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	"Lorsqu'on lit, il faudrait remarquer et savourer les détails. Il n'y a rien à redire au clair de lune des idées générales lorsqu'il intervient après que l'on a recueilli avec amour tous les petits éclats de soleil du livre." Ainsi s'exprime Nabokov dans la définition des "Bons Lecteurs et Bons Ecrivains" qui introduit le recueil de ses cours de Littérature. La naïve métaphore astrale indique sans ambages que toute lecture est reconstruction de l'univers et qu'une attention vigoureuse et solaire au présent de l'écriture, en apprendra plus sur le monde qu'une reconsidération lunaire et raisonneuse.
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          Introduction

        

        Pierre Gault

      

      
        
           "Lorsqu'on lit, il faudrait remarquer et savourer les détails. Il n'y a rien à redire au clair de lune des idées générales lorsqu'il intervient après que l'on a recueilli avec amour tous les petits éclats de soleil du livre." Ainsi s'exprime Nabokov dans la définition des "Bons Lecteurs et Bons Ecrivains" qui introduit le recueil de ses cours de Littérature1. La naïve métaphore astrale indique sans ambages que toute lecture est reconstruction de l'univers et qu'une attention vigoureuse et solaire au présent de l'écriture, en apprendra plus sur le monde qu'une reconsidération lunaire et raisonneuse.

           C'est donc en plein soleil que les auteurs des articles qui suivent sont partis en quête de détail, et le passage obligé par les limites du titre choisi, "les stratégies métaphoriques", n'a pas altéré leur enthousiasme. Au contraire, la figure imposée, au lieu de jouer comme une contrainte, a stimulé l'imagination et donné lieu à des variations ingénieuses révélant les textes sous des angles inusités. Il faut croire que le lyrisme n'a pas nécessairement besoin des grands espaces romantiques pour se donner libre cours et que le goût du baroque pour les rythmes obligés ne répond sûrement pas à une logique de l'étouffoir.

           Dans la stricte analyse qu'il propose du rôle générateur de la métaphore dans la langue, Gérard Deléchelle se heurte au système de représentation de l'univers, et ce n'est pas hasard mais nécessité s'il cite en exergue la petite formule de Bolinger. La linguistique est toujours près de basculer dans le métaphysique. La constante accommodation sur l'objet se trouble sur dos perspectives infinies, vouant le linguiste au vacillement et au vertige.

           Ce n'est sans doute pas un hasard si plusieurs des études qui vont suivre, délaissant une définition proprement rhétorique de la figure, se tournent résolument vers la fonction essentielle de la langue, celle de créer le monde sous couvert de le représenter. Saisie du même vacillement, sans doute, que le linguiste, Maryvonne Menget a choisi de l'imager différemment autour d'un espace et d'un temps fortement marqués par une crise de la représentation. A l'articulation du dixdu dix-neuvième et du vingtième siècles, les tribulations d'Abel, le héros de Green Mansions, nous entraînent dans la jungle sud-américaine. Hésitant entre une fascination encyclopédique qui postule la stabilité d'un monde pré-adamique et la contestation ludique de toute certitude, ce roman où le naïf confine au surréalisme explore, semble-t-il, les ressources du discours, beaucoup plus qu'il ne parcourt les derniers espaces vierges.

           Est-ce au nom d'un pareil goût du risque et de l'exotisme que Danielle Fernandez traque la métaphore sur les pentes du Vésuve ? Dans la vision de Pompéi, accomodée selon l'optique victorienne, c'est encore de représentation du monde qu'il s'agit. "Pompéi. Tout est métaphysique dans cette ville (…)" constate Baudrillard.2 " Pompéi (…) est une sorte de trompe-l'oeil et de scène primitive." Scène primitive, en effet, où toute une époque finissante découvre avec stupeur les signes des séismes qui l'agitent.

           C'est vers un autre ailleurs géographique que nous conduit Bleuette Pion, aux frontières du Mexique. Cette étude des signes qui manifestent dans la fiction américaine la rémanence de cultures différentes permet de passer de la question de la représentation du monde à celle de sa figuration.

