the man who seeshimself as*the
servant of Eros’ sum up his scandal ous experience asadistraction? Thus has hiswhole career beenre-
duced and devalued. Hisown authority hasbeen adistraction, and by thetimehegetstothefarmin Salem,
heisglad to have shed hisauthority and to start anew to serve himself. But thisistrickier thanit appears.
Throughout the ordeal inwhich Lucy israped, hehimself burned, and both robbed by threelocal men, Lurie
triesto regain hisauthority s multaneoudy asvictim, asaccuser, and asagent of justice. Lucy, whoiswiser
than her father and morein touch with her own nature, not someideal handed down from Wordsworth,
rejectshisattemptsto take control over her life. From her helearnsto listento himsalf (thoughironically
oneear ismangled by the assailants) and to seehisown life (though hiseyeshave been burned).

At night he continuesto read Byron'slettersof 1820. Intheletters, helearnsmore about Teresa
Guiccioli, wifeof ajealoushusband and Byron’slover for abrief time. Byron’sinevitable boredomwith
Teresasowsthe seedsof Lurie’ sempathy for this® short-legged mistress’. Throughthenight, hereadsthe
lettersthat areall that isleft after thetheft. Heavier volumeswere at onetime necessary for researchintoa
“true” Byron, but Lurie' sreeducationisgoingwell. Heaskshimsdf, “ Can henot, by now, invent aByron...
andaTeresatoo?’ (121). Thestopin GeorgewhereL urievisitswith Melanie' sfamily bringshimtoa
decisveunderstanding of himself. About hisrelationshipwith Méeanie, hetellsMr. Isaacs, “ Therewas
something | failed to supply, something...lyrical. | managelovetoowell. Evenwhen| burn| don'tsing, if
you understand me’ (171). Mr. Isaacsunderstands nothing of what L urie says, but wantsthe matter to end
and misreads L urie' sgestureasan apology. On the other hand, L urie hasfinally learned enough about
himself to beginto create. By recognizingthat heisnot lyrical, hecrawlsout from underneath thehold

Wordsworth and Byron have on him. Hissdf-awarenessfreeshim from the strangling authority he has
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spent hislifetryingto master. When he getshometo Cape Town and sitsamidst the chaos of aransacked
home, heisfinaly abletowrite.

The autobiographical/biographicd interfaceisreveadedin thefirst daysof Luri€ screating theworld
of Byronand Teresa. “[Luri€] isinthe operaneither as Teresanor as Byron nor even as some blending of
thetwo: heisheldinthemusicitsdf, intheflat tinny dap of the banjo strings, the voi cethat strainsto soar
away from theludicrousinstrument but iscontinually reined back, likeafishonaline’ (185). Lurieprefers
to call thisexperienceart: “ Sothisisart, hethinks, andthisishow it doesitswork! How strange! How
fascinating!” (185). Thereader whoisprivy totheautobiographical driveof Lurie’'s” art”, knowsthat the
worldthat Lurie createsisasimulation of the eventsthat have cometo passin the course of the novel.
Byron abandoned TeresaasMelanieforsook L urie; Teresawas shamed by the public gossip about her
relationship just as L uriewas shamed by the press; despitetheir both having grown old, neither hasforgot-
tenthelovethey shared with acreaturetheir lyricimpulse considered worthy. Creating Teresaand Byron's
world enablesthe progress L urie must makein hisown salf-understanding because he can measure out his
mi stakes, reenact them through another, and finaly overtakethem, passthem, transcend theerrorshe has
madeon hisownterms. Writingmoveshimonin hislife: moveshim onfrom perceivinghimsdf asalyricist,
from having the authority of ateacher, from hisroleasfather.

Theoperanow consumesL urie. Teresaisstanding exhausted, inawhite nightgown— shehas

been callingto Byron night and day. Lurieisobsessed; Teresaisobsessed. Coetzee, who hasalso been
struggling for “asingle authentic noteof immorta longing” (214), also seemsexhausted. Hiscynicismabout
writing isoverwhelming when hewrites, “ Asfor recognizing [the note] hewill leavethat to the scholars of
thefuture, if thereare still scholarsby then” (214, my italics). Reader response, if it choosesto be, must
includearecognition of authenticity. 1n Disgrace, reader responseismost evident in L uriewho composes.
Hisresponseto himsaf and consequent expression in musicisautobiographical. Unfortunately for him,
L urie doesn’t even match up to the hope Coetzee hasfor him. When pushed by Lucy — asoasilent “she”
manifestation of thesilent“1” — to find away to beagood person, Lurieresponds, “1 suspect itistoo late
forme. | amjust anold lag serving out my sentence. But you go ahead. You arewell onyour way” (216).
Lurieisadisappointment but not without aconsciousness of hope. From thispoint onthe operaisgone

fromthe story. Abandonment infusesthe end of Disgrace: theopera, Lurie, thedogs, all arelaidtorest.
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So the problem of Coetzee' sinterna battle between the existence of truth and the shifting nature of al
identity isabandoned for thetimebeing. Itisunresolved. Thisisbestillustrated by the ending of Disgrace:
hereisan old man ushering the unwanted mongrelsof anew and distracted South Africato their quiet death.
In particular, thereisonedog, “ayoung malewith awithered | eft hindquarter”, that Lurieisfond of and who
“isfascinated by the sound of thebanjo” (215) Lurie playsto accompany the Teresaof hisimagination. A
kindred spirit again, thedog’sma functionsrecall theold goat with theinflamed, rotting testicles L uriefirst
encountersin Bev’soperating room. Bev isahomely womanwhom Luriecomfortsand lovesover timeand
who runsan anima welfare service. Thecombination of love, sexuality, and un-beauty that rummeages
around thissetting isthe reason the nove offersno solutions. Nothing of beauty, nothing of truth existsinthe
mournfully brightened chamber of death. Herethe dogs sensethat “the soul isyanked out of the body”
(219). It“isnot aroom but aholewhere oneleaksout of existence” (219). For thedogs, one hopesthat
thereissomething moreto being dissolved, but itisunsure. The soul competeswithitsunknown identity:
the two cannot be separated.

To understand why the debate Coetzee playsout isstill unresolved, one must turn back to theissue
of fairnessandjustice. Seeking towriteadia ogical novel, onethat according to him hasno* dominating,
central authoria consciousness’ (2001: 123), Coetzee cannot resol vethe contest on hisown. Heisafter al
thefield upon which thedebatetakesplace. Hisown opinion must remain completely neutral, favoring
neither onesidenor theother. Whilehe may not succeed at convincing thereader of hisneutrality in Boy-
hood, hisattempt to silence the voicesthat speak through him, hiswill to achieve suchagodl, isitsalf
autobiographical evidence, and as| have argued in the previous chapter, the autobiographical evidence of
hismemoir aswell ashistakswith David Attwell redirect those oppos ng theses— al writing isautobio-
graphical, al autobiography isfiction— away from whether oneiscorrect and toward therules of discourse
between thel and theother. The scenehesetsupin Disgraceincludesthereader in amust-act imperative.
Thereader cannot walk away from thenovel unengaged on someleve, for hemust supply the scores
himself asto whether thisor that view or belief triumphs. Thereader, being ultimately subject to hisown
debate about truth, may read thenovel Disgraceinfavor of Lurie'sseeming transition to grace ashe escorts
themongrelstotheir maker; or infavor of an opinion like Elizabeth L owry’sthat ultimately recoilsfrom the

un-beauty of an overweight pseudo-veterinarian, adisgraced child molestor, and mangy, mangled outcasts.
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Coetzeethins(strains) hisvoice asmuch aspossibleto allow these other voicesadiaogic participationina
debate about David Lurie, an effort he believesisan authentic act. Without Teresa, whoseroleistogive
Luriesomerdlief from himsdf, favoring Lurieisvirtualy impossible. With Teresa(aswell aswith hisnear
flawlessdaughter Lucy) Lurieascreator chances an escapefrom the confines of the political moment (which
admonishesan old man’sadoration of young beauty aswell ashisfailureto change) and givesL urie, the
creator, ajust tria, afair contest, or alevel playing field onwhich hemay or may not according tothejurist

(thereader) betheinnocent one, thevictor.

“We must dedl withthelifeand behavior of discoursein acontradictory and multi-languaged world,”
explainsBakhtin (1981 275), in order to overcome acomplete disintegration of meaning. The" orientation
toward unity” (274), Bakhtin argues, hasonly led usto excludevoices, dial ogues, accents, and judgments
associated withthe“word” (276), and hasled usfurther away fromthetruth. David Lurie, Romantic
Literature expert, isguilty inthe end of having narrowed hisworld toward anidea— one might even argue
anideology — of truth. Hisguiltisevident in hiseventual demiseand couldironicaly bearguedtobehis
saving grace. Bakhtin’santidotetoideology isan embrace of theword' sinterrel ationships, itsintersections,
itsmerging meanings (276). Guiltisgrace; disgraceisescape; murdering (asinthe caseof Bev) issaving;
fictionisautobiography; and soforth. Thisconclusion, however, riskscontradicting thevery ideait seeksto
prove; it risksbecoming, as Coetzee accuses, “ vulgarizations of [Bakhtin's] thoughts’ (2001: 123). The
monologueisnot inferior to thedialogue. Unity isnot replaced by diaspora— indeed theformer might be
strengthened by thelatter. 1n The Livesof Animals(1999), there arelargetracts of text solely devoted to
monologue; yet thelecturer-character Elizabeth Costello must eventually be questioned by those shead-
dresses; shemust engagein dialogue she cannot dominate; she must suffer insilence, be narrated by the
other. Unity interactswith dispersion.

