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INTRODUCTION

“Your fascinakian is peeple?” asked Gord.
“Yeg, (1 the end, If taok vuther @ lony tire fo discaver that™,

Bruce Chatwin’s assertion that “literature itself is the
invention of settlers"® is tellingly self-revealing. The
view itimplies, that narrative activity hunctions primarily
as an outlet for the frustrations anid constraints of
immobility, is one that lies at the heart of his writing. In
this therapentical roncept of the narrative process as
trmaginative substitution for physical movement, both
writer and reader are tritually dependent, so that not
only the act of narrating but also the act of reading, as
Faul Pussell puts it, “[...] becotnes a surrogate, evena
trope for the act of travelling™. Such a notion eschews
any association between evasion and ‘escapism’, since
Chatwin, as has been universally acknowledged,
invariably constructshis narratives in terms of a teasingly
ambivalent interplay between fact and fiction — a
contection escapism essentially sesks to elude. The
comstant paradex it his writing, where "facts shitnmer
o the edge of fiction and fiction reads Hike fact™, where
what can be seen as fact always looms discreetly behind
what iz presented as ficHon and vice versa, has become
a corutnon hallmark that critics have pinpointed as
almost unique to Chatwin alone! Yet, as Percy Adama
reminds us: “Travel writers have always been
condermned as etnbellishers of the fruth or as plain
liars™s, s¢ that rather than being an exponent or initiator
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of some new [iterary fad, as many would have him,
Chatwin, (and not only in his travel writings} should be
seen as consciously working within a literary tradition
that depends on the lies, tall stories, anecdotes ete, that
all of us inevitably use whenever recounting moments
or events of our everyday existence to others. Itis a mark
of our commen humanity that our pwnreal life accounts
are no less immune fo fictitious elaborations! At the
same fime the question of referentiality is one of the
great paradoxes of Iiterature in general, in spite of
semiotic and decomstructionist attempts to detach the
latter from the objective/external world. As Kathryn
Hume says: “Literature bears an inescapableresemblance
to reality, and the more the work tells a story, the more
necessary the presence of the real™. In his deliberate
manipulation of the categories of ‘reality’ and ‘fiction”
Chatwin exposes the tenuousnature of their relationship,
thereby making the reader simultaneculsy aware of the
fictionalising of facts as well asof the attempt to maintain
the essential core of the facts the fiction is constructed
upon. For he never completely allows us to forget that
his narratives are, for a good part, grounded on his own
experiences and that they were actually Iived cut before
they were set down on paper. This sense of first-hand
- experfence, the result of “a genuine passion to inquire™,
ison the onehand an attemnpt toremedy the shortcomings
of the writer's state as settler, and on the otherto provide
an extra-textual frame to heighten the verisimilitude of
each work. Suchanapproach has obvious consequences
iear the communicative role and thenature of the narrator
in each text The sense of the fitst-person narrator in f
Patagonia and The Songlines for example, is
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simultaneously that of a real author engaged in a real
search (both physical and existertial) as well as a
textualised self acting within the fictional dimension of
the narrative. Likewise, behind the different geographical
cortexts of his works there is the implicit idea, derived
from their semi-documentary approach, of a real author
reseatching material, reflecting on his own ideas, or
retracing his own experiences. Therefore, I Patagonia is
a partly fictiorial acecunt of a real journey; The Viceroy af
Cuzdak, although more obvieusly ficticnial, is based ona
real-life character on whom Chatwin himself conducted
research in Africa and Brazil; On The Black Hill, is a
revigitation of the Welsh village of his bovhood where
he actually Teturned to write the novel; The Songlines,
like In Patagowia, iz also aboutajeurney Chatwin himself
undertook to Australia; and finally Lz draws on some
of his own personal experiences while working at
Southeby’s art gallery in the 1960s. Therefore, subjective
experiences implicitly form the basis for his narratives
and become a mirrot to the subjective preaccupations of
the author /narrator himself.

The geographical variety of Chabwin's books is an
indication in itself of his strong sense of wanderlust-—in
spite af his avn irrifation atbeing defined atravel writer
— and that only two of his works {with the exception of
his essays and articlas) are travelogues proper. The
heterageneity of the countries {all, significantly, non-
English) represented in his fiction — Patagonia, Brazil,
Africa, Wales, Australia and Czechoslovakia—
contributes in ne small way to a themalbic and stylistic
diversity which gives each work a unigue form of its
own, an aspect that has caused much bewilderment to
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many a critic and library cataloguer! This is reinforced
by his attempt to portray a given country from an
internal perspective, rather than through the detached
filtering consciousness of an alien ohserver (the latter
being an approach mere typical of the Anglo-Saxon
tradition). Nevertheless, in spite of their apparently
bemusing diversity in terms of surface representation,
on a deep level Chatwin’s works paradigmatically
reiterate the basic thematic conwems that constituted
what he called his “searches”; namely, the nature of
man’s restlessness, the conflict bebween settler and
nomad, and the question of exile and marginality. Such
concerns, besides being recurrent obsessions of
Chatwin's own life, ate intrinsically bound with his
conception and presentation of his characters which can
be seen to fall into the three anthropolegical paradigms

of SETTLER, EXILE and NOMATD. The fact that these -

categories may often overlap inmore thar one character
iz a reflectlon of the complexity and imaginative
dynamism of Chatwin’s vision, though it In no way
undermines the possibility of a coherent discussion of
his works. The following study is an attempt to trace
Chatwin’s represertation and dramatisation of these
three figures in his main works®.

i2
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NOTES

From an interview with Uld Goni, quoted in Micholas
Shakespeare, Brice Chatwin, Lendon, The Harvill Fress, 1995,
7. 271

Bruce Chatwin, What dm ] Daing Here, London, Pleador,
1990, . 218, .

Faul Fuszell, Abroad: British Liferavy Travelling Between the
Wars, Cecford, Oxford University Press. p. 7.

Colin Thubron, *Bruce Thatwin: In Loove with Panbastical
Tales”, The Sunday Times, 22 January, 1955,

Percy Adams, Travel Liferaturs ard the Evolubion of the Mgwel,
Kentucky, The University Press of Kentucky, 1983, p. 85

Katheryn Hutne, Fastasy and Mitests: Responses to Realify i
Western Literature, New York, Methuen, 1984, p- 4.

Micholas Muorray, Bruce Chatowdn, Bridgend, Seren Books,
1993, p. 12,

For teagons of space and orpanisation discussion islimited to
the following fve werks: In Pefagorie, The Viceroy of Cuidah,
O The Black Hilf, The Songlines and Uiz References will be
made to articles contairierd in What Am [ Doing Here and The
Amatmty of Resflessness whenever occasion arises.
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Settlers

Matural atd Unnatural Settlers

Chatwin’s complex thematisation of immaobility
undermines his own apparent conternpt for sedentary
life. Far from receiving a unilaterally negative
representation, his settlers can be seen to fall into two
diatnetrically opposed categories; on the one hand,
NATURAL SETTLERS, who whele-heartedly and
uncenditionally embrace the values of settlement, and
on the other UNMNATURAL SETTLERS, whe are, to
vatious extents, forced into a condition of stasis against
their will. Thus, immobility is either conceived as a
positive state, consciously sought by a character, or
imposed by external circumstancesbeyond acharacter’s
contrel.

Among the settlers whose lives are the result of 2
conscious choice are solitary characters, living outside
society in a solipsistic world of their own. The poet the
narrater visits in In Pafagoniz is a case in point. An
eccentric, hermit-like figure, he lives in a lonely spot
along a river, having decided to stay put in the country
forty years previously. Besides the almost archaic natu-
1e of his spatial-temporal withdrawal, and besides the
fact that hisinterise stare and over-assertive voice suggest
thatthenartaterisinthe presence of a madman, the poet
reveals a lively intellect and eclecHe culture, as testitied
by the objects cluttered around his hut:

15



The room was dark and dusty. At the bacl,
shelves made of planks and packing cases bent
under the weight of books, minetal specitnens,
Indian artefacts and foasil oysters. On thewalls
were a ouckoo clock, a lithograph of Fampas
Indians, and another of Gauche Martin Fierrol.

Withdrawn into a warm, cosy world of daydream, the
narrator listens in spellbound awe as the poet reads out
the weighty stanzas of his cosmic verse while the rain
batters harshly on the tin roof. Completely athomeina
country from which his imagination has reaped much
poetic stimulaticn, the poet’s two-fold discovery of a
geographical dimension (Patagonia) and an artistic
vocation (poetry}unites subjective and objective worlds
as represented successively by the internal intimate
sphere of his hut and the vastness of the external
landscape. However, the poet is also one of several
characters inChatwin's wotks who cannotbe exclusively
confined to asingle condition, for, besidesbeing a settler,
he is also essentially an exile and this aspect will be
considered in the appropriate chapter.

A similarly solitary character is the 73 year-old
comuprunist [im Hanlon in The Sarglines, whose old and
rusting tin bungalow displays forlemn traces of his
militant past:

In the vard out front there were a stack of
empty oil-drums and another atack of ex-Army
surplus. At the back, under a squeaky wind-
putnp, there was a dead Chevrolet with silver-
grass growing up through it. A faded poster,
pasted to the front daot, read “Workers of the
World Unite',
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Like the poet, Hanlon is outspoken, and eocksure and
retains all the eymicisin and bitterness of aman aband oned
to himself and to his memories. Thus, the unexpected
adjective “tead”, applied to the Chevralet, (apastsymbol
of modern technelogy} is poignantly appropriate, and
the silver-grass prowing through it anticipates the
invasion of plant-life in Mama Wéwé's house in The
Viceroy of Ouwidah. Both elements underline the futility
and fatalism of human vanity and endeavour, here
represented by such 1960s icons as the Chevraolet (a
status symbol of the time) and the placard recalling
radical protests for equal rights. But the latter values
have by no means died outin the man who, instinctively
suspicious of Bruce, denounces him as an upper class
snob. Indeed, Tim's hostility towards him contrasts
sharply with the poet’s hospitality towards the narrator
inthe previcus passage. As a consequence, Bruce feels a
growing sense of ciscomfort and embarrassment the
longer he remains in his presenice and it is not until he
and Arkady decide to leave that Hanlon's atfitude
changes inte a desperate and regretful plea for them to
remain, revealing him for whathe really is; a frightened
and well-meaning old-man with an undetlying
sympathy for human suffering and solidarity.

In his second work, The Viceroy OF Chuidah, Chatwin
is primarily convcerned with the unnataral settler and
explores the destructive nature of settlement through
the twao oppasite poles of civilisation and primifivism.
Joaquim Coutinho, a wealthy Brazilian landlerd whe
hosts Franeisco on his father’s plantation, embodies the
sly cunning and hypecrisy of civilised man.
Unaccustomed to going onlong journeys in a saddle, he
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is a source of amiisernent to the slave boys as they watch
Thim distmount fram his horse, Whilst Franeisco teaches
himn the varicusskills regarding horse-keeping, Joaquim
helds him spellbound with vivid and detailed
descriptions of his possessions, and persuades him to
visit his plantations, which is semething Francisco is
initially loth to dosince if means going down to the coast
and he has irherited the Sertanistases fear and mistrist
of the sea. It is when he arrives at the Coutinhos’
plantation house, of which the Simbodji he later builds
in Cuidah is an almest direct replica, that Franciseo is
initially seized by the settler’s desire to accumulate
material wealth:

The Coutinhas” planfation house had cross-
lattice windowe and walls of pink stucea. Green
gilk curtains custled in its flower-gtencilled
apartments. On the verandah there were aviaries
pfaong-finches; and in the dining room vases of
blue-glazed porcelain, gilded pilasters and
panels the colour of lapis lazuli [ ]

And Francesco Manuel imagined he had
stumbled on Faradise.

Chatwin's denge prose, which is paradigmatic of the
whole book, with its catalogueing of items in parallel
phrases of adjective + adjective + noun together withthe
sickly clashes of colour, effectively captures the almost
overbearing abundance in the plantabion house. On a
rhythtnic level, the syntactic construction consists of
clauses with a series of heavily stressed syllables in
juxtaposition (“crdss-lattice windows [...] Gréen silk
clirtains [...] flower-stencilled apartments [...] blie-
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glazed porcelain”) that preduce a dogging effect as well
as sugpesting, on a rhythmic level, Francisco’s own
breathless excitement The colenel, Joaquitn's father,
who, with his greed and monomania, embodies the
worst aspects of the settler, was, when still ayoungman,
“frenzied atthethought of horizons unpopulated by his
owr cattle” (WO, p. 60) and consequently extended his
ranches into infinity. However, his horses all die together
with his ranch hands and he begins to accumulate debts
he isunable topay. The fellowing paragraphis a sardonic
resurmé of his new utterly immobile condition:

Fifty years of peppery food and pitching in
the saddie had so inflamied his hasmorrhoids
thathecould morve from his hammodeneitherto
dine, tosleep, toshit, to pray nor play cards with
his chaplain. His one pleasure was to have his
hair washed by a lovely mulatta, whe would
tun her fngers through the stiff waves as if
peeling the outerleaves of a<abbage (VO p. 500

The laconic explanation of the Colonel’s malady: (“Fifty
vears of peppery food and pitching in the saddle”) is
wickedly condemming in its conciseness {note the
teasingly alliferative /p/ in “peppery” and “pitching™).
His presentstate alsobears intepesting comparison with
the King of Dahomey whenheeventually appearsbefors
Praneiseo: “The Kinglay lounging on abolster of carmine
velvet, thronged by naked women, who farmed him
with astrich feathers and wiped the perspiration from
hizforehead” (VO, p. 84). Both the Colonel and the King
are lathargic figures attended on by fernales and their
laziness is the result of permanent settlement. In the
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Colonel’scase, inertiahas led to physical suffering whilst
inthe King's ithas induced him toacts of buffooneryand
abuse of power. The native’s condemmnation of him as a
coward and a drunk whe has “fadled to ‘water” with
blood the graves of their ancestors” (VO, p. 73) alao
reveals a barbarisin on their part that is a regult of the
phisical and psychological immaobility of their lives,
governed by the primitve, unchanging practices of
tribal warfare and human sacrifice which, for them,
constitute natural laws to be passively abeyed.
Prancisco himself is ambiguously caught between
mobility and immobility and, by extension, barbarity
and civility. In this senze, analogies may be made with
Jemmy Button in I FPafagosia, fhough, unlike Button,
whowas kidnapped fromhis island by the Chief Otfficer
of “HMS Beagle” and taken to England where he “grew

up an educated man only to revert to savagery almost

overmight” (IF, p. 122} on his eventual return to his
island with Chartles Drarwin, Franciseo’s joutney from
Brazilto the African junpgle represents the inverse course.
Also, not only does he continually vacillate between
mebility and mnmebility, but he also casually alternates
between civilisation and barbarism while his slavetrade
is gtill thriving: “Each year, with the dry season, he
would slough off the habits of civilization and go to
war” (VO, p. 96). The phrase “with the dry seasoen”
recalls the periods of drought which characterise
Francisco’s eatly life of poverty and squallor, where his
mather “spent mest days crouching in the speckled
shade of an acacia, smoking a stone pipe” (VO, p. 47
Irondcally, the dry season here is synonymous of a
temperary moment of mebility which serves to give

20
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vent to the suffocating nature of Francisco’'s immobility.
It is a8 if the very memory of the drought triggers off
violetwe and destruction. Thus, as a paradigmaticfeature
of Francisce's early sedentary life, the drv season exposes
the ultimately negative effects immobility indures in
him, as well as demarking the ruthlessly repetitive anrl
gyelic nature of his existence. Indeed, it is no accident
thatimages of the drought obssess Francises throughout
the novel®. Also, in spite of the intrinsic interrelation
hetween imemobility and mebility on a formal lewvel,
Frandsco only seems to recogndde a duality between the
twostatez (althoughthis notion is really filtered theough
the point of view of the nagrator) so that immeobility and
setflemnent are sesn as synonymous of civilisation,
wheteas mobilify is expressed interms of barbarity, Thds
is why, when he settles down as the Viceroy at Chuidah,
he sets about Mterally eradicating the savage aspects of
the landscape:

He gawe Ouidah the air of a civilised town by
ordering drains fobedugand strests cutthrough
its maze of pestilential alleys. He planted oil
palms and coconuts, and introduced the
pineapple. The flatlands were z sea of rnaize and
manioc, and there were ree-paddies along the.
lageon (YO, p. 95),

Itis anulbmate ireny thathisencouraging the Brazilians
to setfle in Dahomey leads to his monopoly being
everinally broken and thus to bds final undeing. In this
sense he is ulthmately at the mercy of bath the civilised
and the primitive world.

Francisco’s utge to wander is always initiated by
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tales thatexcite hisimaginatior firstly, when asa young
boy, he hears-the cowhands’ stories of bandits and
pumas and later, when on Joaquim's estate, the black
slave Jeronima tells him his tales of Africa which make
hitn become conscious of his own restlessness, so that
when he first comes irto contact with the negtoes he
compares their “uncreased foreheads with the battle
raging inside his own” (WO, p. 53). Francizca’s ramblings
inthe firstpart of the story appropriately end on “a grey,
stiffing day thatheld out the promise of rain” (YO, p.54),
where the adjective “stifling” hauntingly recalls the
droughts of his boyhood, as well as anticipating the
overbearingly oppressive nature of his married life with
the potter’s daughter {which incites in him feelings of
rage and violence only sleeping retrgh can control}. His
sedentary life grates on his nerves to such an extent that
it accentuates his already overpowering urge to murder
his wife and child. After venting his blood-lust on their
pet cat instead, he leaves the house and takes to his
solitary wanderings again: “Believing any set of four
walls to be a tomb or a trap™ (YO, p. 56). But just as his
matried life is characterised by oppression, so does the
jungte life in Dahomey become, for him, a prison: “The
sound of the drumbeats pressed against his temples and
he had a presentiment that he would never get out of
Africa” (¥, p. 78} Finally, after his abortive attempts to
return to Bahia, Franciscs spends the rest of his days as
a sad pathetic figure, to the extent that “even his own
sons spoke of him in the past tense™ (VO, p. 119).
Immebilty ina country alien to him is evidently the price
hehastopay foralife of viclenice and exploitation. When
he disappears after the death of his last wite, Dona
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Luciana, heis found crouching in the bushes with a bird
perched onhisshoulder {anironicsymbaol of the freedom
denied him}. There is also a final poeticjustice in the fact
that Francisco is forced to rasign himself to submdission
by #he use of chains, which were the very symbol of his
initial fortune. Thus, the novel enacts a circular process:
LMUBILITY - MOBILITY-IMWMOBILITY, starting from
one topological representation (Brazil), and concluding
in another (Africal; the first representing civilizatiorn,
the second barbarity.

Undoubtedly, Chatwin's mastexhaustive exploration
of the theme of immobility can be seen in O The Black
Hill which was written in reaction to attempts at
categorising his works, ashehimself revealed: “Italwavs
irritated me to be called a travel wrifer. So [ decided to
write something about people who never went out™.
Chatwin had always intended to write a book about the
Welzh border country of Radnorshire in which, as a.
child, he had spent happy sutnmmer holidays, and he
comsidered the area as “a sort of metaphorical homme
baze”®. [t is alse perhaps not without a streak of rony
that whenhe returned there to start work onthenovel he
discovered that very little had changed in the customs
and manners of the people since he was aboy, Thus, the
sense of reassurance and stability a life of stasis can
providebecomes acentral aspect in the novel, where the
peychological security it offers the twins is their
compensation for resisting an outside world
characterised by constant flux, which, for them, only
breeds confusion and misery. Yetrot only the twins, but
virtually all the main characters in the novel barely
move beyond a range of very narrowly defined spatial

23
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boundaries, (within the village of Rhulen) the sole
exception being theirsister Rebecea whots castout of the
family in disgrace by Ampes affer becoming pregnant
and who, significantly, disappears from the novel
altogether. The incipit of the novel immediately
anticipates its main themes and perspectives: “For forty-
two years, Lewis and Benjamin Jones slept side by side,
in their parents” bed, at their farm which was known as
“The Vision™. In a few strokes the whole scope of the
novel is laid bare: the condition of immobility of the
twins (“slept side by side™) together with the long time
lapse (“forty-two years”} which measures out the
immuntability of their lives. Their claustrophobic
relationship is further heightened by their telepathic
abilities, (particularly evidenced in Lewis’s ability to
draw physical pain from his brother} and the self-
enclosed envirenment of their farm and the limits of
their own home {The Vision') which becomes the
receptacle of their domestic dramas and the perspective
from which they perceive as well as absorb experience
from the external world. Their sleeping together in their
parents” bed is a ritual re-enactment of their eventual
reunicn on the night following their moether's funeral,
and is indicative of the sense of canfinnity they embody
as they carry out the very same pattern of life as their
parents. But, from ancther perspective, it can alse be
geen as an act of renunciation and acceptance:
renunciation on Lewis’s part of the possibility of being
able to choose any other alternative existence to that
confined to the farmn, and acceptance on both their parts
of the impossibility of being separated from each other
ot away from “The Vision’, which, as Murray notes, is
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itself “an ironic name for a place so circumscribed and
harshly quotidian”®. The cenilicting relationship between
Amos and Mary aceuples approximately the first third
of the book. This relationship, which gradually grows
frominitial incomprehensions toeventual apenhostility,
is paradigmatic of the struggle between the settler and
the nomad. It is significant that the rift between them
begirs to widen when Mary begins experimenting with
extravagant and exetic dishes which only setve to
increase Atfnas's exasperation. His reluctance at any
changes she attempts tomake to the house together with
his repugnance of her cooking, especially her “filthy
Indian food” {OBH, p. 33), illustrate the settlet’s refusal
of variation and difference which he sees as a threat to
the ordered and uniformed patterns that make up his
daily existence. Pood, in this sense, is intrinsically
interlinked with the culture and customs of the
community. For Amos, to accept foreign food is to
acknowledge foreign influence and so upset the
psychological securtity of his fixed order. For ene thing,
he sees all foreign influence as synerymous of a social
clags (the gentry}, which is Mary’s class, and one to
which he feels hostile towards. The case is similar with
the twins’ education. Amos i5 dead set against them
going to school for precisely the reagon that educationis
a product of the upper classes and the anly thing he
considers useful for the twins” future is farm wotk. The
differences between their outlook concerning the twins
isalready evidentduringMary's pregnancy where famos
pictures “abrawny little fellow who would muck cutthe
cowshed” while Mary imagines plans for his career “as
a statesman or a lawyer or a surgeon who would save
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people’slives” (OB, p.37). Aswith Walter and Gertrude
Morel in DH. Lawrence's Sons and Lovers, the male/
fernale polarity dramatises the contast between blind
physical force as represented in the land on the one
hand, and intellectual enlightenment as represented by
civilisation on the other. Amos’s physical viclence, which
the death of hiz firgt wife atfenmates but does not
comnpletely purges, is the natural outcome of the brutality
of his views®. Like Thom Francisco, hiz vislence seems a
product of hislife as a settler™. He is permanently rooted
to the spot, for example, by his cbsessive thirst for
vengeatice in the feud with Watkins, as they both carry
out an aimost unending series of harsh vendettas over
possession of the Vision Farmm. Such incidents are
symptomatic of the tensions generated by peeple living
in close proximity and in this case there ensues “a ritual

war of raid and counter—said” (OBH, p. 78} The feud’

with Watkins becomes his raison d'etre to the point that,
when he discovers Mary's successful attempt in
eventually purchasing the farm for a ruch lower price
than the exaggerated one reached at the exasperating
atction put-bidding with Watkins, he is so furious that
he refuses ko have anything more to do with itand turns
all his thoughts towards his only daughter, Rebecca,
whoe he cast out of the house in disgrace yeats
previously. His venomous outhurst, the result of vears

of pent up resentiment, is at the same time a concession
of self-defeat:

It had been hat connections that got them the
lease, Her money that stocked the farm. Her
furmiture furnished the house. Pecause of her,
his daughter had run off with the Irishman. It

248
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was her Fault that his sons were idicts. And
now, when everything'd gone to whinders, it
was het clase and her letter that had sawed all
that he, Atnoes Jones — man, farmer Welshman
——had warked For, saved for, ruined his health
for - and now did niot want!

[Hd she hear that? DI - WOT - WANT! Mot
at any price! Nor at arty price! And what did he
want? He knew what he wanted! His daughter!
Feheceal He wanted het. Back Back home!
{OBH, p. 147},

The use of free inditect discourse ironically wealens the
counter attetrpt to render Amos's rage through short
graphic units, capitals and verbal repetition. Whilst
nflicting the blame on Mary, the effect of the reiterated
ferninine possessive adjective “her” is so forced that it
everntually turns back to the real cause of what Amos is
complaining about; himzel: *“Why did Tputher out: he
whimpered. He clung to Mary as a frightened child
clings to a doll, but to his question she could find no
answer” {OBH, p. 147). The comparison of Amoes to a
frightened child appropriately underlines how he has
become unmanned by his own narrow and mean
temperament that is a product of the confinement and
rigidity of his sedentary existence.

Mary suffers pangs of frustration both as a Iesult of
Amos's physical bullying and narrow-mindedness as
wellas of her limdted and cramped existence on the farm.
In spite of Amos’s pride in the fact that she has “been to
the Holy Land and walked in the very same places Jesus
himself did”, any consolation for her is meagre. Her
experiences of India are also something she cannot share
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with anyone since India is “too far, too big and too
confused to appeal to the Welshman's imagination”
(UBH, p. 35) — all adjectives here representing a threat
to the smallness and intimacy that, on the other hand,
charactetise the Welsh community. Mary, therefore,
temains essentially an outsider, embodying all that is
alien to the villagers’ limited perspective, not only in
terms of her social status and geographiral origin, but,
moreirnportantly, of her cultural background. Time and
titne again she is forced to realise that she has resigned
herself to living in a trap: “There were days when i
occured to her that she had sat for years in the same
darnp dark rovm, in the same trap, living with the sarne
bad-ternpered marn. She lonked at her chapped and
blistered hands, and felt she would grow ald and coarse
before her time” {OBH, p. 85). For Mary the nightimare
lies in the ‘sameness’ of the sedentary life she leads (note
the word “same” reiterated three times here), and this
sameriess is equated with the process of growing old ag
well as being synotiymous with death. The passage
beats an inferesting coritrast to a later ome deseribing
Berjamin’s ideal horizons in a rare moment of free
indirect discourse in which the notion of sameness is
givenavery different value: “He never thought of going
abroad. He warrted to live with Lewis for ever and ever;
to eat the same food; wear the same clothes, share a bed;
and swing an axe in the same trajectory” (OBH, p. 88).
The two pointz of view expose two belief systems which
givearonfrasting evaluation of the concept of ‘sameness’,
to create, in the words of Bachtin, “a dialogic tension ™!
between tother and son. For in Maty's eyves, the
constrictions of settlement represent the very negation
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of life, although she only realises this when it is too late.
The ultimate irony lies in the fact that not only does the
very twinshe bestowsmast ofher attention encompletely
endorse the values of the settler, but also that she is the
one who unwittingly induceshim into living such a life.
There is furthermore a final irony in Mary's eventual
concession to attend the services at the chapel, which,
until that moment, she sees as embodying everything
thatis “harsh and cramped and intollerant” [(OBH,
p. 84), for it leads to the revelation that great cathedrals
were built just as much for man’s vanity as for praise to
God, and it is this particular revelation that provides her
with the spiritnal sustenance to bear the dull, grind of
her daily existence. The patchwork quilt she embroiders
before her death acquites a symbalic impertance in the
novel, sifce it not only represents a spatial/ temporal
unification between the two parts of her life {India/ The
Black Hillj, but alsa, after her death, acquires the force of
a symbel of unity for the twins themselves. Mary's
embroidering of the quiltis directly linked ta the episode
in which her mother-in-law, Hannah, sifs in uncanny
silence darning a sock, a few days before her own death,
and this is further reflected by the synonymous phrases
in divect speech alloted to the two women, Harmah's
“not long now” (OBH, p. 40} and Mary's “Tshall only go
to one funeral now [...] and that will be oy own®” {OBH,
p. 172). Such apparently mundane domestic activities
recur throughout the novel, and create a circularity that
reinforees its sense of insularity. The activities of sewing
and darning here move beyond their practical purpose
and become a means through which the two women
consciously measure out the time remaining for them to

29



live. Finally, the description of Mary's last days shows
her ted down to her fate as settler at the Visicn whilst
she indulges in reveties over her past life In India:

To take her mind off her misery, Mary wore
herself qut with housework; she darned every
mipth-hole she could find in the blankets; she
knitted socks for both her sens; she atocked the
store-cuphoard and deaned the dirt frovnhidden
creviges —as thoughshe were preparing before
leaving on a journey. Then, when ahe could
wotk ne more, she would collapse into the
rocking chair and listen to the beating of her
heart. Iinages of India kept passing before her
eyes. She saw a shimmering flood-plain, and a
white dotne afloatin the haze [.. ]{OBH, p. 1813

Thenegatively charged elemnents, “her misery”, “moth-
hole” “dirt” whichcharacterise the sordity of her present
life at The Vision, eontrast with the romantic evocation
of the *shimmering flood-plain” and “white domeafloat
in the haxe” of ndia. The illusory quality conveyed in
the lexemes “shimmering”, “afloat” and “haze” also
appropriately underline the irrefrievable nature of her
past as well as enacting her weakening hold on life.

Although both twins chopse immeobility, they de so
for quite different reasons, Benjatnin, as a result of his
weaker constilution and frequentiilnesses, is constantly
confined to the house. He is the very embodiment of
Chatwin's sense of the inextricable association between
the condition of settlemettt and physical and mental
illnegs™ as his transformation shows:
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[...] By Christmas he had come back to life —
though not without a change in his personality.

‘T, we know Bemjamin’, the neighbours
would say. “The one as locks s poor.” For his
shoulders had slumped, his ribs stuck outlike a
voncertina, and there were dark rings under his
eves. Hefainted twicein church. Hewasobsessed

with death (OBH, p. &4).

Bemjatnin’s illness differentiates the twins not only from
aphysical point of view, but also from an existential one.
The last two paratactic clauses introduee the paradigim
of death with which Benjamin, and, by implicaton, the
cendition of setflement, is assoctated. If is no accident
that Benjammin’s love for Lewis is at one point described
as being “murderous” (OFH, p. 151). Unlike Lewis, he
becomes particularly devoted to the intimate sphere of
the home, carrying out the househald chores with relish
and clockwork regularity. However, in spite of his
physical weakness, he exerts a powethidly emotional
influence over his brother which he takes no hesitatinn
in using to supress his nomadic impulses and blackmail
him into resigning himself to sedentary life on the farm.
The narrative seems o anbeipate this by immediately
exposing Lewis’s peographical ignorance in its opening
pages, his knowledge of the world being limited to “a
Barthelomew s atlag of 1925 when the two great colonial
empires were coloured pink and matve, and the Soviet
Unionwas adullsage green” (OBH, p- 13). Now thatthe
world is “full of bickering little countries with
unprengunceable names” ((OBH, p. 13}, he significantly
resorts o chanbng lines from Longfellow's Hiawratha as
it to suggest that real journeys only exist in the
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imagination — his geographical awareness being based
on such an obsolete source, it is appropriake that he
comjures up a viston of a shadowy and vague dream-
world in the first place. Lewis’s natural attraction for afl
that i ‘ether’, is overpowered by his love for his brother
and it i5 this unbreakable tie that causes his ultimate
defeat as a wanderer. In Lewiss subjection to Benjamin,
therefore, there is an explicit crifique of the settler's
tepregsive influence on the nomad and althoughiatis not
initially ap parent, the diegetic level of thenowvel gradually
exposes Benjamin'srole as prime cause of their essentially
negative expatiences outside the fartn, Whereas the visit
to the flower exhibidon, which constitutes their firstreal
contact with the outside world, shows them mutually
responding to the curiosity of the wvillage pecple by
fleeing and hiding under a table where they “[...] 50
much enjoyed the view of the ladies and gentlemen’s
fest that they went on hiding unbl they heard their
mother's voice calling and calling [...]* (OBH, p. 44},
subsequentexperiences merely serve to accentuate their
already divergent traits, as when Benjamin is singled
out az Miss Cliffon’s favourite pupil, and Rosie Fiefteld
takes a special liking to Lewds and Benjamin, as a result
of his delicate healfh, is chosen by Mary as her favourtte
son®. Benjamin’s “tyrany’ over Lewis culminates in the
fairground scene in which, after their encounter with the
two gitls, he forees Lewis to follow him home,
Benjamin’s own negative experiences of the cutside
world come to a cliax after his subscription into the
army during the First World War when he is tormented
and tortured by his comrades at the Hereford barracks.
After his discharge he aveids showing bds face in public
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and after the peace celebrations both twins withdraw
into a elosely confined world which is comtracted to the
few squaremiles around their farm. Their only mutually
pleasant experienice with the outside world is thelr trip
to the seastde, {although it is Lewis who is comypletely
fascinated by the tales of the lobsterman they befriend}:
“Listening to his stortes, Lewis’s jaw would drop with
wonder, and he would go off alone to daydream” (OEH,
pp-70-1)and itis significant that neither Amos nor Mary
take much notice of him wher, on rehirming home, he
announces his intention to become a sailor, as if his
destirty as a settler were already tacitly acknowledged
by everyone. It is ne accident that when Lewis is sent to
Ehydspence soon after the outhreak of the Pirst World
War Benjarmin experiences a sense of dissolution that
threatens loss of identity:

Thaugh he ate his frod, the thought of Lewis
eating different focd, off different plates, at a
different table, made him sadder and =adder
and he soon grew thin and weak [...]

One day, staring into the shaving mirror, he
watched hia face grow fainter and fainter, as if
the glass were eating his reflection urdl he
vanished altogether in a erystalline mist [OBH,
P 95-9).