           Curieusement peu d'articles, dans ce numéro, choisissent d'attaquer de front la question des stratégies métaphoriques. De la même façon que les lois de la génétique se constituent de ses déviances, celles de la métaphore semblent jaillir de ses aberrations : optant pour la difficulté, John Atherton et Liliane Ruf se sont tournés, le premier vers la métaphore minimale, la seconde vers la métaphore absente. Prendre Hemingway comme support d'une étude de cette figure et choisir précisément le seul livre de Virginia Woolf, The Years, dans, lequel l'auteur ait cherché à faire table rase de ses tendances tropologiquos, tiennent de la provocation. En se consacrant à Robert Creeley, adepte d'une absolue transitivité du langage poétique, Michael Veitch apporte à cette question de la métaphore absente et de la soi-disant transparence de l'écriture, la part de théorisation qui s'imposait.

           Michel Turpin et Monique Auberty ont courageusement franchi les frontières théoriques pour s'attaquer à bras-le-corps au trope récalcitrant. Avec Thomas Pynchon, virtuose de la métafiction, c'est à un rigoureux travail de déchiffrage des signes que Michel Turpin invite son lecteur. Une fois le labyrinthe parcouru, aucune réponse univoque ne viendra clôturer le débat, mais le lecteur attentif aura frôlé au passage tous les hauts lieux de l'écriture romanesque reconnu les enjeux de stratégies métaphoriques extrêmes. Pas ou peu de métafiction chez D. H. Lawrence, et c'est à mains nues que Monique Auberty se mesure au texte avec le projet de le saisir dans sa vitalité. On suivra, dans ce plaisir redonné de l'écriture lawrencienne les ébats d'un énigmatique lapin que Jean-Paul Régis reprendra au vol à la fin de son étude. Cette brève introduction s'ouvrait avec un linguiste, elle se refermera avec un autre, qui s'est donné pour mission de faire resurgir de la langue les métaphores enfouies. Jean-Paul Régis au prix d'un scrupuleux travail d'archéologue, dépoussière une à une les strates correspondant aux différentes occupations du signe qui en sort ragaillardi, investi d'une énergie nouvelle.

           Notre revue, elle aussi, a donc fait la preuve de sa vitalité. Après le premier numéro pris en charge par les civilisationnistes, les littéraires et les linguistes ont su se motiver et mener à bien leur projet.

           Nous sommes en mesure, maintenant de nous retourner sur l'expérience accomplie et de définir en connaissance de cause les orientations que nous souhaiterons donner à cette revue qui ne saurait garder un caractère quasi confidentiel. Je suis sûr que l'enthousiasme soulevé parmi nous par la réalisation de ce travail commun, nous permettra de le prolonger de la façon la plus satisfaisante et la plus crédible.

        

        
          Notes

          1  Cet extrait renvoie à la traduction de Hélène Pasquier, sous le titre VLADIMIR NABOKOV, LITTERATURES I, de LECTURES ON LITERATURE. (Fayard, Paris, 1983, p. 39).

          2  Jean Baudrillard, Les Stratégies Fatales, Grasset, Paris, 1983, pp. 30, 31.

        

      

    

  
    
      
        
          The Itinerary and the Postcard. Minimal Strategies in The Sun Also Rises


        

        John Atherton

      

      
        
          I showed the first draft to Nathan Asch, the novelist, who then had quite a strong accent and he said "Hem, vaht do you mean saying you wrote a novel? A novel huh. Hem, you are riding a trahvel buch." (Hemingway to George Plimpton)

           In Chaper IX of The Sun also Rises we are told that Jake, about to leave Paris, "wrote out an itinerary" for Mike and Brett who will be following on to Spain. And while the novel as a whole can be read as one great itinerary which the narrator is laying out (an itinerary that has its missed rendez-vous, its redoublings and returnings and which generates its own form of writing), it is In the first and most immediate sense of the word that we should take the term. The Sun also Rises is the narrating of a voyage - not a quest or a voyage of discovery - but an arranged trip, a pre-arranged trip, In the sense that the characters' journeyings are scheduled, and that the reader is never taken anywhere that Jake has not been beforehand. This strategy is maintained throughout. In Book Three, when Jake visits San Sebastian for the first lime in the course of the novel, he puts up at "a hotel in the town where I had stopped before" (195).1 Far from any town on the Irate River, Jake - who knows every turn and twist of the route leading to the fishing hole - demonstrates his intimate familiarity with the further reaches of the stream. "Where'd I better go?" asks Bill Gorton; and Jake's reply, "Down is the best. There're plenty above, too" (99). Even at the height of the fiesta, during wich disorder and inverted order set in. Jake recalls that "there's a place down the street" (129) that sells wineskins and indeed he mariages to locate it even though the shutters are already drawn. There is not an inch of the terrain of the novel that has not been previously reconnoitered, so that the narrating appears as one uninterrupted recognition of sites visited before, places re-seen and re-fitted into some preexisting scheme of things.