Disappointing to hiscriticswho may ill hopefor some conclusion that will direct usout of the
wrongs of the 19th and 20th centuries (racism, sexism, colonialism, fascism, to nameafew), Disgraceisa
dialogical novel onthetopic of identity. Itsoptimism (if onecan cal itthat; try also*“ momentumintothe

future”, “transcendent nature”, “ escape”) isstuated initsinconclusivity, itssilence onthetopic of right and
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wrong, the nearly invisiblediscursive plain upon whichit takes place. * Every wordisdirected toward an
answer and cannot escape the profound influence of the answering word that it anticipates’ (1981: 280),
writes Bakhtin about that which giveslanguage momentum indefinitely. Theanticipatory nature of theword,
however, doesnot only move outward; itisalsoamomentumins dethe mind: “ The phenomenon of internal
diadogization...ispresent to agreater or lesser extentinall realmsof thelife of theword” (284). Coetzee's
lifelivedinward aswell asL uri€’ sautobiographica expressionthrough Teresaare not static realmswhereal
ideasformideologies. Theinner realmisan active, shifting, tectonic realm where peoplelike Lurie— who
tend historicdly to have benefited from therigidification of truth— find their thoughts about themsel vesand
their actionsfilled with“ emotiona-volitiona tone” (Bakhtin, 1993: 33). What isso stimulating in Coetzee's
novel isthetonethat describesthe*inalienable moment of the performed act, even the most abstract thought
[suchaslyricism,inLuri€'scase],insofar as[the] | [is] actually thinkingit, i.e., insofar asitisreally actual-
ized in Being, becomesaparticipant inthe ongoing event” (33). Thereader’sparticipation inthat complex-
ity propelsaninfinite momentum, an always-future of the* once-occurrent event” (1993: 1). | findthisidea

maost comforting.
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6. Breyten Breytenbach,
Dog Heart

6.1
Death Motif in Breytenbach’s Oeuvre

“Writing is an after-death experience” (1), writes Breyten Breytenbach in Dog Heart, his 1999 mem-
oir. Breytenbach's death motif has escorted him through his early poetry, through his exile and
prison term, and now continues to be a central motif in work written after political change in South
Africa. About his poetry, J. C. Kannemeyer writes, “[Breytenbach] hopesto overcome death by
immortalizing itin art. Often the fear of death, the motif of transience and the idea of decay domi-
nate” (140). Breytenbach’s exile in the 1970s ushered in a series of autobiographical works, which
allude to South Africaas a paradise from which he hasfallen. It isunclear whether paradiseis used
ironically, cynically, paradoxically, or mournfully; thereferenceto Biblical paradise, however, strongly
impacts the meaning of the text. Breytenbach’s apparently complete disintegration (the deconstructed
“1”) in his most famous autobiography The True Confessions of an Albino Terrorist (1983) further
stretches his expression of the earlier themes and isapivotal creative work for him because of his
embrace of death as a state of being. Insisting that he is dead, that he did not emerge from prison
alive, thework ushersin anew interpretation of death and challengesthereader at anew level. His
latest work, starting out with a pronouncement of death, undeniably places the question of mortality
and immortality at the center of Breytenbach’s work and forces the reader to face his own acceptance
or non-acceptance as a prerequisite to understanding the memoir and indeed all Breytenbach’s work.
Because of Breytenbach’s choice to write largely in the mode of autobiography, hiswork tends to
collapse into a continuous present, which, like apainting, is evident in the surface of the new mark he
has made, namely, in 1999, Dog Heart.

Breytenbach’s habit of challenging the reader by asking him or her to accept his death stateis
at the heart of hiscredibility. Kannemeyer and othersinterpret hiswork as steeped in fantasy, sym-

bolism, and the grotesque. Dog Heart is no different and must on one level beinterpreted symboli-
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cally. Following Breytenbach’slead, that he is dead, advances the notion that the text isatomb he
has hollowed out, furnished, and decorated: “I have hollowed out this land with writing” (53). His
assertion that “ Deconstruction is an act of creation when everything is dragged back into the earth”
(140) isan indication that the realm of the memoir is underground, carved out, and vaulted. The
interpretation of the image of text upon the page as layers of earth furthers the notion of being buried,
inundated, static in adeath state.

Where Fugard is the master of emotional response and Coetzee is amaster of regulation
toward the purpose of fairness, Breytenbach embraces avision of his mortality asthe central control
panel of hisexistence. In hismemoir he reasserts his governance over his own death by naming it,
defining it, and applying its meaning within the context of lived time. Thisisastrong indication that
his understanding of hisown death is at the center of hismoral sense. Embracing the theme of death
and taking responsibility for an understanding of meaning, Breytenbach acts against the confusion
Charles Taylor describes as following the loss of spiritual identity (19-24). According to Taylor, the
guestioning of spiritual truths has led modern man to seek an affirmation of ordinary life, yet he
cannot affirm ordinary life without the moral distinctions he once found in the certainty of God.
Without moral distinctions, modern man cannot eval uate his everyday life, which includes a sense of
whether he has acted rightly or wrongly, whether his sacrifice means something, whether hisgoalsare
worthy of effort. Taking control of mortality and immortality and having avision of death become an
essential need; without afirm ideaof one's own death, one cannot control one’slife.

Therole of writing in expressing Breytenbach’s vision isto repeat an awareness of death
consistently enough to surmount “the pernicious non-fusion and non-interpretation of culture and
life’ (Bakhtin, 1993: 3) that is permeated by alack of responsibility and that dislocates* moral answer-
ability”. Individualswho arefully responsible for themselves must acquire “asingle unitary plane” or
a“unitary and unique moral answerability”, saysBakhtin (2-3). Writing as*“an individual-historical
moment” (3) enables Breytenbach to manage meaning, and autobiography theoretically isbest suited
to shed meaning asitiswritten. Themoment of writing isthe singular moment when heisfully responsible
for meaning insofar asheactsout “ being-true[as] the ought of thinking” (4). Michael Holquist believesthat

“Inordertoinvest ... forms|[of being-there] with life and meaning, so that we may be understood and so
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that thework of the social world may continue, we must all perforce become authors’ (66, original

itdics). Authoringisaway of managing, ordering, regulating, controlling not only theworld around usbut
mostly theworld asweseeit. Themeaning of theworld dependsupon our willingnessto harnessitin
wordsthat, assoon asthey arewritten, fall from truth like dirt from aspade. Theuse of wordsasaway of
shifting truth ismost evident in Breytenbach’sendlessand engaging autobiographica work. By repeating the
autobiographical moment, he seemsto admit and accept, “ Thereisno aesthetic ought, scientific ought, and
— besidethem— an ethical ought; thereisonly that whichisaestheticaly, theoreticaly, and socidly vdid,
and these vdiditiesmay bejoined by theought, for which al of themareinstrumenta” (Bakhtin, 1993: 5).
We do not know who we are, but that we ought to know philosophically precedesthe cycle of autobiogra-
phy that Breytenbach himself admitsisaprocessof “caressing theunknowablel” (1988: 123).

Breytenbach openly baseshis meditation on Eastern thought and beliefs; hiswriting (and painting)
push toward aspirituality that isboth acause and an effect of hissingularity of identity. If articulation
dependsontheinfiniteattempt aswell asaninfinitefailure, autobiography isthe medium of meditation that
can continuoudy shed the dead weight of the past. Wordsfall off Breytenbachin aprocessof constant
renewal: hiswriting “isnow aready apast, an unreadable archeol ogical site of words, an absence, part of
thebigvoid. But language continuesto sing, it rustlesthrough thereedswhichin earlier imeswereused to
makeflutes’ (1999: 53-54).! Words are dead but the melody of languageisalive. The consciousness of
thefailure of wordsishisimmortality; asareporter (awriter), herealizesheis*the agent of transformation,
the bearer of tidingsthat therewill alwaysbelife, from onedigestionto the next, and thusimmortal ity”

(1988: 131). Becauseautobiography failsso miserably at securing atruth about the seif, it becomesthe
ultimatetool that enables control of immortality intheway Breytenbach— an example of Taylor’smodern
man— usesand reusesit. “ Theright to thefuckup ascreative process’ (131) sumsup all three elementsof
Breytenbach’smemoir: text astomb, aslifelessmeaning; thedeath of Afrikaans, words modernity shedsbut
whose melodic traceslinger in modern languages, and thelayering of marksor signs, that in and of them-
selvesform ahorizon, alandscape, aframework. Without aconsciousnessof eterna failureand thefailing
“1”, these aspects of thememoir get lost inthe attempt at interpretation, an act that isexemplified by

Coetzee' sinterpretation of Dog Heart asrevisionist history.
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6.2

Footnoting The True Confessions of an Albino Terrorist

The True Confessions of an Albino Terrorist, which for along time was part of the sociopolitical and
historical discussion in South Africaasframed by postmodern and postcolonial philosophical terms of
inquiry, offers some references for hisrecent memoir. In 1996, Erhard Reckwitz reiterates that
Breytenbach has survived prison remarkably intact: “He did not leave prison amumbling idiot or a
suicidal case, and, after al, he had hiswits about him sufficiently in order to be ableto write avery
complex account of hisordeal” (206). From the first comments written about the prison account, a
sense that Breytenbach was* expanded by it artistically” (Roberts: 70) prevailed. Criticsbelieved that
death was only a temporary metaphor to elucidate a prison existence — one that hearkened back to
Herman Charles Bosman's Cold Sone Jug. Reckwitz attributes the death state to the physical envi-
ronment of prison, using the example that “ Throughout the text prisonisreferred to as ‘a place of
death’” (206). After Breytenbach served histimein prison, critics could speculate on his survival
even though “[Breytenbach] insists... that he did not ‘ survive,” that some essential part of him was
destroyed during histerm” (Roberts: 70). In an “Insert”, Breytenbach tries to draw attention to the
state of non-survival as anon-physical state related to the“1”:
It isimportant that you consciously (I’ d be apt to say ‘personally’) assist at the putting
down of thel. That isif you wish to parry destruction, to unsurvive. (Asif ‘survival’
were going to inquire after your wishes!) The | not only as a concept of
(para)physicality, asascreen of illusions, as ahole-ness— but in its most mundane
manifestations (308).
Herein lies Breytenbach’s identification of what he failed to do: to go beyond the “1” in Confessions,
for hefalls short of putting down his*1”. Infact, he multipliesthe“1” in his memoir, aresult of
deconstructing identity (Reckwitz: 209), the very aspect of the text that enables an attack on the
Afrikaner perpetrator and victim, implicating everyonein the master-dave environment (Schalkwyk, 1994:
26). Thetext isapostmodern, deconstructionist victory, and for thisvery reason, he survived or seemsto

havesurvived. His“1” becamefor himaphysica state of confinement, which he could manipulate and play
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with, defying the effort of authority to destroy him. Hisdefianceisavictory for the anti-apartheid move-
ment, but afailure on hispart to transcend the physical environment of prison.