Just as samneness characterises Benjamin's proximity to
Lewis, here it iz difference that heightens the agony of
his separationifromhim. Benjamin’s pain in "The Vision’
contrasts with Lewis’s pleasurs in Fhydspence, where
he is quite unoceupied with thoughts of hisbrother: “He
liked his job. He liked to tinker with the new fangled
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machinery [...] He liked looking affer the pedigree
Heretords. Heliked the Bailiff| ... ]* (OBH, p. 99} Lewis's
pleasure in his new surroundings (rendered all the mote
ingistent in the reiferation of the phrase “he liked”)
culminates on his day’s cuting to Hereford where, after
being accosted by a woman for being in civilian clothes
instead of fighting in the war, he runs away and loses
himzelf in the sights and sounds of the town The
following passage describing the excitement of the
traveller iz one of the unique moments in the newvel
which foreshadows that of the plane flying sequence:

He nipped off down an alley in the direction
of the market. Anaroma of coffes beana cansed
hirn to halt before a bow-fronted windaw., On
theshelves sat little wicker baskets heaped with
coniral moundaof tea; thenames cnthelabels —
Darjeeling, Keemun, Lapsang, Seuchong,
Oaleng — carried him away to a mysterous
east, The coffees wers o the lower shelves, and
in each warmbrown bean he sawr the warm lips
of a negress.

He was daydreaming of rattan huts ancd
[azy seas, when a butcher's cart rolled by;
the carter yelled ‘"Watch it, mate!” and chutes
of muddy water flew up and dirked his
bresches {OBH, p. 100},

In this rare moment of sensially charged reverie, words
loge theitr value as signifying signs te become
metonymical representations of a fascinating, forbidden
world characterized by warmth and abundance. The
comparison of each coffes bean to a negress's Lips
indicates the extent of Lewis's sexual frustraticn, and
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the brusque interruption of his daydrearning by the
muddy water {an ironic counter image for coffee and
tea}brings him round to a familiar, butharsh world. This
episode anticipates the momentin which Lewisneeds to
beliterally remninded of Benjamin by means of a telepathic
mesgage that he is dying from the cold in a snowstorm.
A similar pattern of separation followed by reunion
accuts in the episade in which Berjamin discovers his
brothet’s sexual liason with Joy Lambert and after a
petiod of self-exile characterised by physical and moral
degeneration in which he iz reduced to a “[...] bony,
sunken eyed man in dirty dungarees [..J* (OBH, pp.
150-1). Finally Lewis returns to reconcile himself with
his brether on the day of their mother’s death. However,
living with his brother inevitably entatls reriounding

much of his independence, for Benjamin insists on

handling his money, refusing even to allow Lewis tobuy
a tractor, untl the Inland Eevernue force them to make a
purchase of farming equipment when it is discovered
that they have not been paying taxes. Nevertheless,
Lewisrevealsiust asstrong a sense of the couvetecusness
and possessiveness typical of a settler to match
Benjamin’s meanness. When he iz finally allowed to
purchase the very latest tractor, he jealously guards itas

if it were a woman, rarely removing it from the garage.

The tractoritself acquires a two-fold significance asa sex
swrrogate over which Lewis constantly frefs, as well as
presaging hiz death at the end of the novel: “Her engine
top, was perplexing as a woman’s anatomy! He was
torever checking her plugs, fiddling withher carburettar,
poking hds grease gun into her nipples, and fretting
about her peneral state of health” (OBH, p. 201). The
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above passageslips almost unnoticeably from metaphor
{(“her plugs [.. ] her carburettor”} to metonymy {“her
nipples”) in a grotesque opposition between vehicle
(tnechanical) and tener {natural), and in deing so tellingly
points to Lewis’s own thwarted sexuality. This sexual
connetationis all the more significant when it is recalled
that the purchase of the bactor is insisted on by Lotte
after Lewis’s atternpt to bestow affection on her.
Thedaily life of the twins takes on aritualisticpattern
that excludes all external influences to the point that
when the Second Werld Wat breaks outit “washed over
them without disturbing thefr solitude” (OBH, p- 182).
In their strong attachment to the land, they share certain
affinities with the aboriginals in The Songlines (although
their attachment to the land is narrowly circumscribed
whilst the Aboriginals’ is extended toinclude the whole
of Australia). Also, similar to the Aboriginals’ mystical
respect of the rituals of their ancestors, the twins
religiously preserve theritual pattern of daily lifehanded
down to them by their parents. In conserving this inti-
mate bond, not only through their innate fear of the
cutside world buf, ultimately through force of habif,
they implicitly defy outside historical events to which
they kve at a tangent. The episode conceming their
axpetiences during the Pirst World War show how
harshly the objective wotld of political events clashes
with their subjective, intimate world which is
charactetised by a warm, physical cormection with the
land™, In this lght their apparent cold-heartedness in
their respense to the Coventry air raid is appropriate:
“And when, one Novernber night, Benjamin saw a red
glow on the horizon and the sky lit up with incendiary
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flares —itwas the Coventry Raid —hesaid, "Anda goed
job tisn’t wel” — and went back to bed” ((0BH, p. 183}.
As with the Aboriginals, the twins’ inherent mistrust of
matsiders is accentuated whenever these come inks their
corfidence, But at the same time Chatwin counteracts
aty simplistic equation outsidlers =threatby representing
anumber of positive encounters:notably Manfred Kluge,
the prisoner of wat who is assigned as a helper on their
rewly acquired farm at the Pant, Lettie, the Jew refugee
who is conducting a survey on twins and who sown
easily manages to gain their frust (it is she who buys
Lewis the tractor) and Mrs Redpath, Rebecca’s daughter
who introduces them to their long-lost sister’s son Kewin,
Last but not Ieast, there 45 the South African nomad
Budhist, Theo the Tent. An idealistic Chatwindan
character who echoes Chatwin's own eclectic cultuure
" and intelfectual curiosity. The latter functions as an
mnportant parallel as well as a contrast to the twing. For,
similatly to fhem, he has also turned his back on the
modernworld, though ina very different way. Helsone
of those free spirits, 50 central to Chatwin’s warks, for
whaom such traps as material possession, rivalry and
jealousy —typical features of the settler and of the twins
themselves — are alien. He constitutes an alternative
means of escape from the outside world through an
embracing of its spiritual-intellectual values and
althenghhis wide ranging specidations go way over the
twins heads, they heighten the verisimilitude of the
scenes befween them, which, In turn, serve to dramatise
the contrast between two alternative choices; that of the
nemad, characterised by the search for inher knowledge
and a mystical conurnurdcation with the undverse, and
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that of the settler by a cramped and limited existence,
dominated by petty squabbles and greed for possession
and thus to Hnally expose the limitations and defects of
the latter. Theo also functions as a confrast to Amos.
[ndeed, the binary opposition represented by Theo and
Ampsisanimportant ene, even though thetwo characters
neveractually meet, because by symbolic extension they
generate the positive and negative natures of the
paradigms of mobility and immaobility. As a result the
twrins, who have inhetited none of their father's violent
nature, at least manifest an interest, even a sympathy,
for the poetty Theo recites and some of the views he
expounds upon — something Amos would have been
loth even to listen to. Theo is therefore anecessary figure
to drive home the point that the twins, for all their
limitations, never go as far as assuming the negative
tradts of their father, and this factor is certainly an
impeortant one in inducing a sympathetic response
towards themn on the part of the reader.

Besides the twins, several of the other characters in
the novel, are also marked by their eccentricity. Meg The
Eock iz no exception. As Nicolas Murray suggests, she
appeats to have been constructed in tertns of Chatwin’s
admissicn that “he consciously empleyed a Celdc
inspired imagery to give the bock a kind of moral
framework™? and that az a result, she can be identified
asawood-spititor dryad®, as the followingmetamorphic
description confirms: “Her skin was plastered with
reddish mud. Herbreeches were the colour of mud. Her
hat was a rotting stump. And the tattered green jerseys,
tacked one £ the other, were the mosses, and crespers,
and ferns” (OBH, p. 210). Although, as a settler, Meg's
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daily horizons are comfined to the world of the Rock, she
is paracloxically. the least self-centred character in the
nevel Her natural goodness, i particularly bestowed
oh animals — atrait she shares with Jim the Rock —with
which she conununicates so sympathetically as fo be
able to petfecily mimick their sounds. As a generous,
life-giving spiritit isno accidentthatMeg's only lengthy
speech is an assertive celebration of life: *[...] Let “em
live, that's what I say! Let ‘em live! Let ‘em rabbits live!
And ‘em hares live! Live ‘etn stoals go on a-playinl Aye,
and ‘em foxes, [ wontharm ‘em. Let all God's creatures
livet” {OBH, p. 211} The paradigmatic nature of the
ptherwise obsessively reiterated phrases reveals Meg’s
language tobeas simple asher genervsityis sportaneous
and selfless. Her lack of self-interest goes to the extent of
het even refusing to be hospitalized after becoming
seripuslyill for fear of leaving the animals without foed.
Meg's real shortcoming is her almost total ignorance of
the everyday world of human experience. She iz unable
to dothe simplast sums orread or write, and when Kevin
and Lewis visit her on her farm she can only dimly
remember how tolay the table. She represents nature as
opposed to nurture” and it is perhaps appropriate that
Then, being her directopposite in this sense, sympathises
with her suffering and innocence and choases her ashis
companion. For Meg is completely oblivious of the
misery and degradation of her life on the farm with Jim,
who frequently mistreats her but fowards whom she
expresses a staunch fidelity. A comparison between
Meg and Marta in Li#z is more than inviting. Like Meg,
Marta is also abandoned as a chikl and sleeps rough on
a farm where she looks after a flock of geese. Like heg
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also,sheis considered tobe asimpleton and her fondness
for anitnals can be paralleled with Matta's affections for
bitds, in patrbeular the snow-white gander with which
she actually falls in love. Just as Meg represents a dryad-
like spirit, Marta lives out the mythical dimensions of a
tairy tale, but whilst the natnral wetld in which Meg
livesisa harshly physical ome (as the voung Kevin all too
quickly learns!), Marta seems to lives in an ethereal
idyllic dream world not untinged with eraticism:

She had reared himn a5 2 gesling, and whenever
she approached, hewould letfly alow contented
burble and sidle hos neck around Ber thighs,
Some mornings, at first light when no one wag
abput, she would swim with her lover in the
lake, and allow hitn tonibbleher long fafr hairt”

Theultimate question with which the reader is left at
the end of On The Black Hill is to what extent it can be
considered a condernnation of the ways of the settler.
The problematics behind such a query regard Chatwin’s
swrhartative method, which cteafes a balance betwesn
impersenality and compassion. This is a quality he has
in common with Lawrence, particularly the Lawrence of
Sonz and Lovers with which the novel shares other things
besides!®. Unlike Lawrence, howewver, Chaftwin’s
characterzarerevealed intheir two-dimensional aspects
and almost entirely through an external persepective,
Thereis very little analysis or psychological penetration
into their actual thoughts, rather, the narrator reveals
their traits either through narrative report or through
theirpatterns of behavigur. Thus, for example, the twins'
repeated habits ate rendered in such unconseious or
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Jeliberate acts as Lewis’s removing his hat from his
head everytime he mests a stranget, or Benjamin’s skrict
application of his mother’s reta of household chores. Tt
is precisely the balance between impersonality and
familiarity that engages the reader's sympathy with
Chatwin's characters. Indeed, there is hardly a main
character in the whole novel who is not seen both in
positive and negafive terms. This allows for credibility
as well as a suspension of judgement which, if anything,
is a responsibility that is shifted onto the reader. Itis also
evidentthatsince Benjarmin and Lewisessentially engage
the reader’s sympathy any final condermmation of them
appears to be most problematie. Chatwin's vision is
above all a compassionate one and any moraljudgement
can only be externally imposed rather than formulated
in terms of the fictional representation of the world of
the novel itself. Nor does Lewis's death imply the final -
defeat of the nomadic spirit and the triumph of the
settler, for without his brother Benjamin becomes
cotripletely comfused and lost and is reduced fo silently
and helplessly witnessing the last outsider to enter his
hotne, Kevin's wife Bileen, not only selling off all the old
furniture of his house, but also entirely redecorating it
and replacing the family photos with pictures of the
Royal Pamily, Thus the impersonal outside wotld of
ohiectivity takes over the intimate, subjective world of
family affectons, There is, therefore, no final victory on
sithet of the twins’ part precisely because they are both
gach other's half -~ and by symbolic extension, the twa
halves of the same humanity which cannat functien in
isolation but only by inter-relating with each other.
Utz, one of Chatwin’s most enigmatic charactets,
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finds himself faced with a dramatic choice in which his
destityy as exile.or settler is at stake. After a femporary
gscape to Switzerland from the torments of the
Communistrégime, he soon becomes disgusted with his
materially cotrfortable but useless existence as an exile
and returns to Prague. His decision to refurn there hasa
two-fold significance. First, it is an ronic defiance to
accept the absurdity “to live within the lie” (U, p. 82) of
arepressive réeime, Bor Ute'srecognition of the symbiotic
relationship betweenhis own melancholy temperament
and that of Prague underlines the inevitability of his
ironie submission of which Prague’s is an exiension.
Second, irony apart, it is simultaneously an act of
deliberate resistanice towards the authorities whointend
laying their hands on his collection of porcelain after his
death. This resistance is also revealed in his insistence
upornithe strall detadls of his everyday Iife. Thefollowing
passageshows precisely theextent towhich Utz's destiny
as a settler depends upen the incongruence of having
chesen such a life of repression in which apparently
elementary and trivial factors acquire the foree of a
tnoral victoti:

She (Marta) understood, by instinet, why he
insisted on the details: the sauce in a sauceboat;
fhe gtarching of shirt cuffs; the Sévres coffee
cups on Sunday fora coffee compeosed of roasted
barley and chicory! the minar acts of style to
detniomstrate that he had not given in (U, p. 34}

Utz's destiny as settler is further underlined by his
family heritage, his ancestors having been relatively
wealthylandownersin the Sudetentand. Alongside this,
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various factors regarding his own life are anticipated in
the figure of his grandmother who, significantly, like
Mama Wéwé and Benjamin and Lewis, embodies the
settler’s apparently staunch denial of the passing of time
{evident in the fact that *her skin refused to wrinkle or
hair turn to grey” (U, p. 17), butsimultanegusly bears the
matks of time through her etippling arthritis. Similatly
to the Patagorian woman and to Mama Weéwé, she also
fills her home wifh an incongruous combination of
obijects, in this case religious paintings on the one hand
and suits of armour on the other. Finally, the investments
shehasmade in varions countries which, as she consults
them on her globe of the world, she gleefully Imagines
increasing after her death, anticipates Utz's fretting over
his own mvestments it Swifzerland and his similar
preoceupations over their destiny atter hiz death. The
description of the old woman casually spinning her
globe of the world is later echoed when Lz buys a
pocket aflas and flicks through it at randem in the
desperate search for a suitable country in which to live.
Ancestral patterns of behaviour thus reinforce the idea
of impending destiny that looms throughout the novel.

Utz'sannual trip to Vichy, while being ontemporary
release from the harasstent he is forced {o undergo at
the hands of the Communists, is characterised by a
decisive lack of adventure, apart from an initial sense of
expectation (seon thwarted) of making some kind of
romnantic attachment fhere, and only bringshome tohim
the unreality of such an exilic existence. The novel
reveals the cyelic pattern which is the symbolie re-
enactment of the inevitable fatality of his existence which
revolwes around his annual pilgritnage to Vichy and his
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mevitable retumn to the clavstrophobia of Prague. This
pattern can. be putlined in the formula: ESCAPE-
FREEDOM-REPRESSION temporary escape towards a
freedom that soon turns stale and return to the condition
of repression from which he initially seeks to escape. His
exilic life in Vichy becomes a wandering, imbo-like
state where things pradually lose all sense of reality. As
with Francisce, Utz finds it impossible to break away
from his destiny as a seftler, Just as Francisco longs to
teturn to Bahda, Ttz finds himself pining to return o
Prague (in spite of his sense of acufe claustrophobia in
“living at close quarters with Marta and his lifeless
poreelain® U, p. 88) — neither of these places, it is to be
noted, being, strictly speaking, their home towns —. But
whereas Francisco never realises his dream, Utz is able
to ply his apparently negative situation into one that
becomes beneficial for him. As a result of his chsession
over his porcelain collection, Utz's werld gradually
becames circumscribed to the two essential presencesin
his life; the porcelain collection itself and Marta, his
wife-servant, whe is his only real accomplice in this
obsessien and the only human being in whom he can
completely trust, with the exception perhaps of his
friend Dr Orlick with whom hehas dined every thursday
sinee 1946 — an example of fixed regularity worthy of
the Jotes twins! —. Asin Cn The Bleck Hill, thereis g gap
between the private world of the main character and the
politieal world of events, Like Benjamin and Lewis and
Franciseo, Utz isa loner, who espouses no pelitical creed
i1 spite of the fact that his life {5 irrevocably altered by
|rolitical and soeial revolution. Nevertheless, his non-
commitment and aloofmess from werld events do not
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prevent him from exploiting both the Second World
war and the Comimumnist Revolution for the-benefit of
his collection. His initial befriending of the communists
is undettaken with this very aim in mind and is an
example of his essentially unscrupulous nature. He
finds inMarta a woman willing to serve him and tolerate
his sexual lasens, which are categorically confined to
female opera singers. It is, incidentally, significant that
Utz’s obsession for porcelain finds a corresponding
nbsession in his sexual preferences, for it shows thathis
monomania for objects is also extended to the human
wotld.

The real authar's conflicting attitudes towards Utz
are filtered through the point of view of the narrator. As
with Francises and Berdamin and Lewis, it is clear that
Chatwin dees not entirely endorse Utz's way of life or
his wiews. For one thing, Utz inherits the settler’s sin of
lust for material possession which, as acollector, becomes
his mania and in this sense his condition of settlermentis
equated with madness. This is ironically confirmed
when Utz’smother questionsthe family physiclan about
his obsession and is teld that it is a perversion.
Furthermore, the very natne Utz" has a series of negati-
ve cormotaticns including ‘drunk” and ‘dimwit’ apd
therefore the choice of such a name surely belies an
inhetent criticism, which the narrator’s partly ebjective
point of view is not loth to reveal It is, of course,
temptng toseein thisanegativeevaluation of Chatwin’s
own pastoccupationof collecting paintings for Sotheby's
Atrt Gallery'. In this respect, the narator’s deseription
of a research heliday he himself once undertook in
Frague with the aim of writing a work on “The
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psvchology — or psycopatholegy of the compulsive
collector™ (U7, - 12} s teasingly autohiographical. Utz's
ownnotions on the significance of collecting are sutlined
in 4 quotation from one of his own articles in which he
decries the existence of rmuseums and their attetnpt to
de-naturalise objects. Collecting the Meissen stafues
becomes, for him, synenymous with rescuing thern, Tust
as they were made inthe same factory, so should theyall
teturn to one place, and that place is not in a museum,
but in the house of 8 passionate epllector who with “his
eye in harmeny with his hand, restores to the object the
life-giving fouch of its maker” (U, p. 20). This idea of
resetie may be connected to Utz's humanitarian actions
durting the Second World War in which he helps to save
the lives of some jews in return for information of the
whereabouts of certain works of art: “What, after all,
was the valne of a Titian or a Tiepolo if one human life
could be saved?” (U, p. 24). The free indirect discourse
reflects Utz's own thoughts and throws a sympathetic
light on his enigmatic character, if only for the fact that
itzeems to go againathis anti-historical / anti-soeta] vision.
This latter aspect of Utz is something the narrater-
protagomisthimeelf realises in amotment of revelation as
he watches him performing a mock dance with his
statues:

And Frealised, as Utz pivoted the fipurein the
candlelight, that [ had misjudged him; that he,
too, was dancing; that, for him, this little world
offipures wasthereal world, and that, compared
tothern, the Gestape, the Secret Police and ather
hooligans were creatuies of tinsel {17, p. 114).
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ButThz's delightis simultanecusly tainted with aninner
anguish, for in turning his apartmentinto ahome for the
porcelain collection he both forsakes his own personal
freedom as well as negating the world of human
affectiona, His evertual acceptanice of Marta as hislawinl
wife is seen by the natrator as a recognition of this lack
onhis part and his ultimate desire to compensate for the
fact. However, autohiographical analogies aside, the
natrator does not necessarily voice the real authos’s
opinions and the oper-ended interpretation as to the
final sutcome of the poreelain colleetion reinforces the
confirmation of a suspended judgement rather than an
oufright condemnation or expression of sympathy. The
final sense is that, like Berjamin and Lewis and Mama
Wews, Tz lives outside time and history, buf, unlike
them, he cheoses to remain within it in erder to be
ctifzide it, berause to remain within it he has fo pretend -
it does not exist. The ultimate paradox of his condition
kies in the sitmultanerty of choice and refngal, in whicha
morose misanthropy co-exists with an acute
conscipusness butultimate scom of cutside events. There
iz an ambivalency about Utz's existence, a fact that
dependsupeonhis own deliberate withdrawal intoaself-
created world which leads to an extreme limdt in which
the condibions of exile and setflement overlap.

Settlers’ Homes
Homes are emblematic of sedentary existence and
Chatwin devotes considerable attention to descriptions

of his settlers’ homes. He shows a particular interest in
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the various ways they choose to inhabit thedir private
spheres and the extent to which their choices reflect their
desire for security, as well as their fears and dreams. To
recall Bachelard: A house constitutes abody of images
that give mankind preofs ot illusions of stability™ and
Chatwin himself reveals an awarenes of how powerful
a metonyric repregentation of the setfler’s physical,
peychological and spiritual conditon a heme is. These
three aspects are also interrelated to the parallel features
of reflecticn, expression and foreboding, in which more
than one may be simultanecusly present in the same
character. This is the case in fhe first example, from
Fatagenia, where the permanent allocation of each object
in Mits Davies’s living-room reveals her to be a woman
dead set in her ways, with an obstinate resistance to a
changing cutside wotld which she watches go by in
almost abstract apathy (the description is also am
Interesting anticipation in embryo of that of “The Vision”
in O The Black Hill):

Intheatfernoons she sat on the east poreh, outof
the wind, and watched the hollvhocks and the
peonies changing day by day. The living roorn
hadn't changed since she carme hete as a young
bride in 1913, The pink walls were the same. The
twa Sheffield-plate trays — they were wedding
presents — were o the mantlepiece, and the
fwo pottery pugdogs. On eithet side of the
dreaser were tinted photographs of her
husband's parents whecatne out framFlestiniog,
They had always hung there and they'd hang
thete when she'd gone (IF, p. 29).
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putthis description alsediscloses amaterial and spiritual
comdition that depends upon the notion of stability and
security whichin turn presages the changeless nature of
the woman's life beyond the room (*[.. ] and they'd
hang there whenshe'd gone”}. The passage pivotsaround
the repetition of the verb “change” provoking a counter
shift from CHANGE to NON-CHANGE ("Changing
day by day [.- ] the living room hadn't changed”), thus
equating the external world with change and flux and
the internal world with iminebility and stasis. To
reinforce the serse of immobility, the repetiion of the
short atomic sentences, together with the reiteration of
the definite article, creates the effect of a list undetlining
the familiarity and permanency of each cbject. The
stubborn and matter-of-fact tone of the last sentence also
suggests a free indirect report of Mrs Davies’s own
words and this is gualified by the narrator's discrete
admiration of what he sees as her inmer strength {“You
could tell she was tough undermeath” p. 29), confirming
an overall impression evinced from the passage of the
woman's firm-mindedness, The objects exhibited inher
home, therefore, embody constants that protecther vision
ofinternal stability and order from the threat of external
change and thix.

In contrast, by becoming prey to time and
rircumnstance, homes can alao fail to provide protection
from the outside world. Chatwin's description of the
Chilean Indian woman's rofting cabin is eloquently
antithetic to the security, comfort and solidity of Mrs
Dawvies's sitting roomm:
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Segriora Sepdalvedahad boarded up the living-
tovm windows when the glass fell aut. She had
pasted newspapers over the cracks, but you
could still see scraps of the old flowered
Wa]lpaper. She was a hard-waorking, covetous
woman, She was short and stouat and had a bad
time with her husband and the rotten cabin (IF,

p-42).

The description reveals aquasi-visceralstrugglebetween
SegfioraSepnilvedaand her cabin in whichtheirrevacable
Iaws of change ate manifested in terms of imminent
decay. Her frustratingly unsuccessful attemptstocombat
the harsh natural eletnents that threaten to destroy itare
rendered all the more poignant by her own physical
toughness (“hard working [...] short and stout”} —a
toughness similar to Mrs Davies and that is such a
recurrent fraitin Chatwin’s female characters -—and the
ineffective remedy she uses: “She had pasted newspapers
over the cracks”. Far from providing for the most
elementary functions of stability and protection, the log
cabin has become a trying teat of endurance, Chatwin
also compounds the further irony that in spite of her
awarernes that the cabin has a certain distinction she is
totally ignorart abput the identity of its builder (Butch
Cassidy) whirh is the reason why the natrator has
visited her in the first place.

The house in which Francesco de Manme] is born in
The Viceroy of Outdah, manifestsa similarnaked symbiosis
betwsen natural and buman werld:

Thehorsehad a grassrocfand wallsof packed
mud and seantlings and stood in open countey
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in a clumyp of umbu tress. The shutters were
painted a cool blue, but the coclness was an

illusicn (VO, p. 47).
[oo]

The three rooms were bare, whitewashed,
flyblown, Folded hammacks hung like hams
from fhe rafters: the saddles, hata and halters
hung in the perch, There was a statuette of
Onuphirius t0 guard the door and one of St
Blaise to keep off anks, The woman kept a white
clothonthe alter tablelong after shehad stupped

prayving for anything in particular (WO, p. 43}

The Sertanistas are a wild and poor peaple whase lives
are bedevilled by drought, The lifelessniess and apathy
of their existence iz effectively captured in the second
quotation in which apathy and expectation co-exist.
Religious elements (the statuette and the alter} are placed
alongside commeoen everyday items (“hammocks [
saddles, hats and halters”) and link back anaphoricaily
to the episode in which Francisco’s daughter is [ater to
fill her home with religious and profane objects to a
tuch less harmenions effect. The sense of emptiness
and apathy is particularly emphasised in the reference
tathe objectshanging usalegsly in thebare, whitewazhed
roomm and the comparison of them to hams is a cruel
evocation of the absence of foed and irenically, poinés to
their conditon of poverty and deprivation together
with the fact that Franciseo’s mother has given up all
hope of expecting any practical or spiritual comfort.
Chatwin also shows a concern for the way in which
homes consttute icons for self-expression. In this case
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the characters exploit their homes as a means of asserting,
rathet than merely reflecting, their personalities. This is
paradoxically the case with Utz. In converting his
apartment into a home for his porcelain collecdion, he
apparently seems to be denying himself his own living
space and tobe creating his own prison: “Itwasanarrow
room, made narrower by the double bank of plate-glass
shelves, all of them crammed with porcelain, thatreached
from floar to ceiling” (U, p. 493 But this sense of
confinement contrasts with the illusion of a “drearn
palace” multiplied to infinity”, created by means of a
mirror, in which human presences move “like
insubstantial shadows"™ [IFid]. The contrast
metaphorically alludes to the limitless space of Thz's
subjective wotld represented by the stafues and the
limitations of the objective world represented by the
poverty and suppression of PFrague. Therefore, although
Utz's statues are the tnain cause of his being physically
& prisoner in has own home, they are alzo the means
through which he vindicates a persenal freedom and
moral superiority with regard to the pufside world
Tltz's home becomes “the non-I that protects the I* inhis
daydreaming®. The narrator's role as prying cutsider is
exposed by the intimidated and awkvard manner with
which he moves arcund the intericr space of TUtz's
home: “You had to watch your step for fear of tripping
over cne of the white porcelain stahzes [..] (U, p. 493 1
picked my way around [...] {U, p. 52} I rose ta join him,
almoest barking my shin on the cotner of the Mies Van
derRohetable [...]"{U, p. 96). Likewise, wher he pauges
to take in the details of the contents of Utz's bedroom,
the latter, irritated by his curicsity, imnpatiently waits to
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hustle hirn out. Thenarrator's penstration of Ltz s rooms
becomes the most accessible means for him to acguire
the appropriate clues that allow for a gradual
understanding of the man. Thus, the decorated silk
dressing gown in fhe bathroomn that he understands as
belonging to Marta and the apparently ncongruous
elements in Ttz’s bedroom, form parts of a puzzle that
he has to continually piece together in the attempt to
arriveata cornpasite picture of this mystifying character.
The narrator also more than once entertains the idea of
a mutual relation betweet: people and their homes.
Thus, on being informed that Orlik is a collector of flies,
he instantly comiures up a mental image of his home:
“The unmadebed and etnptied ash-trays; the avalanche
af vellowing periodicals; the microscope; the killing jars
{...]7{U,p. 533 as areflection ot his stereotype idea of the
absent-minded scientist,

The following description is also a fine example of
Chatwin's fine eye for incongruous detail:

The waoman had covered the walls of her room
with collage. Her surroundings had enflamed
her imagination. The showpiece was a painted
plaster head of a Japanese geisha, haloed like a
madonna, with the hairy thighs of Argentine
footballers. Abave this was a potkery dove,
emblem of the Holy Ghaost, new converbed b a
bird of paradise with bHlue plastc ribbens and
dyed gstrich plurnes, She had placed a photw of
the Patagonian fox next to a crayon drawing of
General Rosas (1P, p. 790
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Here, the invantory of inanimate cbjects setves to expose
the decadent nature of their owner. There iz again a
senseof incongruity in theincompatible juxtapositioning
ofthe religious and the secular, ungraciously interrelated
throughout the passage, which reveals an gesthetic and
moeral confusion that foreshadows Mama Wéwé, The
plaster head of the Japanese Geisha, combines female
and tmale eroticism with its being, on the one hand,
“haloed like a madonna”, and on the other rendered
grotesquelymasculine with the haity legs ofafootballer.
Likewise, the dove has been reduced from a symbel of
Christianity to a mere colourful, tropical omament, The
baroque style of this passage, with its juxtaposition of
lexical elements from contrasing codes (religious/
secular) also foreshadows the sumptuous language of
The Vicersy Of Ouidah.

A similar descripHon characterised by images of
abandon and decay is contained in Cw The Black Hill,
when for the first time, Amos and Mary visit the place
that is to become their home:

They went into the kitchen and saw a bundle
pf the old woman's possessions, roting away in
a eprnier. The plaster was flaking and the flag
stones had grown a film of slime, Twigs froma
jackdaw s nest up the chirmney were choking the
grate. The table was still laid, with two places,
for tea; but the cups were covered with spiders’
webs, and the dath was in shreds {OBH, p. 27).

This description alludes to what is in effect
chronelogically antecedent to the main narrative, It is
thus void of lnwnan associations, since the previous
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owner has ne existetce in the novel. Yet its sense of
abandon and decay also cataphorically alludes to the
poverty and squalor Mary resigns herself to in marrying
Amos, and their hard work in rencvating the house
becomes synenytnous of the hardships and struggles
shehastoendurein herlife on the farm. Later in the same
novel, Lewisand Benjamin clutter the house with objects
of every kind that become symhbolic representations of
significant moments in their lives:

MNothing in the kitchen had changed since the
day ofhis funeral. The wallpaper, withits pattern
aflealand poppies and russet fern, had darkened
awer with smokeresin; and though the brass
kniobs had shone as brightly as ever, the brown
paint had chipped from the doors and skirting.
[.]

U the mantlepiece stoed a pair of Stafford
shire spaniels, five brass candlesticks, a ahip in-
a-bottle and 1 tea caddy painted with a Chinese
lady. A glass-fronted cabinet — one parie
repaired with seotch tape — contained china
ornarnents, silver-plated teapots, andmugs feom
every Coronation aned Jubilee [...] Theteorgian
piancforte was proof of idler days and past
accomplishments (OBH, p. 12).

Similatly toMama Wéweé, thetwins turn their house into
a “shrine” in honour of their parents, unable as they are
to renew anything for fear of obliterating their memory.
I doing so they retain a sense of poetry for the things
that have passed and are able to relive memories of
protection that constitute the essentially anti-historic
dimension of their existence™ The first part of the
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deseription is characterised by the frequent use of the
definite article which, similarly to the description of Mrs
Dhavies’s room in In Pafagonia, undetlines the familiarity
and ‘homeliness’ of each object. Although the objects
bear the marks of the passing of time, this reflects a
casualneglectrather than atrtal indifference or abandon,
as is the case with Mama Wéwé's rotting and
decompesing surroundings, here, the orly signs of decay
are represented by nothing more disagreeable than
smoke resin, chipped paint and a pane repaired with
scotch tape. The second catalogue links the items by
usitg the indefinite arbele which has 2 more distancing
effect. The houseisalso ‘invaded' by other objects which
become the twins’ imaginative connection with the
outzide world, such as the phetographs and posteards
pasted all over the walls which, whilst forming an
intrinsic part of the lirnited boundaries of their frozer, -
protective demestic werld, alse elude their attempt to
transfix time:

Each time they torea page from the calendar,
they had forebodings of a miserable old aze.
They would turn to the wall of family photos —
revr on row of stniling faces, all of them dead or
gone. How was it passible, they wondered, that
they had come to be alone? (OBH, p. 203).

In protecting them from the cutside world the house
becomes an intimate embodiment of their dreams®.
Thetefore, Benjamin’s disappearance just after Eileen
starts to replace the furniture and redecorate the house
after Lewis's death, is tragically inevitable. To alter one
particle of the house is analogous to destruction and
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death. Therefore, the only place in which Benjammin is
content to be at the end of the novel is appropriately
. beside Lewls's grave.

