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Abstract

Long recognised as one of the preeminent writergesaly postmodernism, Thomas
Pynchonds reputation appears set in stone
appearance of Pynchondés writing |Iies a mu
that Pynchon participates in several broad conventiotisedgothic genre by way of his
dramatisation of anxieties surrounding the place of humanity and rationality within

i nhuman environments. This reading of Pyn
contemporary subgenre of the posthuman Gothic, priynduié to his preoccupation with
humanityds integration into machines, and

with the loss of bodily integrity, psychological autonomy, and spiritual agency.

By examining Pynchon as a specificghgsthumarGothic wrier | wish to show
that the course of human history imagined in his rexdeés not lead solely to apocalypse
or extinctior® as critical commentary on his early fiction tends to suggbst toward a
transformation of humanity by its technical and ecologcatoundings. Beyond this-re
reading of Pynchonés work, this thesis al
being more than simply a rehashing of Gothic tropes with sputtering robots instead of
cackling villains: in short, | suggest that the strual anxieties of the inside and outside
identified by Eve Kosofsky Sedgwick as hallmarks of the Gothic are isomorphic to the
structures of the posthuman subject which is similarly invaded and confined by its

environments.

From within this framework of the posthuman and the Gothic, | argue that
Pynchondés various aesthetic and political
seemingly archaic forms of the Gothieemerge once again to name an emerging

posthumanity hauetl by its recent human past while descending into a monstrous future.
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Introduction

Toward a Posthuman GothicPynchon

The process repeats itself: across five decades and eight novels, Thomas Pynchon repeats
variations on a theme. M. a woman is dispersed across space and time, rendered a

cyborg ghost of geopolitical spasms.Tine Crying of Lot 4@&nother woman sees her ex

| over 6s face emerge from the floating tra
millions echoing though the telephone wires overhead. The ostensible protagonist of

Gr avi t y 0istakeraoven liy @ system of desmadmade a machine from the

inside outAt the birth of modernity, the titular surveyorsMason & Dixondiscover the

genesis of thagreat, hideous machine in the captive dreams of a continevinétand

gods emerge out of the blips of data that represent human life and death, while in

Bleeding Edgé¢he ghosts of humanity glitch from the other side into our alternate

realities. In eah novel we discover variations on the theme of dissolution: people
fragmented by mechanisms of conttwbdies integrated into nightmarish circuitries

minds melted into flows of desirand humanity itself incorporated into the vast inhuman

machineries wh which it has surrounded itself.

The central figure of t hingveldiottek, as it
disordered remnant of humanity. This figure finds many different forms throughout
Pynchonds oeuvre, r angi nchanised sooetyttohthe | onel y
displaced masses who seek refuge somewhere beyond, and from the mangled bodies

made parmachineto the panicked explorers of an earth which refuses to be

(@}

encompassed by a gl obal machine. Wwofnchon
contemporary anxieties concerning what it means to be the human. They encompass

various cybeihorrors and ecterrors; the shock of human integration into machinery; and

7



fears of humanityods dissolution Jianumbert he
of technological and environment al tropes
anxiety concerning the end of humanity as we know it and the emergence of a wholly

new form of being resulting from the extinction, usurpatior{d@)integration of

humanity. In a word, the centralfige of Pynchondés f & afiguireon i s
perceptibly derived from the human, yet made utterly alien to human norms by its

disturbed technological, environmental, or psychological circumstances.

The core argument of this thesis is that Pynchon participates in several broad
conventions of the Gothic genre by way of his dramatisation of anxieties surrounding the
place of humanity and rationality within inhuman environments. This reading of
Py n ¢ hGwothidss places his work within the contemporary subgenre of the
post human Gothic, primarily due to the au
integration into machines, but also by wayhof s  nazoomplargifg concerns with the
loss of bodily integrity, mental autonomy, and spiritual agency. By examining Pynchon as
a specificallyposthumarGothic writer | wish to show that the course of human history
imagined in his noveldoes not lead solely tgpacalypse or extinctiah as critical
commentary on his early fiction tends to suggdsuit toward a transformation of
humanity by its technical and ecological surroundings. Beyond tnesaceng of
Pynchonds work, this t heshumsan @dthg as bertgmereanpt s
than simply a rehashing of Gothic tropes with sputtering robots instead of cackling
villains: in short, | suggest that the structural anxieties of the insidéhaodtside
identified by Eve Kosofsky Sedgwick as hallmarksh&f Gothic are isomorphic to the
structures of the posthuman subject which is similarly invaded and confined by its

environments.