Confessions foreshadowsthe allegorical transcendentalism in Dog Heart by exploiting three
key images of death: the grave, decay, and resurrection. In prison, theseimages are physical redlities.
The prison cell isameasured space, which he callsa“grave” in aletter to hiswife Yolande: “1 wasin
my grave and you wrote to me’(321). In thisletter written from prison in December 1982, he also
states, “ You gave me your strength and | survived” (321), which directly contradicts his after prison
writing claim that he did not survive. Yolande'slove kept him physically alive, evidencethat his“1” in
prison was singular and was withering, but his non-survival claim isbased on the following: upon
release and reflection, Breytenbach'’sidentity disintegratesinto the multiplicity necessary to expose
apartheid from the myriad anglesit used to enforce control. Breytenbach insiststhat “ Thereisno
composition like decomposition” (151), areference to both forgetfulness and memory. Forgetfulness
isthe decaying experience he had in prison, and hiswriting after incarceration is an attempt to com-
pose out of the decay. The genius of the statement isits reference to Mouroir, which he composes
daily in prison. Each new section isremoved from him, a shrinkage that characterizes decay. From
the leftover of hisdecomposed memory after seven years emerges the frightening monster with
multipleidentitiesin Confessions. His“1”(singularized here for the sake of clarity) isLazarus, a
figure of immense persuasive power yet decayed and shrunken from leprosy, raised from the dead by
Jesus, or in more modern terms, by amoral sense that can only be captured in writing. Breytenbach
wants to convince usthat he walks away from thisresurrection: “[I] have no lifeleft. | havelivedit.
What remainsis gratuitous, free, no attachments, no importance. | have no affairs. | have no inter-
ests’ (27), yet the fact that he has written down the words (in vertical column, page after page),
transforms the column of thought into discernible value and attaches to the column a sense of respon-
sibility that cannot be shed. Though the words disintegrate over time in meaning, the attempt at them
evinces a sense of accountability toward what has been said.

The permanence of the confessional text itself threatens the very process of deconstruction
Breytenbach toilsfor andiscommended for. Theactud physicality of thetext beliesBreytenbach’'sinsis-

tencethat heisdestroyed. Hedescribeshimself inthethird person, “He hasthesmell of writing on him; he
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isutterly deconstructed to stuttering utterances’ (308); thisisarealization that he can go only sofar within
therealm of thephysical. Therewill dwaysremain evidenceof himif only intheimageof utterancesor the
sound of uttering. In hiseffort to deconstruct inthephysical realm, he has achieved the ultimate secular
eternd life: amemoir that joinsthefina attack ontheAfrikaner State, an attack through the heart where
multiple“1” sreally represent self-doubt, uncertainty, and shifting values. “If thereisonething that hasbe-
comeamply clear to meover theyears, itisexactly that thereisno one person that can be named and inthe
processof naming befixed for all eternity” (13). An earlier reading of Confessions seemed to support this:
“Therecan benofixities, no static structuresor meanings’ (Reckwitz: 208). Yetitisafixity of text andits
problematic hypocrisy that Breytenbach must now deconstruct by virtue of afixed notion or metaphor,

namely, death, onethat he must continuously answer to and reaffirm.

6.3
Managing Mortality

When Breyten Breytenbach states at the beginning of his most recent memoir that heis dead (Dog
Heart, 1999: 1), the reader faces similar issues to those described by Erhard Reckwitz in his discourse
on Confessions. What does Breytenbach mean by “dead”? How can he be dead if heiswriting the
wordsfor usto read? Does he mean dead in some paradoxical way? Should we believe him? And,
finally, how essential it isto ask whether his self pronounced death is connected to what he said
fifteen yearsearlier: that he did not “survive’ prison? At the center of any analysis of Dog Heart,
whichisotherwise adelightfully mournful, dense journey through the Boland that ends with the
naming of agrave in honor of hisgreat grandmother, one must come to terms with what Breytenbach
means when he says, “ To cut along story short: | am dead” (1).

According to Reckwitz, the de-centered “1” presented in Confessions was away of
deconstructing the linguistic code and enabling an act of violence against the apartheid system that
could shatter itsstructure (211). Inretrospect, it seemsthismethod waseffective. Thisisthelong story
Breytenbach doesnot want to retell in Dog Heart. But he doeswant to make clear that hestill believesthat

hedid not survive. Thisconnection to apast autobiographica statement isavariation of what Janet Varner
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Gunn callsautobiographical response. Gunn contendsthat the unsettled nature of meaning in any text
demandsacontinuous response from the author aswell asthereader. Responseto one’sown autobio-
graphicd textsis“aquestion of validity” that |eadsto“aquestion of truth” (1982: 91), both of which have
strong application to Breytenbach'sclaim that heisdead. Reader interpretation must start with an
acknowledgement of the statement which will “ make accessiblethe value and meaning of certain experi-
ences’ (91). Sincethe physical experience of deathisnot accessibleto thereader, gheisforced toimag-
ineadeath for himsalf andfor theauthor. If unwilling to tap the potentia of thisintroductory image, the
reader failsto receivethefull effect of Dog Heart, whosetotal meaning may “remain hidden forever” (Gunn:
91), aresult some closeto South Africamight find very convenient, asinthe caseof JM. Coetzee sanaysis
in Sranger Shores(2001: 249-260). Breytenbach testsusfromthevery first line, demanding that our
perception be open to being directed by and selective of the requirements of theimmediate occasion.
Resigting afull acknowledgement and willingnessto be escorted through hismemoir by ametaphysical host
isto closethedoor onthememoir’struth and value.

Only oneout of thefivereviews| read dealt directly with the statement, “| amdead”. J. M.
Coetzee does call the memoir “in part abook of the dead” (10), but he never delvesinto how it
represents the dead. Mark James quotes the opening line and usesit to support part of histhesis that
“Memory isintimately entangled with the dead.” But he never shows (most likely dueto alack of
time and space) how memory is recalled in the statement “to make along story short” and how that
atomization of Breytenbach's experience relates directly to what he wants from the reader. Itiseasy
for Andries Oliphant to dismissthe memoir as“flights of fantasy” because, unless one takes seriously
the opening note to the reader, Dog Heart becomes too porous to make any lasting impression.
Another review describesthe overall truthfulness of Dog Heart as Chagall’ s floating shtetl figures
(Toerin, 1999) — in other words, shifting, ungrounded, unreliable. Striving to visualize Dog Heart,
Ariel Dorfman describes the memoir as a*“ dog who has survived an earthquake and sniffsfor bonesin
therubble, ready to chew up anything that can keep him going” (14). Like Coetzee, who a so understands
Dog Heart to berevisionist history making acasefor survival, Dorfman’shistorical interpretation serveshis
needsto understand South Africa, not Breyten Breytenbach. Reading autobiography as statements about
publiclifetemptsboth Coetzee and Dorfman in away that Breytenbach seemsto haveanticipated. Thatis
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why hewritesthe short noteto thereader and cautionsthat the ways of themirror aredark to the eye.
I nterpreting hismemoir asatresatise on anew South Africawill let the more challenging aspect of the
memoir dip away unknown and unacknowledged.

Autobiographical responseisnot limited to reader responsg; it aso includes and demands a
reading by the author of himself. Thisisvery important in light of Breytenbach'’s previous autobio-
graphical works because writing himself one more time requires that he acknowledge what he has
written in the past. “[The] past becomes an *optical instrument’ for reading ‘ his own self’ when heis
finally ableto locate himself infront of hislife” (93), writes Gunn about the autobiographer’svision.
Part of Breytenbach’s unique past isthat he has written several autobiographies and each one pro-
vides adlightly different optical instrument. Because much of the debate about the value and truth of
True Confessions focused on the decentered “1” and how it provided evidence that the centered “1”
did not survive prison, and wasin fact deconstructed by the experience, Breytenbach connectsthe
conclusion of that story to the beginning of the next story, something he does not do in the two
previous autobiographica works; Return to Paradise (1993) and The Memory of Birdsin Times of
Revolution (1996) do not as clearly follow Gunn’s theory of autobiographical perspective. For
Breytenbach, the end of Confessions and the beginning of Dog Heart fit together seamlessly because
of hisown autobiographical response. In thisnew memoir the concern is not how or why he died but
rather what happens now.

Through the first sentence, the reader steps out of an objective relationship in which an under-
standing of death is controlled by empirical thought and into arelationship directed and managed by
Breytenbach’simagination and memory. “Death isthe birth of imagination” (11), Breytenbach writes,
and ensures that he himself and his reader accept imagination asaway of “[discovering] new possi-
bilitiesto dress up memory” (11). The process of imagination empowering memory to remake itself
he calls “resituating myself before that which happened in the meantime screwed up my choices’ (11,
my italics). Theitalicized subject phraserefersto prison and aspart of the overall statement suggeststhat
Breytenbachislookingto*undead” himsdlf intermsof Confessionsand revisehisvision of deathinthe
present time. Heislooking for aresurrection and ishoping by virtue of the power of hisimagination and his

memory to remakethe story (that isso long and dull to retell now that its main charactersand the apartheid
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environment have been extinguished). Only by remaking the story can aresurrection seemingly bepossible.
Resurrection depends on the power of memory and imagination, forcesthat are metaphysical aswell as
linguistic. Theformer pairisrooted inimagery; thelatter areforces Breytenbach has mastered and now

employsto manage hisdeath and resurrection.

6.4
Symbolisminthe Tomb

Dog Heart is“in part abook of the dead” (Coetzee, 1999: 10) because of the innumerable listings of
things associated with the dead. Aside from the statement, “1 am dead”, which will eventually lead
this discussion of the text as metaphysical tomb rich with symbolism, relativeswho are either dead or
dying, visitsto graves, deaths by disease, old age, violence, or Nature, children’s graves, myth-
making, and the past in general as a dead realm, contribute to an impression that the memoir is not
forward looking. It reads at timeslike an inventory of the dead. In the process of taking thisinven-
tory, Breytenbach stumbles across a photograph of his great-grandmother Rachel Susanna K eet and
finds he cannot locate her grave. The memoir beginsto focus on her life — she was arather eccen-
tric midwife who delivered virtually all the children in Montagu between around 1870 and 1915 when
she died — as evidence of another time before apartheid when white and brown people lived together
more harmoniously in aprocess of “glorious bastardisation” (35). It endswith a sad acceptance that
Keet’smemory has physically vanished. Only ametaphysical memory can be restored by adopting an
unmarked grave and renaming it in her honor. Hismemory is not hisown but inherited from writings
about his great-grandmother recorded by Babsie van Zyl. *Reading about my great-grandmother is
like listening to someone el se describing the dusty light coming through the windows of aroom
where dead memories are kept” (86), Breytenbach laments. So from nothing but vague memories he
plantsabeaconintheform of the naming of agrave (196), doubtful that hismarking out hishistory iseither
legitimateor harmless.