           We should recognize that in choosing this narrative strategy Hemingway is giving up one of the major tactics of the classical novel That is the use as a focus perception2 of a character teken by suprise or who witnesses something for the first time, tactic which Stendhal for instance, made into a principle of scenic composition.3 The world-weariness of Hemingway's Jake, his I've-seen-it-all-before attitude is exactly that: the has seen it all before, not only the setting here the action takes place, but the major figures - Cohn, Brett, Mike and Gorton - all of whom already form part of his world. The only character to make a first appearance within the course of the story is Romero, which means that by this narrative idiosyncrasy alone, he is singled out, and thus stands as a threat to the familiar equations of Jake's universe.

           What is as remarkable as the exhaustive knowledge of the topography possessed by Jake is the ignorance in which we are left as to the circumstances in which it was acquired. Although Jake, in Pamplona, remarks that he "had stopped at the Montoya for several years" (110), he never refers to this past is an explicit manner. By way of rebuttal to Cohn's insistent proposals to take a trip together to South America he replies laconically, "I go to Spain in the summertime"·(12); an' in the course of the novel this is about as close as we get to an evocation of the previous experience. This silence - this deliberate narratives blackout - transmutes what would otherwise have been part of biography and thus part of the fullness of character into assigned attribute and function. Jake is simply the one who knows, who knows the answers, as when he informs Hubert - a young tourist from, the state of Montana who has inquired about swimming in Biarritz - that "there's good swimming… but it's dangerous when it's rough"(74). The one who knows (one doesn't know exactly how) and who has been there before (frequently, it would appear, but when?) has a name: he is the guide.

           Once we have accepted Jake in this role then a great deal of the stuff of the novel falls into place: bargaining with innkeepers, arguing over prices with the drivers of rented cars, booking train reservations, taking out a fishing license, going through customs, acquiring tickets to special, and - a subject of continuing concern - making sure that hotel rooms are well situated: "Montoya … gave us good rooms looking out on the square" (79); "Did you give Mr Campbell the room on the plaza?" (109); "They gave me a room with a balcony" (195) etc…. Before leaving the 'idyllic' setting of the Irati Jake, in what could be the guide's acquired instinct. checks to make sure that nothing has been left behind ("I looked around on the grass at the foot of the elm-trees " |104|). The vicissitudes encountered in the course of the pre-arranged tours are of the same nature: the dining car is overbooked, the bus they expect to take is not yet on summer schedule, Mike and Brett don't arrive on the evening train from San Sebastian as expected etc…. The celebrated contrast between France and Spain ("Life was so simple in France…. In Spain you could not tell about anything" |194|) takes place in the context of a meditation on… tipping, a meditation which, by the interplay of present and past tenses, suggests a knowing identity of view between Jake the guide and the guide's guide, the narrator. Narrator and hero share in this guidebook function. When the reader is filled in on local color items ("Pernod is greenish imitation absinthe. When you add water it turns milky" |15|) or when Information is provided akin to what is to be found in a tourist brochure ("The dancing-club was a bal musette in the Rue de la Montagne Sainte Geneviève. Five nights a week the working people of the Pantheon quarter danced there. One night a week it was the dancing-club. On Monday nights it was closed" |19|) the two voices commingle. And when we reach the very heart of the novel, the initiation into the mysteries of bullfighting, the definition of the aficionado is curiously framed in terms of who stays and who doesn't stay at Montoya's hotel: "An aficionado is one who is passionate about the bullfights. All the good bullfighters stayed at Montoya's hotel; that is those with aficion stayed there." Lest there be any confusion, the text further emphasizes that it is a question of obtaining accomodations. "Those who were aficionados could always get rooms even when the hotel was full" (110).