I f this central exi stenti al anxiety in

it is also what unites his fictions in mgle style. In each case, these disparate tropes are
8



tied together not only by their common existential concern for the fate of humanity but

also by a series of formal conventions typified by an anxiety over personal interiority and
the thin barrierssepaat i ng t he self from what | ies ol
fictions about the futuristic worries of posthumanity lead back to thewath aesthetics

of the Gothic.TheseGothic structural conventions bring with th@whole range of pre
estabished aesthetic categories and narrative forms which constitute the Gothic style, and
which may be identified in Pynchondés writ
posthuman imagery. This conjunction of posthuman concerns with the Giytle,

tet ati vely dubbed an d piots¢ hruanaenv &God éh i tcq 6Py n
broad topic of this thesi&rom within this framework of the posthuman and the Gothic, |
argue that Pynchon6és various aesthetic an
focus, as the seemingly archaic forms of the Gothgmerge once again to name an

emerging posthumanity haunted by its recent human past while descending into a
monstrous future. As a divergence from the typical categorisation of Pynchon as a
postmodermovelist, the possibility of a posthuman Gothic Pynchon is both doubly novel

and doubly tendentious. For this reason, before continuing in our examination of this new

Pynchon, it is necessary first to stop and pay homage to Pynchons past.

Proliferating Pynchons

The posthumainflected Gothic Pynchon does not emerge into the world alone, but like a
Gothic character itself must navigate the ruins and remnants of Pynchons long past. The
placement of this particular reading of Pynchon amongnidsey critical readings of his

work made over the past haléntury is no easy task, and threatens to overwhelm the
unwary reader in a flood of incompatible

academic idioms. One list, provided by Samuel Thomases the proliferating



Pynchons of recent criticism with an encyclopedic exuberance only fitting for the author.

Thomas enumerates a

Postmodern Pynchon, poststructuralist Pynchon, deconstructive Pynchon, sublime
Pynchon, romantic Pynchon, mystic Pynehscientific Pynchon, Pynchon read

through Baudrillard, Derrida, Deleuze, Barthes, Lacan, Wittgenstein, McLuhan,
the |l ist goes on. We have Pynchon the
Afal l egorist, o Pynchon the writfthings,of #Ap
we have studies on Pynchon and Malta, Pynchon and Gnosticism, even on

Pynchon and menstruation.

To this |ist may now be added Thomasd own
Adorno, alongside the PynchmvergorytTineniosth av e
notable of these newcomers are the newbonsidered historical and philosophical

Pynchonsa revived countercultural Pynchassorted Pynchons preoccupied with sex

and genderand even a biographical Pynchoh.f Pynchon today foccu
front rank of twentiettt e nt ury Ameri can fiction writer:

has taken on the dubious honour of bsing

1 Samuel Thomasynchon and the PoliticdNew York: Routledge, 2007), 10. Cited by Thomas in this

paragraph are, in order: Kathryn Hunrlkey nc hondés Myt hogr @rhayv:i tA/n6dsA pRoari onabc
(Carbondale: Southern lllinois University Press, 1987); Deborah MatleerRostmodernist Allegoried

Thomas Pynchagr{Leicester: Leicester University Press, 1991); John Dugdihteamas Pynchon: Allusive

Parables of PowefLondon: Macmillan, 1990); Petra Bianchi, Arnold Cassola, and Peter Serracino Inglott,
Pynchon, Malta and Wittgenstefilalta: MaltaUniversity Press, 1995); Dwight Eddinghe Gnostic
Pynchon(Bloomington: Indiana University Press, 1990); and Dana Meddre Bleeding of America:

Menstruation as Symbolic Economy in Pynchon, Faulkner and Mor(is@stport: Greenwood, 2002).

2 Shawn Srith, Pynchon and Histor{New York: Routledge, 2005Ravid Cowart,Thomas Pynchon & the
Dark Passages of HistoAthens: University of Georgia Press, 2011); Martin Paul Pyachon and
Philosophy(London: Palgrave Macmillan, 2014); Joanna Fréaomas Pynchon and the American
Counterculturg(Cambridge: Cambridge University Press, 2014); Ali Chetwynd, Joanna Freer, and
Georgios Maragos, edg.-homas Pynchon, Sex, and Gen@ghens: University of5eorgia Press, 2018);
Albert Rolls, Thomas Pynchon: Demon in the TéBtighton: Edward Everett Root, 2019).
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not to suggest that he has in any way been wholly assimilated by his academic acolytes or
turned into a literary monolithOn t hi s poi nt Tho matswoulds r i gh
therefore seem both illogical and unfair at this point to claim that ih@rgeneral
consensus ab o u fFoRhsmeadorn pethaps, weomak he dorgiven for

adding one more plausibly affixed Pynchon to this &rewing list.