Rachel SusannaK eet comesto embody all the other examples of the dead and dying. For one, her

unmarked graveisthe shared experience of so many marginalized peoplewho found themsalvescompletely
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outside of the history propagated by the Afrikaner elitesince 1948. In contrast to written history and all its
attendant authority and power, K eet representstheway memory quickly turnsinto myth, theoral history
passed down from generation to generation, which inherently isflexible, mutable, and adaptable. Other
examplesarethe storiesof Gert April, Koos Sasand Dirk Ligter, al folk heroes, that get told over and over
againinvariousdegreesof drunkenness(136). Inevitably, the storiesmutate but the messageremainsthe
same: themen werethefirgt of theres stancefighters (136), who challenged thewhite settlersand pitted
their nomad waysagainst therigidity of aland-hungry newcomer. Keetisalso arevolutionary because she
did not make distinctions between kinds and cultures of people as shewent about her midwifery work. The
memory of her dso carrieswithit the proof that lifewasawaysviolent inthiscountry. In her medicinebag
preserved inthe Missionary Church, Breytenbach findstwo crocheted baby bonnets, onewhiteand one
black, for the baby born either alive or dead. First violence, then death, then myth-making marksthe
natural path out of thepast. Itisasequenceof eventsnot lost on Breytenbach who wonderswhereheisin
thisprocessif indeed hedid not surviveprison. Inplanting abeaconinAfricaand namingit for hisgreat
grandmother heisno doubt in another step of myth-making.

How and where does Breytenbach get the notion that he will get away with myth-making? In
all of thereviews, ranging from those which label Dog Heart as “flights of fantasy” to those which
portray him asrevisionist historian or reconstructionist, nonetry to disqualify him asavoicein South
Africaat atime of transition. He merits discussion — by virtue of his ascendance as apremier poet
and his agonizing fall into prison as recounted in Confessions— even if no one seemsto really
understand what heistalking about. The elusive meaning of what Breytenbach is getting at makes
most senseif heisregarded as a myth-maker, as one who harnesses imagination beyond the natural
realm. Because he requiresfrom the reader an acceptance of his death, he gains akind of immortal
authority, like the stories of Gert April or Koos Sas. Viewed as amyth-making instead of as a sense-
making narrative, thetreasury of symbolism and meaning availablein thetext astomb” mirrorsthe
defamiliarization that occurswhen an autobiography evolvesinto allegory by virtue of theautobiographical
perspective, akey aspect of Gunn’s Poetics of Experience. Thereader beginsto respondto
Breytenbach’ sautobiography by risngtothe” interpretive occasionit requires’ (117). Taking theimaginary

hand of the reader, standing closeto thereader asif inadance, whisperinginhisor her ear —“ Reader, I'm
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leaning forward to whisper toyou” (166) — he assumestherole of escort through atomb, namely, hisown.

Inthetomb areinnumerabl e and fascinating hieroglyphics, trinketsand treasures of which | will here
giveaquick sampling.

First, thereisviolence. Inthefirst chapter “Beginning, For the Reader”, Breytenbach writes,
“This has always been aviolent country” (1). The same words or a mutation thereof echo, sometimes
sorrowfully, sometimes caustically, sometimes even blandly throughout the text (54, 95), and belong
to a set of repeated symbols: the injunction, “Look high, look low!” (2, 64, 95) is part of the set as
well asthe snake (2, 25, 51, 64, 122, 139, 184)) and the flood (2, 12, 25, 27, 54, 98, 106, 172-174)).
What do these mean? They are open to interpretation. The snake and the flood are Biblical refer-
ences but mostly they symbolize avery real South African fear. Flash floodsin the Klein Karoo can
devastate the region, killing livestock, crops, and villages. There are numerous poi sonous snakes that
liein the grass, on the ground, in trees. Look high, look low for snakes specifically, but also for
greed, for revenge, for attack. To say thisisaviolent country actsin the mind and memory asa
reminder against complacency or any sense of security (178). The repetition of these expressions and
images give their meaning symbolic value. Memory isfigurative; it creates aset of symbolsit under-
stands.

Breytenbach recounts adream in which he and hisfriend “ Adam” (beware, none of the names
in Dog Heart are real) are mauled by aboerboel in adusty town in the Klein Karoo (52). The dream
animates the dog symbol of the memoir —"| have written a monstrous attacker which refusesto lie
down on the page” (52). In another part of the text, Breytenbach tells an odd story of Adam’s dog
devouring his manuscript (59). The dog isasymbol of doubt? Hubris? Greed? It can devour
manuscripts and attack the author. It can be utterly unreliable for a creature so domesticated and
human bound. A tribuna of dogs, namely the Truth and Reconciliation Commission whose Commissioners
are“thechief dogsof God” (21, 64), further characterizesthe species as unpredictable, whichiswhy the
dog symbolizesthe unpredictability in society. Like humans, these symbolic dogshold counsdl, decideright
fromwrong, and havethe power to judge others; indeed the dog isdeified asan arbiter of morality. Imme-
diately following thisdescription, violence echoes, “ L ook high, look low! Watch out for the snakeinthe
tree” (64). Towardsthe end of thetext under thetitle*Breyten Dog”, Adam’sgirl friend Mercy hastold the
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author that her activist father bought apuppy the day Breytenbach was sentenced and named him Breyten,
“’ So that somebody by that name can run around freeoutside’” (171). Thestory isfurther developedin
meaning by thefact that the girl would run around and call the puppy Bedelaar (Beggar) instead of
Breyten. Which dog isthetrue dog? Perhapsjust asin people, thetruth residesin both the good and the
bad, in both the noble and the savage; perhaps characteristicsare only amatter of perspective.

None of the characters— not even Breytenbach’s daughter Goggaor hisgood friend Adam —
undergo development. Thesefiguresand thenarrator’ sinteraction with themtell usmoreonly about the
narrator who isdead, resident of amemory tomb heinvitesusinto. Thenamehegivesto hiswife, “Lotus’,
tellsus something of what she meansto him: sheisasource of peace, meditation, knowledge, onewith
nature— “ L otusis shaping the grounds of Paradys plant by plant” (172). Kwaaimanisthename heassigns
hisbrother. 1t means*angry man’ and standsin opposition to Nature— * Kwaaiman fightsthe baboons, the
geckos, the starlings, the snakes, the crickets, the plant lice and the neighborhood’smongrel sthat come
before daybreak to rip open the black plastic refusebags. Hewill go downfighting” (29). Therearemany
peoplein Dog Heart who areicons. Mercy, Oom Tao, Adam, Bruinman, and more. Each signalsamean-
ing that belongs moreto Breytenbach than to theindividuals.

Likefigurinesof godsand goddesses, thefilia archetypes carry asmuch but again adifferent type of
meaning. Father, mother, grandfather are meaningful to the child, but both thechild (1, 8, 35, 37, 78, 93,
99, 168, 193) and thearchetypal figuresare dead — “ There’ saphoto of me and my grandfather, I’ m about
sevenyearsold, soon|’ll bedead...” (99) — andinaccessibleto confirm the questions of lineage. The
narrator must piecethesetogether himself by visiting gravesand researchingin archives. Thoughinacces-
sible, thefigureshaunt him. Hedreamsabout them. 1n one chapter, thefather triesto smooth out hisfacial
wrinkleswith aniron; in another chapter, thefather runsfrom afire and isbleeding but the narrator cannot
help him. Thenarrator daydreams about the archetypes, too. Inacemetery he seesawoman with ayoung
boy at hand. Heimaginesheisthe boy and thewoman hismother (55). Later hereprimandshimself, “ You
should know more about our mother” (169). Thememory of her istoo empty. Thereisnothing solid about
her. Sheisadream: “Thiscould beadream, but it istheimagethat lingers. My mother isdead. Sheis
aready lyinginthe coffin, dressed for eternity. She'stalking, talking. (Shewasawaysfull of words, our

mother.) ... There' sasecret shewantsto sharewith me’ (169). Breytenbach never getsto hear the secret
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which could point toward the meaning of thesearchetypd figures. “I remain behind” (169); he staysfrus-
trated with hisown static death state, which he’ d like more than anything to hurry along: * Just asyou cannot
survivewithout dreams, you cannot move on without the memory of whereyou comefrom, even if that
journey isfictitious’ (10). Sothe parents, the grandparents become symbolicimagery, of fiction, and of
dreams, contributing to themystery inherent inthe past.

When including Francois Krige, who isdying in the text, Breytenbach seemsto contradict
himself claiming that “ Painting (and writing) ... ismovement... Francois moves our eyes and our
memories.” A painting or atext, therefore, is not atomb. But is movement must be read empiri-
cally: painting and writing cause movement to happen. Death causes othersto respond; atombis
cause for excavation; the earth encourages usto dig into it. While atext or apainting is a place of
memory, it also stirsmemory in others. The documents on Rachel SusannaKeet initiate
Breytenbach’s memory, which gets documented in atext called Dog Heart. Text begets text as
violence begetsviolence. Keet and Krige are mirror- symbolsinspiring the text.

Nelson Mandela, Bishop Tutu, Alex Boraine and still others make cameo appearancesin Dog
Heart. They symbolize historical context and are strewn about the tomb like semi-precious stones.
They can be adistraction from meaning, or a sort of anti-meaning. The one statement repeated in
reviews and on the dust cover iswhen Mandela says to Breytenbach, “ Gee Whizz, what are you
doing here?’ (163). The statement represents the antithesis to meaning, an indication that thereis no
reason to bein South Africafor thisex-con. Mandelathinks Breytenbach’'s absence — hisexile—is
morelikely than hispresence. Itismorelogical that he beburied under the strain of apartheid and trangition
inanamelessgravethanto hollow out atomb of hisownwhere memory and meaning canrest for eternity.
Breytenbach resiststhe anti-meaning that Mandelalabelshimwith, alabel resulting from the deconstructed,
de-centered self of Confessions, awork Mandelahassurely read. The comment hasanimportant roleto
play inthetext: itisareminder that he has been misunderstood, misinterpreted.