           The presence is the novel of another breed of tourists should not mislead us. The sight-seeing cars that pull into Pamplona (one of which contains twenty-five Englishwomen who "looked through their glasses" (171) at the spectacle of the drunken peasants dancing) excite Bill Gorton's ire ("They're awful", and again, "I'll festa them" |150|), and the crowd of Americans at Madame Lecomte's restaurant on the Ile Saint Louis means that Bill and Jake will never return there - but it the very nature of the touristic itinerary to seek out the unspoiled, the genuine, the sacred even (Montoya's "oral spiritual examination" |110|); to flee the crowd that sends back an unflattering Image, and to deny belonging to the same category. Jake's 'party' is not an unthrealened élite; they are astraddle the uncertain line that separates the last of the heroic travellers from that particularly modern species, the universal tourist. And while we are on the subject Of Madame Lecomte's restaurant, we can draw from this mini-episode a mini-moral, but a very Hemingwayesque one. The restaurant is crowded because "someone had put it in the American Women's |sic| Club list as a quaint restaurant on the Paris quais as yet untouched by Americans" (65). In other words, writing about it ruined it; more precisely, stating it was untouched meant that it was no longer untouched.

           While the itinerary casts Jake in the role of guide, it also determines the order of events, laying down a sequential pattern in both space and time. The mechanics become clearer if we take each dimension separately. In Chapter VIII Bill Gorton and Jake "walked up the Rue du Cardinal Lemoine… turned to the right off the Place Contrescarpe… came onto the Rue du Pot de Fer…" etc. (66). Thus here - and elsewhere - the narrative tells us the route taken. These travel indications do not constitute in themselves descriptions of Paris; on the immediate level they are not to the reader evocative of anything in particular, that is if we exempt from the category of reader those who know the Rue du Cardinal Lemoine just as we would exempt from the general category of moviegoer those persons who recognize the scene of a film as the street on which they live. All that these names can suggest is a general quality of Frenchness; beyond that their function is to define the (implied) reader as the sort of person who would know Paris - or perhaps, for other (equally implied) readers, provide assurance that, were they to come to Paris, it would be possible to retrace the route. In a sense the street names are the 'mot juste' pushed to its paradoxical extreme, a distinguo so finely calibrated, that only the proper name suffices. While not in themselves descriptions however, these route markers provide the infrastructure that legitimizes evocation of decor: "We went all the way up to the Place Contrescarpe…. Music came out of the door of the Nègre Joyeux. Through the window of the Café aux Amateurs saw the long zinc bar…. |We| walked south past the Val de grâce. set back behind the courtyard" (66). The itinerary can be seen as the means by which the text is launched, giving rise in the process to a further verbal and thematic interplay (between, for instance, a "Cardinal Lemoine" and a "nègre joyeux").

           Exactly the same strategy is at work in the passages given over to countryside. Shunning the panorama which gathers differing aspects of a view so as to form a totalizing mosaic, the account gives us separate segments of countryside strung along the route like beads along a fil conducteur. Playing on the double sense of the word road which is travelled over ("the car… started up the white dusty road") but which itself also travels ("the road went along the summit"), the narrator provides the context for side-glances, mini-excursions that are jotted down and fitted into the 'romance of the road,' romance in the sense that the verbs applied to the movement of the road, ("ran down," "stretched out," "slanting up," "levelling") are far more expressive than those that describe the progress of the characters ("we came out of the mountains" or "we passed the bullring"). The characters are prisoners of the road - Jake never drives he is always driven in rented cars, buses, taxis and cabs; yet the road itself is not the open road, since it too is bound to the itinerary: "a head the road stretched out white across the plain going toward Pamplona" (78-79).