Anpther deseription in the same novel reinforces the
jdea of 4 bond between people and their homes. The
deterioration of Jim the Rock’s house coincides
significantly with the death of his mother as well as the
departure of all the Watkins girls, apart from LittleMeg:

A big bulge had appeared in the gable-end,
and the whole wall seerned likely to collapse.
Some rafters had given way under the wraight of
enowe. The icy water had ateeped through Tim's
stuffed animals, and poured from the attic inko
the kitchen [...] When the spring came, he tried
fo buttress the wall with stones and mmilway-
sleepers, but so undenmined the foundations
that it caved in completaly (OBH, p. 155}

The physical disintegration of the house parallels the
death of the woman who had kept such a strong held
gveritand the resulting sense of dejection is parficularly
rendered through the metaphorically allusive lexical
items “eollapse”, “weight” and “poured”. Both animate
and inanimate features are linked hete through the
paradigm of decay (culminating grotesquely in the
combination of “iey water” and “stuffed animals”) in
terrns of a vertical movemeni {“collapse”, “given way”,
“raved in completely”) symbolically represented by

winter time.
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MNOTES

' Bruce Chabwin, In Patageeds, Londen, Ficador, 1979, p. 31
(hereafter IF). Page numbers will hencefarth be given in the
bext.

: Bruce Chatwin, The Sprglines, London, Picador, 1957, p. 88
(hereafter SOMNG). Page rumbers will henceforth be given in
the text.

3 Bruge Chatwin, The Viceroy of Cuidnly, London, Ficador, 1383,
P 5% (hereafter V0. Page numbers will henceforth be given in
the text .

4 Whenenchained in the King of Ttahomey's prisen, Francisco
significanitly recalls all the moments that mark his periods of
setlement: “Temories of Brazil kept passing before his eyas:
e miserable mud house, the pendulirn of his dead mother's
leg, the cries of his child, the penitents of bonke Sankg, the
treasures of the Coutinhea [...]. "V, p. 85,

5 M. Mureay, op. cit, p. 59.

" Frotnan interview withMelvin Bragg on London Weekend
Televisian’s “South Bank Show, quoted in Murray, op. cit, p. 60

7 Bruoe Chatwin, On The Biack Hill, London, Ficadeor, 1992, P9
(hereafier OBH). Fagerumbers will henceforth be given in the
bext.

1 M. Murray, ap. cit, p. 62,
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Bruce Chatwin, Awmtonty of Restlesongss, ed. Jan Borm and
Matthew Graves Londorn, Jimathan Cape p. 100, where Chabwin
in his easay "It'sa Momad Momad World™ cikes an experiment
conducted by American brain spedalists which concluded
that: “Monekmous sieroundings and tediws regular acvites
wore patternis which produced faligue nervous disorders,
apathy, self-disgust and violent reacticns”,

The episode in which Amos is on the werge of striking Mary
before cryiug out: *T won't hit you!™ (OBH, p. 35) may be
compared with thatin which Francisco stops himself crashing
his guitar down onto his eeying baby (VO, p. 56).

I W Backtin, The Dialogtc Dmeginebior, ed. Michael Holquist,
Tranelated by Caryl Emerson and Michael Holquist, Texas,
University of Texas, 1951, p. 214

B. Chatwin, Anatonty of Restlessness, cit, p. 100 “Without
change our brains and bodias rot”.

Thete i3 anaother inferesting avalogy here with Sons and
Lomgrg, it which G ertrude Worel also singles out the frail, aick
Faul as her favourite child,

Antonells Rietn MNatale, La rabbin inrabrals: Vowera di Bruce
Chatwin, Udine, Campanotte, 1993, p. 40, notes that such
historical events are excluded from eheit immobile aniverse

berause they threatenfo contaminate o corruptthe primeordial
innocence of their world,

M. Wurray, op, cit, p. 78,
Ihid. p. 79.
Ertice Chatwin, Lz, London, Freador, 1988, 1 62 (hereafter T

There ate vatious analogies that can be made between the
bwio novels. Forexample, the conflict betwreeen Amos and bary
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Jones, ia the result of thedr different elass backgronnds, just as
it ia with Walker and Gertrude Morel. They also share similat
themes such as the conflictbetween mind and bod y, masculidty
ald femmininity, natural world and comrnunity efe. They also
both dealwitha comrmunity thatlies outside the main political /
culfural centre.

E. Chatwin, Anatomy of Restlessitess, cit, m. 172: “The art
collection, then, iz a desperate strategem against a failure, a
personal ritual B eure loneliness [

Zastony Bachelard, The Poetica of Spece, Boston, Beacon Press,
1994, 5. 17.

Ibid, p- 5.
Tbid,, p 6.
Iid., pp. 8-%. The following comment seems directly

applicable tothe twins: *[. .. [thecalendars of puriives can only
be established in its imagery™.




Exiles

The significance of Chatwin’s interest in the theme of
exile is twoteld, First, from a biographical point of view,
it must be remembered that his books are always
prounded on the subjective experience of the teal auther’s
exilic condition, Thisis seen in Chatwin's own deliberate
choice to write both in and about non-English contexts
as a part of his quest for a ‘nomadic alternative™ (It is no
accident that all of his central characters are people
living edther outside or on the margins of society . Thus,
Chatwin’s exiles not only exemplify his own natural

cutiosity for all thatis ‘other’, buf are also paradigms of

a self-predicament that was to haunt him all his life.
Second, from a textual point of view, the deubleness
implicit in the co-existence of presence and absence
which characterises exile, is also paradigmatic of literary
creationitself, Forliterature likewise involves aduplicity
in the absence evoked by the blank page and words
which fill that absence. From the moment the literary
writer projects his imagination ento the text, he
necessatily exiles himself from the ‘real” world. The
conditton of exile can be considered as analogous with
the special logical status of the fictional text which is
neifher trae nor false, sugpended between belief and
disbelief®. Speaking on behalf of himself and his fellow
travel-writer Faul Thercuxin Patagonia Revistfed, Chabvin
revealingly alludes fo a fabrla rasa that, whilst recalling
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the nuclear war fantasy of his boyhood, simultaneously
evokesthe blank page that both represents and, inbeing
‘tilled’, contains fundamentally exilic experience:

We are alag both fascinated by exiles. If the rest
of the world blzw wp totmortow, you would skl
find in Patagonia an astonishing crosa section of
the world's natiomalities* {my italics).

Adse, since an exile is someone whe “inhabits one place
and remembers or projects the reality of another™, the
potential afforded by this suggestion of imaginative
projectionisa gold mine for a writer whose work favours
such “cutlandish and disquieting juxtapesitions”s.
Whereas the conditions of the settler and the wanderer
areexclusively restricted to either mobility orimmability,
the conditien of the exile comprises both stasis and .
movetnent, and it is precisely upon this polarity that
Chatwin weaves his narratives of exile in order to create
amythology that reflects his own inner restlessness. To
adopt Lotman’s semdotic tmodel, we may note that
whereas stasis and movement are at opposite poles,
exile comprehends either one and fhus becomes the
boundary through which both spatial skates converge.

42




This spatial representationmaybe summatised by means
of a simple equation: 5 & E e M where the arrows show
grile infersecting eitharwith the dimension of movement
or that of stasis.

Chatwin's exiles fall into three categories: thoseexiled
from their country, those from their community and
those fromm events, according to the nature of
displacementregarding the individual exilic experience.
A tripartite sub-division also reveals the nature of each
exile as being either ACCIDENTATL, VOLUTNTARY or
ENFORCED. Chatwin's works will be seen to explore
the multifold aspects of exile on a macro-level in terms
of one or more of these three types.

In Fafggowin focuses on the Hret catepory of exile
{country), but within it Chatwin portrays a variety of
characters in termns of the above three sub-types, for just
as Patagorda is a home to a heterogenecus mixture of
peoples, sodothecauses of thetrexile vary, from political
oreconemicnatives to fate or eircumstance, As Nicholas
Shakespeare points out, Patagonia is not aprecise region
en themap. Itis a vastvague territory that encompasses
900,000 square kilometres of Argentina and Chile, asort
of no-man’s land from a gecgraphical point of view, and
yet, since it spans two nations and eortains people from
somany different countries, becomes one of those fertile
territories of fantasy”, as well as an emblematic exampls
of the “euthenasia of ancient nations” as foreseen by
Stevenson® The noton of the border or threshold is not
only a geographical concept buf also takes onexistential
implications. Patagonda is a vast complex of threshold
expetiences, precisely the kind of marginality to which
Chatwin is attrarted, aned can be seer to constitute what
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Cousineau deseribes as “a mythelogical image that
evokesthespiritof existence™, With the notable exception
of The Songlings, In Pategoniais, without doubt, Chatwin's
most'crovwded bookand, ashurray notes, thecharacters
come s0 thick and fast that the ‘eccenttic’ can, after a
time, come “to seem the norm ™. The narrator encounters
well over bty people and their appearance in continual
succession does indeed produce the impression of a
comstant flux of humanity which is further heightened
both by the accelerated pace of the text with its
organisation into shott sections and the elliptic style of
Chatwin’s prose. Together with the apparently
impressionistic quality of Chatwin’s writing, this variety
and complexity of characterisation, together writh the
shifts of perspective and theblurring of nationalidentities
and geographical confines, creates a patchwork: effect,
whichhehimself preferred to call his “‘cubism technigue’.
Thisis one of the bool’'s unique aspects frotn a structural
pomt of view, for cubism presents objects through their
mede of perception in the mind in contrast to
impressionism which merely captires the fleeting
moment'. In parallel with this organisational principle,
is the narrafor’s constant mterplay between fact and
firtion. Indeed, the very essence of the text depends
upon thefickitious or quasi-fictitious rendering of factnal
orourrence and the presentation of real people who are
partly transmuted into fietions altermated with the
narrator’a attemnpts to retrace {thus re-weite), in an irve-
stigative narrative-donumentary style, the lives of the
country’s historical figures and legends (although most
of these being nomadic spirits will be left for the next
chapter). The choice of Patagoniaisintrinsic to Chatwin's
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subject and method, bedng, as Paul Theroux describes “a
forcing heouse of legends, half-truths and
mizinfermation™®. As a result, there is a double
representation of myth and reality regarding both
Patagonia the country as well as its inhabitants. The
actual physical dimensions of travel itself are imvariably
underplayed. Thus Theroux's own irvitation at certain
ornissions i Chatwin's text, notably details of how he
had travelied from heretothere', {which Therouxhimself
provides sufficient examples of in his book The Cld
Patagoniav Express). Whilst Theroux deliberately seeksa
neat’ sumiing up in order to give some sense {o his

apparently non-sensical journey {az evident in hiz .

paradexical conclusier: “Nowhere iz a place™), for
Chatwin, travel is a means to anend, not anend initself.
As Tulian Cowley perceptively notes, ‘not only does
Chatwin's ‘1" blur into an undelineated character but
alse the book itself is not a record of Patagonia, but a
writing init"*. Chatwin’s textual mapping of the country
lies in his attermnpts te trace its mythical dimension as he
proceedes on his own real/physical journey and the
theme of exile is the link in this interpenetration of the
infernal and external fields of reference represented by
the textual and real world. In a sense these two worlds
can be seen as possessing, In the words of Hrushovsld,
“a dual referential allegiance™®, and rather than
conitrasting or conflicting with each other they help to
highlizht a plurality of microcosmic expertences which
reflect the wvarious realities of exile intrirsic to the
mactocosm of Patagonia.

The story of Chatley Milward's finding of the
‘bromtosaurus” skin, with which the book opens and
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closes, provides a structural frame that constitutes the
personal myth of the narrater in which two interlinking
purposes are at work; the unveiling of a mystery {the
‘brontesaurus’ skin turms outto be a myledon skin), and
the defiating of the young boy's naive, romantic netinns
of his roving grand-uncle; *a god among men [...] tall,
silent and strong, with black mutton-chop whiskers and
tierce blue eyes” {IF, p. 51. The narrator’s perscnal
demythologisation, through the detystification of the
origins of the skin and the unveiling of his grand-undle’s
true interests, {econcmic profit) and identity (after
surviving a shipwreck he settled down in Funta Arenas
where he ran a ship repairing yard) runs against his
mythologisation of Patagonia, a mythologisation
originating from his childhood fears of nuclear war and
the decision made with his schoclfriends that Fatagonia
would be the best place in the wotld in which to take
refuge if such an event were to ocour (a belief which, as
the first quotation of this chapter testifies, Chatwin still
tondly held onto as an adult!):

I pictured a low Hmber house with a shingled
roof, canlked against storms, wlth blazing log
fires inside and the walls lined with the best
books, somewhere to live when the rest of the
witld blew up {IF, p. 7.

Patagonia is therefore immediately established as a
place of refuge and isolation. Not only, but the first
section presents a series of cireumnstances which sees the
narrator’s ownspecal conditienas cutsider and therefore
‘priviliged candidate” as traveller to Patagonda. First, his
desire to possess the piece of skin is frustrated by the fact
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that it ies behind a glass ca]l::i.net, ¢ut of his physical
reach; second, the finder of the skin is a long since dead
distant relative who lived away from home and who,
therefore, exclusively belongs to the world of the
narrator’s imagination rather than his memory; finally,
after the death of Sklin, he finds himself alone and
preparing to undertake, with the spirit of a pilgrim, a
quest that has no meaning for anyone but himself.

The first paragraph of secton two departs from the
subjective considerations of the first to present Chatwin's
theme of exile in embryo:

The history of Buenos Afres i= written in its
telephone directory. Pompey, Romanov, Emilio
Rommel, Crespina D. Z. de Rose, Ladislao
Radziwil, and Elisabeth Marta Callman de
Rothechild — five names taken at randem from
atnorg the K's told a story of exile, disillusion
and anxiety behind lace curtains {IF, p. 7).

Although specifically referring to Argentina’s capital
city, these faceless mames find their embodied
counterparts in the heterogeneous mixture of exiles the
natrtator later encounters on his travels. The telephone
directory metenymically points to the official
appropriation of the emigrant, into a new, multi-ethnic
society, buf, at the same time, its facile availability
encourages the deceitful nature of his pithily cocksire
suppositions. As he isto discover, disillusion and anxiety
are not the whaole story and his ‘skimming” of their
names as random but emblematic examples is only a
cursory reading of the diverse realities of exile he is
abott to encounter.
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Political Exiles

A recurrent typology among both the voluntary and
involuntary exiles in In Patagoniz appears In the form of
the political refugess. The Welsh community is the first
exarmyple of this category. As a result of unemployment
and after the failure of the Welsh Independence
Moverment and the patliamentary ban on Welsh in
schaols, “a hundred and fiftv-three evacuees combed
the earth for a stretch of open country unconfaminated
by Englishmen” {I, p. 24} until they came to Fatagenia
which they chose for its absolute remoteness and foul
climate. Their elaton at their new-found land was
reflected in the providential belief thatithad been given
to them by God rather than by the Argentinian
government. Here they had at last found a place in
whichtolive according to their owncultural and religious
values. The Welsh people’s exilic experience 15 therefore
characterised by a rejection and negation of English
political and cultutal dominance through a spatial
freedom which has allowed them to reappropriate their
own culture. However, as Seidel points out:

Especially if exile 1= the result of contingent
political circumstances or self-impased
idenlogical ones, its victim claitns bo possess the
values afhisnative place, as itvrare, by proxy —
heisthetruer version of the place from which he
ia barred".

The stress is on cleims, for this fruer persior (3 relative
concept) becomes necessarily static In exilie conditions
because no lenger strongly influenced by the proceszes
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of trangition from the mother culture and gradually with
each successive generation dwindles into a faded
memory'® Also, that even in such a remote corner of the
wotld a people cannot remain uncentaminated by
change, is evident when, an the night of his arrival, the
narrator sleeps at “a Welsh Guest House owned by
Italians whao played Neapolitan songs on the juke box
late into the naght™ (IF, p. 25). The modetn technological
wotld represented by the juke box clashes with the stiff
sobriety of Welsh tradition (as well as the loose
continental life style of the Neapolitans indicated in tito
the might), and is already an example of the process of
cultural disintegration thatthe narrator witnesses pulling
against cultural resistance. Port Madryn, the original
‘Welsh colony, proves to be the bleakest of places™ “a
town of shabby concrete buildings, tin bungalows, tin
warehouses and awind flattened garden and its cemetry
of black oypresses and shiny bBlack marble tombstones”
(IP, p. 24} and this is further reinforced in the following
passage through the repetition of the lexeme “grey”
which, together with the flamess of the evenline of cliffs
and the dead penguins, confirms the sense of a drab,
lifeless landscape, and one not veid of Hardyan echoes:

[ wralked along the esplanads and looked out
atthe evenline of diffs spreading round the bay.
The cliffs were a ighter grey than the gres of the
seq and sky. The beach was grey and littered

with dead penguins (IF, p. 24).

The village of Gaimén is a cheerful contrast to Fort
Madryn, remforced by the pleasant symmetry (a
topographical aspect which the eye of Chatwin the
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photographer continuaily delighted in} of its “net of
irrigated fialds and poplar windbreaks and the red brick
houses with theirneat vegetable pardensand ivy trained
to grow over the porches” (TP, pp- 24-5) and it is here at
Mrs Jones teashop that the narrator meets his first Welsh
exile. Mrs Jones, who artived from Bangor sixty years
previously, has not left the valley since, A recentflood in
which shewas trapped, hasinflicted her with acrippling
arthritis and the narrator tellingly reveals the contrast
between the old woman’s physical condition and her
gay, resclute temperament through her discourse, which
iz made up of unflinching retrarks on her disability
punctuated by terms of endeanment:

T can't move, my dear’, she called through,
You'll have to come and talk fo me in the
kitchen'.

She was a squat old lady in her eighties. She
sat propped wp at a scrubbed deal table filling
lemen-curd tarts. [..]

‘Teantmove aninch, my darling. I'medppled.
I"ve had arthritiz sirce the flood and have to be
carefed everywhere” {IF, p. 25).

Chatwin’s narrator soon becomes a witness to the
negative consequences of the exile’s fate ag a settler. The
effects of cultural disintegration within the Welsh
comnnity catibe seen in the fact that among them there
are people for whotn any nostalgia towards their
homeland has by now became a blurred metmory. dMrs
Jones’ grandsorn, for exampie, is unable to utter a word
of Welsh or English other than ‘granny”, and Mrs Fowell
has never been able to discover where Caenarvan, (her
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Grandfather’s home town) is onhermap of Wales, Here,
geographical identity becomes a fragmented memory
reduced to the impersonality of a tourist map {printed
on a tea-towelly which is too small to contain the tewn of
her origins. Not orly, but the tea-towel ifzelf beng a
tourist souvenir mocks any notion of cultural affiliation.
Cne of the consequences of the exiles” ignarance of their
ronts, which 15 a charactersitic of first generation
Patagonians, is the growing phenomenon of inter-rasial
marriages which lead, in hurn, to national-cultural
disintegration. Thus, MrsIvar Davies, an Italian woman
from Genoa, is unable to make her boys speak Welsh, in
gpite of the fact that she herself speaks and sings in this
language. As Gwyrneth Morgan comments: “When
Welshinen marry foreigners, they lose the tradition™
and therefore, as a result, the Welsh valley is now "all .
going to pieces” (IF, p. 30}, in spite of the strong
nationalistic feelings that still prevail in certain
individuals, such as Iver Davies, for example, whe
maintains a staunch religious faith and whose dresser is
covered in pamphlets from the Welsh Bible Society.
Chatwin skillfully captures, in thesebrief, vivid sketches,
the gradual decadence of the Welsh cemmunity in
Fatagonia, made all the more poignant in their attempts
to uphold their cultural identity, as seen in their chapel
services and the concrete monument they have erected
representing barbarism and civilisation and in which
they are self-depicted as embodying the latter, in the
smug stereatypes of “greybeards, young men with
scythes, and big-breasted girls with babies” (IF', p. 24).
The fixity of the stereotype is therefore played against
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the mobility of change. As Alun Powell points out to the
naregbor:

Mot even the birds are the same. The Curaka
camedown from Buencs Alres thirty vears back.
That just chows you Things change with the
birds as they do with ug’ (iP, p. 27

Thenegabiveinfluences of settlement are also perceivable
in the shape of the landscape, as is revealed in the
Englishunan Bill Phillips’ sardonic aecount of his Italian
neighbours whose initial political unison has ceded to
individual greed and their splitting up the land into
smaller and smaller lots.

Besides the Welsh, the Italians and (later) the Boers,
tor whom exile is a shared communal experience,
Chatwin's other political exdles in fn Patagonizare isolated
individuals. The first of these is the Russian doctor who
tends to the narrator’s cut hand after he falls from a
horse. Her outward appearance immediately betrays
her naticnal origins: “She growled at me in English but
I knew she was Russian. She mowved with the slow
fluidity that saves Russian women of bulk from
ungainliness” (IF, p. 59). That she chooses to ‘growl’ in
English bespeaks her reluctance to use the language.
This initia] impressicn of hostility is later confirmed
whenshe expressesher utter contempt of both Argentinia
and Western Europe as examples of moral vacuity:

In Argentitia there was nothing — sheep and
cowa and human sheep and cows. And in We-
st Butope also nothing.

“Total decadence’, shesaid. "The West deaerves
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iobeeaten, TakeEngland for example. Tolerating
homosexuality. DHegusting!’(IF, pp. 58-60).

However, her harshness is soon exposed as a way to
conceal her sadness which, te the narrator, can only be
the result of an enforced exile. Indeed, he even goes
further to suppose that she must have been a victim of
Stalinism after the Second World War and that her
amputated legs saved het life, In aninterview, Nicholas
, Shakespeare, travelling in Chatwin’s footsteps through
Patagonia in search of material for his biogtaphy,
confirmed the accuracy of the deseription of the wotnan,
but says thathis claim that the names of Russian authors
came rolling’ off her tongue is far from the truth. When,
for example, Shakespeare himself asked her about
i Mandelstam she answered: “No, I never heard of him”.
For Shakespeare, this is a case of Chatwin wishing that
this Russian exile in a backward place would have read
Mandelstam®. It is one case of several in which he
' partially foresakes the truth for artistic purpose and
certainly the porfrait of the exiled Fussian nurse gains
much in psychological insight from this precess of re-
elabarated fictonalisation, foritcaptutes an inter conflict
between bitterness and despadr, the latter coming to the
surface in het momentary intetest in the narrator as
semenne who canbring herup to date with the sitiation
in her country.

Chatwin’s political exiles are often trapped within
theit owmn anachroniste ideals. Anton Hahn and the
Castilian, forexample, areboth disillusicned menatrchists
who, in different ways, lament the passing of an old
crder. Hahn, who wasforced to immigrate from Germany
after the First World War, manifests, similarly té the
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after the Pirst World War, manifests, similarly to the
Ruszian marse, a bitter disappeintment with Westermn
rivilisatior, though bemoaning its downfall:

“The war was the biggest mistake in history,”
Anton Hahn said. He was cbsessed by the war.
Two peaples of the Superior Race ruining each
other, Together England and Genmany could
have ruled the world. Now even Patagonia is
rehuming to the (adéizeans. Thisisa pity” (1P, 1. 630

Hahn'snostalgicmoenarchism, expressed in hisexclusive
loyalty to the memory of King Ludwig, {a romantic
eccentric whewould surely have made a fine subject for
a Chatwin nevel!), is synonymous of the static vision of
thedisillusioned exile and the product of anirretrievable
past — or hopeless ideal since Ludwiz was a peace-
loving king — which he attempts to revivify in a melo-
dramatic and anachronistic toast: “"To the king! To the
last genius of Eurepe! With him died the greatness of my
race!™ {Ibid). The Castilian, on the other hand, reluctantly
went ot to Patagonia after the King of Spain left Madrid
“preferring to live in a Republic other than his own” (IF,
p- 78). Behind his voluntary exile lies a profound
disillusion whose mascochism is measured by the fart
that it represents no political solution or even
compensation since Patagonia is poverned by the very
gystem he 50 despises. His shifting of the problem in
geographical tetms, seems to be a means of venting his
disappointmentby using thenew country asa scapegoat.
Altogether different in temperament is the Lithuanian
Casimir Slapeli?. Although all of the books in his library
concern the struggle for the independence of Lithuania,
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his home country, he enjoys the privilepe of being “the
town’s tost distinguished citizen” {IF, p. 68), as well as
having a dihosaur which he discovered named in his
honourt Slapelif, being in his mid-eighties, is one of the
cldestflying pilets in the world. Exdle, rather than repress
his zest for living seems to have intensified it. Indeed,
there is a strong sense throughout his pottait that any
notion of his exile has been practically eradicated:

Each morning he putonhiswhite canvass flying-
suit, pottered down to the Aero Club in his
Maoskva and hurled himself in his antque
meneplane to the gales. The risk merely
increased his appetite for life {Ikid),

Slapeli@ plays cheerful host to the narrator and
accotnpanies him on a venturesome vigit to the Boers
wha, similarly to the Welsh, emvigrated to Patagonia as
a result of their hatred of the Bribish Empire, Naturally
encugh, the Boers prove to be most hostile to the
Englishman and he finds only one woman who iswilling
to talk, though for money and in the presence of her
lawyer! It is a sign of the extent of his self-detachinent
that Chatwin’s narrator never openly takes offence fo
such hostilities and that any such feelings are purged to
almost grade-zere in the textual reductions prompted
by the narrator as selecting eye.

Pelitical exile can alse tepresent a utepia for those
wha have fled from a tyrrannical system. Thus, the
German expatriate Herman Eberhard, the eriginal finder
of theskin of the Mylodon cave, left his hame cotuntry for
ever after serving a prison sentence inflicted on him by
hig own Father for having deserted the German military

]



farnily and hemeland in which his initial disgrace is Jatar
rezalved in fortune when a Lotd squeezes an envelope
containing a$1,00Mcheque intohis hands for piloting his
yacht to Valparaiso.

Binally, Prinee Fhilippe of Aracania and Patagonia,
unlike the other political exiles, actually suffers exile
fromPataponial He is oneina bizarre line of self-claimed
rovalfigures, the first of which, Orélie-Anfoine, a French
freemascn, “got it nte his head that the Araucarians
wold elect him king of a young and vigorous nation”
{IF, p. 20}, and after making no less than three
unsuccesstul attermpts fo return to his country, died in
poverty in a French village. To reach the Prince, the
narrater has to go by means of a bizarre route which
takes him threugh a Matxist paped’s headquarters, a
cinema and a shop. Prince Philippe, who anticipates
Francisco Da Silva, has inherited 4 phoney claim to the -
thrane of a native tribe and the attibude of a royal Hgute
in exile and the narrator consequently exposes the
pretentious and self-illusive nature of his exile.

Through the perspective of his political exiles,
Chatwin offers a moral and ideclogical critique of the
Western world, particularly the British Empire. Butitis
also sigruficant that the narrator endorses very little of
their criticisimn, almost as if his ultimate intentien is to
suggestthe chsoletenature of their visions. If Frt Patagomia
is & post-moderndst text, it is so to the extent that it
depicts a fragmented world of disintegrating naticnal
borders where individuals have either largely turned
their backs on Western society o1 have been 1gjected by
it. Dizsaffection, or indifference, towards Burope is also
solicited by economic necessity, as Bill Philips
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sardonically confesses to the narrator: *[...] Do you
lowow what we pray for down here? Pray for sadistically?
Bad winter in Europe. Makes the price of wool go up™
(IP, p. 14). The intermingling of different nationalities
and the ‘importing’ of their communities alse dendes the
idea of a distinet geographical identity so that, rather
than being seen as located in Argentine territory,
Patagonda becomes an indeterminate macro-universe
subject t¢ the influsrces of its internal micro-worlds
where the land itself bears the imprints of a
geopraphically multifarious humanity. The Patagonian
desert, lIying in-betweern, acquires particular status as
original, primevallocus of theland towhich the narrator,
ever faithful to the essentially objective tone of his
narrative, deliberately avoids revealing his own
smotional reactons, shifting these onte external sources
{Charles Darwin and W.H. Hudson) and merely imiting
himself to recording factual sense impressions. Although
adesert, on the onehand, *seduces us with the idea that
we Can start out over again, begin from zero™, on the
other if is also “a place where we get lost, where o
existence isswallowed up and cancelled ™. In this sensze,
Fatagonia offers itself as a space in which exiles can
either realise their suppressed political ideals or project
a future in which such a possibility exists, or as in the
egrie case of the German Nazi rritndnal, Walter Rauff,
seek a scandalous political asylum. But it is also a space
mmwhich cultural disintegration finds fertile ground and
where individuals, {as shall be seen later), caneasily lose
their cultural identities.
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Chther Exiles in In Patagonia

COneofthemostcolourful characters among Chatwin's
exiles in Ju Patagonz is undeibtedly the eccenttic poet
from Buenes Aires. Having succumbed to the
mysteriously powerful charm of the country, which has
held him in its grasp for aver forty years, the poet has
accepted Patagonia as his spiritual ‘mate” and pays
homage to ‘her’ in his verse. The narrator instinctively
warms to this literary raver as he listens, astonished by
the scope and technicalities of his verse skills, to his
descriptions of the extinction of the dinosaurs and the
geographical fransformatiens of the country, {the latter
of whichmaybeseenas parodied by the transformations
made by the various compnumities of exiles who have
appropriated and transformed the landscape according
k2 their own practical and cultural needs). The poet, as
has already been pointed out, lives alone in a hut along
astretch of tiver, outside society and titne, The image of
a recluse poet living in a hutis, of course, an ancient cne
and, as Anne Cline observes: “The function of the huf is
toheighten the poet’s participation in life*® His mythical
interprefation of Patagonia as afemale body undergoing
perennial transitionsis part of the mosaic of impressions
that makes up the various ‘readings’ of the country in
the book and whose wide empty expanses have been
filled by literary imaginations throughout the ages; a
Fatagonia the narrator, who shares the exiled post's
maginative vision, also feels an affiliation towards.

Similar to the poet, though a more pragmatic
character, Archie Tuffnell alsc has a forndness for
Fatagonia, or as he affectionately calls it, “Old Pat*: “He
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loved the solitude, the birds, the space and the dry
healthy climate” {IF, pr. 90, After retiring from an English
land company he has set up his own farm to aveid the
unpleasant prospect of returning to his home country,
which he equates with laziness and torpor. The respectful
manner in which he treats his workers shows a keen
understanding and adaptability to his envirorunent:

“You've got tio keep your distanee of they think
you'rea toady. [ deitby speaking lousy Spanish
onpurpose, Butyou've gotto dowhatthey have
ta do. They don't give a heot what you've gotin
thebark a=long as you eat what they eat” {Jbid).

Ircnicafly, Tuffnell has the best af both worlds, living a
relatively wealthy and healthy life in a predominantly
Englishpartof thecountry, its settlers being descendants
of ‘kelpers” from the Falklands “who fenced theland and
setup awooltradein the 18905 and whaeh still resemnbles
an outpost of the Empire, administered by Spanish
speaking officdals” (Ibid) and where the peon migrants
spendmost of their hitne complaining abouttheir despatic
employera, Whereas the ppet finds the country necessary
tor his pretic inspiration, for Tuffnell, it is important for
hitn to maintain an active and lucrative existence. In
both cases, Patagonia fully satisfies very different needs
on the part of the exile, whose inner struggle is
characterized by a resistence to self-effacement.

In a sense, it is ironic that Angelrno is the person wiho
encourages the narrator to visit the poet, for there could
be no tweo people more dissimilar; the one, introverted
and nervous, the other, outspoken and eccentrie, Alseo,
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Angelmo is a first generation Patagonian whose
aspitations are oriented back to his father-]Jand:

Anselmo had a passion for the culture of
Eurcpe, the authentic, blinkered passion of the
exile. When his father atopped him playing he
would lock himself in his room and read sheet
music of the lives of great composers from mu-
sical encyclopedias (I, p. 27).

The natrator’s admiration of Anselma’s piano playing,
as he listens spellbound to his performances of
Beethoven’s Pathétiqueand one of Chopir's Masurkas,
echoes his similar admiration of the poet’s verse, But for
the latter, Patagonia represents a sef-discovery, whilst
for Anselmo it evokes an absence which he fills with an
obsessive longing to ‘tepossess” a culture, that is a part -
of his original heritage. vet, at the same time, as the
product of a German mother and an Ialian father,
Anzelmo is a divided soul, a cxoss breed between a
Germanic and Mediterranean culture, and the
corirasting elementsin thenarrator's description which,
on the one hand, peint to the fact that ke is *a thin
nervous boy with 2 drained face and eyes that watered
mthewind”, and onthe other, thathis hands are “strong
and red” (fbid), are the cutward manifestations of a
raging internal self-conflict. Anselino may also be seen
In oppasition to another artistic figure, the Swiss sopra-
no, whao made the oppesite joumey (from Burope to
South America) in her search for fame and forfune.
Whereas Anselmo’s dreams are launched towards the
future, the soprano’s are now buried in the past The
narrator effectively captures the woman's underlying
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melanchely in the image of her “white face behind a
sty window” (IF, p. 61) — white and pale being
recurtent features in her description, His ohservation of
her painted mouth “undurling as a red {flag caughtina
sudden breeze” (Ibid) contains a telling allusion to her
country’s Hag, Of Switzerland she retains a poignant
nostalgia, but her French is now haldng and slow and
the Geneva she reminisces over is a pre-war Geneva,
before the fime her life fook a negative turning point
after which shemet her hushand with whomshe “poined
two failures in one and drifted towards the end of the
world” (Ikd}. Like the poet, the soprano alzo retreats
into the world of the imagination covering every wall of
her cottage with colourful murals of her own creation
(see p. 148). In what is her favourite painting she
portrays herself as a frightened girl with a white face
being saved by a guardian angel This self-generated
image exposes the difference befween herself and the
poet, for whereas the latter has merged his poetic
itnagination with the external universe of Patagorda in
his verse with an almest Werdsworthian zest, the sopra-
no uses her artistic imagination to escape from it The
revealing detail of her half-painted fingernails recalls
the black spaces of the broken pianc keys as well as
explaining her insecurity on a symbolic level. The fact
that her fingernails are enly half-painted besides
revealing the partial loss of her cultural idemtity
underlines the inconclusiveness of her life, which is also
succinetly convveyed in the songsheet of her own 1932
composition “The Pale Bride” Iying abandoned on the
music stand of her piano.

The episode with the Ametican tniner, a tax-exile
fromn San Francisco, isa good demoaonstration of Chatwin's
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ability at producing humeur, which is otherwise notan
immediately gbvious quality of his writing:

Hehadblond hairand was travelling sowth. The
hair flopped over his face and he flipped itback
with a shake ofhis head. His bod vy was soff and
girlish. He held back hiz smile to hide a zet of
discoloured teeth. He was a miner, he said. He
waa looking for work in a mine (IF, p. 54).