Breytenbach never statesweareinatomb, but he givesusample hints. He escortsusto so many
graves, devel opsthe story of hisgreat-grandmother, leadsusto the Missionary Church, drivesusthrough
Bonnievalewhere hewasbornto rather poor parents, to Wellington where hewas schooled, and finally to

Montagu where he carves out ahomefor himself if only for ashort period. Because Breytenbach clamshe
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isdead, the reader can make of these memoriesameaning, which | have donein the assertion of text as
tomb. Breytenbach claimshewantsnothing from the reader except to enter thetext and have al ook
around— " There'snothing | want” (first page, last page). Thetomb, decorated with symbols, furnished
with figurines, adorned with sparkling momentsof historicity, manifestsitself inlanguage: “Languageas
vector of imagination (180),” enablesthe space-making we encounter astext.

Space-making issynonymouswith controlling space. Theimportanceof spatia control isevidentin
Taylor’sargumentsfor constructing ahorizon or aframework of identity. 1t also representsoneof themain
axes of Bakhtin’sspace/timere ationship: here/there. Constructing atomb, therefore, isoneway of marking
out ahere/thererdationship (smilar to amap of addressesasin Fugard, or to aplaying field in Coetzee).
The death statethat keepsrepeatingitsalf in Breytenbach’swork reaches aheightened articul ation of
distinctiveimagery in Dog Heart because of theintroduction hewrites, because of hisfocuson thedying
and the dead, and because of hisscattered imagination. Within thetext astomb, detail islaid out and each
pieceissymbolic, apieceof the here/there (or thewhere). Characters, landscape, hieroglyphicsarenot
part of the now/then, asinanarrative, but help to construct the here/there, asin aspace. The now/then axis
isrepresented by the story, which, according to Holquist’ sinterpretation of Bakhtin’sdiaogic, represents
the* specific contours’ of salf (1990: 37). While Breytenbach fills space with hisimagination and memory
(of landscape, people, things people said, sayings, myths particular to theareaof Montagu), the boundary
of spaceistime. Theroleof thereader in recognizing the contour of timeisessentia: “ Thisnarrativity, this
possibility of conceiving my beginning and end asawholelife, isalwaysenacted in thetime/space of the
other” (37). Throughtheother, Breytenbach can conceive of hisown death, an aspect of hislifehe must
control in order to be hisown master. Hisway to mastering hisown death isby writing hisway through the
eyeand perspectiveof the other. Without writing (or any meansof self expression, i.e. art) he cannot shape

afinite horizon beyond which hewantstotravel.

6.5
J.M. Coetzee Responds to Dog Heart

J. M. Coetzee's response to Breytenbach’s memoir comments on the strange linguistic effect Dog
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Heart produces: “It isodd to befaced with abook in English that isso much acel ebration of thefolksy
earthinessof Afrikaansnomencl ature; that followswith such attention the nuances of Afrikaanssocial diaect;
and that entertainswithout reservethe notion that thereisasensibility attuned to the South African natural
worldwhichisuniquely fostered by theAfrikaanslanguage’ (1999: 8).! With measured practicality,
Coetzee ascribesthe English text to marketability. 1tisno doubt morefavorablein moderntimestowritein
EnglishthaninAfrikaans (or perhapsany other languagefor that matter); but thereisal so something to the
roleEnglish playsinbeing alanguage of exilethat makes Breytenbach'sreturntothe Boland linguistically
dramatic. “ Breytenbach has published hisaccount of hisreexploration of hisAfricanrootsin English, a
language of which hismastery isby now almost complete,” writes Coetzee patronizingly (8). Thereference
hereto mastery and the assumption that Breytenbach islooking to master English meritsexploration.

Dog Heart isan integrated text on morethan alanguagelevel. AsCoetzee pointsout, Breytenbach
makesagreat deal out of the mixed populationin the Boland and especialy in hisnew town of residence,
Montagu. Thecombination of new-comerslikehimself, of theold people, of thefirst people, of themixing
of the Khoi and the European descendant, and of the nomadi c tribesthat permeated all of southernAfrica
long beforethe 19th century found expression in the modern popul ation struggling to voiceitself inthe New
SouthAfrica. For this, Coetzee says, Breytenbach joinstherevisionist historianswho work to disprovethe
theory that theAfrikaner wasthefirst rightful owner of theland. Breytenbach admits, “1 want towritethe
penetration, expans on, skirmishing, coupling, mixing, separation, regrouping of peoplesand cultures’ (35).
“Thegloriousbastardization” of the history of peoplewho speak Afrikaans— “ avigorousbastard tongue’
(96) — ishistopic ashistorian. By representing them he hopesto makeacasefor the mutability of the
cultureand thelanguage, and thushisown transformativeidentity.

Dog Heart asan archeol ogica site (atomb) providesenormousopportunity for thelinguist to see
how Afrikaans culture preservesitsalf. Coetzee pointstoward Breytenbach’stracing of Afrikaner rootsto
the Khoi, noting that theword “ Hottentot” isno longer acceptable. Herefersback to Breytenbach’searlier
useof theword “bastard” in association with theAfrikaner in 1973, how theterm wasrejected even by
Breytenbach sympaticos, and how now theterm“ bastard” isasource of pridefor theliberal Afrikaner who
islooking into hispast for adark brother or sister. Theword reference* paradise’ has metamorphosed

from hisearlier works— Season in Paradise (1980), and Return to Paradise (1993) — towhat hecalls
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hishome* Paradys’ inDog Heart. Breytenbach revisesprevioususages— “1 havewritten often of this
land asparadise, including in anironica way, but thiscould bethefirst timethat | truly return‘home’” (53)
— andinsodoing transformshisformer identity. Tracingthehistory of theuse of thesignsand their evolv-
ing meaning inthefinitetext isarolethewriter and reader share asthey author and reauthorizethetextinan
eternal exchange of autobiographical responses.

Coetzee' scomment on the marketability of atext writtenin Englishrather thanin Afrikaansgoes
back totheearliest function of signing: akeeping track of the goodsexchanged. Autobiography aso
dependson acertain exchange to occur between reader and writer. Buying or borrowing the book isnot
theleast important; one could say it isthe most fundamental exchange. Breytenbach wantsto attract a
wider audience not only becauseit will make himwealthier but al so because he wantsthe autobi ographical
responseto comefromawider audience. If therewere no market for bookswritten about the Afrikaner
experience, certainly no publisher would commissionit. But thereisinterest (alwayssmaller than what one
wouldlike), and so therel ationshi p between theAfrikaner and the English reading public becomesafactor
inhow membersof acultureexpressthemselves. Being amaverick, Breytenbach exaggeratesthe change
Afrikaanswill undergo by incorporating thewhole English language asavector of hisAfrikaansimagination,
self-invention, and transformation, “ asthread through the maze, asmemory of change, asvector of imagina
tion and intervention and invention” (180). Language asafunction of wealthisno doubt one of the most
powerful forcesonlanguage as culture, causing hugeleapsinitsevolutionary process.

If hecan provethat Afrikaans can mutate asit has donethroughout history upttill therigid reformsof
gpartheid, then theideaof Afrikaans mutating into someform of Englishwill explain Breytenbach’suse of
Afrikaner diaect, syntax, word play, and socia nuanceswithin the deployment of Englishlinguisticsigns.

For apoet who isknown “to break with conventional narrative patternsand present animage of the catas-
tropheswhich threaten man or thefearswhich dominatehislife” (Kannemeyer: 140), such arisky act to
preserveAfrikaansispossible. Thisnotionisasoinkeeping withwhat Coetzeethinks Breytenbach argues
for: “ The sooner themodern Afrikaner discardstheillusion of himsalf asthebearer of lightintotheAfrican
darkness, and accepts himself asmerely one of Africa’snomads— that isto say, asrootlessand unsettled
being, with no claim of proprietorship over the earth— the better hischance of survival” (1999: 5). Adopt-
ing English but saturating it with Afrikaanshabitsisnot so far fetched. Through Dog Heart, Breytenbach
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proffershimself asan exampleof anAfrikaansversion of English showing nointentionsof forsakingits
mutated form and content for what Coetzee or anyoneel seconsiders” mastery”.

Thedia ogueregarding the mastery of language and thereconstruction of history that isevidently
taking place between Coetzee and Breytenbach exemplifieswhat Bakhtin describesin Soeech Genres &
Other Late Essays(Trans. by McGee, ed. Holquist: 1986):

Thetranscription of thinkingin the human sciencesisawaysthetranscription of aspecial
kind of dia ogue: the complex interrel ations between text (the object of study and reflection)
and the created, framing context (questioning, refuting, and so forth) inwhichthescholar’s
cognizing and eval uating thought takesplace. Thisisthemeeting of thetwo texts— of the
ready-made and thereactivetext being created — and, consequently, the meeting of two
subjectsand two authors (106-07).