           So far we have used the word itinerary in the singular, but it would be more exact to say itineraries, for there are several which, as Jake himself explains, can cross in alternative ways. "They |Mike and Brett| would go directly to San Sebastian and take the train from there. We would all meet at the Montoya in Pamplona. If they did not turn up on Monday at the latest we would go ahead up Burguete." (71). The paths 'actually' travelled are in fact more complex. Cohn meets Bill and Jake in Bayonne; the three of them go together to Pamplona; Cohn then returns to San Sebastian etc…. The structure of the Paris espisodes in likewise a netword of meetings (arranged) encounters (random) and rendez-vous (missed). Jake runs into Brett at the Bal Musette, but she does not show up the next day for their appointment, appearing instead unannounced several hours later. Back from England Brett materializes ("A taxi passed, someone in it waved" |63|); she joins Bill and Jake at the Closerie; leaves them; joins up with them several hours later, this time with Mike at the Select. These encounters - indeed the quasi-totality of the action of the novel - take place in public places (the street) or semi-public ones (cafés, bars, restaurants, hotels, taxis). In the one extended scene in Jake's apartment (Chapter VII) the presence of the count tends to 'deintintize' the setting since he orders his chauffeur to bring on the champagne transforming Jake's quarters into the equivalent of a bistro. The major exception is of course the climactic confrontation of the novel - the fight between Cohn and Romero - which takes place in the privacy of the latter's hotel room. Hemingway, however, as if conscious of the fact that the narration here is intruding (and breaking the ground rules) does not make of Jake a witness to the scene, which is recounted after the fact by Mike who was not present himself but has been informed by Brett. When it comes to an interior scene the narration takes its distance, borders indeed on the unrellable, since the source (Brett) is a character who, we know, doesn't finish her sentences but as she puts it, lets "anyone finish them as they like" (51).

           The intersection of paths that weaves the text is marked by the nodal moments when a character is perceived in the act of crossing the street. The street (and its variant the square) serves as an antechamber (anti-chamber) through which the characters pass as preliminary to an encounter. To cross the street is to signal a junction.

           Thus in the space of a few pages a non-exhaustive sampling gives: "'There comes Cohn' I said. Robert Cohn was crossing the street"… "I watched him |Harvey Stone| cross the street"… Frances Ciyne was coming towards us from across the street… We watched her cross the street" (38-42). The impression of interlacing itineraries extends even to the Burguete setting which is seen as a series of possible trajectories crisscrossing the countryside: "A sandy road led, down to the ford…. The path crossed the stream on another footlog below the ford, and joined the road" (98). A character is defined by the sum of the possible trajectories taken, and to impart one's itinerary to another constitutes the purest form of communication. Thus the Basque peasant who strikes up a conversation with Jake on the roof of the bus taking them to Burguete: "'I been in Chicago, St. Louis, Kansas City. Denver, Los Angeles, Salt Lake City.' He named them carefully" (90). Reciting an itinerary serves here as a form of sharing; elsewhere it can serve as a weapon as when Frances Clyne gives a satiric portait of what her voyage to England will be like, a prospective itinerary that is so hard on Cohn that it precipitates his 'trip.' So pervasive are these strategies that we are inclined to see, in the final scene when the policeman's raised baton slows Brett and Jake's taxi, not the effect of a floating phallic symbol but a form of obedience, to the code de la route.

           Rendering things in sequential order creates the illusion of sequential time (the word sequence can apply both to objects and events). A guidebook itinerary combines places with a schedule to produce a series of visits and these visits - in which place is subordinated to time - are arranged in a continuous chronology which fills the day (and occasionally the night). Hemingway's prose adopts this pattern; the reader is made aware of the hour of day, the day of the week etc., and chapters often begin in the early morning as if the purpose were to set down the record of an, emploi du temps not forgetting the essential time off for meals and refreshment. Thus Chapter X begins: "In the morning it was bright, and they were sprinkling the streets of the town, and we all had breakfast in a café," and goes on to register a walk through the town, the purchase of fishing tackle, a tour of the cathedral, and a stop at the Syndicat d'initiative. The succession of contiguous places which are evoked can be seen as a pre(-)text for the illusion of chronological continuity. The reader 'deduces' from the list of places given that there was no time left over for anything else to happen. The catalogue of places is thus a means to exhaust, to use up by correspondence, the characters' pool of available time, and thus create the,impression that the narrative eye is tracing the action steadily, unwaveringly, without letup. Of course for this illusion to operate Hemingway has to lay out Jake's perceptions in strictly sequential order - and this is in effect (with very few exceptions) what he has done. The departures from chronology are so rare that a sentence such as, "She had rung and the door was unlatched" (56), stands out as an analepse, or at least as a micro-analepse and thus as an 'error' or a transgression - unless of course we attribute this 'error' to the fact that, since the unlatched door was that of Brett's hotel, the narrator has been retrospectively troubled by his own proximity to Lady Ashley's chambers.