The description of the man’s soft, feminine boedy, and
the delicate vanity with which he seelks to conceal his
dizeoloured teeth, may confirm the readet’s idea of a
prototype hippie, but seems at odds with the physical
masculine strength that is equated with wotking in a
ming! The ex-hippie has discovered a fascination for
mines that attracted the pioneers of the 1800s. Not only
iz thete a reevocation of a ‘rormantic’ past associated
with the Gold Rush (“There was a gold mine at Rio Fico™
[P, p. 34) but there iz alao his sense thata mine, ratherlike
a hippie commune, offers security, providing there are
n0 social obligabons attached?:

There was something elemental, he said, about
trining. Mines gave him a feeling of security.
Working in a mine in Arizona he had himself.a
house and a fine living wage, that is, until they
catneafterhim for taxes. Those darned taxes [ ]
Man, he'd be alright. [twag simply a question of
finding the right mine (IF, pp. 54-5].

The use of free indirect diseoutse sativically mirmicks the
miner’s tone as well as suggesting the repetitive nature
of his speech, as when it is iteratively narrated that he
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centirually mentons a memory of when he had been so
hungiy he had once picked up a half-eaten chocoloate
bar from the street. In one of the few instanees in which
he is allowed direct speech his exclamative reaction
provides a ightly comical touch, heightened by verbal
repetition and Chatwin's graphelegical renderings of
his voreer ' White what? I ve say white? White? Cheesus!
A white mine! Where d'ye say that mine was?"™ (IF, p.
54} The miner's condition of exile is manifested in his
seatch for a primeval underground wortld which offers
security and eobscurity in which he can be bee from
social ties and obligations,

As Martin Stoddard observes: “Going away from
homemay create an itnpulse to reproduce one’s national
characteristics mere intensely®, This may explain why
certain characters in fin Patagornin are seen as caricatares
of their nationalities, strairding against what Elot calls
the “lethean influence of exile”™ tomaintain some sort of
connection between themselves and their hommeland,
whether this be the tetnporaty or permanant loss of a
known ditnension or a dimly remembered inhetitance.
As the historian Keith Robbins points out: “Our own
sense of place determines cur own precenceptions more
often than we care to admit™. Thus, Senny Urquhart, a
fourth generation Patagoniarn, preserves such caricature
facets of Scotland as a certain pride of bloed and a dim
metnory of kilts and pipes, but, as the narrator teasingly
adds: “those were the festivities of another generation”™
{IP, p-15). Inanother instance, remmants of a culture that
the Scottish farmer at Rie Pice, on the other hand, has
rediseovered on a recent holiday to Scetland with his
wife where "he became familiar with the things his

a3



meother spoke of guils, herring boats, heather, peat —
amid he had feltthe eall” ([P, p. 67}, have transformed him
into an enforced exile who yearns to leave Patagonia bt
has no idea how — a central dilemima also, as will be
seen, in The Viceroy of Ouideh —. His desperation is
symbolized inhis attempt to plant a thistle which dies in
the harsh Patagonian climate. Similar attempts to
partially tetrieve what result as “images of distant
farmiliarity™™ are the Welsh people’s family elocks and
the sprig of mint the Arab cwner of the restaurant at
Perito Moreno keeps on his bar “io remind him of a
home he had not seen” {IF, p. 73}

Anexample in whirh national affiliation is expressed
in terms of overt caricature can be seen in the two old
English spinsters with their “nice ladylike accents” (IF,
p. 112} and their extravagantly colourful make-up,
specifically destgned to conceal their age:

The elder sister was blonde, bright gold to be
exact, and white at the roots. Her lips were a
scatlet bow and her eylids were green. The
younger orne was brunette. Her hair, eyebraws,
suit, handbag, and spetted silk cravat were a
mabching shade of chocolate; even herlips were
a kind of reddish brown ([Hid}.

The niarrator’s attention and precision in defining the
colours flaunted by the old women, apes the
meticuloustiess with which they have been chosen —
but the eye-aching chromatic clashes of gold, white,
scarlet, green and chocolate brown make them resemble
two lifeless puppets. Another caricatire which displays
a scrupulousness to detail, and whose target 1s again an
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English person, is that of Jim Ponsby who the namater
notes is:

[...] certainly, the perfect English gentlemar, of
middle height, with thick grey hair and a eloss
clipped mopustache [...] His dress was the cesult
of meticulous planning: the Nerfolk jacket in
brown hetring-bone tweed, the hardwood
btttons, the opennecked khalkd shirt, the worsted
trousers, tortoiseshell bifocals and spit and
polished shoes (1P, p. 23).

Chatwin's refteration of the definite article denotes
familiarity as well as reinforcing the propriety of his
dress sense (these are the items he would necessarily
expect an English gentleman to wear). Tronically, this
perfect English gentleman is to reveal himgelf as being
somewhat deficient in English matters not concerning
his outward appearance:

*And what partof the old country d"you come
from? He asked.

‘Gloureztershire’.

*Gloucestershire, eh! Gloucestershire! In the
Marth, what?

‘In the West'. _

‘Darnn me, so it is. The West. Yes. Cur place
was in Chippenham. Probably never heard ofit.
That's it Wiltshire".

*About fifteen miles from e’

‘Probably a different Chippenham. And haw
is the ald country getting along? He changed
subject to avold our gengraphiv:a] conversation
{IF, 1. 34).
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Fonsby uses typically bourgoise stock phrases (*'the old
country [...] what? [...] Damn me [...[""} but his
geographical ignorance of his home country finds an
iromic condirmation in the narrator’s laconic replies,
making his outward appearance and behaviour acquite
allthe more the character of ermulation. Whatthisepisode
reveals is one of the inevitable dangers of exile — lass of
memory. For what has happened, of course, is that
Pensby has, inhds absence fromhiscountry, quite simply
forgottensuch things as geographical locations, whereas
the clothes he is wearing have continued tobe a part of
his everyday existence.

Finally, distance, and the disintegrating influences of
Patagnnia itself lead to the fotal loss of identity in Robbie
Ross, the ‘Scott’, who is not only Patagonian-born and
bred but has “ne words of English” (IF, p. 76). He
addresses the narrator solely in Spandsh, as he vaguely
seeks “to feel out affinities of race and background with
a miixture of curiosity and pain® (Ihid}. His inabilify to
distinguish between England and Scotland, which for
him — as the narrator says — are “merely an indivisible
blur” {bid), is indicatien enough of this culbural loss and
is further increased by his being singled out as a figure
of fun by the other members of the road gang who are
otherwige all Latins or Indian half-breeds. His attemnptat
demonstrating some sort of pride before the narrater,
whose account of him is void of atty sympathetic note,
by attacking one of them when he joldngly calls him a
drunk, pairdully exposes the contrast between his lack
of articulation and brute strength and his emotional
Fragility: “The others overpowered him and he began to
cry. It the night Theard him crying and in the motning
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he wibuldn't even lock at another Englishiman® (Ibid).
The last phirase irenically discloses a willful necessity to
transtormm any senseof affiliation inte the ultimate finality
of nan-recognition which is the dead-end zone of exilic
experience.

Exdled From Community

It he is anything, Franeiseo Manuel da Silva is the
prototype exile. Born into a commumity of setflers whe
prafer to endure severe poverty in theharsh and therny
land of the Sertacrather than live in the alien dimensions
of the city and sea of 5an Salvador da Bahia, he “never
knew a titne he was not a stranger” (VO, p. 48). As a
result of being forced to wander away from his home
region after the early deaths of his parents, he beromes
essentally exiled from the human commmunity at large
and although the places through which he moves ére
topologically defined, inreality they delineate thespatial
co-ordinates of a ruthless metaphorical itinerary which
point to the recesses of his own barbaric nature, Therefore,
Brazil and Africa are the geographdeal paradigms of the
condlict i Francisco between civilsation and batbarity,
both te which, as already seen, he displays an uncarny
ability to adapt. But Francisco attains to his dream for
wealth and power only to forfeit his freedom, and fo find
himzelf exiled in the very country in which he initially
sought his fortune. Like Conrad’s Kurtz, he lacks the
restraints of civilisaton and suceumbs fo what Conrad
hirnself calls the “heavy, mute spell of the wildemess" .
Any sense of humanity, such as his retnorse after the

&7



massacre of small childrer® or the fellowing nom-
articulated guilt feelings over his slave trade, are few
and far between: “Often onsleeplesa nights he would lie
and listen to the groan and clank of the barracoon, only
to remetnber the sweet singing in the chapel at
Tapuitapera and roll over with his conscience clean”
(WO, p. 75). Home and exile ate linked here by two
emblematic images of imprisorument and freedom; the
temperary limbo of the barracoon and the security of the
chapel. The cacophonic effect of “groan” and “clank”
perversely evokes the enphonious “sweet singing”, the
latter of which provides Franciscowith a selfjustification
that gives him psychological solace as he reralls “his
heaven-sent vocation to fuel with black muscle the
mines and plantations of his country” {Ibid). Ironically,
his nostalzia for Brazil and his dreams of 3 future life
there are concentrated not on his horme in the Sertac, but
on SanSalvader deBahia (iniHally introduced to him by
the fales of his guardian, the Fortuguese exile Father
Menes Brito), which is the very place that his fellow
village people regard asa taboo. Furthermeore, his feelings
of exile in Ouidah are also undermined by the factk that
even when he is in Brazil his isolation is corntinually
reiterated:

And e the evenings he would atroll past
houses and peer into the lamplitvooms, where
fathers played with children, men played
cards and women smiled as they braided
their hair. He craved theit simple pleasures
of touch and truat; but if & woman saw the
green eyes glinting in the darkness, sha<losed
her shutters and bars of light alid through the
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jalousies and striped his face. [...]

He never passed a village without
dismeounting to waich a congregation at prayer
— yet he coutd never join them (W, p. 573

A& final sense of isolation iz alse indicated in the phrase

“his own sufferings had hardened him to the sufferings
of others”™ (VO, p. 52, which tellingly explaits his
indifferencetowards othersas otiginating in an apparent
self-indifferencs, Set beside this, the distortion of the
following reverie is most revealing: -

And da Silva was always dreaming of Bahia,
Whenever a ship sailed, he would watch the
yardarms vanish intethe night, thenlight a pipe
o the verandah and sink inte & reverie of the
future: he would have a Big House, a view of the
sea, grand-children and the sound of water
tinkling through a garden. But the mirage would
fade. The sound of drumbeats pressed against
his temples and he had a presentiment that he
would never get out of Africa (VO, p. 78).

Chatwin’suse of free indirect discourse here offers arare
moment of internal focus as the repetition of the
conditional “would” undetrlines the frustrated nakure
and repetitivity of Francisco’s habitual thotghts as well
asshowing them gradually dissolving from the positivity
of a futre dream into the negativity of a future reality
{“he would watch [...] he would have a Big House [ ...]
the mirage would fade [...] he would never get out”).
Indeed, Francisco’s recollections of kds former life can
never erase images that continally underline his sense
of isolation and exclusion:
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IMemories of Brazil kept passing before his
eyes: the miserable mud house, the pendulum
afhis dead mother's leg, the criea efhischild, the
pendtents at Monte Santo, the treasures of the
Cottbinhos. .. (WL p. 881

The repetition of the definite article reinforces the
persistently haunting rhythm of the paratactically co-
ordirated <lauses which act lile a series of blows to his
tormertted mind. Indeed, any attemprs to refrieve some
soTt of connection with his home country are finally
defeated:

Facing his bed, he hung up a panorama of
Bahia, but thesight of itradehim homesick[ ... ]
His desk was stacked with old Brazilian
newspapers. He bied to puzzle aut the politics
of the new Empive, The names meant nothing,
He gave up and only read the advertisements

VO, p. 100Y.

Nevertheless, it is also ttue that Francisco's sense of
Africa ag a prisen from which he cannot escape is, {o a
cettain extent, itself an illusion In the first case, he is
given the chance to leave but pride and greed haold him
back. Also, his naive idea of himself as a sort of hero
serving his own country, completely backfires since, as
a result of the clandestine nature of his slave trade, heis
either ignored by his fellow countrymen, particularly
his old “friend’ Joaquitn, ot patronisingly humoured by
themn so thathe dees not realise until itis far too late that
he has been completely isclated by the very people he
believes he has been serving so ‘gloriously’. Ultitmately,
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he is notonly exiled from bds own ecuntry, butalse frem
himself. The fact that he displays such an uncanny
ability to shiftnonchalantly between habits of civilisation
and barbarity leads t0 a sense of self-estrangement that
prints to his fundamental inhumanity and also justifies
the narrator's frequently associating hitm with the devil.
His exile iz further reinforced on a textual level through
the distancing effect of the third person extradiegetic
narrative voice which presumably dees not share
Prancisco’s code and not only allows him a strictly
limited verbalautonomy {reduced to a handful of phrases
In direct speech and a few snatches of letter writing) but
also provides a general lack of a psychological or
emotional one at the expense of an aesthetic perceptual
focalization in an attepnpt fo produce a distaneing effect
on the reader.

Dahomey, similarly ko Patagonia, represents an extra-
territorial ditnensien for people from other countries.
Eutwhereas Patagoniahosts the oppressed or therefuges,
Dahorney is a tertitory for exploitation on the part of
Fortuguese, French and British colonisers. Francisco
himself entertains the French, the British and the
‘Brazilians' respectively. The ‘Brazilians’ arethe children
of ex-African slaves who have managed to buy thedr
freedomn and, erticed by the idealized descriptions of
their exiled relabives, arrive with one-way passports and
all thelegititnate curissity of first generation immigrants
only to discover that: “the fetid swamps were far from
the paradise of their grandmothers” tales” (VO, p. 1100
1t is one of the ironies of the novel that Francisco takes
pity on them and conceeds them plots of land when he
hears of the threata to their lives onthe part of the African
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natives. As g result the ‘Brazilians” turn Ouidah info a
colourful and cheerful Little Brazil:

The whole town changed colout. Instead of
dull pinks and ochies, the houses took on the
hues of a Brazilian garder; and as the women
leaned over their half-doots, they seemed to
be wearing thetn as an esxtension of their
dreas {V0, p. 110).

The total tetamorphosis of the tewn is underlined in
the humerous symbiosis between the women's dresses
and the doors of fheir houses. However, the Brazilian
exiles represent a disruptive and ultimately negative
foree for Francisco as well as the community at large.
Their lack of cultural memary is such that that they have
comnpletely forgotten the plight of their ancestors and
display an utter insensitivity towards the passing slaves
being shipped off to Brazil whom they regard with a
callousnostalzia as they ircnically bid them ‘Boa Viagem?!
Jarinte is the epitomne of their hypoctisy, sighing over
the fate of his ‘black brothers’, then, later, breaking his
partmership with Francisco and selling slaves himself to
the Americans. It iz alsc Jacinto who persuades the King
to confiseate Francisco's gold which leads to the latter's
final undeing. The presence of the ‘Brazilians’ alsoresults
in the yellow fever epidemic in which hundreds of
blacks and mulattos die, including ten da Silvas.
Thebeginning of the novel is cranumed with detailed
descriptions that do not exclude elements of decadence
and decay as if to enderline the bigoted pride and
conservatism of the da Silva family who, although they
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hawve lost all association with their country of erigin,
continteto identify themaelves withitas well as annually
celebrate Francisco’s death in order to recall “a lost
Golden Age when their family was once rich, famous
and white” (VO, p. 14}

They called themselves ‘Brazilians’ though they
had losttheir Porttgiese, Peopleslightlyblacker
than themselhves they ralled ‘blacks’. They called
Dahomey Dahotriey’ long affer the Head of
State had changed its name to Benin (IiHd).

Thenovel outlines the family’s mutation from exiles info
emigrés and there is a final poetic justice in the fact that
they ate ultimately seen as an expression of Francisco’s
ownrootlessness, The Brazilians have ‘metamorphoged”
into African citizens to the extent that none of them
(besides Mama Wéwe) can speak their native-language.
Thus, the novel traces a circular process from
SETTLEMENT to MOBILITY to EXILE to SETTLEMEINT
which is countersigned by loss of original cultural
icdentity. Prancisco, the ancestor of a family of settlers,
who himself comes from a comemunity of settlers, is
destined to live as a wanderer in exile and to find in his
exile his final condition of immobility and it is in this
eondition his family now lives. In this lght, there is an
ultimate irory that the marble plague the family erect
under thestatue of StFraneis gives more details regarding
the time and place of thelr ancestor’s death than hds
birth, in particular his birthplace in which only his
country s given:
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FEANCISCO MANUEL Tha SILV A
MNascido emn 1785 Brazil
Falecido 2 & de marqe 1857 etn Ajuda (Owuidah)

(Veh p. 213

Thelatter omdssion is appropriate and reinforces the fact
that Francisco ultimately never really finds a home
artywhere,

Although Matna Wéwé is, on one level, a sedenfary
character, on another she also represents a continuation
of her father’s exilic existence. She 18 distinguished from
the rest of the family i being not only Francisco's sole
remaining direct descendent, but also, fronically, its
only white member. Herappearance afterthe firstsection,
which is characterised by the noise and beisterousness
of the multinide of family members gathering together

to celebrate the anniversary of Francisco’s death,-

reinforces, by contrast, her loneliness and alienation
within the commmunity. Whereas the rest of the family
superficially flaunt their “difference” before the other
Adricans as a sign of thelr superiority, she is the only one
wha actually retains the memory of their origine and i
therefore closest fo the reality of their exile. Her very last
words to them on her one hundredth birthday, before
she falls into silence, are a reminder that they ate
Brazilians, a fact they have nevitably neglected since
nome of the family are able to understand her when she
speaks Portuguese on her deathbed. Mama Wéwé's
disillusions and disappointmentsin life foree het further
and furtherinto the abyss of astate of exile characterised
by immnobility and her surroundings reflect the obstinacy
ofher proud withdrawal from the outside world with all
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of the objects that surreund her, as is discussed in the
first chaptet, converging upon the one obsessive idea of
venetating the memeory of her father The gradual
intensity of this veluntary withdrawal from the rest of
the family, which concurswith their fearful aveidance of
het, is progressively delineated in the narrative:

She shut herself in her reom and lay face
dawnward [...] Cinly when her pillow was wet
through did ahe realize the extent of her
lansliness (Y, p. 32).

L]

Onebyone, heracquaintance narrowed tohet
maid, her Mahi slave-boy, her father and the
red-haired stranger (VO p. 38),

(-]

The next few years washed over her without
disturbing her selitude (VO p. 400,

[..]

Marna Wéwé sat another sixty years in the
curdled ndour efrottingbrocade, hereves glued -
b her father's portaibleoratory of the Last Supper.

(VO, p. 42).

Wama Wéwé's gradual isolabon is characterised by a
tuthless process of exclusion to the point of her being
finally unable to distinguish between “the living, the
absent and the dead” (V(3, p. 35) and with her only
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absent and the dead” (VO, p. 35} and with her only
visual praspect being her father's pairding of the “Last
Supper”. This regression leads to a limbe-like state in
which her hold on life becomes astenuous asher hold on
death (it is ne aceident that she is presented by the
narrator as “a skeleton whohappened to breathe”, VO,
F- 29). The vision she has on her death bed is a
confirmatien of this, for its descriptive elements reveal
her confusion betwesn the English lieutenant, with whom
shefallsinlove asa girl, and the Christfigure in fhe “Last
Supper”; on the cne hand, the fact that the man is
described as having eyes of the “colour of the market-
women's beads” {¥O, p. 31) recalls the formet, and on
the other, that he has red hair, the latter. This confusion
iz significant since she ultimately lives mote in the
fantasy world of the painting than she does in the real
world, Inthisway, her deathbecomes the final refusal of
the phjectivity of the real world for the subjective world
of the Imagination.

Exiled From Events

Although the infernal world of "The Vision” in On The
Biack Hill represents comfort and security for the fwins,
at the sarne bBrne it marks a boundary between England
and Wales: “The border of Radnor and Hereford was
said to run right through fhe middle of the staircase”
OBH, p. 10. The land around their farm also represents
a boundary between the intimacy of their mdcroworld

25




HWalgd England

- — =0 O Mmoo —

and the external world and ecnsbtutes the barrier that
maintains the twins’ exilic condition from that world:

The boundary of this cuter region can also be
characterised in terms of hostility {as in Amoss feud
with Tom Watlins), but it is also, objectively, a barrier
from the outside world itself as represented by the rest
of Wales and England. It is therefore significant that,
although the twins love to go an walks, these walks are
defined within spatially limited destinations {ironically
named ‘Welsh’and ‘English’). Inthe “Welsh walk up the
mauntadn, and the English walk’ to Lutlkenhope patk
mobility 15 restricted to a ‘knowable’ area which
ronstitutes aberdetline territory that cortesponds to the
borderline represented by their own home. At the same
time the borderline county of Radnorshire in the novel
hasbeen described a5 a strange world, set apartfrom the
flow of history®. Certaindy, historical events are narrated
m such an oblique and laconic manner that the
comumunity is seen at a tangent to them, The outbreak of
World War Cne, for example, is introduced by sommeone
casually “calling over the hedge that the Germans had
marched into Belgium and rejected England’s ultima-
tum” ((OBH, p. 80); the end of the Second World War is
referred to in a short colutmn on the far side of a page of
the local newspaper in which the main headlines concern
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of Lewis'sscrapbookas vears of “spectacularair crashes”
(OBH, p. 203). As has been seen, the twins’ negative
experiences of the First World War only increase their
mistrust of the ouside world. The external world of the
events of the Second World War “washed over them
without disturbing their solitude” (OBH, p. 183). It may
be nated how the active comshruction of this sentence in
reversing its subject, reinforces their isclation m its
implication that it is the outside world that consciously
avoids conflicting with their world rather than vire
versa. In contrast with the rest of the community, the
twina’ isclation from external events is the consequence
ot a deliberate choice that is not entirely unproblematic,
On the one hand, their ‘conservation” of “The Vision”
indicates a resistance to the passing of time and an
attempt to create their own private, mythical realm.

Ewven their temporary itvterest in archeclogy and Celtic -

saints is essentially a-historical. On the other, the objects
they aceumulate in the houge and to which they become
s0 attached (family photographs, paintings, Lewis's
scrapbpok, etc) are not only connected with the intimate
sphere of affections, but are also products of the external
world they apparently repudiate. At the same time
Lewis's frastrated passion for the outside wotdd, which
binds an outlet in his serapbook of airplane disasters, is
finally resolved on an empirical level in the plane flying
sequence towards the end of the novel.

In The Semglings, exilic experience is intrinsically
corthected with the condition of mobility and regarded
as the ultimate form of escape from civilisatton and its
“mindless materialism” (SONG, p. 3} The symbiosis
between exile and mobility is embodied in Atkady

98



{Chatwin’s Ideal Neomad) and the songlines that so
fascinate the narrator and Arkady are the symibol of the
condition of exilic liberation the latter incarnates. As the
sonof a Russian refuges, hehasno predispositiontolive
a conventional life in subnrban Australia and this is
something the narrator, quick to point cut qualities that
distinguish him from the other white Australians,
immediately realises:

He had a flattich face and a gentle smile, and he
moved theough the bright Australian spaces
with the ease of his footlonae forebears.

His hair wag thick and atraight, the colour of
straw. His lips had cradked in the heat. He did
not have the drawn-in lips of s0 many white
Australiang in the Chetback; nor did he swallow
his words, He rolled his r's in a wery Russian
way [SONG, pp. 1-2).

This description characterises Arkady m terms of
aszociation and dissociation, wherehis associations with
the aberiginals and his Russian heritage are set against
qualities that dissociate him from the other Australian
whites. From the irdtially deceptive trait “flattish” the
desctiption unfolds aseries of positivesemes thatcluster
around the binary qualities of gentleness (“gentle”,
“bright”, “straw” ) and roughness (“footloose”, “thick”,
“exacked”). Arkady ismadetofee] his difference towards
the other Australian people more than once in the book,
particulatly in the following exchange with a Folice
Patrolman:

@9



“¥ou're not Australian’, he said to Arkady,

THlaody am Australian”

‘Mo, you'rerot. Leantell you'tenot Australian’.

Twas born in Australia’

*That doesrn’t make you Australian’, he
taunbed.

Wy pecple have lived in Australia for five
generations. 5o where was your father bornd”

Atkady paused and, with quist dignity,
anawered, My fathet was born in Russia’.

‘Hey!" thepelicemantightenad his fovelip and
turned to the big man.

What did T tell you, Bert? APom and a Com!’
(SONG, p. 137).

The policeman’s sense of right of citizenship and cultural
affiliation is measured in terms of a temporal factor, the
arbitrariness of which isironised by his exact nutrbeting -
of “Hve generations”. The fact that Arkady 1s a first

generation Australian dees not make him Aunstralian in
the policernan’s eyes. Theexpletive “bloody™ in Arkady’s
reply indicatesbothhis indignation and hyper-sensitivity
which is also evident in the ait of quiet dignity with
which he unflinchingly reveals his father’s origin in a
complete, rather than elliptic sentence. However, unlike
his father, who expresses a belated nostalgia for his
fatherland, and his mother, whao reads Russian novels
and folktales and sends her children to Orthodox Maszs,
Arkady, although he exhibits a degree of pride In his
Russian heritage, shows few signs of having inherited
the exile’s nostalgia for his home country. In one rather
rare insight he discloses his sense of unease at being a
Russian in a country of Anglo-Saxen prejudice and
bermoans the fact that Eastern Europeans did not arrive
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In Australia first since they are the only pecple who
“ecould cope with wide horizons”, in contrast with the
AngloSaxons who, being islanders, have afear of space:
“"We', he added, could have been proud of it. Loved it
for what it was” (Song, p. 142). There is a strong senze
that Arkady’s pride in his Russian origins in reality
serves to intensify his own self-pride fostering a
determination, commdat sense and sensitivity thatmake
hitn an ideal mediator betwesn the Aboriginals and the
whiternen which reinforces his psycholnglcal associatinn
with their mythological world.

The Songlines also deals marginally with the concept
of exile in terms of the aberiginals” special relationship
with the land. For the aboriginals, the land iz not only a
geographical reality, but a complex series of invisible
pathiways. Thus, they make no distinction bebween the
metaphysical and the physical, for they see these two
aspects as interchangeable. Nof only, but the notion of
the dreamving is alse synonymeus with the law {as is
pointed gut in the first chapter), it is the “Way of the
Law” (SONG, p. 2], in which each tribe has its part and
“is responsible for maintaining and enhancing itself and
the whole, while respecting the other parts that do
likewise"¥, Since this poses o physical resistance to the
white man's progress, it follows that the Land Rights Act
concede the aberiginals the title to their country
“providing it lies untenanted” (SONG, p. 4). For the
abeoriginals this simply means preserving their liberty,
which, in most cases, is “the liberty to remain poor”
(Ibid), and it is Arkady’s job to mediate between the
white men and the aboriginals and assure thatno sacred
rights are being destroyed along the path of the white
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man's progress. In spite of this intrusion on the part of
civilisation, however, itis theaboriginal who ultimately
owns the land because his hold on it transcends the
mnaterialistic®, Paradexically, the aboriginal's very
existence depends upon a state of exile in which to feel
at home in a country depends on being able to leave it
and thisis why every tribehas to cultivate relations with
its neighbour. Itisalen why, although the ab criginals do
not concedve of territory as “a block of land hemmed in
by irontiers” (SONG, p. 62} they do see if as “ar
interlocking network of ‘lines’ or “ways of thought™
(Thid). As part of their oral culture, territory, for the
aboriginals, “tends to be conceived, perceived and
represented in graphemic terms”**. Therefore, their very
existence hinges on this special form of exile in which
belonging to the land essentially means not to possess it
materially. In this light, what constitutes exile is very
different to Father Terrence’s sense of it as being the
result of the aboriginals’ iselation from civilisation. As
Father Flynnexplains the consequences of the aboriginal
who strays from his path to Bruce:

“I'g sing a vetse out of order”, Flynn said
sotribrely, “wasactitne, Usually meant thedeath

penalty”.
¥ pam see that”, T said. “IFd be the musical
equivalent of an earthquake”,

“Worse”, heacowled. *Ttwould betouncreate
the creation” (SONG, p. &4}

The aboriginal’s concept of exile is connected with the
idea of his totemicidentity whichallows him bo transcend
ordinary reality by relating to something other than
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himnself. It is his totem that orients him while he is alive
50 that to uncreate” it, in the way described by Father
Flynm, isto disobey the ‘law’ and tolose his own wayand
therefore his own life, To trespass on anether’s songline
becomes the ultimate form of exile; death.

Like Benjamin and Lewis, Utz also has the same
“selfish abstraction from the demands of time™®
preferring to elude the cutside world, towards which he
manifests a cold aloofness, by retreating into the static
wotld of his percelain statues. The description of Utz
joyfully parading them before the intrigued natrator to
the accompaniment of a classical music record may
expose the excessive love of the callectar which barders
on childishness, bt it also serves to underline the a-
temporal dimension of the world to which he has
withdrawn. The description becotmnes an elencation in
which each sentence is temporally marked by the
auxilliary “would’ asif to reinforee thehabitual nature of
the permanent activities of the staties — a permanent
present (“Scaramouche would strum on his guitar.
Brighella would liberate peaple’s purses, The Captain
would swagger childishly like all army officers [...]7 T,
p- 113). But the point of view of the description is, of
routse, the first-prarson narrator’s and he observes Ute's
enjoymentwith themelancholicrecognition that: “Things
are the changeless mirror in which we watch ourselves
disintegrate” {IHd} in spite of the fact that “for him, (Utz)
this world of little fipures was the real world™ (U, p. 114).
et Utz himself isnot completely unaware of the painful
paradox that the collection holds him a prisoner. His
continual wanderings between Switzerland and
Czechoslovakia are the product of a doubls urge: an
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urge to escape the claustrophobia of Frague and life at
close quarters with Marta and the lifelessness of his
statues and an urge to escape his phoney existence in
Vichy whete food loses all taste, recreation all interest
and where people are suspicious or ittitating pregences.
After a series of negative expetiences, including his
failed attempt to court the Belgian woman and his
dissatisfaction with his culinary experiments, he comes
to the ironic conclusion that “luxury is ordy luxurious
under adverse conditions” {1, pr. 80). Paradoxdcally, the
possibilities of freedom offered by exile fill Utz with
sheer dread:

Why, he asked hirnself, when he had steeled
himself to the horrors of war and revolution,
should the free world present so frightening an
abyas? Why, each time hesank onto the mattress,
did he have the sensation of falling, like the
elevator, threugh the Hoots of the hotel? In
Prague he slept zoundly. Why did sleep elude
himn here? (U, pp. 80-1).

The reiterated paradigm of dejection (“abyss [..] sank
[...] falling” and later “shrunk™) refers both to Te's
sensations as well as his sense of alostheld on things. He
is therefore caught in a binary conflict between the
Easternand Westernworld; the cutside world of objechve’
reality and the subjective world of his porcelain statues.
He eventually realises that the Westis a false alternative
to the East, “that ant-Communist rhetoric was asdeadly
as its Comnmunist counterpart” (U, p. §7), but this does
not completely restrain him from his fretful anmual
pilgrimages to Vichy. Af the same tirne heis engaged in
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astruggle against the outside world which concludesin
his final triumph in eluding the state museumn from
taking possession of his statues after his death. THz's
relation to the paradigms of the settler, the exile and the
wanderer are ultimately complex since all three states
are made to converge in him. Yet, because everything
depends upon his increasing his collection of porcelain
statues, he necessarily embodies a paradoxical atternpt
to reconcile a strong gense of place with an equalty
strong conviction of displacement and temporal
restlessness. Therefore, although his acceptance of a
period of reluctant exile in Vichy followed by aperiod of
reconciliation in Frague becomes the paradox around
which his life revolves, the fact that he learna to accept
this paradox is also his triumph.

Exiles’ Homes

Aswith his settlers, Chatwin’s descriptions of his exiles’
homes offer significantinsights, in this case by primarily

underlining the essentially binary nature of their

existence, Fortheexile’shome canmanifesttwoopposing
tendensies: on the one hand, by experiencing home as a
negative space, a means of reaffirming a lost cultural
heritage: on the other, by re-creating “a version of home
abread™, an expression and testimony of cultural loss
that leads to rejection and even self-abnegation.