The convergence of dial oguethrough text gainsfurther momentum through additional responsefrom any
other sourcelooking in at the dia ogue between Breytenbach and Coetzee: “ Each dialoguetakesplaceasif
against the background of the responsive understanding of aninvisible present third party who standsabove
all theparticipantsinthedialogue’ (126). Adding continuouslayersof dia oguefurthersspace and horizon.
Thelayering beginsto act likeawavethat gains momentum and proportion— aprocess congruent with
Holquist’sdescription of dialogism asmolten and Bakhtin’sdescription of “thelayering of meaning upon
meaning, voiceupon voice, strengthening through merging” (121). Creativity resultsin space-makingandis
dependent on sense-making. Evidence of sense-making isintheresponselanguagedlicits. “ Theword
movesever forward in search of responsive understanding” (127).

| think Coetzeeiswrongin reducing Breytenbach’smemoir to arevisionist history and hisuse of
Englishto asimple greed even though on every count noted abovethe authors seemto beinsync. But
Coetzee, whom we have seen determined to respect therules of conduct toward the best assurance of fair
play, ispredictably unengaged in Breytenbach’smore daring vision of hisown death. Coetzee hasafter al
not sat in prison for seven years, has spared himself from any such consequence. Breytenbach makesuse
of hisprisonterm asmemory feeding animagination that ultimately can control hisafterlife. Anexampleof
thisisin Dog Heart, when herecordsfor radio that the way to escape prisonisto report to themain gate
where onewill betakeninto custody to speak to the superintendent. Onewill decide on the meansof
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execution and agree that theway to cover up one’'sescapeisby an official claim of attempted escape,
written by officials. Thedeal isnegotiated: an execution isstaged in exchangefor an officia document
stating theinmate attempted escape. Theinmateisthusin control of hiswill, hisdeath, and hisimmortality.
Breytenbach states, the processisamatter of salf-determination through language: “ You must master [the
language]” (175). Coetzee, who reveresthe mastery of languagein adifferent sense, attemptsto ensurehis
immortality otherwiseandinaway not so easily discussed hereintermsof “ selving” and self-determination.
L anguage appearson the“mirror/page’ and must be controlled; dialogue must be” trusted to proceed
peaceably” (Coetzee, 1996: 229): thisisthe Coetzeemode. Breytenbach, imagining memory to be
“Kaggen, thetrickster god” (182) who says, “ Thereisone certainty: nothingiswhat it seems’ (182), begins
by knowing that whatever he says, heiswrong. Intheexample above, whatever final proclamation was
officidly madein the end about hisdeath, hewould still bedead. Mastering thelanguage meanshaving
consciousness of failure, which can only be described through the use of language. AsCoetzeeinterprets
Breytenbach, it a most seemsasthough Breytenbach issitting back and laughing at Coetzee' sattempt —

heartfelt, serious, fair — at interpretation, and particularly at hisnotion of “mastery”.

6.6
Dignity: The Mark on The Landscape

Thedia oguetaking place between Coetzee and Breytenbach is cold and exact, desired more by Coetzee
who hasresponded to Breytenbach’swork countlesstimesthan by Breytenbach who himself admitsto
preferring Afrikaans-speaking individua sover the English-speaking in South Africa. Theexchange, while
satisfying Gunn’snotion of reader-response, fallsshort of what Charles Taylor calls“websof interlocution”
(36, my emphasis). “l anasdf only inrelationto certaininterlocutors,” writes Taylor, who suggeststhat
without the myriad responses (whichisasocia condition), the self can ceaseto be. Inprisonwhere
Breytenbach was cut off from al interaction with chosen peers, hisneed for aweb of perspectives—a
socia network — was so strong that in order to survive he had to destroy hissingular identity and resurrect

itintomultiple*1”s. Inisolation, where he spent severa years, he became hisown society of selves, a
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conditionthat hearguesisstill part of him asevidencethat he, asasingularity, nolonger exists. Dog Heart,
atomb, abook of the dead, createsapeer group of the dead and the dying. Inthispeer group, acommon
orientationisshared. Taylor explainsthat the common orientation must be, first, acommon understanding of
thelieof theland, and second, aknowledge of how to placeoneself init (41).

Inalast visit with FrancoisKrige, asrelated in Dog Heart, Breytenbach sees, “ It isevident that
[Krige's] work grew from anintimateinteraction with hisenvironment” (112), and although hewasapainter,
“[He] worked inAfrikaans, in termsof both subject matter and technique... asAfrikaansasonly that mixture
of Boer and Khoi and Oriental canbe” (112). Landscapeis*thevector of non-intellectual consciousness’
(113). Likedogs, humansmark thelandscape. They uselanguage, whichisonly asystem of signs(lines).
Painting and writing are examplesof the same process. Visiting thedying Krigeresultsin an epiphany: “Isit
not ultimately about thedignity of leaving afew marks?” (110). Marking, signing, writing, painting layer the
landscape with proof of the past.

Thechapter “Travel Memoir” comestoward the end of thework and representsthe origina assign-
ment givento Breytenbach by the publisher: towriteabout afavoriteregion. Thesystem of signs
Breytenbach usesashereturnsto his*Heartland” isacollection of markshe gathersfromtheregionthatin
variousways represent thelayers of man’sexperienceinthelandscape. The abundance of marksand each
one€' sinevitabl e eclipse suggests aconsciousnessthat the present signs(Boland, Afrikaner, brown, Khoi,
etc.) will dsobecoveredintime. Inthe poem and chapter heading, “ Boland, A Travel Memoir”,
Breytenbach writes, “look, thought isonly an eclipse of passing/ .../ ... over more ancient landscape (50-
51)” Signswhoseroleisto represent thoughtsremain astestament to theritual of being. For example,
paying avisittothedying, conversing over teaand home-baked rusks, and remembering the past, arealso
ritual sacted out in avisit to the old woman Jeanne Retief, who isunfortunately confined to her bed. Inthe
room, on thewallpaper are marks|eft behind by the Great Flood. Jeanne sitsin her bed no longer afraid of
thefloodwatersthat roseto one hundred and fifty centimetersyearsago; she hasother concerns. The
previousnight an old woman living a one on aneighboring farm wasmurdered. Nothingwasstolenanditis
specul ated the deed wasdonefor thethrill of didocating alife. Theviolent actisthe sameasthe mark | eft
behind by another violent act. Theritua of being and theritua of leaving evidenceof being areclosdly
linked.
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Fromthevisit, Breytenbach and company move on to Swellendam and walk through aDrostdy,
along whosewallsmapsare exhibited. The French and Portuguese maps mark up the southerntip of Africa
invariouswaysmoving coyly onemap at atime up the eastern seaboard, into theinterior. The connection
between thewatermarks on thewal l paper and the maps of seafaring intrudersonthewall arenot lost.
History makesitsmark in different ways; the dow colonia flood of humanity into Africaretreated but now
other sources of fear replacethem. For Breytenbach, for onewho writes (signs, marks) it isimportant to
remember, “ The maps of knowledge are partly theresidue of observation, partly thewidearc of their
imagination groping towardswhere experienceand desire abut on the borders of the unknown, whichwill
besensed as’ darkness ” (185). All themarks, even nature’ smarks, are manifestationsof imaginationin
responseto thetruth.

Theinterplay between landscape and languageinvol ves an act of perception and responsive mark-
ing. Impressing the salf upon one’ senvironment isthe only evidencethat the self hasexisted withinthe
environment. Breytenbach iscompelled to make hisimpression and hopesthat hisimpression hasarippling
effect. Being compelled to mark thelandscapeindicatesthat thereisan autobiographical imperative at
work intherelationship between theindividual and theworld. Breytenbach seesthat he sharesthisimpera:
tivewith the peopleof the past. But what he does not understand he discussesin the chapter “ Stone”, a
chapter near theend of hismemoir. “Earlier peopledidn’t seemto have any curiosity about ‘ the deep past’,
they didn’t go around exploring ruins... Why have we become so obsessed with originsand begin-
nings’ (165)? Whileinthe past, peoplewere content to smply throw the stoneinto the water, knowing that
therippleeffect would continueinfinitely, today peoplearenolonger smply satisfied with knowing how they
wereaffected. They want to know, “Who threw the stone” (166)?

It must bethefirst question thereader poses of autobiography: Who wrotethis? Who did this?
Onceidentity isascertained asaname or aroleor an authority, the response can proceed. Asthereceivers
or readersof themyriad autobiographical marksthat surround uson nearly every inch of the globe, our
obsession with connecting to thosewho haveleft the marksintens fies because our own autobiographical
imperative dependson our ability to perform what Gunntermsthe“answeringlook”, theresponseto which
autobiography isin part fundamentally linked (113). Thelandscape around usisincreasingly becoming

layered with marks (likethe graffiti- encrusted cave abovethe M ontagu Hot Springs), and unlesswe can
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identify thedifferent autobiographers, our own marking will becomeaienated beyond even self-recognition.
Breytenbachisangry at thisdialectical system because clearly some peopleand cultureswill beleft out. To
these people he says. “ Just asyou cannot survivewithout dreams, you cannot move on without the memory
of whereyou comefrom” (10). Somakeit up! heimplores. “Memory isimagination” (10). “Gothrough
thesunken‘homelands’ of imagination and memory wheretherainbull dwells’ (180). Fertilizehistory with
abit of your ownimagination. Thismark was madeby Kaggen; inthat caveiswhere Gert April dept; here
isKoos Sas'sskull. Myth-making isaprocessof identifying the stone-thrower. Here, look, even| can
makeup astory or two. “Writingis... astone” (167). Inthisway, Breytenbach connectshisownimpera
tivetowritehimself, to mark thelandscape, with those of others. A self only among other selves,
Breytenbach imploresothersto be brave so that he himsealf can aso continueto orient himself toandinthe
landscape.

Thenaming of Rachel SusannaK eet’sgraveisof coursethe quintessential metonymy of Dog
Heart. Herethegraveisnot redly hers; itisonly imaginedto be. Her nameassignisthe beginning of the
autobiographical process, theimpulsethat isthe*1”. But no matter, Breytenbach can start with hisresponse,
hisacknowledgement of her identity. Hislooking at hisgreat-grandmother giveshim asensethat she*” sees
herself being seen” (Gunn: 113). Eventheimagined sensation of reader responseto her autobiographical
signisenough for Breytenbach to stir theroots of hisownidentity enough to answer her autobiography with

hisown.

6.7
Orientation through Autobiography

GunnusesMarcel Proust’ sattendance at aparty to bring out the aging writer’s sense of himself asayoung
man through the eyes of others, and of how their autobiographical responseintheform of “answering
looks” shapes Marcel’sautobiographical perspective and givesimpetusto hisautobiographical impulse
— impul se, perspective, and response being the essentia poetics of experience. By theend of thenovel In
Remembrance of Things Past, Proust isonly beginning to write hisautobiography.