           By its strict respect for what is happening in front of his eyes, the narrating can be likened to immediate speech, transcribed in the past tense. Indeed many passages sound more 'natural' (if that is a criterion) when transposed (back) into the present tense. Paradoxically, true immediate speech has wider latitude, for once it is established that the observation post has been planted on the borderline between psychic life and perception, then 'free' association, and thereby confusion of time sequence, is legitimized. Jake, however, is not Molly Bloom and Hemingway rarely allows his protagonist's mind to wander; continuity In The Sun also Rises depends not on a train of thought but on a train of perception, which is another way of saying that the itinerary functions here as a form of discipline, that the route is a means of access but also a form of denial.

           Anyway, the impression of continous and continuing perception can only be the product of artifice. And we should look further into how it is produced. One way is by means of the celebrated Hemingway and which links the similar and occasionally the dissimilar. And, by its denial of causal or subordinate relationships represents the transfer onto the sentence structure of proximity relationships (an and sentence is an itinerary), and the contiguous linking of elements within the sentence then suggests the absence of temporal rupture. Taken to its extreme this would result in phrases fleuves (Hemingway will subsequently experiment with long sentences rendered seemingly longer by the very simplicity of their structure). But for the most part his technique is paradoxically the opposite: that is; giving the impression of intending to provide continual coverage by signaling the moments of micro-rupture and repair. One means is the use of now, which in this usage does not suggest an 'eternal present,' but serves to mark the moment when the temporal chain has been unavoidably cut, or rather to mark the moment at which the narration is spliced onto what has gone before - a means of both admitting and denying that something has taken (its) place in between. Now signals a bridged hiatus, especially when it stands at the head of a sentence: "We were going through farming country with rocky hills that sloped down into the fields. The grain-fields went up the hillsides. Now as we went higher there was a wind blowing the grain" (88). But the most frequent strategy is the deliberate use of short sentences, suggesting a frustrated attempt on the part of the recorder to keep up with a sequence of perception. In the rhythm that Hemingway establishes in his fully developed descriptive passages there is an exchange between the longer sentences which imitate the flow of time, and the shorter, sharper observations which, by their fragmentary nature, suggest an unachieved continuity.

           Given the painstaking attention accorded the metonymic itinerary, it comes as no suprise that Hemingway's writing should be low on metaphors. Geneviève Hily-Mane's statistics, moreover, indicate that within the Hemingway corpus The Sun also Rises is exceptional in this regard: a frequency of 5 metaphors per 100 pages for the nondialogue sections of the book compared, for instance, to 21 for A Farewell to Arms.4 Similes are relatively more frequent (14 per 100 pages) no doubt because a simile comes closer to the metonymic since the narrator accompanies the reader from (to use I.A. Richards's terms) vehicle to tenor, from one pole to the other. One remarks as well the re-assertion of the metonymic within the metaphoric framework. When Jake returns to the Hotel Montoya after being knocked to the ground by Cohn, the text reads: "I felt as I felt once coming home from an out-of-town football game…. I walked up the street from the station in the town I had lived in all my life and it was all new. They were raking the lawns and burning leaves in the road and I stopped for a long time and watched. It was all strange. Then I went on.... It was like that crossing the square. It was like that going up the stairs of the hotel" (160). Inside the simile there is a reversion to a remembered itinerary which parallels the one which Jake is at that moment accomplishing ("I walked up the street"/"It was like that crossing the square"). We remark as well (and for once) that Jake (uncharacteristically) perceives a scene as "new" and "strange": however (reversion to character) this is/was but an illusion since 'in fact' he knew the street ("the town I had lived in all my life") just as he knew the square of Pamplona.

           More importantly however, the relative absence of metaphors identifiable as...
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