In In Patagonia, Chatwin frequently reveals fhe esctent
of the exiles” bonds with their origins by representing
the hotne asaspace inwhich they continue fo dreamand
Lveintheit nativelands. Aferall, as Bachelard observes,
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“the house we were born in has engraved within us the
hierarchy of the various functions of inhabiting™®.
Whereas, for the settler, the home underlines continuity
in imeand space, fortheexile ithecomesthe embodiment
of a dissociation between time and space. Therefore, the
home asre-creation of the absentnative place, represents
a physical means of contact with the motherland.
Architectural style and interior decoration and design,
together with personal possessions, take onanimportant
function as objective correlatives, 5o that the exiles’
hoanes become icons of their cultural identity such that
cultural affiliation is frequently represented in terms
verging on cliché and earicature. The homeliness of the
Englishman Bill Philips's house, for example, les in the
fact that it has been constructed precizely as “a
prefabricated cottage with big windows and a wonderful
view" (IF, p. 13}, typical of an English country cottage;
the room in Sonny Urquhart’s house contains Vietorian
easy chairs with rings made by damp whisky glasses on
their wooden atmrests; Anton Hahn'shomeis practically
areplica of aSouth Gertnan village house with “the half-
timbering infilled with white plaster, the prey shutters,
the wicket fenee, scrubbed floors, painted panelling, the
chandelier of antler tines {...]7 {IF, p. 62); Casimir
Slapelie’s cheerful room with its decorated curtains and
flowers, “all made in the Balticway” (IF, p. 68} is a direct
reflection not only of his own hormeland but alse of his
Lively temperament and open generosity; Archie
Tutfrell’s house, on the other hand, displays a spartan
pragmatizm wotthy of an English puritan: “His domestic
arrangements were a lesson in ageeticistn; a shower, a
narrow bed, a desk, and two camp stools but
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ne chairs [...]7 (IP, p. 90); Clarita Geodhall’s house is
literally an English import with “green windows and a
soft red roof and has retained the plumbing and the
upright presence of a Victorian parsonage” (IF, p. 127);
Mr Hobbs's house, likewise, looks like “a gentleman's
shooting lodge”, and is full of English flowers which still
grow “long after the English themselves had gone” and
shreds of William Morris wallpaper still stubbornly
adhere to the upper landing (IT, p. £5}; finally, Herman
Eberhard leads the narrator into his 1320 style German
house containing steel chairs by blies Van der Rohe.
Suchanelencation showshow architectural design serves
to re-affirm national identity as well as reveal aspects of
the exile’s own personality. Buf the nartator also uses
another recurrentdescriptive element in his descriptions
of homes to expose the exile’s fear of cultural loss,
namely in his deseriptons of drawings, paintings and
photographs which serve to fire their imagination in
their atternpt at cultural retrieval Sonny Urquhart’s
prints of willewy gentlemen and ladies in crinolines and
Archie Tuffnell’s photographs of ladies and gentlemen
in hunting gear, for example, reveal a quaint nostalgia
for a comfortable middle-class existence of bygone ages
that contrasts with the harshness and loneliness of life in
Patagonia, Ali, the cocksure Persian, crams his place
with abjects representngmiddle-class Teheranincluding
“cigarette boxes painted with scenes from the
Shahnama® (IF, p. 35} that recall his country's more
glorious past and which he evidently feels the need to
reaffirtn; the Russian wornan's ” two paintings of Russian
subjects daubed landscapes dimly remembered by a
fellow exile” {IP, p. 5%) reinforce the agony of her exile
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(as evinced in her persistent questions to the narrator of
the plight of her fellow exiles} precisely because the
romanticised landscape of the painting is the result of 2
distorted vision through temporal and spatial absence
and exclusion. The murals painted by the Swiss sopra-
e, an the other hand, are mote cheerfully assertive:

She had covered every inch of wall with
murals, samein paint, some incoloured crayons
[.]

A yeliow aun [...] played over the sail of
yachts driffing on a summer's day; on cafés
hungwith Japanese lanterns; on the Chatean de
Chillon, mountain chalets and the Ile des
peupleirs (IF, p. 61

In contrast with the Russian woman, whose past rematns
a dark enigma of which the narrater can only make
certain assutnptions, the Swiss soprano reveals a vivid
memoty of the seenes of her youth through her bright,
colourful and energetic compositions which reflect a
zestfor life which still prevails however much part of an
evocation of anirretrievably lostworld. In keeping with
the Germanic style of his house, Anfohn Hahn displays
antler tines and lithographs of the Rhineland while, not
altogether incongreously, the Lithuarnian Casimir
Slapelic has a signed photograph of Neil Armstrong. In
contrast with these various examples of intimate
recollections and attachments is the old man’s pictures
of Hitler and General Rosas pasted on a bare wall and
which have becomed browned over with the passing of
tiunie, a spatial-tempaoral description that foreshadows
that of the Jones twing” kitchen.
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At the opposite end of such descriptions of
preservation and accumulation, the Canary Islander’s
home {ironically located on the site of amythical Golden
City}is characterised by disintegration and evacuation,
the result of an indifference and neglect brought on by
incurable homesickness:

He sat in a pink-washed kitcher, where a black
clock hammeted out the hours [...] The house
wasa all passage and unused rooms. In the salon
a aeftee flaked patches of guilding to the floor,
The optimistie plumbing of half a century had
collapaed and recked of ammenia (I, p. 82},

Thechromatic contrast between the pink-washed kitchen
and the black clock, together with the disturbing manner
in which it “hammers” out the hours, indicate an
underlying tension which accompanies the limbo-like
atmosphere of abandon reinforced by the unlived in
rooms and roftting fumiture. Furthermeore, the elements
indecay are rendered as the prime actants of this process,
as evident in the transitive {where cre would normally
expect an intransitive} use of the verb ‘flake’. The
itrevocability of the process is also underlined by the
appalling conditions of the plumbing where even the
basicnecessities of civilisation fail to operate. Thenarrator
adds a final blow to this depressing description, which
may be seen as a mefapher for the old man’s self-
abandon and lost held on life, with the hailstones
battering the currant bushes of his garden.

The extreme alternatives of preservation and
accumulation on the one hand and disintegration and
evacuation on the other are recurrent paradigms in
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Chatwin's descriptions of hischaractershomesin general
and effectively symbolise their contrasting dilemmas.
This is eloquently illustrated in Mama Wéwé. The
description in The Viceroy of Ouidahin which she cotverts
her father's bedroom into a shrine n his honor exposes
the inzanely obsessive side of accumulation and
preservation:

She and Roxa made rosaries. They made
reliquaries. They made wreaths of artificial
flowers fromn sea shells and they improvised a
Hoely Ghostfrotna Pirevitte teapot in the formof
a chicken They hung up the panorama of Bahia,
the picture of Judith and some religicus colour
prints: SantaMartawith a pairofbleeding hearts;
Santa Luzia smiling at her owmn two eyes lying in
the palm of her hand,

The head of the Paptiat they set cn the alter
table V0, p. 41).

Theinappropriacy of dedicating such aplace of worship
to a slave trader is later pointed out to her by one of the
missionary fathers. Buf Mama Wewé's hyrsterical reply
{“But he sent them to PARADISE” VQ, p. 42) exposes
her total ignorance of Christian religion and the iconic
value of its symbols, as seen in the fact that the two
women make the religious blend in grotesque
juxtaposition with the barbaric. Thus, the canvass of
Judith and Helephemes, for example, is in strident
corirast with the rosary beads and wreaths of artificial
flowers with which the reom has been decorated, Bama
Wéwé's shrine is an attempt, to cherish the memory of
Diom Francisco by freezing the moment when his
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irdluence and power were at theirheight. Indoingsoshe
superitnposes Francisco’s “image” on her own
surrotndings and succumbs to a fortn of utter passivity
to the point of obliterating her own zelf. As a result,
accumulation and preservation paracdoxically lead to
gvactation and disintegration as her house gradually
falls into a state of ruin:

Theyearaslipped by and nobody repaired the
kouse. The thatch rotted, the shutters splintered
and, whenantsundenmined the floor, her rocking
chair would no lenger rock. Weeds sprang up in
the rainy season, bleached for lack of light.
Fatrhes of mould spread cwet the walls; 2 delta
pfred streams fanned put from the wesps’ nests
intherafters and cutacross the tertnite trafls [ ]

Duom Pranciseo’s wardrobe held together by
its paint surface alone, lastad unil 1957, when it
collapsed, revealing a wreckage of whale bane
gtays and shreds of black taffeta that tluttered
upwrards like fales of carboniaed paper.

Spiders had turned the parret cage into a grey
tent. The pictures were peeling, and all bwelve
Apeatles saten away toleprous atumps (VO, p.45).

Apart from the verbal accumulation which, particularly
Erom anaural pointofview through the juxtapositioning
of plosive consenants, creates an averbearingly clogging
effect, the descripton is riddled with lexemes referring
to the paradigms of DESTRUCTION and DECAY:
“rotted”, “splintered”, “undermitied”, “bleached”, “rut”,
“mould”, “collapsed”, “wreckage”, “shreds”, “flakes”,
“carbemised”, “peeling” and “leprous”. The struggle
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between man and nature takes on Darwinian
implications as the overgrown plant-life gradually
invades and irradicafes the various parts of the house
and the humanity it embodies. Initially an extension of
Ivlama Wéwé's seli-assertion, the house finally collapses
and rofs, with its leprous stumps being at once cormota-
tive of her own physical decay as well as, b}f extension,
that of the family’s in general.
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Nomads

False Nomads

In Patagonia Rewisited, Chatwin affirms: “If we are
travellers at all, we are literary travellers, A literary
reference or connection is likely fo excite us as much as
a rare animal of plant”?, This exposes a paradox, for in
his underlining of the centality of literature in the
traveller’s experience, Chatwinis payingindirecthomage
toifsinventor, the settler. Atthe same titne, since literature
is the invertion of settlers, “the nomadic record looks
black mmiﬁng’ “Land, as a result, Chatwin is at pains in
his essays to vindicate nomadic existenee to the extent of
defying the seftler's smug yet fearful attitude towards
“thesavage wrecker of progress™, by evoking a personal
myth of nemadism as a preferable alternative o
sedentary life. Chatwin's thematisation of the nomad in
his works takes root in his idea that restlessness is
intrinsic to man, though only overtly evident in certain
individuals or communities. Furthermore, this
restlessness is tnardfested in terms of abinary opposition:
on the one hand, it expresses the release of pent up
feelings of negativity and rejection {anger, frustration,
etc) which lead to vielence and destruction, and on the
other, it is an expression of an all-embracing acceptance
and sympathy and is synonymous of physical and
spiritual liberty. Thus, the idea of the nomad's moral
superiority continually stressed in Chatwin's essays
and articles —together with the spirifual and intellectual
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gratifications of travelling as a form of liberty and escape
fromn the trappings of sedentary life — iz not altogether
the straightforward concept it initiatly seems, because
thenature of Chabwin's nomadic characters depends on
the very different types of restlessness they manifest as
wellasthe diverse influences that motivate them. In fact,
a4 progression may be delineated in the nomadic
typologies of his works from In Patagonia and The Viceroy
of Cutdalt, in'which cutlaw, renegade, o1 fugitive figures,
prevail, to On The Black Hill, and The Songlines which are
altnest exclusively concerned with natural nomads
whose styles of life reflect a spirital or moral choice, In
the first category, the nomad’s oppeosition to the
eptnmunity comes in the form of rebellion and in this
sense is a falge forme of nemadism leading to anarchy,
whilst in the second it comes in the form of spiritual
withdtawal and self-isclation. This recurrent polarity, -
which distinguishes ‘false’ notnads from ‘real’ ones, can
be detected throughout Chatwin’sworks. Anotheraspect
which further complicates matters is precisely what
constitutes a nomad, In commenting on Chatwin's owr
synopsis of his never-published book “The Nomadic
Alternative”, the author of The Naked Ape, Desmond
Morris, detects a self-contradiction In Chatwin's idea of
the presence or norof a fixed baset and Chatwin hirmself
wrote In one of his notebooks of his compulsion to
wander being counterweighed by an equally strong
compulsion to return®, The idea of retarn implies a bage
from which one can start off in the first place, and the
guestioniswhether realnomads canbe said to havesuch
abase. It is one thing to consider wandering as an urge
to “break gway from the stultifying habits " of daily Life,
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as Cousineau expresses it, it is quite another for this
notion of wandering as temporary escape to constitutea
permanenteondition. Alse, although some of Chatwin's
nomadic characters function in terms of abase (evenif in
a figurative sense), the real notnad has ne need of one,
sinee the world at large becomes a substitute for home.
Furthermore, thereis the question of whether nomadism
1s actually something so instinctive and inbred inmat as
the narrators of In Patagoria and The Sorglines would
have us believe, or whether it 15 culturally dependent.
The latter aspect is frequently manifested through tales
and stories which have an important function in
generafing the wanderlust of Chatwin’s notmadic
characters. As regards Chatwin himself, journeying
meant almost as importantly, returning with stories to
tell and his own journeys must be seen in this light (“If
we are travellers at all we ate literary travellers”}.

Inu the previous chapter it was noted that the first-
personnarrator’sjourney in In Pategonin is paralleled by
his intertextual mapping of the ¢suntry and that this
feature is characterised by a combinabon of factual
mvestigation and imaginative reconstruction. In this
work, “the narrator deconstructs the spakial linearity of
his journey into a patchwork landscape of Patagonian
fragments” whoese narratives he attempts to piece
together. This process of construction/ deconstruction,
together with the continuons shifting of perspectiveand
interlinking, underline the importance of mobility as a
structural principle of In Patagoris. Indeed, for Chatwin,
a fundamental point to grasp inunderstand ing the book
is the fact that Patagonia represents a symbol of man’s
restlessness being “the farthest place o which man
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walked from his place of origins®® Itis significant that,
whereas the majority of Chatwin’s exiles are comprised
of the people the narrator actually encounters on his
travels {they inhabit the dimension of the ‘real’ journey),
almost all of hisnomads, althmighnon-fictional happen
ta be historical characters or legends {people whom the
narrater cannotmestinthe fleshy, and thus their portrayal
dependsprecisely onthe blend ofimaginativere-creation
and factual/historical accounts sustained by
decumentary sources that are the product of this context-
shiffing and interlinking. Therefore, although having
actually exdsted, they are textualised to the extent of
becoming quasi-fictitious, enigmatic and illusive figures
that inhabit the dimengicn of the narratnt’s imaginary
journey. From hds first worle onwards, Chatwin's
pottrayal of his nomads is grounded on this
mythologisation of tangible evidence that entails an -
apparently plausible balance between ‘indisputable’ facts
and their imaginative re-claboration. The narrafor’s
handling of his first two false nomadic charactets in Jn
Fatagonia is particularly symptomatic of this method.
Buoth of them are introduced from an internal point of
view providing docutnentary evidence through the
quotation of a letter, Their stories are then narrated from
the external perspactive of the narrator to proceed more
and more speculatively and with a strong reliance on
imaginative intuition. The first of these arcounts regards
Mlartin Sheffield, a Texan adventurer of self-illusions
who, besides sesking childish amusemaent by shooting
oif the high-heels of ladies’ shoes, “styled himself sheriff
and wore a star and a sheriff’s hatto prove it” (IP, p. 40).
The second concerns the famous eutlaw Butch Cassidy,
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whose gang the Wild Bunch performed the most
spectacular train robberies in the history of the Wild
West— it was, incidentally, Chatwin’s interest in Butch
Cassidy that initiated his friendship with the Peruvian
writer Luis Sepiilveda. Sheffield’s letter to the director of
anational zao, Dr Clemente Onelli, in which he claims to
have spotted an unknown beast and asks for funds in
order to have it capbured, is as matter-of-fact in tone as
1t 15 approximate in its description of the mysterions
creature the man purports to have seen (a cross between
a swan and a cecedile!). Sheffield begins by slyly
pampering Onellt (“knowing of your concern to keep
the Zaoin the public eye” Itid ), and theninciting him in
a somewhat Imperative manner to send material aid for
an expedition (“in case it proves impossible ko capture
the beast alive, you should send embalming fluid” fhid).
As a result, Onelli wastes no time in calling a press
conference and announcing the plesiosautus hunt, and
the episode takes on such prominence that it becomes
mixed up with the country’s political elections:

Two old age pensioners escaped from the
Hospital de la Mercedes to fight the monster.
The plesicsqurus also lent its name 1o a tarnga
and a brand of cigarettes [...]

Ieanwhile the country was paralysed by a
general election whichwould decide whether to
uraeat its Radical President, Dr Holipslito
Yrigoyen, and some how the plesicsaurua
managed to insert itself inte the campaizn as
emblernatic beast of the right (IF, pp 40-13.

As i5 evident, the plesiosaurus itself (a figment of
Shettield’s imagination, or the result of his tomfoolery)
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interests the narrator less than the impact it had on
Patagonian society. As a result, Sheffield comes across
as a sketch and the account is more interesting for what
it reveals of the narrator and other people’s reacHons
towards him. His conclusion that “the animal’s non-
exdstence must have been evident to whoever stood on
its bank” (IF, p. 41) is already hinted at in a chain of
cataphoric references, first in the deflating deseription
that beging this section:

The lagunita’ lay under amountain of red serees.
It wrag little bigger than a Pclnd and not mote
thana metre desp. Its unruffled surface reflected
the black comifers that grew round the edge
Cootswereswinuming inthereeds. Trweas hardly
a place to abract world headlinea (IF, p. 3%,

then in the villagers mockery of his intetest in Sheffield .
in the firat place:

‘Baht” said Teofily Breide, ‘Sheffield! Fantasia!
Cuentero! Artiata! You know the story of the
plesicsaurus?

Tde'.

Fankasia® he roared and launched into an anecdote
that made the gauchos lavagh (Jkd).

The narrator’s reconstruction of selected episodes from
the life of Butch Cassidy ocoupies a total of six sections
distributed in different chapters in the book. As with
Sheffield, he commences his account from the inketnal
point of view of a letter, in which Cassidy gives a
detailed description of his daily life while in hiding from
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the Pinkerton Agency in Chelila. s lengthy nature
belies Cassidy’'s apparent disinclination for writing and
reflects the slow monotony of a lenely existence. Much
of the letter's syntax consists of strings of long sentences
linked by rorunas rather than full-steps, to create an
infermal, conversational tone as well as denoting the
loose and ramhbling nature of the wanderer:

The only induatry at present is stockraising {that
is in this part] and it can't be beat for that
purpase, for Thavenever seen finer grass country,
and lofs af it hundreds and hundreds of miles
that is unsettled and comparatively unknewm,
and where I am is good agricultural country, all
kinds ofsmall grainand vegetables growwithout
irrigation but [ am at the foot of the Andes
Mountains (IF, p. 44}

Cassidy’s roving, lawless life began as a reaction against
the stifling and corrupting influence of his Mortman
upbringing and his paradoxical realisation that “right
lay the wrong side of the Jaw™ {IP, p. 45). Like Francisco
da Gilva, his wanderings owed their inspiration to
adventure stories: “He dreapned of being & cowboy and,
in ditne novels, read the ongeing saga of Jesse James”
{Ibid), Cassidy's emulation of his hero is synomjinous of
the way in which his own life was to become a blend of
ficticn and reality, commencing with his name: Buich,
being that of a4 bomrowed gun and Cassidy, that of a
yourg cutlaw he befriended when he ran away from
home atthe age of eighteen. He alsoundertook a variety
of activities: “drover, horse-wrangler, mavericker, part-
time bank robber, and leader of men” (IF, p. 46). Like
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Cobra Verde in The Viceroy of Outdah, who only robs rich
women, Cassidy was also selective about whom he
robbed and, as a resulf, was dreaded and hated by the
authorities but loved by poor Mormons to whom he
gave financial aid with Robin-heod like generosity.
Anpctherambiguity abouthim thatfascinates thenarrator
is the legend that he never killed a man and that “his
friends’ murders drove him to fits of remorse” (Ikid).
These two traits of generosity and self-guilt contribute
to teveal a psycholegically puzzling personality that
overrides the simplicity of the stereatype anti-heto and
Chatwin uses an intriguing blend of omniscience and
internal peint of view in his account to underline
Cassidy’s enigmatic nature. Two chapters are taken up
by the narrator's lengthy speculation on the problematic
connection between Butch Cassidy and the Sundance
Kid and two other cutlaws, Wilson and Evans, which
the narvator selves to his own satisfaction after realising
that people’s descriptions of them and their adventures
coincide so perfectly, that thenames ‘Wilson” and Bvans’
could only have been necessary cover-up identites for
twomenso desperately sought afterby thelaw. Likewise,
thestories regarding Cassidy’s death are also the terrain
of coniradiction and speculation, one source suggesting
he was killed in a shoot-out in 1908, and others siting
him as being alive and well as late as the 1930s. The
natrrator, relishing in these conflicting reports, i well
aware of the fact that they heighten the aura of mystery
sutrounding the man {the air of immaortality that always
surrounds pecple whose deaths have not been recorded
or withessed). Doubtless, Cassidy’s nomadic existence
confributed much to his illusory personality, since
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nomadism eludes historical record and social
appropriation and in this sense tends to morth, As with
the episede concerning Martin Sheffield, there isalse a
section anticipating the narrator’'s account of Butch
Cassidy, in the description of the Indian woman‘s rotting
cabin (see p. 50), the builder being Cassidy himself and
the cabin his temporary home while he was in hiding in
Cholila {and from where he wrote his letter). Chatwin's
beautiful photograph shows it nestling quaintly among
tall grass and frees, the perfect idyilic hideout®. But the
rotting cabinisalso afunctional device and synonymous
of the fragmented landscape of Chatwin's narrative
which, in turn, reflects the fragmented nature of his
stories, the impossibility of constructing definite versions
orfinal truths from them. Inasense, Seghora Septlveda’s’
struggle in preventing her cabin from failing to pieces
anticipates and parallels the narrater’s struggle in
constructing adefinite, “true’ version of its buildet’s life-
story. Theirony behind this parallelism, of course, being
that the narrator’s struggle is the product of a playiul
engagement with the imagination which costs him
nothing,

The narrator’s account of the Patagondan revolution
on the part of the Chilean estancia-wotkers, lad by
Antenie Soto, occupies the central section of the book. Tt
iz a condersed version of a long review Chatwin had
previcusly written in 1976 and which was published
posthumously in Anetomy of Restlessness. In yet another
ingtance of self-irony, the namator finds his almost
romantic expectations regarding the revolution
dampened by the Englishman Archie Tuffneli:
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I baught the thres volumes in Buenos Aires and
read them, Escinated; for this revelutien in
miniafure seemed {0 explain the mechantcs of
all revaolution.

Iasked Archie Tuffnell gbontitand he scowled.

‘Bad business, Bunch of Bolshie agitators came
down and stirred up trouble That was one
thing, Then the Atmy came down and fhat was
angther, Shotgood men, They shet good, homest,
reliable men. They even shot my friends. It was
a filthy businesa from sfart to finish’ (1P, p. 95).

But his apparently anachronistic interest in Artonic
Soto’s revelution is, of course, far from political. For he
seesif as paradigmatic of the conflictbetween the nomad
and the settler, reprasented here by the Chilean Peons on
the one hand, and the wealthy estancia-owners on the
other. The notion of revolution, therefore, tales onan a-
historicalbias that contrasts with the immediateconcerns
of the migrants whoe “had a more recent revolution to
think about” {IF, p. 102). In his essay “It's a Nomad
Nomad World”, Chatwin implicitly justifies revolution
as part of a natural process intrinsically connected with
the idea of mobility:

The word ‘revolution’, so cffensive to the
persecuters of Galileo, was originally used to
denote the cyclical passage of celestial bodies,
When the geographical movermenta of people
ate tatopered with, they attach themselves to
political moretnents™

Atthe same time, however, the narrator does not elude
the elements of parody that bedevil Soto’s rebellion, As
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aresultof years of repression, the Chilotes evidently lost
something of their original proud nomadie spirit for
there are few signs of the moral integrity that should
characterise them. Rather, the Peons are depicted as
dumb followers of a charismatic figure, who repeats
stack phrasesfrom Marxistand Leninist creeds in parrot-
fashion and is himself indoctrinated by two men whao
are his superiors in intelligence. Soto's was a restless
spirit and, like Cassidy, he assumed several different
guises: prop boy, mine-wetker, restaurant owner and
anarchistleader, the latter perhapsbeing more consonant
tohis air of “Celtic vagueness and fanaticisin” {IF, p. 95;
which was coupled with a strong puritanical streak. In
spite of the fact that the revolution freed the Chilotes
from their inhibitions, it enly led to murder and
destruction. The energies of years of repression that
were liberated proved to be lethal and, only resulted in
triumph for the cunning forces of eivilisation, as the
Chilotes were captured, rounded up like cattle and
execited en mass. The truth of the matter is that Soto's
inheritence of a fiery Gallicean ternperament was quite
atodds with the placid and fatalistic temperament of the
other Chilotes who had singled him out as “the white
saviowr promised in their folldore™ (IF, p. 97 Sote
himself ezcaped from the country leaving his comrades
to their fate, thiag revealing a disconcerting selfishness
hardly worthy of a real leader: “But Soto said he'd 2un
for it, said he was not made for dog-meat, said he'd
continue in the mountains or abroad” (IF, p. %9). Soto’s
self-vindication is made all the more brutal here by
Chatwin's use of free indirect diseewrse, which comes
unexpectedly given the objective tone adopted for mest

¥



of his account. The last part of Soto’s life completes a
circle in that it followed the nomadic pattern of his first
in which he assumed a variety of professions: miner,
trucker, ciné-projectionist, fruit-vender, farm-worker
and restaurateur, as well as wotking in Mrs Chatles
Amhurst Milward's iron foundry. The fact that “his
earlier incarmation™ (IP, p. 95) — as the narrator
significaritly calls it — was spent as a prop-boy for
travelling actors it which he took small insigrificant
parts from time o time, foreshadows the sham acting
involved in his playing the anarchist orator.

Similar to Soto in his “limited intelligence and
boundless conviction” {IP, p. 116), Simon Radowitzky
nevertheless exhibited far more daring in his selfless
acts of rebellion. After dropping abombinto acar, which
killed the Director of State Frisons, he was jailed for life
and deported to a prisen in Ushuaia in Patagonda. Since
hebecameso popular withhisinmates, he was constantly
victitnised and tortured by his jailers. Newvertheless,
with stoic determination and self-pridehe “greeted each
new indignity with a smile” (IP, p. 118). Eventually, fwo
Argentine Anarchists hired Fascualine Rispell, “a
Neapolitan ‘pirate’ open to any kind of commission”
(Ibid), to help Radowitzky escape, buthe was captured
shortly after. Twelve years later, Radovitzky was
pardoned by Fresident Yrigoven as a symbelic gesture
to the working classes and on his release was welcomed
by a crowd of cheering anarchists who were later,
however, tobecome dismayed by his mild manners and
complete ignorance of current political affairs. The main
purpose of Radowitzky's story is to illustrate Chatwin's
paradigtn of the old quarrelbetween Abel, the wanderer,
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and Catn, the hoarder of property, with Abel “taunting
Cain with ‘Death to the Bourgoise™ (IF, p. 118).
Radowitzky, like Abel, is seen as a vietim of the
bourgeoise, and this differentiates him from the other
renegade figures of the bock., He was abandoried by
zociety, exploited and manipulated by his friends whe,
atter his release from prison, used him as an errand boy
for their clandestine messages to Brazil, In fact, it was
during one of these errands that he was caught again
and putunderhouse arrest but, withno possessions and
ne home, was forced to go back to prison. Since
Radowitzky derived much purpose and moral
sustenance from his long period of confinement, prison
itomically became his true homebase, so that: “Onge free
[.-1” he “sank back into obscurity and nerveus
extbiaustion” (I, p. 11%). As withSoto, here alsonomadism
ofters the renegade no way out of his existential dilem-
ma, but ordy increases his sense of self-loss.

The traits of ignorance and brutality that constitute
the negative paradigms of Chatwin’s “false” nomadic
characters are particularly evident in Jemmy Button, a
Fuegian native captured by British seamen, who, like
Francisco da Silva, demonstrated an nncanny tendency
to alternate between civilisation and barbarism. With
respect to the previous nomadic characters, the narrator
renders his imaginative reconstruction evenmore vivid,
particularly in the sequence describing Jemmy’s early
lifer

Hisbirthplace wasanarbour of greensaplings,
sods and rancid seal-skins. His mother cut his
umbelical eord with a sharp muasel-shell and
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ramoned his head againgt her copper-colored
teat. For bwo weats the feat was the cenfre of his
universe He went everywhere with the teat
Hishing, berrying, canoeing, visiting cousins, ot
learning the names— as complex and precise as
Linnaean Latin — of everything that swam ar
sprovted, crawled or fHew.

Uneday theteattasted horrible, for hismother
had smeared it with rancid Blubber. She told
hir terplay withboyshis ownage, now hecould
chew a steak of seal (IF, p. 120).

An interesting intratextual background to the above
passage 15 Chatwin’s essay “It's a Nomad Nemad
World”, In which he expresses the belief that babies of
the bushtnen hunters never cry and are among the most
cortented babies in the world as aresult of being rocked
into contentment by their mothers” swaying walk'. His
imaginative description of Jernmy Button's infancy,
however, is far from idyllic and the brutal matter-of-
factness of his birth and the inflexible discipline with
which he is brought up is rendered in an incisive,
uncormpromising prose. s style foreshadows that of
The Vicgroy of Ouidah, consisting, as it does, of short
atomic sentences reinforced by lexiral iferns connotative
of violence and aggression {“rancid”, “cut”, “sharp”,
“rammed™). The description of the mother’s copper-
coloured breastis not only indicative of the colour of her
skin but, in evoking the metal, also appropriately
underlines herlack of motherly tenderness. The cotseious
attention Chatwin always devotes to the verbal texture
of his prose can never be insisted on enough, and here
the predominance of the sibilant /s/ and plosive /k/ in

130




ramnined his head against her copper-colpurad
teat. For Bwo vears fhe feat was the centre of his
universe. He went everywhere with the teat:
fishing, betrying, canoeing, visiting cousing, or
learning the names — as complex and precise as
Linnasan Latin — of everything that swam or
sprouted, crawled or flew.

Umeday theteat tasted horrible, for histmother
had smeared it with rancd blubber. She told
himto play with boys his ownage, now hecould
chew a steak of seal {IF, p. 120,

An interesting intratextual background to the above
passage is Chatwin's essay “It's a Nomad Nomad
World”, in which he expresses the belief that babies of
the bushmen hunters hever cry and ate among the most
contented babies in the wetld as aresult of being rocked
into contentment by their mothers’ swaying walk'. Hizs
imaginative description of Jemmy Button's indancy,
hewevet, is far from idyllie and the brutal matter-of-
factness of his birth and the inflexible discipline with
which he is brought up is rendered in an incisive,
uneompromising prose. Its style foreshadows that of
The Vicerpy of Owidah, consisting, as it dees, of short
atermnic sentences reinforced by lexical itemns cormotative
of viclence and aggression {“rancid”, “cut”, “sharp”,
“rammmed”). The description of the mother's copper-
coloured breast 1s not ondy indicative of the colour of her
skin but, in evoking the metal, also appropriately
underlines hetlack of motherly tendetness. The conscions
attention Chatwin always devotes to the verbal texture
of his prose can never be insisted on enough, and here
the predominance of the sibilant /5/ and plesive /k/ in
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the first two senfences effectively conveys the harshriess
of the boy’s life on a phonological level. Jemmy’s
kidnapping by Captfain Robert FitzRoy, is also
imaginatively rendered in a series of semantic
transferences (IINIFORM — COSTUME, COIN — DISC
and PADDLES -+ WHITE WING), that create an almost
idyllic vision which is the result of the infernal point of
view of a primitive mind: "A tall person in costume
beckoned him and he leaptaboard. The pink manhanded
the uncle a disc that shimmered like the moon and the
canoe spread a white wing and flew down the channel
towards the source of pear] buttons” (IF, p. 121). The
second phase of Jetmnmy’s life was characterised by the
influence of civilisation which became his new home
base and in which he was sent to a boarding school
where helearned “to preenbefore mirrors and fuss over
his gloves” (Ibid). Such petty vanities are a grotesque
contrast with the savage barbarism that resurfaced in
him altnpst overndght on his return to his istand on
Charles Darwin's “Beagle” and the stoning to death of
eight white people he later planned “out of anger at the
miserable presents sent him from England” (IP, p. 125
can be seen as another anticipation of a similar episade
in The Vicergy of Cidah in which the King of Dahomey
goes to war agamst the Britishafterbeing shocked by the
measly presents he receives from them. The narrator
speculates on the nature of nemadism through a
cansideration of the opposite views of Charles Darwin
and RobertFitzRoy and suggests, debatably, that Jemmy
Button helped Darwin initiate his theory that man had
evolved from an ape species (Darwin was certainly
nowherenearsuch a conception at that time), His reaction
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towards these savages, “the most abject and miserable
creatures” he anywhere beheld” (IF, p. 122) is, for the
natrator, bypical of the naturalist's conternpt of mankind.
FitzRoy, who was equally puzzled by them, was
particularly precccupied by a temporal-spatial problem
that led him to form a fable-like theory of migration as
having its origins in rebellion:

Sornewhere, under the canvass of Asia Winor,
the scms of Shern and Japhethloved scme black
slave girls, of the cursed line of Ham and Cush,
and fathered the race of reddish mulattos, who,
would people Asiaand the Americas. Natarally
the fathers preferred their legitimate offapring
to half-vastes, and the latter, chafing at their
bendage, walked qut. Their craving for freedom
stirmilated emigration in all directions “and
eventually perpetuated that passion for
wandering which we see today in the Arak, the
trigratory Malay, the roving Tartar, and the
South American Indian” {IF, p. 122).