Thereisin Breytenbach alwaysasensethat heisjust beginning. Heembodiestheact of crumpling
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up apieceof paper and throwingit over hisshoulder only to start again with afresh piece under hisfleshy
palms. Heincorporatestheright hedescribesin JudasEye, theright to“thefreedomto beafailure” (131).
Autobiography, morethan any other genre, enablestheright tofail inthe sameway that mistakesenable
opportunitiesfor our greatest progress, our deepest learning. Genre of failure, autobiography humbles,
remindsusthat we are not yet ourselves, sends us back to the drawing board; it refuses usand makesus
want to be ourselveseven more. Breytenbach’sreturntothe Bolandissimilar in orientation to Adam and
Eve sorientationto paradise. Their mistakesand failuredefinethem. Placing himself insdeatomb, among
thedead, in adying culture, which Coetzeerelegatesto “ history”, isan act of revisiting both paradiseand
prison, both places he has been before, but now in the new memoir hemergesasone. Heismost himself in
these places, orienting himsdlf to hisown finitude, whilein contrast, compelledto“ grasp [hislife] ina
narrative” (Taylor: 47), doomedtofail becausethenarrated lifehasnoend. Thefinite*1” mergeswithits
perpetua incompleteness: content isbrought into communion with mora respongbility by virtueof failure
andincompleteness.

Perceiving the horizon of our identity or acknowledging theframework of our “1” determinesfor us,
Taylor argues, an “ orientation to thegood” (47). Unableto escape the questionsthat demand orientation,
modern man seesthat hisspatial and moral orientation are synonymous. Because space/time continually
shifts, somust our moral orientation. Thewriter will dwayshaveto returnto write himself oncemore
because heiscommitted to* making thebest sense” of hislife(Taylor: 57). “’Making the best sense’ here
includes not only offering the best, most realistic orientation about the good but also allowing usbest to
understand and make sense of the actionsand feglings of ourselvesand others. For our language of delib-
erationiscontinuouswith our language of assessment” (57). “1 amdead” (1) isultimately an orientation that
alowsBreytenbach towrite himself intoimmortaity, making amyth of hislife, imagining himself for dl time.
Threatening to bethefinale of hislife, Dog Heart will no doubt move as defor another autobiographical
piece. Inthat case, nothing will belost and so much gained inthe assurancethat failuredrivesthe!1”

statement in perpetua motion, until desthimmortalizesitsfina draft.
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7. Conclusion

Bakhtinisconsdered by many asthe Einstein of literary criticismfor coming up with atheory of relativity
that goeslikethis: “One sbody motion hasmeaning only inrelation to another body; or — sinceitisa
relation that ismutual — hasmeaning only in dia oguewith another body” (Holquist, 1990: 20). But unlike
Einstein who takesmany yearsto embrace an ever expanding universe, Bakhtin acknowledgesforcesthat
movetoward and away from culture. Morsonwrites. “ The cultural world, Bakhtin argued, consists of both
‘centripetd’ (or ‘officid’) and‘ centrifugd’ (or ‘unofficial’) forces. Theformer seek toimposeorder onan
essentially heterogeneousand messy world; thelatter either purposefully or for no particular reason
continually disrupt that order” (30, Morson’semphasis). 1napplying space/timeimagery to culture Bakhtin
suggeststhereisoneforce holding the entire universetogether, giving it order; thereisanother forcein
rebellion against the order, moving away fromit, gaining speed asit movesever further fromthe center. The
two forcesin scienceand in culture are mutual ly dependent and, seen from the human eye asit strainsto
look outward, appear to bein perfect (static) equilibrium.

“Centripetal forces push toward unity, agreement and monologue, whilethe centrifugal forces seek
multiplicity, disagreement and heteroglossia’ (16), write Shotter and Billig to describethe Bakhtinian diaogic
universe. Althoughintimesof great intengity, autobiography isasked to take part inthe unifying cultura
force, thememoirs here studied remind usthat autobiography ispart of the centrifugal force. In part by the
author’sdesign, but largely dueto therole of reader responseto autobiographica statements, autobiogra-
phy will inevitably moveaway fromthe center of cultureand thinking. Thisisitsenduring attractionfor both
reader and writer.

But why isthismoreevident intimesof great change? Why doesthe decade of transition usher in
thedistinct examplesof Cousins, Boyhood, and Dog Heart? (Risking afinal analogy)... A parent saysto
her four-year-old, “I want you to eat your food.” So often, the child will takethis specially granted oppor-
tunity to assert hisindividuality “purposefully or for no particular reason” to say (quite maddeningly),
“No.” It could beargued, itisagood timeto assert the self because the child best assertsitself whenit

articulatesitself in opposition. Whom elseshall hesay “No” to? How
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elsewill “No” beunderstood? “No” of course getsincreasingly more complicated asonegetsolder. Each
individua putshisor her special tone onto thewordsthat describe”No”; they are utteredinauniquestyle
and voice; they form groupscaled genres (officid), or to Bakhtin, chronotopes (unofficia). Psychologists
say the“No” should be celebrated early on, not necessarily becauseitisbeautiful, but rather becauseitis
inevitable. Rebellion, oppostion, indifferencetothe” officia” lineor order will eventually assert itsdlf.
Rather sooner than later. One could say the samething about the new order in South Africa. Rather sooner
than later opposethe centripetal forcesat work in shaping anew South Africa.
Athol Fugard’s cel ébration of the specificsof hisworld, hisupbringing, hisstash of persond, private
secrets, isamovement away fromtheofficial lineof businessin South Africain 1994. “ Centrifugal forces
register and respond to themost diverseeventsof daily life, to the prosaic factsthat never quitefit any
officia or unofficia definition” (Morson: 30). Tellingthestory of hishomosexual cousin and astory about
hisown uncertain sexuality cannot befurther fromtheofficial concerns, andisamost interpreted by someas
being anirritating distraction from theimportant businessat hand. Likean old manfumbling and needlingto
removeasplinter fromunder hisnail whiletherest of hisfamily istrying to discusshisimminent funera and
hiswill, Fugard'slimitation of focusisfound annoying. But for him, finding and exercising salf-respect far
exceeded thelarger political concernsof theday. Indeed thelarger concernsbenefited from his protecting
himsalf with the humble specificsof hisown past. Were heto focustoo strongly onthelarger political
problems, thediscussionwould lead to hisexclusion. Fugardisvery attuned to the process of exclusion,
especialy if presuming membershipinthecentripeta forces, for thisiswhat he hasbeenwriting about dl his
life: the poignant exclusion of thosewishing to take part in discourseand being cruelly ignored. Fugard's
expertiseisrecognizing thevoiceless. Hesaysin referenceto hisnew play,
That isthechalengeintheplay. Thatisthequestion. Isthereanythinginthepast that's
worth keeping? And you know, speaking asawhiteman, | would liketo say, “ Yes, there
is” Butl think if wewereto go and talk to the peoplein the K hayelitshashacksand ask
them, they’ d say, “ To hell withit,” There' sdefinitely atendency, an attempt toignorethe
contributionthat other racia groups madeto thestruggle (Swarns. B1).

Wisdly, out of self-respect aswell asrespect for the moment, Fugard hasgone off on hisown, writtena

quirky memoir asan antidote against exclusion. As South Africaheadsoff into thefuture, so doesFugard’'s

126



work asliterary artist, although only timewill tell whether hisnew playswill capture center stagein quitethe
sameway hispreviouswriting did.

Instead of representing opposition asit acts directly in the opposite direction, Coetzee turns
inward to explore opposition in the self. “Bakhtin relocates the central opposition in language asit
shapesthe self ininner speech”, writes Morson (217). Accentuating the importance of autobiography
isto incorporate the other asit speaks about the “1”. Centrifugal/centripetal forces are at work
internally, not only externally, although these need to be articul ated precisely. “Because of mental
habits, intellectual traditions, and centripetal cultural forces, we often lose a sense of the dialogic
quality of an event” (Morson: 56); in which case we fail to assert opposition. Recognizing the ten-
dency to reduce the autobiographical “1” to one unit, the author can make afatal step into total
“monologization” (57), amisstep Coetzee' sBoyhood establishes asan internal pluralism by writing
himself in the third person. He has engaged in internal dialogue before in Doubling the Point, where
he covered similar content, time, and place. Exposing internal dialogue is not earthshaking. Some
may say that Beckett’s playsfirst exposed internal dialogue; today even respected philosophers use
theinternal dialogueintheir academic presentations.! What isunusual about Coetze€'smemoir ishow
doggedly it seeksto create afield of debatethat places both the adult writer and the boy on equal footing.
The debate must be governed by rules, ahabit Bakhtin associateswith centripetal forces. “ The centripetal
forcesof culture... codify ... habitsby turning theminto afixed set of rules’ (Morson: 58). Coetzee'swill to
govern debateishismost substantial autobiographica statement and |eads discussion back to theissue of
dignity that Fugard headstoward as heillustratesthe many threatsto respect and self-respect modern man
endures.

Bakhtin states, “ A lifelived on thetacit basis of my alibi in Being fallsaway into indifferent
Being that is not rooted in anything” (1993:43), as an argument for answerability, response, and
opposition. The control over the contest between truth and transformation, which Coetzee exerts by
slencing his“1” and transforming himself into “he’, isaresponse he articulatesin answering and taking
responsibility for themessiness (emotion aswell asrevolution) in hisinterna didogue. Silencingthevoices
alowshimto speak authentically. Thisintegrity of authenticity isBakhtin'smost fervent message: “ Only

through the answerabl e parti cipation effected by aunique act or deed can one get out of therealm of
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endlessdraft versionsand rewriteone' slifeonceandfor al intheform of afair copy” (44). “ Shut up!”
slently screams Coetzee at himself in Boyhood, wherewe are privy tothenoisein hishead. Thegestureis
a“sngleauthentic note” lasting acoupl e of hundred pages.

So while Fugard says “no”, and Coetzee says*“ silence’, Breytenbach isthe babbler on the
stoep talking to himself for everyoneto hear. To Nelson Mandela, he writesin The Memory of Birds
in Times of Revolution (1996):

Henceforth my contribution (and that of others of my ilk) will be: that our loyalty isa
vigilant opposition; that any collaboration in the big project of constructing a
South Africain worthy accordance with the new realities born of dreams and of
strugglewill be predicated on principled criticism (86).
Strange, for someone from whom one expects revolution, to be so ardently explicit in defining his
role asopposition. Saying it so bluntly in 1994 makes welcome the subtler approach of autobiogra-
phy wherethe“1” confinesitself to itself and does not get sucked in by the centripetal forces of “we".