Thus, FitzRoy explained the degenerate condition of the
savages asa consequence of the brutal change in climate
they were forced to endure coupled with their gradual
loss of cultural memory, This isin partoffered toelucidate
the enigmatic Jemmy Button who, like Francisco da
Silva, displays an uncanmy ability to swikh from
barbarism to civility:

In 1855, the Patagenian Mission Society's
schooner “Allen Gardiner” anchored in the
Murray Narrows and haisted the Tndorni Jack
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Un impulse her captain, Parker Snow, shouted
Temmy Buften!” and a shout rang back acrosa
the water: “Yest Yea! Jatnes Button! James Button!’
A stouf man paddled up, asked for clothes, and,
‘locking like a baboon dressed for the occasion’
tock tea in the captain’s cabin as if twenty-one
years had melted away (IF, p. 124}

Theincongiity ofthe sceneis underlined by the captain’s
impulsive cry and the blend of animal-like elementa in
the description of Button {“paddled up [...] locking like
ababoon™) with the nonchalantmatter-of-fartness of his
asking for clothes and the formality of the phrase “tock
tea”. The juxtaposition here of Button's real home base
{(savagery}with his acquired homebaze (culture), makes
this sudden transformation inhim all the more grotesque.
The narrator concludes the chapter with a succession of
images paradigmatically associated with the civil /savage
aspects of Jemmy’s life and the rhetorical nature of his
guestions as to which of these images he remembered
most as he pagsed away from the world only confirms
his sense of the ultimately perplexing nature of this
character: “We cannot know whathe remembered ashe
passed from the world — a copper coloured teat? The
stomach of aman called Majesty? Or a man - sating lion
on the steps of Northumberland House?” (IP, p. 125),
The episodes narrating the life of Herurd Grien,
cerfaindy one of the most curious characters of In
Fatagoniy, are spread over four separate chapters and
intetlaced with the narrater’s account of Charley
Milward. This structurally appropriate procedure
evidently intends to underline Grien’s almost comical
tendency to popup atary time and inthe most unlikeliest
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of places! Grien possesses all the picaresque qualities of
the classic seoundrel, and his presence, particularly his
continual encounters with Milward, provide a comical
glement to the narrator’s otherwise earnest account of
his Great-Uncle, Like some of the previous falsenomadic
firures, Grien was born into a tamily of poor peasants
from which he ran away at a very early age. For seven
vears he lived on the fringes of a theatrical group as the
footman of an ageing actress, after which he “assumed
the career of the drifter” {IP, p. 157) taking on a head-
spinning array of profeszions: butler, cook, dish washer,
photographet, landscape painter, business salesmarn,
waiter and quack-spiritualist. He is another character
who incarnates a blend of fiction and reality that is
consonantto Chatwin's narrative rrethod in In Patagenia.
[tmay not be going too far toassert that, ina sense, hecan
be seer1 as a ‘malignant’ parody of the narrator himself.
He certainly shares Chabwin’s deliberate mystification

of the categories of fiction and fact. When, for exatnple,
a journalist suggested his life story would malke a best
seller as fiction Henri would not hear of this: “by now
dream ard reality had fused into one” (IF, p. 157}, Later,
under the false name of Louis de Reugeimont, he gavea
totally invented account of his expertences as a castaway
n Australia, living among Aboriginals and becomning a
tribal chief, After this was haclked into aboolk, becoming
an instantbest-seller, Grien's real identity wasuncovered
by suspicious journalists. Yet in spite of being howled
put of academic society: “The traveller withstood the
attacks withunblushing calm and resumed the theatrical
career of Henri Grien” (IF, p. 159). The fact that the man
was nat totally veid of self-irony is apparent in the ttle
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of his show, “The Greatest Liar on Earth”, as well as his
anglivising of his fake name inte Louis Redmand!
However, unlike the previous renegade and rebel
characters, Grein, in spite of treating the world asastage
and pecple as bds fools, was ultimately harmless and, if
arything, only his own worst enemy.

The correlation between wandering and acting is, as
has been seen, a recurrent one among Chatwin’s false
nwmads and it primarily serves to reinforce their lack of
integrity. At theheart of what differentiates his false and
real nomads lies the fact that real nomads “never roam
aimlessly from place to place™ and that for them
movement is morality. The real nomad, unlike the false
riomad, remains true to his ownself. Onthecontrary, the
aimless wandetings of Chatwin’s renegade characters,
rather than consolidating their identity, lead to self-
disintegration. Cassidy, Soto and Grienassumed avariety
of disguises to conceal their real identibies; Button's
introduction into civilised society generates a culture
clash which caused a split in his personality and
Radowitzky paid the price for his liberty and eventually
sank inte obscurity.

As with Butch Cassidy, adventure stories serve as an
impetus for Franciscoda Silva's wanderlust. Tris another
case where story-telling exposes a restless character to
his dissatisfaction with the world he inhabits by epening
up the possibility of other wotlds. As one critic has
expressed it: “[...] far from being an Innocent activity,
storytelling not only derives significance from situation
but also has the power to change human situations™. In
Francisco’s case, advenhare stories initially open his
eyes to his innate loneliness and desire to escape from
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the poverty and squallor of life in the Sertao, However,
that his nomadic impulses clash with his instinetive
urges canbe seen in the Fact that neither ishis restlessness
cured by travelling nor is it relieved when he settles
dowrn to married life. If anything, it becornes even more
exasperated and threatens to release pent-up feelings of
bloodlust and wiolence. In fact, he soon comes to the
maddening realisation that he can enly give vent to the
negativeaspects of his personality through mebility, but
that at the same time mobility itself cannot annihilate
them. Francisco’s nomadic experiences can be divided
intothree distinct phages, each constituting a progression
towards a certain kind of self-lnowledge, The first phaze
occurs when, as aboy, he ndes away from the convent
on the dying Marmelzhing’s hiorse and spends seven
years drifting through harshbarren landacapes knowing
happiness “only if it was Hme to be departng” (VO, p.
53). Chatwin’s prose is particularly terse and paratactic
in deseribing this period of Francisco’s existence:

Duststorms burnished his skin. His clothes
reeked of sour tnilk and horses. When drought
tore athis throat, he soothed it with an infusion
brewed from the tail of a rattlesnake.

Faces he forgot, but he remembered the
sensaticris: thetaste of the armadillomeatroasted
in clay: the shock of aguardiente on the tengue;
the pleagures of hot blood spurting over his
hands, or of pissing down the leg af his horse
{VO, p. 531

Although Franciseo experiences worsehardships during
the drought, this initial nomadic phase not only renders
him conscious of his isolation and Lloneliness, but also
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underlines the intensity of his physical sensations, both
pleasant and unpleasant. The images are ennumerated
in a zeries of flashes, as if to suggest the transitory nature
of each moment, but the iterative nature of the passage
indicates arecurring pattern. Francisco’s second nomadie
phase follows his abandoning of his wife and child. In
this sequence his wanderings become a necessary alter-
native to his bloodiust which is increasingly aggravated
by the sedentary existence of married life. To save his
fatnily from his wrath Francisco needs to undergo self-
punishment by wandering through theharsh landscape
again so that his “escape’ beromes a necessarily self-
imposed exile. Consequently, his sense of self-mistrust
while living in civil society precipitates his eventual
choice to live in the African funge:

He passedthroughvalleys of white dustwhere
men in white went digging for tubers. Jerked
heef was his faad, dried fruits and wild honey:
water he pressed from the roots of the umbu.

Sometimes there was no grass, but sharp
sedges only and the horses falling from hunger.
Thejourneys wers endless, overempty harizons:
thesound of hools on chips of silica, the crack of
dead branches, the crack of rainless thunder, the
shriek of a vulture —whatever brake the silence
weas sadder than silence (WO, p. 56).

The above description is partly mock-biblical. The
functionof the desertas a means of purging the individual
soul (the references to wild honey, for example recalls
John the Baptist} and fasting are religious coneepts. But
the eeriness of the landscape is somewhat reminiscent of
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the final section of T. 5. Eliot's The Waste Lantd and its
whitetiess renders man and environment uniform and
lifeless. Lexemes referring to drymess{ “jerked”, “ dried”,
“no grass”, “chips of silica”} and the insistent rhythm of
the parallell clauses {“the crack of dead branches”, “the
crack of rajnless thunder” and “the shriek of a vuiture”),
together with the cacophonic cotnbination of “crack”
and “shriek” recall the drought during Francisco’s
boyheod, as well as indicating his own spiritual and
moral woid, This stage culminates in a scene of extremne
bloedlust in which, to give further vent te his violence,
Francisee works alongside butchers and salters =5 if to
“purge himself in bloed” {VO, p. 58). In the third phase
of his wanderings, before he leaves Brazil for Dahomey,
story-telling again serves as the initial Impulse for his
desire to travel to Africa:

Teromitmo bald hirnstories efmudbrickpalaces
Iined with skulls, of tribes who exchanged goid
dust for tobacoe; & Holy Snake that was alsa a
rainbow, and kings with testicles the size of
avocados. ’

The name 'Dahomey” took toot in his
imaginaticn (¥, p. 62),

The amalgam of randemly juxtaposed exotic images are
like the indeterminate matter of 3 pre-creation chaos in
Prancisco’s mind until they acquire a semantic unity in
‘Dahomey’, whichis appropriately ‘called into existence’
In a separate paragraph. The actual sea-jowmey to

Dahomey is excluded from the syntagmatic chain of

narrrated events and reduced to a summary in which
preparation for the voyage concludes chapter three and
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Francigeo's arrival opens chapfer four. This strategy is
jus‘l:iiiedbythefa.r:tthatmobilityisb}rnow,fﬂr}'rancisco,
only a means to an end. Also, this third nomadic phase,
1mlike the second, is not metvated by guilt, {Francisce
is ordered to leave by Joaquim and feels an almost
inhuman indifference towards both himself and the
things arcund him). “Drifting aimlessly round the City
of All Saints in a suicide’s jacket of black velveteen
bought off a tailor's dummy” (VO, p. £3), Francisco
seems to become a substitute for the dunumy itself as he
drifts mechanically and aimlessly round the city, a prey
to little 1urchins who kiss him on the lips and pick his
pockets. The main paradigm of this phase is death, as
apposed tothe lifelessness thatcharacterised his previcus
lirmbo-like, nomadic existence:

His principle amusement was to follaw
fumeral processions. One day it would be a
Flack catafalgque encrusted with golden skuils.
The next, a sky-blue casket for a stillborn child,
oragrey corpsewrapped inashroud of banana
leaves (Thid).

Francisce's attraction for funerals may be explamed by
the fact thathe unconsciously sees them as a mirror ofhis
ownspiritual death. Itmay alsobe significantly recalled
that when he is given his assigrunent for Cuidah “all
present congratulated the man they knew would be a
corpse” (VO, p. 65}. It is therefore no acrident that the
Tarrator, at this point of thenovel, gives a description of
the final form his lineaments have taken, as if to drive
homme the impossibility of any redemption from the fate
he is falling into. For already, he is like “a man who is
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lying at the bottom of a precipive whete the sun never
ghinez"”. In the above passage, the fuxtapositioning of
the contrasting lexemes “golden”/“skulls”, and “sky-
blue” /“stillborn child”®, recalls the strident contrasts of
the Africanjungle, and Francisco’s detached amusement
anticipates the nature of his cruelty as a slave trader. Tt
1s particularly significant that, on his arrival in Africa,
Francisce lies down fo listen to a symphony of frogs, the
same animal he had previously “sinashed to a blood-
streaked slime” (VO, p. 55), and that their presence no
longer disturhs him now as he rocks himseif to sleep in
his pwnrhythm —asifto suggest thathe has put himssif
entirely into the hands of his own fate. Finally, the
nomadic phases that demark the procesaes of Francisco's
self-knowledge irenically conclude with his spiritual
and civil deathand his thwarted attemnpts to escape from

Africa and to return to his home base in Brazil merely -

undletline theirrevocability of the fact. By plotting their
spatial /structural progression using Greimas’s semiotic
model the relations of confrarity, contradiction and
complementarity which delineate the course of
Francisco’s plight in the nowvel will become all the more
evident:

Life —_— - = = = = Death

Hon-death * Hen-life
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The three phases of Prancisco’s warlerings can thus be
schematised as follows: Phase one = ESCATE FROM
DEATH, phase two = EETREATFROM LIFE and phase
three = DRIFT TOWARDS DEATH (L —+-D —-L = T¥,.
The mobile dimension of his life stops at the third stage
of the values charted on the semiotic square, This is the
stage in which he decides to live in the paradoxical
situation where “the dead were more alive than the
living” (¥, p. 88}, and where he himself lives a living
death. Thus, this state may be seen as an oscillating
between D and -L. Although it is true that the quasi
degree-zero narratorial tone of Chatwin’s novel means
there is the lack of an mnherent or explicitly moral
framework of values to guide the protagomist, theses
values ate not completely absent — as evident in such
instances as Franciseo's momentary guilt feelings (see
pp- 85-9). The fact that the ommniscient narrater chooses
to almest completely shun the idea of an internal
psychological /moral penetration of his character, makes
suchisolated moments all the more eloquent and further
reinforees the hard and alien quality of the book.
Whereas Francisco’s wanderings ultimately confirm
his state of forced exile, Utz's anmual teips to Vichy
merely cotsolidate his predilection for alife of settlement
In Prague. The essentially alienating experience of these
sojourns ondy leads him to recoghise, not without a
touch of cynicism, that his real destiny lies in that city
sinee “it suited his melancholic temperament” (U, p. 82},
The spatial coordinates that constitute Titz’s journeys
{Prague — Vichy — Prague} reiterate a frustrating
oscillation between newly acquired freedom and
consequent boredom with thatfreed o, together witha
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paradoxical longing to return to a claustrophobic
existence with Marta (faithful guardian of Utzs home
base) and his collection of porcelain statues. Not onky,
buthis returnjourney alsorepresents anact of perversity
in being the opposite route taken by all the other Czech
citizens. The recurring nature of these journeys causes
the idea of mebility, for Utz, to become equated with
uniformity and sammeness:

The joutney was always the samne: to Geneva,
formeetings withhisbankers and anantiquaire:
an to Vichy, and to Vichy cnly, to taste the
waters, to breathe the fresh air of freedom that
rapidly went stale, and order more expensive
meals which would disgust him.

He would then bolt for home like a man
putsued by demems (1F, p. 89).

The iterative style of the narrative here emphasises the
routine nature of all of Ttz's trips to Vichy. The sense of
sarneness that results leads to a reversal of the Chatwin
creed thattravelling constitutes a beneficial simulus for
the brain. Utz's pilgrimages offer ne development or
metal improvement and their repetitive, cyclic nature
merely confinms his isolation from the external world,
Notonly, bub Utz is caught in a double dilemma because
he alzo suffers the same symptoms of madness and
introspection during his sedentary periods athome. His
feelings of fury recall those of Prancisco after he marries
the potfer's daughter, and it is interesting to note that in
each case the presence of a woman and an innecuous
abject {in the case of Francisco not an object as such but
hiz baby child, and with Utz the porcelain statues) only
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serve to aggravate the situation. Mevertheless, the
sameness that characterises Utz's exile in Vichy is quite
different to themonotory thatcharacterizes the sameness
of his sedentary life in Prague, for in Vichy he is
cortinually made aware of his loneliness, his only
contacts being formal encourters with bank men and art
dealers. Itis perhaps no accident that what preys on his
mind mest is not his collection of porcelain statues =0
miuch as the thought of Marta left behind alone in the
apariment, and this feeling cfremarze makes him realise
the extent to which his exile is fundamentally lacking in
the warmth of hutman comparnionship and affection,
which only she can provide. It is therefore significant
that altnost all of Utz’s direct discourses during this
sequence express negativity and rejection: It could
never have happened in Czechoslovakia® [...] ‘No,’ he
told himself. ‘T arn not enjoying this”. [...] ‘Ne, no’, Utz
repeated. Tam certainly net enjoying this.” [...] (U, pp.
68-9] ‘But L won'tbe going home, (U, p. 71} [...] ‘“This i
disgusting’, Utz muttered. ‘No, itis impossible I should
stay here™. (U, p. 87). THz's rejection of the outside
watld is further evinced in his apparent indifference,
similar to the Jones twins, towards the Second World
War which, compared to the world of his porcelain
collecHon, is so many Twises off (U, p. 114). It is also
evident in the episode in which he pores over a pocket
atlas pondering on the possibilities of living in another
country. Thisparticular momentenactsa conflictbetween
the physical and imaginary dimensiong of geographical
space, iIn which Ttz, the fireside traveller, is no longer
prepared to take the risks that real travelling, embodied
by the atlas, invelves:
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Switzerland? Ifaly? TFrance? Three
possibilities. None of them inviting, Getmany?
Mever. The break had been final. England? Mot
after the Dresden raid. The United States?
Impossible. The noige would depress him
dreadfully [...] Australia? He had never been
attracted by the colonies. Argentina?® He was
toa ¢ld to tange (U, p. 81).

The use of free indirect discourse and the paratactic
structure of the interrogative + explanatory clauses here
i suggestve of Ukr's casual dismissal of each country.
This hostile attitude corroborates the prejudices of his
own mental mappings which are partly based on first-
hand experience and partly on mere hearsay with some
countries reduced to single semantic associations:
Erigland = “Trresden raid”; The TFSA =*noise”; Austra-
lia = “cvolondes”; Arpentina = “tango”. Whereaa Utz
reduces such large scale things as countries to superficial
sterectyped images, he iz obsessively meticulous
regarding the tiny and intricate details of the microrosm
of his porcelain statues and engages in a complex
discussion with the narrater on the origin of the word
‘porcelain’ and the historical associations regarding ifs
properties. Any sense of libetation for Utz from his
confined wotld is contained in the novel’s ambiguous
ending where the possibility of his having destroyed the
collection is contemplated. But this allusion remains
ambiguous, and because Utz represents an aspect of the
real author himself, ultimately reflects Chatwin’s own
attracHon Srepulsion for possession which is 4 constant
problematic in his works.
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A False-Real Nomad: Lewds Jones

On The Black Hill explotes the effects of enforced
settlement on what is essentially a nomadic sensibility.
Lewis Jones can be seen ko represent a link between
Chatwin’s false and real nomads because, in spite of the
dominart traits of mobility in his character, these are
never allowed to be expressed to their full potential
These traits are evident from the narrator’s openin 14
deseription of him which is acomposite of semes equating
triobility and physical strength stretching acrass time, sq
that while as a young man he is both “tall and stringy”,
and has “a steady long limbed stride” {OBH, F. 10}, also
“even at the age of eighty he could walk over the hills all
day, or wield an axe all day and not get tired” (Thsd).
Lewis's constant urge to communirate with the external
world is metonymically conveyed by the description of
his hat, which has become worn by his fingers asa result
of continually lifting it fo every stranger he meets. His
grey and dreamy eyes are, significantly, “set well back
into the skull” (Ibid) as if to underline the finality of his
withdtawal from the outside world His “yearning for
far-off places™ (OFH, p. 13] i5 all the more inflamed by
his “passion for geography” (Ibid), although his
knowledge of the stbject is ironically limited to “a 1925
atlas whenthe two greatcolonial empires were coleured
pink and mauve, and the Soviet Unton was a dull sage
green” {Jpid}. Like Cassidy and Francisco, both Benfamin
and Lewis are fascinated by adventure stories,
particularly Sam’s tales of local folklare, But it is Lewis
onwhom such stories makea lasting impression. Durin z
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their sea-side holiday, for example, it is he whe is
enraptured by the tales of the lobsterman:

He pictured hitself on the crow'a-nest of a
full-rigged ship, seanning the horizon for a palm-
fringed share. O he woudd lie among the sea-
pinks, stretching his e ko the skerries where
seagulis wandered like patches of sunlight, while
green rollers thumped on to the rocks belaw,
and sent up curtains of spray (OBH, p. 71}

Theinterrelation betweenreverie and reality canherebe
detected in twe sequences {*he pictured himsel”/"or
he would lieamong the sea pinks”). The first, concerning
Lewis's reverie, is characterised by the dimension of the
SEA, whilst the second, which describes the external
reality arcund him, by the AIR. It is nin accident that the
two sequences are demarked by the canjunction “or” to
indirate alternation and interchangeability. For the Fact
that Lewis’s day-dreamings are conditioned by vividly
felt external circumstances renders them all the mote
tangible. The perund “stretching”, deviantly applied o
Lewis's eyes, is particularly forceful in underlining the
extent of his desire to reach the heights of the seagulls as
well as significantly anticipating theair asthe dimension
that is to occupy Lewis's daydreamings: (“Lewis still
dreamed of far-away places but his interest had shifted
toairships” OBH, p. 88}, Thus, all of Lewis s movements
away frotn the farm are presented in terms of escape.
The firstinstance in which he is sent to work at aneatby
farm in order to avold conscription during the First
World War indures anitnrnediately noticeable transition
in him:
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Hekeptthemallamused with steries of lifeon
a big farm. He liked his job. He liked to tinker
withthe new-fangled machinery, and had driven
a ractor. He liked looking after the pedigree
Herefords, He liked the bailiff [...] {OBH, p. 99).

The paratactic clauses here elicit the four tmes repeated
“he liked”, so that there is no question at all that Tewis
enjoys this first experience away from home. It is
Benjatmin wha begins to pitie and becorne obgessed with
the reality of their separation, eventually enticing his
brother home through a telepathic message when he
almost freezes to death in a snow blizzard. Lewis's
second meve away from the farm is after his sexual
encounter with Joy Lambert. However, this irordeally
produces the opposite eifect, for although he escapes
Benjamin’s wrath, Lewis 1 nevertheless “drawn
irresistibly in the direction of home” (OBH, p. 1800, His
retiarn to his hote bage, when Mary dies, is therefore
already an inevitable cutcome, s that any mobility on
his part only finds itsrealisation within the linnted eyclic
movement represented by the patterm ESCAPE =
SEFAFRATION / RETURN = REUNION which is
paradigmatic of his conflicting yet inextricable
relationship with his twin brother. The home base is
alwayssomething fo which Lewis reacts and towhich he
has to finally succumb, In the fivst chaptetr it was
suggested that this may be seen, on a symbolic level, az
adramatization of the repressive infhuence of settlement.
In faet, Lewis suffers in stasis almost to the same extent
that Benjamin suffersdn maobility. In spite of this, he is
eventually vindicated for his cramnped existence on the
farm when Kevin arranges the plane flight for them on
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their eightieth birthday. Here the chronotopic dimensicn
of thenovel (atlegstfrom Lewis's perapective) is reduced
femporally to 10 minutes and eollorated in an extra-
spatial dimension {above the Black Hill):

And suddenly he felt — even if the engine
failed, even if the plane took a nose dive and
their souls flew up to Heaven — that all the
frustrations of his cramped and frugal life now
counted fornothing, because for ten magnificent
minufes, he had done what he wanted to do
[(OBH, . 240).

Lewis's euphoria, here rendered in free indirect
discourse, is a culminating point in his life, so that it is .
pethaps appropriate that the following chapter concludes !
with his death. As already noted, Lewis's departures .

from the farm are transitory and Iead to his inevitable

retiarn, During his second and final ‘escape’ the farmers _
who encoutter himn are “astonished by the blankness of {
his stare™ (OBH, p. 180}, thelexeme “blankness” fittingly
undetlining his loss of identity and threat of delf-
annihilation However, incontrastwith Lewis’s eventual
reconciliation as permanent settler, Febecca, who is
thrown out of the house by Amos in disgrace, after
becoming pregnant is never heard of again. The
description of the 1909 photograph inwhich “she appears
a5 a whitish blur® (OBH, p. 5%) while Berjamin fries to
stop her wriggling, is a prignant anticipation of her
texhaal annihilation,
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Feal Nomads

In his essay Nowmad [noagions, Chatwin makes the point
that since the nomad is a mobile pastoralist, his hunting
terhniques are concerned with keeping animals alive,
unlike the hunter whose techniques are for killing
animals. Furthermore, he scoffs at the tdea that nomads
roamaimlessly from placeto place and rather than being
the symnptom of an innateneurcsis, anomadic migration
is “a guided towr of animals arcund a prediciable
sequence of pastures, “Tthasthe same inflexiblecharacter
as the migrations of wild game [, ..] "% As a resultof such
a patterned lifestyle, nomads are “resentful of, and
resistant to, change”, and at the same time “notoricusly
irreligions”?, though their migrations are a form of
catharsis which, like religion, satisfy a human need
brought on by arcdety. Consequently: “fjourneying] -
cortributes towards a sense of physical and mental well-
being, while the monotony of prolonged settlement or
regularwork weaves patterns in the brain thatengender
fatigue and a sense of personal inadequacy™®, Such
anthropologicalissues aside, the quality of “wellbeing”,
which is certainly not an irherent feature in all of
Chatwin's nomadic characters, becomes 2 means to
distinguish false nomads from real ones. It is alsp a
quality intrinsic to the sense of his own nomadic
condition. Indeed, it is difficult to diseuss the nomadic
theme in eomplete dissociation from the real anthor
since it is so central to his own nomadic experiences
which served to perpetrate a self-mythology.
Florentine Selis is a prototype of the kind of ideal
nwpnadic figure that becomes so cerrtral in Chatwin's
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works and is also the first real nomad the narrator meets
in In Patagonia

Hiz face wasburned a bright everred, and wher,
he took off his hat, there was a sharp line where
the red ended and the white begar. He was a
wanderer, without wife or house, owning
nothingbuttwisleekcriollo ponies, theirsaddles
and a deg (TP, p. 57).

Although this is little more than a sketch — it is typical
of the concern with visual surface structure present
throughout the book — there are two significant details
that capture the main paradigms of nomadic existence
here. First, the sharp line dividing the red and white
parts of Florenting's head {a chromatic contrast which
recalls the red and white fingernails of the Swiss Sopra-
na) symbolically highlights the intensity of a life of
wandering — red being indicative of exposute to the
elements and thus synonymous of vitality, whilst white,
by contrast, hints at the relative non-expasure which
would be characterizsed by a life of settlerment”. Second,
the narrator mentions Florentino’s almost complete lack
of possessions and human ties — a recurrent motif with
all of Chatwin’s notnadic characters. In spite of the
apparently neutral tone of this description, there is the
narrator’s concealed approval that the man's only other
possessions — “a few cattle stamped with his brand” —
are left alone to freely wander the rough carnps of the
trontier, as well as his possibly endearing observation
that Florentine is “awkward in company® (I#d). The
reader is also given a glimpse into the light-hearted
nature of this apparently humeurless man when the

150 |



rartator, who falls from his horse, on looking up sees
“the sad mask of Solis break into a smile” (IF, p. 53). The
discrete, non-aggressive traits “sad” and “smile” reflect
the essential compesure of a nomadic spirit living in
quiet serenity with the universe.

In contrast with the anti-social Florentino is the
cheerful, idealistic modern-style nomad Paco Ruiz, an
gighteen year-old lorry driver and Ché Guevera look-
alike with “the beginning of a beer stomach” (IF, p. 76).
Paco, dislikes walking, butloves driving and his passion
for his lorry, Rosaura, anticipates Lewis's tractor as sex-
surrogate in On The Black Hill: “He and Resaura had
been on the road for three months, When she wore ouf,
there’d be money for a new Rosaura and they'd drive on
and on forever” (I, p. 77). Such morbid attachments to
machines in Chatwin prove ulimately negative. Lewis
becomes a fatal victim of his tractor. Less dramatically,
Paco's lorry ‘betrays” him by bursting a tyre:

He waa caked with grease and dust, ved in the
face, and showing sipns of lasing his temaper. He
dug abigger hole under the axle, got the chasis
jacked up so far, and even gotboth wheels back,
But they were askew and he couldn’t tighten the
nuts and he started booting the whee] and
screaming: ‘Puta... puta... puta... puta..
putana... puka,.. puta...” {{#d).

Hewever, Chatwin's theme of the idead nomadic
condition iz most extensively explored through his three
main nomadicfigures: Chatley Milward, Theo The Tent
and Arkady. They are the three central figures in Chat-
win'sworks throughwhich heattemnptstoconstructhisomyth
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of the Ideal Nomad. AN three share the commeon traits
that constitute this ideal figure: physical strength and
resistance, gentle or gentlemanly manners, self-pride
and disarming honesty and sincerity. Together, they can
beseen asrepresentative of the three approaches Chatwin
generally adopts for all of his characterizations:
biographical, fietional and ‘biographical-ficticnial” and
each represents a particular stage in his exploration of
the ideal nomadic character. In spite of the decidedly
mmaginative embellishments to his portrait, Charely
Milward is grounded on a real person, what is more a
metnber of the author /narrator’s family; Theo The Tent,
on the otherhand, iz essentially a fictional character with
a precise functional role in the novel, and Arkady,
althéugh ablend of factualand fictional elements whase
real life-madel has been the object of much speculation
— is ultimately a fictionalised presence that serves to
consolidate the author/narrator's theses on human
restlessness.

Charley Milward, who besides initiating a recurrent
problematic in Chatwin’s writings regarding the nahure
of the distinction between fact and ficton®, has a two-
told functar: one, as flesh-and bivod character and the
otheras textual construct. Both aspects are characterisad
by a mythical representation which is indicative of the
narrator’s sense of pride in sharing the hereditary traitof
hizs restlessness with one who, for him, was “a god
amongmen” (IF, p. 5), as well as his idealisation of 4 kind
of nomadic existence Milward exemplifies and upon
which he models his own text. There is a double
subjectivity in the intertextual interplay between the
narrater’s own narrative of Milward, and his
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trangeriptions from his journals, to the effect that both
textual levely are made fo corroborate towarda a
sympathetic view of the roving sea Captain, The
Intradiegeticfunction of the narrator’s account, however,
belongs to the first level because he is responsible for
selacting the tewtual elements necessary for the diegesis
he presents, whichis an already subjective {(and therefore
biased)account. Hisportrayal of Milward can be divided
nto two sections. The frst — (Ch 72-52), the lengthiest,
is charactetised by a “faithful’ and detailed tranzeription
of the events narrated by Milward in his journals on the
part of the intradiegetic narrator, whe, in this way,
liminalizes his owrn anthority asnarrating presence. The
second (Ch 83) is paradigimatic of the textual process at
work throughout In Petegowia. Here details dwindle to
make way for fragmented pictures and images, together
with scraps of information based mostly on hearsay, in
which the narrator attempts to constreect a final picture
of hds relative in old age. As a result of the diegetic
account, the nyythical stance with which Milward is
viewed at the beginning of the ook, is transtormed into
a less personalised myth, so that he becomes gradually
more sympathetic to the reader. At the same time,
although the almost constant adeption of Milward’s

point of view creates a restricted focalisation that .

somewhat undermines any attempt to render the
character in terms of real psycheological penetration, his
traits, in which the paradigmms of mebiltby and immobility
ate in continual conflict, reveal an ultimately enigmatic
natisre. The trait of itmmobility isevident in his sincerity,
moral uprightness and stubborness, whilst that of
mability in his generosity, sense of bumeur and natural
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curinsity. The first three characteristics, synonymous of
fixity of purpese, arenct withoutnegative consequences.
Milward's slow clitnb up the ranks of the service, for
example, is qualified in terms of litotes: “he was not
brilliant and his tongue did not endear him to his
superiors” (IF, p. 145). Also, his stubborness is noatd to
him when his ship’s engine breaks down. His refusal to
accept defeat and to sail on regardless ends with the ship
stnashing against a rock and everyone on board forced
to evacuate. Not only, but even his firm refusal to takea
percentage for himself from the salvage merchants after
his shipwreck reveals anhonesty that hadno placein the
world of the navy, and for which he is nevitably
pumnished:

[...] T left the office after an interview with the
manager that lasted a few tinutes, sacked-
sacked after Bwenty years service, an acoount of
my engine breaking dewn’.

Healsoreparted toa Mr Lawrie of the London
Salvage Association and asked for £3
teimbursement for his bill at the hotel Kosmos.

"‘Captain, I think you've made engugh from
your wreck te pay your hotel bill [, ]

' nearly told the man [ could have made’
£2,000 but T was honest. Then I saw it was
useless to gpeak to 2 man like that about
honesty. He wouldn’t know the meaning of
the ward” (IP, pp. 155-6).

On the other hand, his stubborness comes in the form of
bravery when he single handed]y salvages goods from
the wreckage, after the Chief Qfficer’s unsuccessful
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attempt with a party of men. Also, his determination to
relieve the boredom of long days af sea by organising
amatfeur theatrics, and his sense of honour towards the
two women passengers whe are involved in the
shipwreck, exemplify respectively his sense of humour
{which comes to the surface on more than one occasion
in his bizzare encounters with Henri Grien), sensitivity
and genercsity. These quahnes, which imply an open
amniability towards others as well as being indicative of
adaptability and moralimprovement are recurrenttraits
it Chatwin's real nomads. Yet, at the same time, his
generosity in donating a plot of land to the Anglican
Church, iz somewhat mitigated by his controversial
accusation of the vicar'sselecting chscurehymnasoas to
show off his solo veice! His upright honesty also comes
into question when he deviously strikes on a plan to
“line the Straits of Magellan with blue and white enamel
billboards [.-.] not principally for the benefit of steamer
passangers and then to write articles of protest in
internativnal newspapers calling the public’s attention
ta “the desecration of beautiful scenery by advertising
fiends" (IP, p. 155). The narrator, with significant
sparseness of comment, adds: “For this scheme he did
not find abacker”. Concealed admiration is st evident
even atthis advanced stage efhis account. Itas Ebethard
whe eventually jolts the narrator out of his romantic
musitigs over Milward before he reveals to hitn the truth
behingd the myledon skin: ““5o”, he said in English, “you
are of the family of the robber™ (IP, p. 174). Similar to
Chatwin’s outlaws and fugitives, Milward undertook a
vast variety of activities which the narrater mentions in
the second, impressionistic part of his portrait. The
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enumeration of the following is, on the one hand,
presumably due to lack of detailed imformation, but its
cutnulative effect also makes Milward’s activitias seem
all the more itmpressive:

The course of his second career is clouded by
time and distance. I have had to reconstruct it
from faded sepia photographs, purple catbens,
a few relics and memaories in the very old. The
Brsf impressions are of an eriergetic pioneer,
confident in his new handlebar moustache:
hunting elephant seals in South Geargia;
salvaging for Llayds, helping a Gerrnarn gold-
pamnet dynamite the Mylodon Cave; or striding
round the foundry with his German partner,
Herr Lic [...]

The second set of images are of the British
Empire’s southernmost Consul, a senior ritizen
of Punta Arenas and divector of its bank ([T, p.
154,

The ithpersonal constructions “the [...] are of [...]”
undetline the fact that the portrai is based on hearsay
tather than actual documented accounts. One point,
which relates Milward to all of Chatwin's major
l::haracter.s,is-hispo]iticalnon—comittment.H'Ishaught}r
refusal of the war, which echoes Amas Jenes's in On The
BIacI:H:'IEaswe]]asUtz‘s,.seemsadmit’redl}fmappmpﬂate
for a Consul, however distant he was geographically
from the conflick “Charley hated the war: ‘So InAmny
people cutting each ofhers’ throats and not knowing
why’. He wasn't going to stoop to wat hyysteria® {IP, p.
161). Similatly to Benjamin and Lewis, who befriend
Manfred during the Second World War, Milward
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continued to cultivate regardless a friendship with his
German business partner arousing suspiclons in
everyone as to the real nature behind his nstitutional
role.

A5 a textual construct, Milward's significance
transcends the confines of Chatwin's narrative. This is
miainly duetothe intertextualinkerplay betvween the two
first-person narrations as well as the thematic concerns
thecharacter of Milward introduces. The aura of mystery
inwhichhe isinitially shrouded is sustained beyond the
narrator's decidedly non-romantic discovery regarding
the myleden skin. Indeed, in no way does he feel
digenuraged about relentlessly persuing his quest to
retrace Milward’s path and find a replacement for the
lost piece. Milward’s role soon shifts from that of
mysterious long-lost relative to alter-ego in which he
effectively becomes a literary surrogate for thenarrator.
Iri a letter to'his wife, Chatwin himaelf wrote: “The diary
af Charlte Milward is fantastic [...] The stoty of the
wreck, of Louis de Rougemont, of Indian massacres, of
life at sea on the Cape Horners is exactly like something
outof Conrad™™. The appreciative comparison to Conrad
significantly underlines Chatwin's need to endorse the
textual qualities of Milward's stories to the extent of the
narrator's condensing and literally copying lengthy,
detailed passagesfromhisjournals and diaries as intrinsic
parts of his own text. Milward's stories thus assume the
iconof aliterary model, particularly since theirstyleisin
the anti-confessional mode Chatwin himself favoured.
Furthermeors, in being crowded with people and events,
Milwrard ‘s sea- stcrnesconsnmbeaparhaﬂyparadlgmnc
model for I Patagonis:
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He put downan paper all hecould remember,
of ships and men, at sea or in port; the train
journeys; the dismal ports of Morthern England
[...] g wet cobbles, the bed bugs in flophouses,
and the crews coming aboard drunk. And then
aut i the tropics, dding the bowsprit, the sails
slack and the white bow wave cutting the dark
sea [...] (TIF, p. 140).

‘Partially’, because Chatwin's attempt to reduce the
narrator o a selecting eye confrasts with Milward's
attempt to meticulously write down all he could
remember, Nevertheless, the narrator’s cataloguing of
the elements of Milward's narratives reflects his
breathless excitement at the variety and dramatic
potential of their content.

It is also through Milward that Chatwin presents his
theme of restlessness. A quotation in the former's
scrapbook (under the appropriate title “This Freedom™}
expresses the dilemma between wandering and
settlement in terms of a 1igid male/ female polarity: “A
man rides away, a tent-dweller, anarab with ahorse and
the plains about him. Woman is a dweller in a city with
a wall, a house-dweller, storing her possessions about
her, abiding with them, not to be sundered from them”
(IF, p. 147). Although these words refer to dominant
preccrupations of Chatwin’s fiction, nowhere else inhis
wotksis the dilernma between wandering and settlement
presented in quite such explicitly sexist terms. Indeed,
almestinanswer to Mitward s theory, one of his notesin
The Songlines shows him all toa keen to avold such a
sinplistic dichotomy: “One commonly heid delusion is
thatmenare the wanderers and women the guardians of
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hearth and home. This can, of course, be s0. But womern,
above all, are the guardians of contitmity: if the hearth
mavres, they move with it” (30N, pp. 157-8) The
association between woman and hearth hinges on the
paradexdcal idea that even nomads have homes. As a
result, the weoman's role becomes two-fold, for in
following her man she maintains her role as puardian of
the home, and at the same time provides the moral and
physical support to his nomadic existerice; in effect, she
sanicHons if. Certain fetnale characters in Chatwin's
works, however, appear more as an itonic comment on
this figute of the psuedo-nomadic guardian of the
riemad’s base. Matta, in Uz, is an example. While Utz is
restlessly wavering between East and West “like a man
persued by detnons” {1, p. 8%), Marta sitz alone in their
Prague flat patiently waiting for his inevitable retum.
She never fellows him, neither does he irvvite her to.
blama Wéwé also enacts het rele of faithful guardian of
the hearth to the long-dead Francisco in The Viegroy of
Chudah, without onee leaving the fort, Theze instances
seern, moere than anything, to confirm the lack of real
nomads among Chabwin's female characters®™.

Theo The Tendt in O The Black Hillis characterised in
terms of parallel and contrast to theJones twins. Similarly
t@ themn he has alse opted to withdraw from sodety, but
his cheice, dictated by mobility, consBtates an alfernative
means of “escape’ to theirs, He may also be seen as a
hctional confirmation of Chatwin's thesis that travelling
broadens the mind®. Living essentially detached from
the rest of humanity and in close contact with the natural
world, this “red-bearded giant” {OBH, p. 227} is
Chatwin’s Hetienal embodiment of the Ideal MNomad.
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His roving nature is indicated in his nickname, “The
Tent”, owing to the odd dome-like construction of birch
saplings and canvass that makes up his home (one may
recall, in passing, Chatwin’s owt love of tents asan ideal
home-base)®™. Born inte a family of "hard-nesed
Afrikaners” (OBH, p. 228} — similar to those in fn
Patagoniz — who are the owners of a fruit farm, Theo's
break with his farnily arises during his quatrel with his
father over the eviction of workers from their land. His
implied support of the workers hints cataphorically ata
sympathetic understanding and sensitivity of others
which is confirmed when he drops out to become a
Buddhist andlater joins ahippie cominune. Hisnegative
expetiences therecome as aresult of the fact that, inspite
of his frightening size, Theo is incapable of hurbng a fly
(Ibid), and being trusting and genfle, is heartlessly
exploited by the other members®. It is only wher, losing
himself it reverie while he is contemplating the natural
scene around him, that Theo, becomes suddenly aware
of the vacnity behind his life in the commune:

Onhis way to Bhulen, he stopped by the pine
plantation and stretched cut on the grass. The
sky was cloudless. Harebells rustled. A peacock
butterfly winked its eyes o a warm stone —
and, suddenly, everything about the menastery
dizgrasted hitn (D).

Azaresult, heretreats toan idyllic pastoral-ke existence,
remirdscent of Orlando’s inShakespeare’s Az your Like It:

Year in, year out, he roamed the Radnor Hills,
played his flute to the curlews, and memotized
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the tenets of the ‘Tac Te Ching’. U rocks, on
zate posts and on tree stumps, he would carve
the thres line ‘haikus” that came nto his head

(Tbid).

With only a mule and a donkey for company, Theo's
solitude recalls that of the nomad Flerentino Selis. His
memorties of nomadic tribes in Africa confirm his
realisation that all men are meant to be wanderers and
this leads to the pantheistic nofion that “you ceuld find
the Great Spirit everywhere [...] in the smell of bracken
after the rain, the buzz of abee in the ear of a foxglove,
or n the eyes of a mule, locking with love on the
plundering movements of his master” (OBH, p. 229). At
the same time, however, Theo does not relinguish his
wide ranging interests and speculations and these are
comtically played off against the limited understanding
and ignorance of the twins:

He showed them his celestial globe, his
astronomical tables, & sand glass, some reed
pens and a bambes fute. (In a red-painted bax
sat a gilded statuette. Thia, he said, was
Avalokiteswvara, the bodhisattva of Infinite
Metey,

‘Funny name,” said Berfarmin. [...]

Thegthen reached for hisbookstand and read
his favourite poem. The poet, he said, was a
chinatnan wheo alao lked to roam around the
mountaing. His name was Li Po.

‘Li Pa’, they repeated, slowly. “That's all? :.

‘Al {OBH, pp. 23450
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Thehumour of the above passage is further compounded
by the poem’s contents being presented through the
baffled point of view of the twins (“There were lots of
funny names in the peem and the twins made neither
head nor tail of it till he came to the last fewr lines™ OBEH,
p.225), Theo and the twinstepresent the contrastbetween
nomadic existence, characterised here by the search for
innet knowladge and a mystical communication with
the universe, and settlement, as represented by spatial
limitation and dominated by petty squabbles and
material greed. Theo not only indirectly exposes the
metal and spiritual shortcomings of the confined world
te which the twins belong, but, more importantly, by
functioning as a contrast to Amoes, he also serves to
highlight otherwise half-concealed traits of the twins.
Even though the two characters never meet (Amos dies
long before Theo's appearance on the farm), the binary
ppposition Theo,/ Amos is an impertant one since, by
symbolic extension, the two characters represent the
positive and mepative paradigms of mobility and
immobility. The sympathetic link which is created
between the twins and Theo, is confirmation of their
sensitive reception of other people and their
fundamentally good-natures. Itis thusnot inappropriate
that the twins frequently find themselves in agreement
with Theo upon matters which Amos himself would
have been Ioth even to listen to. Their willingness to at
leastlisten to Theo s ideas shows how they have inherited
none of their father's “angered response to the
frustrations of confinement™. They manifest a shared |
sentiment with him, for example, however non-verbal,
after his reading of the poern by Li Po: * And when Theo

102




r——‘

sighed, they sighed, as if they too were separated from
somehody by thousands and thousands of miles” {Tbid).
This little episnde poignantly binds both settler and
nomad into a common destiny and alludes to a sub-text
behind all of Chatwin's works whereby setflement and
nomadisin are fundamentally a means of combating
loneliness as well as a means of staving off ‘ennui’ or
spiritual errichment. In a sense, Theo becomes a surro-
gate Bther-figure to the twins, whose radically opposing
vision to theirbiological father’s is important in driving
home the point that, for all their limitations, they
themszelves never goas far as assuming Amos'snegative
traits, and this factor is important in the extradiegetic
narrator’s sympathetic portrayal of them,

Both Theo The Tent and Meg The Rock have a
symbolicfunction thatlooms large over the whelenovel.
Their mutual attraction can be zeen, by extention, as a
symbolicunion between the malenomad and the female
settler, Like Theo, Meg is characterised by hernickname,
“The Rock’, whichis particularly appropriate since Rock”
not emly, by implication of its hardness, designates the
steadfastness of the settler, but in Meg's case is also an
indication of her absolute and stubborn refusal to leave
the fapm, In Theo, she discovers a man who can protect
her from outside threats in the form of her envious
sisters or men from the Ministry, Here, Chatwin reverses
roles in the opposition nomad /guardian of the hearth
by making Theo, the nomad, a temporal guardian of the
female settler’s home-base: “As long as her gentle giant
was around she felt herself safe from Sarah, ot Lizzle, or |
any outside threat” {OBH, p. 230} Interestingly, both
characters contain a parallel blend of paradowxical traits:
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Theo, physically frightening, but underneath gentle,
Meg apparently helpless but ultimately tough, as Theo
himself immediately discovers:

She showed nt a trace of being tired. Maw
and then, as she pitched a forkful of muck
through the door, the bows on her sweatets
came undone. He could see that, underneath,
she had a nice tidy body.

He said, You're a tough one, Meg'.

*Avetobe’, she grinred, and hereyesnarrowed
dawn to a pair of Mongolian slits (Thid).

Their relationship, initially a working one {as with the
Jenes twins} in which odd jobs performed by Theo are
promptly rewarded with a ten-penny piece from Meg,
developsasacansequence eftheir philanthropic feelings
for the natural world, particularly animals. Their first
encounter occurs with the nevitability of a magnetic
attraction, and the narrator deliberately alludes to their
simulfaneous awareness of each other through the
synchronous use of simple past and past perfect tenses:
“He decided to pay her a visit, unaware that Meg had
already been watching him (OBH, p. 229, From a
cultural point of view, however, they could not be
further apart. Indeed, their wmdon, rather than being
realisable on a horizontal level, is only possible on a
verticle plane, for just as Theo has to physically descend
from the hill in oider ko approach Meg, he also has to
condescend to her inte]lectually in order to relate to her.
Thus when they are togethet, it is he whe succumbs to
het presence:
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For hours en end, he uged to ait by the fre
listeming to the harsh and earthy music of her
voice, She spoke of the weather, the birds and
the animals, the stars and phases of the meon
{OBH, p. 231},

The severieen-syllablehaikuhe composes mherhonour:
“Five green jersies/ A thousand holes/ And the Lights
of Heavenishining through™ (Ibid), represents the cultured
man's recognition of the woman's poverty, goodness
and innocence. Similarly, theirumon hasstrong symbaolic
pvertones extending to thatbetween nature and culture.
Thuws, it is no accident that during the setvies, which
Theo attends as a surrogate husband for Meg, they are
both described as emerging almost larger than life,
Meg's ringing voice filling the church and Theo's faultless
and moving reading of Chapter 21 of the Book of
Fevelation, one of the most hopeful chapters of the Bible,
holding the congregation spellbound. The religious
theme is, of course, central to the novel, and here lends
a certain sanchimony to the harmenious union between
notnad and settler which cidminates in the viston of the
rainbow seen from the church windows arching over
thevalley. Analogies with theexplicitof T8 H. Lawrence's
The Rainbow may be pertinent. As in Lawrence, the
rainbow symbolically represents a reconciling force, in
this case tniting the binary oppesites of nomad and
settler into a sort of harmonicus marriage, whilst
simultaneously undetlining their autonemy™, Indeed, it
confirms the recurrent sense in Chatwin that nomadism
and settlernent are necessary reactions toeach otherand
that neither is ultimately the ideal condition. However,
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the impaossibility of a permanent reconciliation between
these two forces is eomfirmed at the end of the novel
whenTheo, intruenomad style, leaves the village for the
Himalayas whilst hfeg continues to live at the Rock
Arkady Voldhek is the last in Chatwin's trio of ideal
nomads, Much speculation has been made regarding
the original model for this character™, but extra-textual
curiosities aside, what ultimately interests the reader is
his two-fold significance in the text, since he is nok only
essental for the development of the “plot’, but also for
the expansion of Chatwin’s central ideas regarding
nomadizm®. On the one hand, he is the means through
which Chatwin expands his conwepts dialogically; and
on Fhe other, by guiding the narrator Bruce through the
hiish and inftating him into a glimpse of Aborignal life,
heembrodies thearchtype intellectual puide of traditional
travel terature (a guide which In Patagonia, interestingly,
lacks). Arkady's importance is already apparent in the
novel's iInclpit which, as Micholas Murray shrewdly
retnatks, demonstrates Chatwin’s own ability “to ‘sing
intobeing’ the observed world"¥: “In Alice Springs—a
grid of scorchinyg streets where men in long white socks
were forever getting in and out of Land Cruizsers — [met
a Russian who was mapping the sacred sites of the
Abotiginals” (SOMNG, p. 1). The incipit already prepates
the reader for the contrast between two worlds
represented in the novel: the civilised warld of the white
settler and the primitive world of the Aboriginalnomad.
The white men are characterised impersonally, in a
parenthetical statement, by their siordlarity of appearance
(“long white socks™) and action (“getting in and out”}.
The Land Cruiser is an eloguent symbol of the white
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man’smaterial comfort and detachment from the natural
but harsh landscape and climate. Also, the grid of
. scorching streets represents an ironically alternative
landscape to that of the Aboriginals’ and the monotony
of continuous, purpoeseless movement (“forever getting
in and out”}, a frenetic, modern day parody of the
costric world of the aboriginalz’ dreaming tracks. The
contrast between the white man's townscape and the
Aboriginal‘s landscape is also rendered by the phonetic
parallelism/contrastof the phrases "SCorching STreeT3/
Sacred SightS” {my emphases). Both are connected by
the samernumber of syllables and stressesand the sibilant
| & |, butwhilst the firetsyllable in the forner is cut short
by the harsh plosive consonants | k | and | ¢ |, inthe
latier it is followed by the smooth dipthongs | ei | and
| ai |. f werecall again Chatwin’s acute attention to the
aural quality of his prose, these phonetic contrasts are
clearly intentional. The wotld of the Aboriginals, on the
other hand, is introduced through their staunchest
defender, Arkady. The delayal ofhis introducton in the
syntagmatic chain {after the subordinate statement
regarding the white men), appropriately underlines his
easentially exilic condition. But although his name, a
deliberate punon arcadia’, suggests anidealisticnature,
Arkady is worldly-wise, sensitive and practical: His
self-invented job as amapper of sacred sights demands
fine gkills as a moderator between white man and
Aboriginal which he displays with an exceptional
competence, Similar to Charley Milward and Theo The
Tent, he is also a compasite of contradictory semes: “He
had a flatish face and a gentle smile [...1 Only when you
came up close did you realize how big his bones were”
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{SONG, p.2). However, unlike Theo, Arkady's largeness
ofbjﬂdisnﬂthis-mustimmedj.atelj.rperceivablefeature,
and is only evident on a close contact Theo's presence,
onthe otherhand, initially intimidates peaple untl they
discover his gentle nature. Like Iiilward and Thee, and
frue to the nature of Chatwin’s real nomads, Arkady
tives alone with few possessions. Also, as with Theo,
Chatwin uses Arkady to make an association between
nomadism and music. In contrast fo Theo's simple
barnboo flate, a portable instrument which he plays on
his toamings along the Welsh hills, Arkady owns an
admittedly more eccentric harpsichord en which he
celebrates the urnion between music and the land by
playing Buxtehude and Bach after coming hotne from
one hundred-mile walks in the tanges: “Their orderly
progressions, he said, conformed to the contours of the
Central Australian landscape” {Ibid}. On the one hand
the harpsichord whid, unlike the flufe, is not portable,
symbolises Arkady's reconciliation with his state as
settler; on the othet, it can be seen as an actual tesponse
to the Aboriginal's concept of The Songlines. Like
Chatwin’s other twoideal nomadiccharacters, Arkady's
rechusivetendenciesin no wayundetminehis tenderness
towards his fellow men. Indeed, it is this natural
sympathy and compassion, for which all three at one
moment or another pay a price, that makes them such
essentially positive figures, But Chatwin goes further in
his portrayal of Arkady tosuggest that the idealnomadic
state depends on a healthy balance between commitment
and detachment. This is reflected in Arkady’s attitude in
his self-invented job (that of interpreting ““tribal law”
into the Language of the Law of the Crown™ (SONG, p.
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4}, for his compassion towards the Aboriginals never
oncedegenerates intosentimentalism. His is the wisdom
of a man whe has acquired a bilateral perspective. But
this sagacity has not come to him without a sense of
frustration and disillusion, for previous to the meeting
with Bruce, Arkady is the subject of a row following his
unwitting betrayal of an aboriginal secret to a reporter,
after which, in disgust, he temporarily throws inhis job
to travel abread. Arkady's subsequent journey through
a mindlessly materialistic Europe {which, to his
disappointment, leaves him “feeling flat” (SONG, p. 3)
iz an essentially illuminating one and assumes the
significance of a spiritual pilgrimage:

Often, in Australia, he had had to defend the
Aboriginals from people who dismissed them
as drunken and incompetent savages; yet fthere
were times, in the dyblown squalor of a Walbiri
camp, when he suspected they might be right
and that his vocation to help the blacka was
elther wilful self indulzence or & waste of time.
Mow in a Europe of mindlesa materialism, his
‘old men’ sesmed wiser and more thcughtiul
than ever (IFd).

Arkady's self-criticismn (*his vocation [...] was esither
wilful indulgence or a waste of time™ flud) is indication
of an authentic cohetence and serfcusness of intention®
and in spite of the fact that he represents a bridge
between two cultures, the possessive adjective in “his
old men”™ underlines whete his real allegiances lie.
Indeed, thenew perspective ofhisjourney paradoxically
reveals tohim adeeperunderstanding of the Aboriginals
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as well as restoring the full significance of his own role
with regard to them. At the same titme, he bepins to feel
the sense of autonomy necessary to liberate himself
fronn the pernicious irfluences of, what Antonelia Riem
Natale calls, “fhe paralysing cage of power ™. A touching
exatnple of Arkady's tenderness and solidarity towards
the Aboriginals can be glimpsed in the following scene:

[-..] Arkady said softly, Tron’t worry. old man.
It'll be all dght. MNobedy's going te touch the
Babies".

Alan shook his head despairingly.

‘Are you happy then? asked Arkady.

Mo, he wasn't happy. Nothing about this
wicked railway was going to malke him happy;
but at least the Babies might be safe (50NG,
rp. 128-%).

Arkady is the most erudite and intellectual of Chatwin's
nomadic fizures for the very reason that he represents
his fictional double™. Milward s curigsity for things and
people is ore or less the reflection of divect, first-hand
expetience, Theo's knowledge is similarly selective
according to his own inclinations. But Arkady displays
an intellectual acrobatics that challenges Bruce's own
and leaves him dazzled by its speed™. Some of the
exchanges between them, however, are not without a
certain pretenticusness:

“Rilke", I said, had a simtlar intwition- He also
said song was existence’.

T kmow”, said Arkady, resting his chin on his
hands. “Third Sonnetto Orpheus™ (SONG, p. 13}
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Oncanother level, Arkady functions a3 a check, to the
over-enthusiastic and impatient Bruce, and by
contirmally frustrating his attetnpts to find simple, clear
cut explanations confirms the anthenticity of the
cotnplexities and mysteries of the Aboriginal’s cosmic
visiom:

‘5o a Dreaming is a clan emblem? A badge to
distinguish "us"” from “them™ “"Cur country™
from “their country™?

‘Wluch more than that', he said [...]

"So & sang 16 a kind of passport and meal
ticket?

*Again, it's mote complicated” (SONG, pp. 15-

The ellipte nature of many of the exchanges between
Bruce and Arkady suggests an almoest telepathic
communication whilst reflecting their shared intellectual
and cultural interests. It is no accident that Chatwin
originally intended the book to be caat in the form of a
nec-platonic dialogue, for the continmiens debatebetween
the two characters is what gives the narrative part of The
Songlines its dialectic tone, theugh, in a sense, Arkady
anticipates the pelyphonic orchestration of veices and
gpirdons in “The Notebooks” section that is so central to
the overalt struchure of the book which dependsupen an
mterplay of ideas and associations through time and
apace,
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! B Chawinand P. Theroux, ep. cit, p. 7.

2 B. Chatwrin, What Am [ Doig Here, cit, p. 218

? Thid. p. 218,

4 M. Shakespeare, op. cif., p. 218 “"What exactly iz a nomad? It
getzalitleconfusing at tirnesas read his chapter summaries”,
It seemed to Morris that there was a fundamental difference
between wandering away and thenback o a fixed base, on the
ore hand, and wandering from place to place without a fined
base, on the ether, Morris’s conclusion is that man, fresm the
mrment ke became a hurder, needed a place to go back &
when the hunt was over. Thus, since abase becamenatural, we
lost our ape-like nomadism®.

¥ B. Chatwin, Anatomy of Restlessness, cit, p. 78,

¥ F. Cougineau, op. ¢it, p. 23

T T Cowley, cit, p. 303,

8 M. Shakespeare, op. oit., p. 311

¥ Bruce Chatwin, Photographs arnd Notebooks, ed. David King
and Francis Wyndham, London, Jonathan Cape, 1593, p. 96.

W B Chatwin, Anetowny of Restlessnegs, cit., p. 100.
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Ross Chambers, Stovy and Sttuefier: Merrative Seduction and
Ehe Pawer of Fiction, Manchester, banchester Univeraity Press,

p.7-

“And the same John had his raiment of camel”’ s hair, and a
leathern girdle about his loins; and his meat was locusts and
wild honey®, (Matthew, 3, 4] The Bible, “Authorised King
James Version ™, Oxford, Oxford University Prass, 1997

I- Corwad, op, cft, p. 117.

B. Chatwrin, Wit A [ Dotng Here, cit, p. 219,
b, p. 220

[nd., pp. 221-2.

B, Chatwin, dsatongy of Eeaflessnezs, oit, p- 100. Chatwin
describes the need insettlerstorevitalise theirnervous systerms
thathavebeen cushioned from the cold by central heating, and
from the heat by air conditioning,

M. Shakespears, op. cif., p.317. Beports Milward's davghters’
shock at his portrait of thelr father: “He described my father
ag tall, having startling blue ey es and black mutton chops, with
gailor‘ahatata rakish angle. He was shortand red-headed and
bald by the Hme he was 30, and always wore a bladk tie, And
he wag not this sickly ofd man. He died very suddenly of
heartattack™. The riarrator's own statement Ehat this is “the
CharleyMilward of myimagina ton™ TP, p. & (my undetloung)
is sufficient justification fominimise such concems for realiam
which, however distressing they may be for those invelved,
have litile bearing on the text.

Tbid., p. 228

Inanother comment in thesamebock the narcator postulates
a peossikle working out of the Heto Cycle for the Heroine,
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SONG, p. 242 Such a problemabic may be interesting to
explore from a femirndst perspective, bub goes bevond the
soope of this stwdy.

G. Chatwin, Anefemy of Restlessmess, Cit, PP 103-1.

Sge B. Chatwin, Photagraphs ond Notebooks, cit, p. 50 whete
Chatwin himself desceibes his pwnlove of tents: “Thehappitess
that is to be found sleeping under tents 15 unbelievable. One
night in tents is worth three in towr™.

Something about Theo's naivety in such spisodes recalls
Charley Milward, though The lacks Milward's sense of self-
tighteousnass and callousness.

B. Chatwin, Wht At T Doing Here, dit., p. T2

. H. Lawtence The Rainbow, Harmondsworth, Penguin,
1949, ppr. 495-6,

Se.].munRu.-;-h.:lie,Irng:'marl.rHc:-rfr,eImmts,I_a:}nd.-::-nGrantaBl:rel-:sr
1991, p. 233 “Latet, affer the bock i published, Bruce bells
somecne that ‘of course’ T am Atkady. This isn't frue. T kow
ore person in Alice Springs, like Arkady an Auvstralian of
Rugsian descent [...] who i3 a much mere obvious meodel”
Shakespeate identifies this model in his biography, op. ¢it. p.
414: “Bruce would base the central characterof ‘The Songlines’
on a man about whorn he knew surprisingly Htfle Toly —
shott for Anataly Sawenke was the Australian-born son of 2
Ulktaitnian immigrant [...J".

Such is his itnportance that Chatwin had originally intended
ko fitle the nowel “Arkady™.

Bl Mutray, op, cit, p- %3

4. Fiemn Matale, op. cif., p. %2, rightly underlines the qualities
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of hwmilify, sincerity atd sefflessness in Avkady’s dealings
with the Ahoriginals.

Ihd., p. 12

Whereas ‘Bruce’ is the fictionial representation of Chatwin,
The digtinction is impor tant because Arkady, from this point
nf view, becomes an Ideal fipure, precisely his "alter-ego’, so
that through the tro characters Chatwin dramatises twoaides
of a self-debate.

M. Murray, ap. cit., p. 94 " Arkadyis twosteps ahead of Bruce
Tak treats him with an aimiable indulgence”.
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Chatwin’s First-Person Narrators

Besides being a functenal device for the presentation
and expleration of his thematic preoccupations,
Chatwin’s use of the first-personnarratoris symnptomatic
of the kind of ovetlapping that oceurs within his narra-
tive method. For by occupying the cardinal point at
which fact and fiction ambivalently converge, the first-
personnatrator, on the eme hand, endorses the attitudes
and viewpoints of the real author himself, whilst on the
other, is an inevitably textual constract whose semes are
intrinsically integrated within the semantic context of
each work. Thus, as one critic points out the T itself
becomes make-believe, a simulactum informed by the
fictiemalisation of reality™. In In Patagonis and The
Songlines, Chatwin creates an ideal self based on the
culturally erudite and existentially restless man he
himzelf was, in his atkempt to come to grips with the -
dilernma of his own restlessness. At the same thme, since
both works offer so many deliberately explicit parallels
ta the real author, the association between the
atttobiographical ‘T" and the textual T seems initially
unavoidable Granted, theauther, inthe words of Bachitin,
should be seen as essentially “located outside the
chrotiotopes represented in his works, and as it were
tangertial to them™, but Chatwin's attempts to blur the
distinction between the real author and his fictional
participation in the text means that, on the one hand, as
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teller, he is inevitably external to the temporal and
spatial dimension of his narratives, and on the other,
thatthe reader, iscontinually reminded of animaginative
powet struggle between the I' of the real author and the
T'of the text as actual subject of the stories.

Interms of the narrative volce adopted, the five texts
under discussion fall into two basic categories: those in
which the narrator is homadiegetic and those in which
he is heterodiegetic:

EXTEADIEGETIC LEVEL EXTRADIEGEILC LEVEL

I
HOMODIEGETIC NARRATCOR  HETERCDIEGEILC NARRATOR
| I

In Patagonia The Viceroy Of Cuidatt
The Songlines {On The Black Hill
Ltz

The rather restrictive defmition of homediegeticnarrator
for the first category {which is really confined to a
narrator who is part of the diegesis), admittedly fails to
acknowledge the fact that the first-person narrators are
rather different figures in each boek and that they
participate in each text In significantly different ways.
Butitservesmy purposshereas ameansof distinguishing
between two types of text that are characteristic of
Chatwin: one, in which overtly antobiographical features
are partly transmuted info fictionalised elements and
the cther in which the narrative is presented from an
essentially detached viewpoint, albeit in terms of a
combination of documentary realism and lyrical
evocation. This chapter focuses on Chatwin’s
representation of the first-personnarrator as ‘character’,
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and therefors as a textual construct, in his three [
narrated works: In Pafagonia, The Sorglirtes and Ltz
Two interrelated aspects regarding the first-person
narrator nay be immediately observed with regard to
the three books in question. First, although his functon
as actanf remains substantially the satme in each, his role
as gctor differs significantly and reveals an ogeillation in
his actantial relationship between world and work.
Second, he also acquires an increasing dramatic
autonomy as fictional character, for, from the partly
autpbiographical presences of I Patagewiaz and The
Soniglines, the narrator becomes an essentially textual
constructin Uiz, exiled, as a voice, within the domains of
hiz own story. In In Peatgania the narrator relinquishes
his demdurgic function by incorporating other stories
narrated onan intradiegetic and metadiegetic plane, as
partofa deliberate attempt to efface himself and to limit
his presence to that of an ‘anonymeons’visual percejver
{to the point of never even being named). In The Smglines,
om the other hand, his role as fictional representation of
the real author is heightened since he interrelates with
the othet characters on a decidedly more dramatic Jevel.
Furthermore, the sense of realism induced by the
correspondence between author and narrator, is
reinforced by Chatwin's intra/intertextual device of
mcarporating extracts from his own notebooks which
all deal in some way with the main themes of the book.
Thus, whilst on a deep level, the actants of In Patagonia
and The Songlines remain undamentally the same, both
of them being searchers — one, on a personal quest for a
ptece of skin, and the other on a quest to confirm a long-
held corrviction and explore a mysterious concept — on
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a surface level the nature of the acfors of the two works
differs significantly. Another main difference between
the two texts is the absence of a travelling companion in
Irt Patagonia in contrast to The Songlines in which Arkady
plays a central functional role as dorgr and guide to the
narrator's ‘fnitiation” into the mysterious world of the
Aboriginals. Thesense in [n Patagonia, onthe otherhand,
is that the natrator is always and essentially alome®. In
contrastto these two works, in Lz, the nartator actually
becomes a fictional presence per se. Similarly to In
Patagonia atd The Songlines his actantial role remains
that of searcher, out as gcfor his funckion is intrinsic to the
vicissitudes of Utz as he chsessively traces his story and
seeks to discover the secrethehind the missing porcelain
collecHon.

Chatwin’s intention in It Pafagonia is fo undermine
the subjectvity ofhis text and tomake of thenarrater the
thinnest presence. As he himself declared: “T'm not
interested in the travellet [...] 'minterested in what the
traveller sees™, and indeed, the narrator is essentially
non-intrusive offering little narratorial comment or
ctiticism (besides eccagional hints of self-criticism, as
shall be seen). Indeed, it his conceen to highlight isual
surface, Chabwin is inkent on foregrounding everything
except the narrator. Consequently, what we learn of his
backproundis reduced to the opening three-page account
of his childhood fascination for Charley Milward’s
‘brontosaurus’skinand a few spatse comments scattered
throughout the text, so that he ultimately remains an
enigtmatic presence, On a textual level, Chatwin adopts
various strategies in his particular dramatisation of the
narrator. One of these is to objectify or nullify his
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emotional response. The following is a representative
example:

The playing was rematkable. [ could not
itragine a finer Pathétique further South [...]

And he played the mazurka that Chopin
dictated on his death-bed. The wind whistled in
thestreets and the music ghosted feom the piano
asleavesoveraheadstoneand youcould imagine
you were in the presence of a genius (IF, p. 28).

The ‘neutral’ quality of the description of Anselmo’s
pianc playing here lies in the choice of abstract phrases.

Thus: “The playing was remarkable”, which makes no
explicit reference ta a subject or a perceiving agent and
the negatively expressed understatement 1 could not
imagine a finer Pathétque” in place of a superlative
adjective: furthermore, the e of the itmpersonal pronoun
“wou” and the conditional and subjunctive tenses in
“you could imagine you were in the presence of a
genius"%. Elsewhere, thenarrator’s reactions also remain
Hemingwayesquely below the superficial surface
structiure of the prose, as in his tense exchange with the
homesexual Persian:

‘How you like my friend? asked Ali

‘1like hitn. He's a mice frend’,

‘He i my friend’.

T'tnosure’.

‘He i3 tny very good friend’. He pushed his
face up fo mine,

“And this is our room’ (IF, p. 350
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This short dialogue pivots obsessively around the pos-
sessive pronouns “my” and “our” which are almost
menacingly reiterated until the final stark but revealing
phrase “our room®. But this impression is only actually
felt after the sentence: *He pushed his face up to mine®,
which is the really functional element, introducing a
tone of menace and without which the previous
senterices, together with the narrator’s obviously
embarrassed “I'm sure” wonld remain innecently
neutral, Even in moments of complete desolation any
response in the narrator is completely nullified:

Senor Maitane, in whose house [ had hoped to
pasathenight, pushed meoutinto thestreet and
balted the door, The generator cutout. From all
direcions[heard thesound of hooves dwindling
into the night. L alept behind a bush {IF, p. 39).