Breytenbach’s mantraof opposition isdocumented in all hiswork, and his questing from an
intuitiverecognition of the dying and death of hissurroundings, through aso-called “ bottoming out” in
prison, to the profound perspective he hason self in South Africatoday, haslasted all hislife. Twothings
have escorted him throughout hisdevel opment: images of death and the autobiographica impulse. How
doeshisroleasrebel (now rightly more gentlemanly, asnoted inthe aboveletter to Mandel @) fitinto his
autobiographical imagination, driven asit isby the specificity of death and by hismemory, whichisin
constant upheaval ? |sthereaconnection between theimpul siveresponse of self and thejob of official critic
that he self-assigns? According to Nussbaum, “ Emotions... haveahistory... Thegrief itself bearsthetraces
of that entirehistory” (175). Grief isaprocessthat acknowledges|oss; it permeatesthe autobiographical
statement inaprocesscalled “remembering”. Memory, the product, isaproduct of grief with “ specific
content and cognitive specificity” (175). Coetzee' sjudgement at theend of hisreview describesDog Heart
asa"“ speculative history” (2001: 260), suggesting that Breytenbach isahistorian of sorts. Coetzee, whose
rootsareinthe Boland and Klein Karoo just as Breytenbach’s are, reads Breytenbach as onewho has
dedicated himsdlf to telling the history of agrief whose specifics— love of the anthropol ogical/geol ogical
SouthAfrica(in poetry); victimof politicsin prison and exile (in autobiographies) — reverberate with the
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emotion Coetzeeisso disciplined in controlling and subduing.

The statement to Mandelais, therefore, only oneadvanceinthe history of grief. In 1994, as
Mandelawasrel eased, Breytenbach must havefelt the enormouspull toward the centre that any man of his
commitment and experiencewould havefelt. How quickly heescapesit! By 1999, heisagaininthe outer
reaches of “ South Africa’, even suspected of being absent by the man he promised to oppose. For
Coetzeethishinund her isevidencethat he himself must maintain control, follow the rules, master the
game. Yet heislikewisefascinated by the strangeAfrikaner who islike the boysin hisschooldays, who
supplied“new revelations of the cruelty and pain and hatred raging beneath the everyday surface of things...
the passion and fury of those days gripped him; he was shocked but hewas greedy to see more, to seeall
therewasto see” (Boyhood: 139).

The autobiography isan example of centrifugal force— amoving away from the center —
and it can move at great speed. In that moving away, change can bring enormous upheaval, like
major turbulencein aflight path. Inthat circumstance, theindividual can lose orientation in two
ways. first, he does not know whether he islooking in the same direction as he was before the
change occurred; second, he makesthe mistake of 1ooking outside of his spacefor markerson the horizon
that arenot stable. Inorder to orient himself — an act of utmost importance for modern man as he seeksto
position himself toward the good (Taylor: 28) — he must think in termsof spatial |ocationin physical space.
Wherethereisno fixed horizon, he must make one, either from memory or out of hisimagination of what
was. Looking out at hishorizon, hemight seealevel playing field where he canjoininagamegoverned by
rules, hemight seeacity map where different locations conjure deep, intuitive emotion, or hemight, asinthe
caseof Breytenbach, look out on amountainous horizon whose sizeand dramamirror thelayered signsof
thepast. Metaphor upon metaphor, mark upon mark givethemountainstheir rise. Heimagineshimself into
them, into hisown horizon to make sure heisnot left behind. Theseare, for thethree authorshere studied,
the" strong qualitativediscriminations’ of their memoirsand what makesthem unique; yet theexamplethey
offer isnot an exampleof particulars, for thesebelong only to them. Their exampleistheir responsiveness
to theworld around them, being on the one hand universal — the autobi ographi cal response— and smulta
neoudy specific— also the autobi ographi cal response— asaway of reorienting themselvestoward the

good. For SouthAfrican authorsof all races, creeds, and genders, the horizon of their lives has changed
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sincethecollapse of one of thegreat pillarsof culture, namely the system of separation that affected their
lives. Now that itisgone, the empty spaceit leavesatersthe horizon in relationto which they had cometo
orient themselves, andin order to rel ocate themsel vesin space, the authors must reconfiguretheway the
horizon appearsto them, from the position where they stand, where each can only stand a one.

Inhisessay, “ The Problemswith Speech Genre”, Bakhtin identifiesthe disconcerting certainty that
any text reliesheavily onlistener response. “ Thefact isthat whenthelistener percelvesand understandsthe
meaning (thelanguage meaning) of speech, hesmultaneoudy takes an active, respongiveattitudetowardit”
(1986: 68). | haveargued intermittently inthisthesis, that reader response, in the sensethat Gunn has
definedit, isacrucia factor in the autobiographer’sability to movetoward abetter understanding of himself.
Bakhtin further explainsthat the speaker knowsand countson listener responsiveness. “ The speaker himself
isoriented precisely toward such an actively responsive understanding. He doesnot expect passive under-
standing that, so to speak, only duplicateshisownideain someoneelse’ smind. Rather, heexpectsre-
sponse, agreement, sympathy, objection, execution, and so forth” (69). Inautobiography, in particular, a
genre Bakhtin lightly discussesin The Dialogic Imagination intermsof classical autobiography, amost
public display of theprivatelifethriveson response. Without theother, the*1” of autobiography — silent or
verbose— “ self-consciousness’ cannot develop (1981: 131). Reader, asexplicit other, offersthe”|”
equilibrium asit seeksto make and restructureitself. Not only self-consciousness, but a so other-con-
sciousnessdrivesthe autobi ographical impulse, on the one hand, to compl etion and, on the other hand, to
eventua, inevitablerevision. Thereader fuelsthe autobiographica driveandistheeternal materia of the

“I”’ sperpetual momentum.
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Endnotes

11
1 “QOrdinary” in the sense depicted in Charles Taylor’'s Sources of the Salf (1989) refersto man’sordinary

life: “Wearein conflict, even confusion, about what it meansto affirmordinary life” (24).

12

! Theexact quotation in Brussisasfollows: “ An autobiographer may act to rebut his public character inthe
form of anapology or to sustainit intheform of (what isnow called) amemoir” (12). Theambiguitiesinthe
statement are complicated and reflect ageneral lack of attention focused on memoirsat thetime. What is
meant by “public character” andisthedefinition | will beworking from throughout my thesisconcerns
known identitiesasin theexampleof published authors. Thissubtle useof “public” isimportant becauseitis
what theauthors, firgtly, challengein their memoirs; secondly, itiswhat they respond to; and thirdly, itis
what they claim asan integral part of abroader identity.

2 Roy Pascal’suse of theword “public” isin conjunction with theword “ political” (6). Thesetwo stand
starkly apart from “personal” and “ private” and to agreat extent contradict the memoir’s purposewhichis
to put more emphasison thelatter. To some extent, Pascal impliesthat the two perspectivesareirreconcil-

able.

13

! Referenceto political autobiography published in 1980s. Z. K. Matthews Freedom For My
People (1981); Ellen Kuzwayo'sautobiography, Call MeWoman (1985); Frank Chikane’sautobiography,
No Life of My Own: An Autobiography (1987); Oliver Tambo’s speeches, Preparing For Power:
Oliver Tambo Speaks (1987); EmmaM ashinini’ s autobiography, SrikesHave Followed MeAll My Life:
A South African Autobiography (1989).

15
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! Didogic (I will useboth“didogic” and “didogica” interchangeably, following the mode of M.M. Bakhtin
and JM. Coetzee) space/time marksthe point between “now” and “then” and between * here” and “there’.
Like coordinates, both of these continuums haveformerly confused the autobiographical perspectiveontime
and place: time being adouble referent, and space a so often being dual. “When aparticular person utters
[the] word[“17'], heor shefills*1” with meaning by providing the central point neededto cdibrateall further
timeand spacediscriminations: “1” istheinvisbleground of dl other indicesinlanguage, thebenchmark to
whichal itsspatia operationsarereferred, and the Greenwich mean by which al itstimedistinctionsare
caibrated” (Holquist, 1990: 23).

2 1 will primarily be quoting from and referring to the 1999 article written asafirst reaction to Dog Heart.
The2001 versionfoundin Sranger Shoreshasalready evolved from 1999. The 1999title, for instance,
changesto“ TheMemoirsof Breyten Breytenbach”.

2.1

! The New Brighton Players are synonymous with the Serpent Players with whom Fugard worked be-
tween 1967 and 1973. In 2.2, | refer to the township actors and actresses, who include black playersfrom
Sophiatown and Port Elizabeth. The Sophiatown phaselasted two yearsfrom 1957 to 1959. All these
examplesof collaboration marked Fugard as onewho worked with the marginali zed popul ation in South

Africa

4.1

1 Freevalition vs. the Kantian imperative are discussed in Bakhtin’s Toward a Philosophy of the Act
(1993) on pages 24 and 25 and are meant here to capture the autobiographical tension between thetwo
voicesin Coetzee' smind.

2 The emotional-volitional is*an inalienable moment of the actual performed act, [in this case the
writing of an autobiography or of an operathat is ‘ autobiographical’] even of the most abstract
thought, insofar as| am actudly thinkingit, i.e., insofar asitisreally actualized in Being, becomesapartici-
pant inthe ongoing event” (33). Much of thisisquoted at the end of section 5, but might be necessary here

for definition beforegoing on.
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4.3

LIn*J.M. Coetzee's unlikely autobiography gives ahuman faceto awriter often perceived as cold”,

David Attwell defines Boyhood as a“ restricted autobiography” (1997: 24).

4.7
1 More consideration of the transition from “1” to “he” can only be examined with linguistical tools,
which | do not haveat my disposal. | do think thelimited examplesin Boyhood and Coetzee' sexpertisein

control proffer auseful sampling of identity’stransitionfrom“I” to“he’.

6.1
1 Presumably, the referenceis an echo of Roland Barthes' The Rustle of Language (1984), an eclec-

tic collection of essayson language and literature.

6.5

1] continue to quote the 1999 text becauseitsrevised statein Sranger Shores(2001) isalready different.
For examplethisquotation readsword for word the same; yet punctuationinthe newer version replaces
the semi-colonswith commas. Because the devel opment of the theme of reader-responsereliesheavily on
Coetzee' suniqueresponse, | felt it wasnecessary to stay consistent with onetext and | preferred the 1999

text because of itsstrong title aswell asother detailed differences.

1.
! Thisreferenceisto Martha Nussbaum'’s presentation (1998), which includes dia ogues between her
deceased mother and father, and which she presented publicly in academic circles as examples of

grief, emotion, and thought processes.
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