Significantly, this passage does not contain a single
adfective and it may be worthwhile to recall Susannah
Clapp’s chservation that, while ediiing the bool with
her, Chatwin “derived as much pleasure from gjecting
anadjective fromhis manuscriptashe did fromexpelling
an ornamertt from his flat". Tt is precisely this shearing
of textual elements with the aim to create what
Shakespearecalls“a desertsensibility*” that characterises
the narrater’s subjective consciousness in It Patagonss.
Meanwhile, one feels a deliberate atternpt in the matter-
of-fact tone of the above passage to invoke sympathy
and admiration in the reader of the narrater's placid and
manly acceptance of his bleak sitnation. But at the same
time, the description is a further instance of his self-
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safire, coming as it does at the end of the section on
Martin Sheffield in which his interest in this character is,
as seeninthe previcus chapter, ridiculed by the villagers,
creating a double perspective withregard to the reader’s
perception of the narrator, where the infallibdlity of his
reliablity clashes withhiscocksureconvictions. Asimilar
ambivalency arises during his adventurous twenty-five
mile walk through forestand marshland to Lake Kamiin
which he is at one point attacked by cendors. The

follewing passage isalso a fine example of the rhetorical

skills of Chatwin’s craft:

A shadow passed over the sun, a whoosh and
the sound of wind ripping through pinions.
Two condors had dived on me. I saw the red of
their eyes as they swept past, barking below the
col and shewing the grey of their backs, They
glided inanarcto the head of the valley and roge
again, circling in the upthrust, where the wind
pushed against the <liffs, Hll they were two
specks in a milky sky.

Thespecksincreased insize. They werecoming
back. They came back heading intry the wind,
unswerving as raiders on farget, the ruff of
white feathers ringing their Black heads, the
wings unilinching and the tails splayed
downwards as air-brakes and their talons
lowered and spread wide. They dived on me
four Hrnes and then we both Test interest
(IP, pp. 132-3).

The scene is lyrically evoked in terms of sound and
thythin (note the consciously alliterative patterning of
“Shadow [...] WooSHed [...] sould [...] Wind [..]
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pINielN=") {my emphases). Everythingin the description
iz reduced to the visual / aural perception of the condot’s
flight In the first paragraph cause and effect arereversed
through the use of the past perfect tense (“had dived”)
and this mitigates the effect of the attack evenmore. The
intensity of the narrator’s perceptual focus also
decelerates the thythm of the prose fo produce an effect
of slow-motion. Not only, but the eletnent of fear which
would be experted on such an occasion is completely
absent. If any feeling is conveyed it is one of boredom, as
confitmed in the phrase: “They dived on me four times
and then we both Iost interest”, However, the initial
rrpression of the narrator’s machistno is undermined
by his irmplicit self-criticism in the description of the
guanace shortly after this incident: “He was a single
male, his coat all muddied and his front gashed with
scats. He had been in a fight and lost. Now he also was
asterile wanderer” (IF, p. 133). The adverb “also” makes
this amoment of self-confrontation, leading thenarrator
to the recognition that he himself is a single male and a
sterile wanderer condemned to aloneliness of which his
apparent lack of emotional rasponse seems all the more
synonymous. This self-criticism becomes even more
blatant later in the text when he gradually realises the
absurdity ofhis relentless persuit of stories and anecd otes
whiletracing the pathofalong-dead distantrelative and
culminates in the concluding episode in the cave at Last
Hope Sound in which he finally manages to find a few
hairs to replace the long lost mylodom skin:

"Well, T thought, ‘if there's no shin, at least
theres a lpad of shit’,
And fhen, poking out of a section, I saw sotme
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strands of the coarse red dish hair I knew so well,
[ eased thetn out, slid them into an envelape and
sat down., immensely pleased. I had
accomplished the abject of this ridiculous
journey {IF, p. 182).

Self-ireny ishere reinforced by the syritacte juxtaposition
of the two phrases “immenseley pleased/I had
accamnplished theobject of this ridiculeusjourney” which,
altheugh they would function as effectively without the
division of the full stop, the latter, by being a separate
clause, undetlines even further the apparent absurdity
of thenarrator’s quest. However, beyond the rathernon-
committing adjective “pleased”, no further insight is
giveninto the narrator’s emational or cognitive point of
view {apart from the sarcastic comment: *‘atleast there's
a load of shit'™), confirming the impression that any
psychological or existential component regarding the
natire of his ‘quest’ stops short at thenotion of retrieval.
It seems significant that his self-satire is here directed at
his own restlessness, and that this aspect, which is an
cbsessive preoccupation with the narrator in The
Somglines, is anly very occasionally and obliquely referred
te in Ix Patagonia. Indeed, hardly any menton of the
dilemma is made at all uritil the following short passage
n chapter 44

The resident ornithologiat, a severs young marn,
was studving the migration of the Jackass
Penguin. We talked late into the night, arguing
whether ot not we, t00, have journeys mapped
putin our centtal nervous systemm; if seemnead the
orly way to account for our insane restlesaness

P, p. 53}
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Ever here the note of self-parady can be easiby detected,
with the adjective “insane” echoing the adjective “steri-
le” in the earlier passage. Also, the suggestion of the pre-
destined nature of ran’s restlessness is merely posed as
a brief interrogative with no further comment, nor is
there any discussion or questoning on the thetne uritil
the following chapter, and even here the narrator
vbjectifies the diletnirna by initially transferring it to his
narrative of the wandering Sea Captain John Davies and
subsequently te his comments on Samuel Taylor
Coleridge: '

Celeridge himself was a “right wandering
mart, a stranger at his own birthplace, a drifter
round roaming-houses, unable ko sink ronts any
where. He had a bad ease of what Baudelaire
called, ‘The Great Malady: Horror of One's
Home'. Hence his jdentification with other
blighted sranderers: Cain, the Wandering Jew,
ot the hatizon-struck navigators ofthesixtesnth
century {IF, p. 7).

Chatwin reutilises the myth of Cain and Abel in The
Seuglines, where he reworks them into a private
mythology of the seftler and the wanderer, though here
it is almest flippantly referred to. His own self-
identification with Baudelaire’s horror of home isalsp a
recurrent motif, that is present in The Songlines. To a
great extent these are references that haunted him. Yet
here, it the narrator’s chservations on Coleridge’s horror
of sedentary life are self-referential, they curicusty
contrast with his declared fondness for the territorially
fealous and monegomous penguins in the previous
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chapter: “Albatrosses and penguing are the lastbirds I'd
wanttomurder” (IP, p. 84). However much thenarrator’s
precccupations may be infended fo reflect Chatwin's
owrn, there ig Jittle indication that the real author and
narrator inthe text are one and the same person. Indeed,
difficulties in reconciling the narrator of the book with
the teal authorabound and they alzso reside in Chatwin's
ownremarks and comments during his journey through
Patagonia which poignantly contrast with the deymess
of the narrator's observations. The following extract
from a letter to his wife is an illustrative example of
Chatwin’'s own response to his experiences of travelling
argund the country:

‘Dying of tiredness [...] Have just walked 150
odd miles. Am ancther 150 from the nearest
lettuce arid at least 59 from the nearest canned
vegetable. Tt will take many years bo recover
fromroast lamb [ ] Dwanta salad. Carnot fce
any more meat. Dust in eyves. Feeling rather
weak of hunger™®

Interestingly, the only extract included from Chatwin's
notebanks (In contrast to their extensive use in The
Songlines), is analogous in tone to the rest of the book:

Walked all day and the next day. The road
straight, grey, dusty and trafficless. The wind
relentless, heading vouoff. Sometimes youheard
a trucl, you knew for certain it was a truck, but
itwas the wind. Or the nolse of gears changing
down, but thatalsa wasthe wind [.. ] {IF, p. 74).
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The deceptive mirage-like neises in this description
evoke the illusiveness of the Patagonian landscape, a
quality which did niot ezcape Darwin whe, in The Voyage
gf the Beagle described “the fee scope given to the
imagination” by the boundless Patagonian plains™. But
the description also reflects the narrator’s lonsliness.
For, as intheempty desert, there isnosingle living figute
who emerges as a constant companion in the book, asin
The Somglines. The narrator rather pursues a course
which focuses on an engagement with other narratives
tied up with his own persenal ooythical quest, reader
regardless. This is whatmakes In Pafagonia, in a sense, an
ant-travelbook. Inhisbography, Nicholas Shakespeare
amply illustrates Chatwin's loathing of actual travelling?,
and indeed Chatwin's text is almost completely void of
those details (train times, fleefing impressiens,
landscapes, changing emofional states, teveries etc.)
which Theroux's account of his journey to Patagoniain
The Old Patagowidn Express abounds in. With Theroux
one feels that there iz a correspondence between author
and first-person narrator and that the experiences are
recounited in such a direct and intimate way that the
reader car do nothing but succumb to him and be either
charmed prrepelled. The narrator of In Patagomnia is more
‘alien’ precisely because heis part of the textualisation of
Chatwin’s landscape and in this sense he ultimately
relates sympathetically with his external surroundings
without necessarily engaging the reader’s sympathy.
In The Sowglines Chatwin deliberately creates ateasing
assoctation between the first-person narrator and the
real author, thereby establishing a double subjectivity:
one fictonal and the other meta-fictional Instances in
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the ook that can be directly referable to the real author,
Bruce Chatwin, sbound. One specific example is the
well-knewn account of his hecoming tempararily blind
from examdning too many paintings close up when
working atSotheby's and his dector's suggestion thathe
visit a country with wide horizons. The verisitnilitude
created by these ‘real life’ analogies is further heightened
whet the ‘Brice’ of the narrative incorporates numerous
extracts from the notebooks of Bruce Chatwin which
comstitute atleasta third of the text The matter is further
complicated by the fact thatnot only do the first-person
narrator and real author ambivalently converge,
fictionally and nor-fictionally, but each assummes the
guise of the other. ‘Bruce’ suggests an authenfic
correspondence fo Chatwin whilst Chatwin, in
interviewsand letters, insisted that ‘Bruce’was a fictional
self-representatior. Bither way, in aliterary text, however
authentic the link between author and narrator may
appear, the autherial self becomes necessarily alienated
frotn hds natrrative self 2o that, in the words of Robert
MWewmar, the latter must be “irenically distanced as
Other'¥. The fast that this Cther is a deliberately
firtionalised portraitof Chatwin himself doesnotdetract
fromn his essentially textual role. Indeed, it eotreborates
the self-myth Chatwin seeks to project in the text. For it
cannot escape the reader’s attention that this figure is
constructed around a paradigmatic accumulation of
positive semes. First, the narrator Brues is a decidedly
more senasitive presence than the narrator of in Pafagaie
and assigtied a far more actve actantial role. Second, the
Fart that the book's autobiographical details exceed those
in In Patagoninbetrays an anxicusness on Chatwin's part
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toprojectaparticularimage of himself through a narrator
rather than use this figure as a perceiving conscioushess
alone. Thus, the account in the second chapter of bus
early childhood can be seen as an attempt to establish
from the beginning the narrator's sense of his own
assoctation with the theme of the book: "I remember the
fantastic homelessness of my first five years. My father
was i the Navy, at sea. My mother and I'would shuttle
back and forth, on the railways of wartime England, on
visits fo family and friends” (SONG, p. 7). This image of
mehility characterised by “the frenzied agitation of the
times” {Ibid) interestingly contrasts with the domestic
immobility evoked in the description of the narrator's
grandmother’s dining room of In Patagonia, in which the
glass cabinet, (3 sustaining metapher” for Chakwin, as
Nicholas Shakespeare notes, and a repository for the
three aspects of his writing, collecting, movement and -
story't,) awakens a merely implicit longing to see other
places. If anything, it is qualified by the need to escape
the eventuality of a nueclear war. In The Songlines,
however, this desire is evident fram the beginning and
is further compounded by the narrator’s self-
{dentification with the aboriginal ehild in his aunt’s
book on Australia®® The implication is that his rootless
childhood in itself justifies a claim to explore a people
whoselives arelikewise characterised by wandermg. As
aresult, the psychologicalintimacy inherentin the hame,
is rendered in termns of parody: “Home, if we had one,
was a solid black suitcase [...] in which there was a
corner for my clothes and my Mickey Mouse gas mask”
(Ibid}. The narrator (Chatwin?}, therefore offers his own
experiences asa westernised counterpartof the nemadic
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miyth he seeks to explore inhis writing®®. He does thisnio
more expliatly than in the following passage where
first-person narrator and real avuthor coineide:;

{Ome day, AuntRuth told me oursurname had
onee been ‘Chettewnmde’, which meant ‘the
winding path'in Anglo-Sanonand the suggestion
took root intry head that poetry, my own name
and the road were, all three, mysterioosly

commected (SONG, p. 11).

The verisimilifude is not undermined by the fact that the
actual surnare ‘Chatwin’ is not referred to. If anything,
‘Chettewynde’ points implicitly te it without the need
for it being explicitly mentioned”. The narrator’s
dramatic autonormy in The Songlirresis further heightened
by his being assigned a significant share of direct
discourse in contrast with In Pafageria which mainly
renders his speech through indirect discourse. The
following two passages, both dramatising similar
moments of hostility, the first with the Russian exile, the
second with Jim Hanlen, ate representative examples of
these two different approaches: '

[ said Patagonia reminded me of Russia. Sursiy
Eio Pico was a bit like the Urala? She scowled., -
Patagonia did net remind her of Russia In
Arzentina there was nothing —sheepand cows
and hwman sheep and cows. And in Western
Burope also nothing|...]

Incenversabion I madesomeslight reservation
about Solzhenitsym.

What can vou know abeut it?'she snapped
{[F, pp. 59-600.
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*So your a writer, eh? Hanlon said to me.

O sorts”

‘Ewver do an honest day's work in your Lie?

His blue eyes were watering, His eyeballs
ware suspended in nets of red wire.

Try o, I said.

The withered hand shot forward. It was
putplish and waxy. The little Anger was cut off.
He held the hand to my face, like a claw,

‘Know what this is?" he taunted.

‘4 hand'.

‘A working man's hand”.

‘I'we done farm weotk’, I said. “and timber-
work,

© 'Timber? Where?

‘Scptland’.

‘What kind of Bmber?

Sptuce... Larch...”

WVery convincing! What kind of saw’?”

TPowet-gaw’

‘What make, you fool?

‘Can’t remember’.

Wery unconrincing’, he said. Doesn't sound
right to me’ [SONG, p. 91,

This is neot fo suggest that one passage has more merit
than the other, of course, for the aims are very different.
The indirect discourse used in the first passage creates a
serse of distance which effectively conveys the sadness
of the exile and perhaps for that very reason, mitgates
the nurse’s aggression. The exchange has a distanced
quality, asifrecollected in calm. The aggressively hostile
tene of Hanlon's questions and remarks in the second
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passage is contrasted with the narrator’s self-defensive
replies, The short atomnic sentences resemble a series of
cuts and thrusts as in a sword fight. The dramatic effect
is extended to the final scene of the chapter (with Bill's
apology tothenarrator and distresswhenheand Arkady
leave) which becomes all the more peignant in contrast.
Bruce's dialopues with the dazzlingly brilliant Arkady
also augment his dynamic role designed, as they are, to
fllustrate his capacity at being mentally sharp and
competitive with the latter, indeed, all too eager to
display his own knowledge:

“ou [ike Russiad”

"The Russians are a wonderful people’,

‘I knowe that', he answered sharply.

Jm}r?r

“Hard torsay’, said. Tlike tothink of Russia as
a land of miracles. Just as you fear the worst,
something weomderful always happens’.

‘Such as? )

"Senall things, meostly. Humndlity in Russia is
endleas’,

Thelieve you’, hesaid. ‘Come on. We'd befter
get going” (SONG, pr4d)

bruce’s cotroment that “the Russians are a wonderful
people” is not sufficent evidetwe, for Arkady, that he
has acquired areal understanding of his country. This is
why his sharply inferrogative “why”, has all the force of
athreat. Indeed, more than cnice doBruce’s conversations
with various characters assume the tone of a cultural
initiation test. The episode with Father Flynn is another
illastration:
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Flymn turned 1o face me.

"fou know what out people call the White man? he
asked.

‘Wleat’, | suggested.

“And you know what they call a welfare cheque?’

‘Alac meat’,

Bring a chair’, he saic, ‘I want to talk ta you’ (SONG,
p-82).

In such instances the narrator is defined in terms of the
point of view of those around him. Thds kind of objectified
stanceis precisely what is absent in In Patagends, because
the narrator’s interlocutors are not really made to ahow
any more curiosity towards him beyond the simple fact
af his geographical origins, But in The Songlines his
Englishness i= repeatedly thrown in his face, so that,
whether threateningly or ini jest, he is always made to
Feel an outsider, a foreigner, and therefore arl infruder:

"This i5 a Pom’, he {&rkady) said to the secretary.

*A Pom by the name of Bruee”.

The girl giggled, diffidently, dumped the papers
on the desk, and dashed for the doer (SOMNG, p. &)

“Are you English?

Yes"

“Why don't you go back home?”

He spake alowly in dipped syllables.
‘Tjust arrived’, ] said.

‘I mean all of you'.

‘&1l of who?

‘White men’, he said [SONG, p. 34).

[--]
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‘And what makes you think you can show up from
Merrie Old England and deanup cnsacred knowled ge?
(SONG, p. 35).

[..]

"Who the hell does he think he is?* he tumed o
Arkady.

“Who asked him to poke his upper-snotty-class nose
in here?

“You did’, said Arkady.

Toid I? Well I made a mistake’.

Tt it upper class’, [ gaid.

“But a touch too dassy for my litile hincheon party!
Luncheon! That's what they call it in Pongleterret

- Luncheon with the Queen! What!’ (SONG, p. 93).

Yet there is a simultaneous sense that, in spite of ths
frequent hostility, the narrator enjoys his privileged role
as outsider. For one thing it differentiates him from the
others and for another if frees him from his own cultural
ties, providing him with the necessary objectivity to
conduct his quest. However, it is also true that bath In
Patagomiz and The Spnglines never really give a sense of
thenarratoractually belonging to an original home base.
In spite of the hostility and prejudice he receives, that
would normally artificially augment a sense of belonging,
the natrator seems to strive against being the hero, to
patraphrase Lotmar, of an “irnmaobile locus”, and there
lsnosense of his ownhomeland, as organising centre for
the point of view with which alienlands and cultures are
percepved ™ Nowhere can one find a racist or prefudicial
remark, apart from the preconcetved nofion of concepts
the narrator is setting out to wverify. This sense of
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‘openness'is undoubtedly rendered by the intertextisal
nature of his discourse, for In Patagonin and The Sanglines
both rely heavily on interfextual elements for their
comstructior, although in very different ways. Whereas
In Patagonie is a ceniripetal fext (in the sense that its
intertextual elements ate intrinsic to the nature of the
book’s internal structure), The Semglines is centrifugal;
theintertextual elements notonly reflecting the natrator’s
owrexistential inquiries, but also extending beyond the
confines of the actual narrative, enhancing the sense of
a ditect correspondence between real author and first-
perscn narrator, as well as providing an intellectual
extension of the notion of journeying itself”. “The
notehooks” section intensifies the polyphonie structure
of the text at the same time as testifying to the cultral
eruditeness of the narrator. On the one hand, the notes

may be seenas the latter's attempt to construct ks owm

songline (similar tohis earlier attemnptto write amython
the ereation of the universe in the chapter entitled “In
The Beginning” /™, but ai the same time they are a
product of a rational, intellectual mind, and the
apparently casual nature in which they are presented,
together with the variety of fields to which they refer,
{literary biclogical, archeclogical, psychological and
philosophical etc. }nreality reveals the culturally eclectic
narrator as a conscieus ‘shaper’ of the text and not
‘merely’one of its tnain “volces™. Thefollowing summary
(with rumbera and topics) shews how deliberately and
artfully these passages are selected and structured. The
numbers represent quetations againstwhich is indicated
the general thematic concern of each sectorn:
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1-154 MMobility / immehility.

157-192 Human instinct, Fear and aggression.

193208 Beneficial aspects of mavemet.

200-255 Man and the beast, Agsression and
evolution,

256-267 War and aggression.

26B-279 Mobility and poetry and language.

2BD-285 Struggle and survival, Mobility/
imtnobility.

The circular structure of the sequence which begins and
ends with fhe thetnes of mobility and immebility, exposes
the narrator’s intellectual prececupation bo construct a
tentative theory around the idea that immebility
tegatively breeds aggression, whereas mobility inspires
positive feelings of religion, spirituality and harmeny.
The narrator is therefore bestowed with the infellectual
tesponsibility for the theoretical issues propounded in
the book But that this is not always the radical way in
which Chatwin himself presents them in his ficHonis a
peint that has hopefully been made in this study.
MNevertheless, it i at this moment that the distinction
between narrator and real author apparently collapses
to the extent that the reader may legitimately question
the efficacy of the serni-ficional device in the firat place.
For in reading the passages from the notebooks are we
notconscious of reading Chatwin rather than ‘Bruce? Is
the attempt not that of inserting these notes itrbo a quasi-
fictitious context in which they take on new meaning in
that context? [tis certainly a way of finding an alterna-
tive terrain inwhich these quotations can be juxtaposed,
and therefore take on new life. In foregrounding the selk-
referentiality of these infer/ intratexts the narrator takes
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on a responsibility analogous to that of the real author
and by performing such a process of selection also
assumes the role of editor of his own work.

With the narrator of Uiz, Chatwin turns to the theme
of eollecting, an old passion he had scornfully rejected
before taking up writing as a profession. For Chatwin
himself, collecting came to be synonymens with death
and he regarded the desire for the possession of objects
as fhe ultimate sin of the settler. Nevertheless, his attitude
towards collecting was ultimately as ambiguous as his
attitudes towards settlement and nomadism®™, ard whilst
it nay be possible fo see in Utz a sardonic self-portrait,
this is true only to a certain extent and is undermined by
the essentially sympathetic treatment™ of his main
protagonist. The narrator's actantial role is, as in the
previous two texts, that of searcher, buthere itis realised
in terms of a textual dynamics which is not so much a
metaphysical or existential inguity on his part than a
sense of brooding curiosity regarding the workings of a
parbeular psyche. As actor he participates in the text
almost as an illustve presence. Itis perhaps no accident
that, as with thenarrator of In Fafagortia, he is never even
natned®— Hisintradiegeticfunctenis, asin In Patzgowia
and The Somglines, undermined by the fact that he iz an
putsider to the micro-world he participates in and
niarrates. Also, in contrast to the narrative figures of the
previous two texts who are characterised by mebility
and a thirst for knowledge, the narrator of Utz emnerges
at the beginning of the novel, if anything, as a lazy
intellectual parasite: “[...] due to idleness and my
ignorance of the languages, this particular forray into
Middle Buropean studies came to nothing. T remember
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the episode as a very emjoyable holiday, af others’
expense” (U, p. 12). Although he is also a collector of
stories and mformation, which he is always ready tojot
dewn in his notebook at the first opportunity, these are
almost entirely related to or derive from Utz himself,
arid are not the source of his own ariginal or acquired
knowledge. Thematically, the natrator is associated with
Utz not only because of his profession {art dealer} but,
more importanitly, as a result of his growing obsessive
ctirinsity regarding Utz'slife and the eventual miysterious
disap pearance ofhis porcelain collection. The functional
ambivalence of his role provokes a split personality: as
actorfcharaeter he never externally manifests affection or
sympathy for his protagonist™, butas natratorhe reveals
a disinterested sympathy” forhim. These twodimensions
are reconciled in the following passage which strikes a
chord between aesthetic detachment and detached

gympathy:

I am naot an expert on Wieissen porcelain —
although my years of iraipsing round art
tauseums have taught me what it is. Nor can 1
say I like Meizzen Porcelain. T do, however,
adinire the baisterous enetey of an artistsuch ag
Kaendler[.. ] and T entirely side with Utz in his
Feud with Winckelmarn — who, in his “TNotes
or. the Plebian Taste in Fercelain’, would
supplantthia plebian vitality with the dead hand
of clasical perfection (U, p. 135}

Both the narratar’s actantial role, as well as his function
as narrative voice, are linked by the concept of mobility.
A5 in I Pataponia and The Songlines, movement and
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story-telling are intrinsically interconnected, each, in
turn, informing the other. But the narrator's mobility in
Utz is tighily conditioned, controlled even, by the
vidssitudes of the main protagenist, As Antorella Riem
Natale rightly observes, the narrator is prisoner in his
condition as literary traveller and is continually ferced
to repeat another person’s journey and story™. Heis no
longer a reatless presence, as in the previous two works,
since all of his journeys, however apparently casual,
have an ultirnate purpose and the horizontal dimension
of his wandetings continually intersects fatalistically on
a verticle plane with Utz's story and culminates In his
penetration of the interior dimension of Utz's home:

In the sutrtner of 1967 [...] I went to Prague for
a week of historical reseaceh [} (U, p. 12}

On miy way to Czechoslovakia [ (U, p- 13).
Iy years of traipsing routid art museums [...]
(L, p. 500

But one night as I drave inbo Paris [.J (1L
p-118].

[.-.] [happened to pass through Prague onmy
way back from the Soviet Union [...} (L1, - 118).
A nanth or ao earlier Thad called on Dr. Marjus
Frankfurter in MNew York [..] (U, p. 125).

The village of Kostelec lies close to the Austtian
border [...] (U, p- 153

These references are comparable to the elliptic spatial-
temmporal references in In Pafggonis, although their
significatice as a functional device is more important,
niot 50 muich to inform the reader where the story is
leading, for the narrator never diverts his focus from
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TTiz. Indeed, there is an infensity of concentration on his
subject that is typical of all of Chatwin’s novels —a
quality that differentiates them from the digressive na-
ture of his travel books — The spatial-temporal
references rather serve toreiterate the narrator’scontinual
‘collisions” with the story that se intrigues him.
Ultimately, the functionality of these intersectienas
between the narrator and Utz is to create the conditions
for a bond of sympathy that overrides any intentions of
sative on the patt of the real author. Whereas thenarrators
of In Patagonia and The Somglines relinquish a good deal
of thetr marrative authority to inter and intratextual
fragments, the narrator in Ltz claims full responsibility
for the narrative he tangentially participates in
Mevertheless, his reliability is often put into question,
for his ‘limited’ viewpoint— which is the pricehe has to
pay forhisintradiegeticrole—createsa textual dynarnics
i which story elements are revesled gradually and
enigmatically and need to be continually reconstructed
and reformulated so that the reader is also made to
participate in decoding the hermeneutical gaps with the
narrator along the Hnear sequence of the narrative
discourse. The apparently trivial matter with regard to
Utz's moustache is emblematic:

Did he have a moustache? T forget. Add a
moustache, subtracta moustache: nothing would
alter his utterly nondescript appearance.
Suppasing, then, we add a moustache? [...]

On reflection, T think I'd betier withdraw the
rnpustache (U, pp. 27-8}
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He trimmed his tmoustache, (I atil] cannot be
cerainifI'm imagining a mewstache) {17, P 8a).

L.

But]canstate categorically, that Utz did have
a mgustache.

Without the moustache, he might have
remained in my imagination another art-dealer,
of fussy habits and feminine inclifiations, whose
encouniters with wornen were ambiguous.

With the moustache he was a relentless lachy-
killer {U, p. 135).

The question of Utz's moustache is paradigtmatic of the
narrator’s gradual understanding of his Frotagonist, so
thatenly wher its functional impottanceis tullyrealised
Is its exdistence finally acknowledged, Parallel with the
revelation of Utz is the narrator’s Erowing confidence in
hirnself as a story-teller. It is no acrident that his narea-
tive concludes with a series of problematic proposals all
of which he answers with an imperafive self-assurance:
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Had Utz or Marts smuggled the collecton
abroad? No. Had the truseum offictals amutggled
it abread? No. Dr. Fearkfarter would have
known. Did Utz destroy his parcelaing out of
pique? [ was doubtful. He loathed museurns,
but he was not a vindictive man{...]

Lt was it @ caze of icomoclasm? s there,
alongside the tendeney to wors hipimages(...]a
countertendency o amash them to Bits? Do
images, in fact, demand their vwn destruction?



Qr was it Marta? Did she have a vindictive
straak? Did she connect Ute"s love of porcelain
with his love for opera singars?

Mo. by impression is that none of these
theories will wotk (U, pp. 151-2).

Such eatnest speculation reflects ahuman curiosity that
irenically contradicts the narrator’s previous lukewarm
reaction to Utz's death after receiving a card from Orlik
with the words “"Our beloved friend Ttz is dead [...]°
The word ‘beloved’ seemed a bit strong: considering I
had known Utz for a total of nine and a quarter hours,
some six and a half years earlier” (U1, p- 117). In spite of
the fact that these certainties are partially undermined
by his inability to *vouch for the authenticity of Utz's
title baron’™ ortobe certain “that Uiz's annal pilgritnage
to the West was quite so ‘pure™ {1, p. 134}, once he feels
hehas understood essential truths about Utz (suchas his
passion for opera singers and his marriage to Marta) he
allows himself the liberty to invent his cwn ending,
which consists of a happy reconciliation betwesn Utz
and Marta with Utz destroving the percelains as they are
“bits of old crockery that just had to go” (U, p. 152). Yet
this narratorial liberty is paradexically undermined by
the narrator’s condition aa “prisoner” in the text. For as
fictional character/intradiegetic narrator and outsider
to the wotld he depicts In the novel, not only is his ovm
perception conditicned by his limited and partial
viewpoint, but also his ‘happy ending'appears asa need
to reach a consoling, tidy version with which to round
off his tale, and this versicn is irondrally thwarted by the
ultimate mystery regarding the whereabouts of Utz's
precious porceladn collecton.
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NOTES

v Catherine Bernard, “Bruce Chatwin: PicHon on the Frontier”,
in Theme Poarks, Ratnforests and Sprouting Wastelands, European
Essays on Theory and Fevformarece in Contesaporary Britisk Fiction,
ed., Richard Todd, Luisa Flora, Amsberdan, Editions Redopi,
2000,

* M. M. Bakhtin, The Dialogic Imagtnation: Four Essays, edited
by Michael Holquiat, Translated by Carlyl Emetson and
Mirhiael Holquist, Austin, Thniversity of Texas Press, 1981, p.
254

: Itis, of course, significant that the only other main character
in the book, Charfey Milward, whoae actantial rale is that of
[‘obliviousth damor, is a long-dead relative of the narpakor.

Y N Shakegpears, op. cit, p. 252

? Theneukrality of the passage js all the more interesting in the
light of Chatwin's own comment on what he took out of the
soenes “[...] the head falling backwards at the end of the
mazrka [...] and lifting him off the piane stool inte the
bedroom®. M. Shakespears, op. cik., pp. 295-4.

§ 5. Clapp. op wit, . 31

T N Shakespeare, op. cit., p. 292.

Chatwin's consciously striving fora particularly aural quality

inkhis prose cannct be sufficiently repeated. SeeClapp, op. ait.,
P 33 Murray, op. cit, p. 67; Shakespears, op. cih, p. 306
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L3

Certainly, one may see an lement of selb-identificabion an
the partof Chatwin with Coleridge. Hischildhood wanderings
characterised by frenziad excitement also nade hitn a stranger at
hia own birthplace. Like Coleridge, he also spent a good deal
ofhistimein ofherpenple’s houses wherehe wrote mostofhis
works,

M. Shakespeare, op. cif, p. 295,

Charles Darwin, The Voyage of the Beagls, Hertfordshire,
Wordsworth, 1987, p. 477

N. Shakespeare, op. cil., “Travelling with Bruce was like
travelling with yout 83 year-old maiden aunt”, p. 152. See also
P 115

Kobert O Newman, Tronsgressions of Reading: Narrative
Engagement as Exile erd Return, Dutham, Duke University
Press, 1993, p. L.

. Shakespeate, ap. cit, pp. 356

This tecalls Lewis's identification with the Indian figure in
Om The Black Hill.

E. Chatwin Anatemy of Restlessmess, cit, p- 22, Chatsin's
ccanment on his inability t0 write in his own home farther
iilluminates the predicament alluded o here: '[..] there ave
thoss, like myself, who are paralysed by ‘home', for whom
home is synonymous with the proverbial writer's block arid
who believe [...] that all will be well if only they were
sotnewhers else™. Paraderieally, he always needed other
people’s houses to wiite in, as the same essay teakifies.

Fernando Calvén, “Bruce Chatwin’s Travel Books/Travel

Nowels: a Troublesome Reading of The Songiines”, in Merape s
2,15090, p. 104, notas how Chatwin'a surname offers “indesd a
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proof, although miner, of an iderntity that isnot merely rasual,
but zeemns to have been sought on purpose, of a certain poetic
determiniam that s habitual in epics and in primitive legends:
the hero is destined, since birth itself, and through the names
that he recejves, ko a particular end™.

M M. Bakhtin, op. cit., . 10]. All of Chatwin'snarratives can
beinterestingly compared to Bakhtin's definition of the Gresk
romance In which “everything is foreign [...] there 5 na
implied native, ordinary, familiar world (thenative conmtry of
the anthor and his readers) against whose background the
otherness and foreignness of what is foreign might be clearly

projected”.

F. GGalvén, cit, p. 106, notes that “far from being ornaments
the wide ramifications of the notes possess a greater interast
and stgnificance than mere marginality and that they have
something specifically musiral associated o them, being
harmendous with the theme and the development of the
work”.

A Rien Natale, op. cit, p. 62, notes that Chatwin's art consists
in mixing these ‘stoties'ta create a verbal musicality that in
itgelf becomesa melody, where words can almest beseparated
from meaning.

Eleangt Forter, “MNotaadic Melodies” in Textus: English Studies
i Italy, Genava, Tilgher, vol. X, 1957, notes how at this point
of the book: “Fhysical fixty becomes thecondition of inteliactual
freedom of movement?, '

B, Chatwin, Asafomy of Restlssness, oit., pp. 170-85. See SHEAY
“The Morality of Things” in which he clarifies his position
withregard to collecting. On the enehand, “we feel obliged to
enjoy it” (an object)* long after it has ceased toanuee|. -
L70-1, and on the other generosity regarding things can biing
them back fo life: °[...] the ‘thing"itself is alive. It does not like
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being frapped and longs bo retim toils foots (and having got
there to take off again)®, p. 185,

Anatialogy can alsebe tnade between Ehe young Ube's desive
ko possess the Harlequin (U, pp. 18-19) amd the narrakor’s
desire topossess the myloden skinin fr Prfageria (I, pp. 5-a).

Im the film version the narrator is replaced by an Amertcan
auetioter named Miles Fisher.

The film version picks up on this aspect with the character of
Ivliles Pisher ac tually manifesting visiblesigns of irritation and
‘boredom while conversing with Utz

A Riem Matale, pp. cit. . 121.
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