If one thing limits many of the assorted Pynchons enumerated above, it is that they
arealsopartial Pynchons. Partial in both senses of the word: as ez
reconsiderations of particular el ements o

his work into various theoretical jargonglthough my own approach fads

3 David Cowart,Thomas Pynchon & the Dark Passages of Histary
4ThomasPynchon and the PoliticallO.

5 For the aspiring Pynchoniandisheee ned by the proliferation of c¢crit
seeming ovemterpretation by one school of hermeneutics or another, it is worth considering the-counter
intuitive lack of purchase which any of these methods have upon his work. Quritheschoice of Franz

Kafka by Gilles Deleuze and Felix Guattari for their second book, Gregg Larbero(6 s Af r ai d of
and Guattari?London: Continuum, 2006) remarks that above all writers of his gen&datind we may

consider him so alike to Pyhan in this respedt Kafka was a writer oveanalysed and oventerpreted to

the point of absurdity.

Why Kafka? After all, is Kafka not the first case of the globalized writan? Is he not also a

writer who has been institutionalized to a degree maxe &my other modern writer? Has he not
beeni perhaps only exceeded by the criticism of Shakespeaxestentialized, psychoanalysed,
theologicized, parabolized, deconstructionized, Buddhaized, popularized, politicized, Marxianized,

nationalized, feminiza, nihilized, Judaicized, Christianized and finally, plostnanized? (29).

In contrast to this seemingly endless, and perhaps a little Kafkaesque, list of schools that would claim Kafka
for themselves, Deleuze and Guattari begin precisely with the Kadkadfuses to be locked away in some

ivory tower:

Their image of Kafkads work is that of déa rhiz
of which have been fashioned for just one purfioBscapéi as if to call our attention to the fact
that Kafka himself fashioned a literature that has historically managed, so far, to escape every

interpretation, Ato steal, head over heel s, a\

Critically-minded readers of Pynchon might take heart from this ex@gte overzealous critics given

pause.

11



shamefully into the latter camp, the intent of this thesisiot to erect a monument to a
osthumalPy nchond or a alongsde thd now f&dgdrunk af the

assorted postmodern and poststructuralist Pynchons of theoretical heydays past. Rather,
the goal othis thesis is to put pressure upon these inherited readings by resituating
Pynchon within literary and theoretical contexts no less plausible than those popularised
in the |l ast century. Rat her than plaster
work with a series of prefab theoretical constréicise endless parade of simulacra,
mirror-stages, and differanéel wager t hat Pynchonds work
own terms, and that its recurring tropes and motifs may be enriched rather thamglide
their juxtapositiorwith, but not substitutioby, their Gothic precursors and posthuman

SUCCessOrs.

Despite a half century of critical app
theoretical charge and this has remained unassimilated by criticati@mpt to read him
as a member of one school of thought or another. For this reason, among the many
Pynchons invented by academics, perhaps the most successful are those which do not so
much seekoutpre st abl i shed t heori esptiogharPtgenc honoé s
complex philosophy and worldview that those works construct on their own terms.
Pynchon and Philosophartin Paul Eve charts a constellation of theoretieadligded
works on Pynchon, wherein a iplicapapdahect i on
ethical o combines to form fia readind that
Among these critical Py n Bynaban and th&RoMticakc i t e s
and Hanj o BPByemrrc heosnstesroiddiopeetursarssto his own attempt to
uncover the philosophical content of Pync
excavations of Pynchon ma yLineslofsFiighthsean ad d e d

attempt to put Pynchon in conversation with hggsophical contemporaries, and Judith

6 Eve,Pynchon and Philosoph$.

12



Ryan inThe Novel After Theoyyvho goes so far as to argue for a conscious connection
bet ween Pynchonods | ater n Otisavithin this brahchrofe c e n t
critical Pynchon studies that | siteamy own work, so that | might not forcibly weld

Pynchon to the Gothic or the posthuman, but uncover his artistic debt to the former and

intellectual premonitions of the latter.

The posthuman Gothic, then, does not inaugurate another partial Pynchon, but
marks the shifting but evgaresent zone within his fiction where the human and inhuman
meet, in horror or in joy. From the strange amalgamations of body and machine in his
first novelV. to the haunted cyberspace of his most recent riéieelding Edge
Pynchondés fictive treatment of technology
Although justifiably classified as postmodern novels, with all the satirical modes,
irreverence, and metae x t u a | play typical of tene form
refuse these trappings and evade the critical consensus on his works. Although this thesis
intends to do without the postmodern paradigm which characterises much of Pynchon
scholarship, | do owe to this previous generation of scholars the identificditzoseries
of core themes and preoccupations in Pync
merely postmodern. Although read through
described by Molly Hite, his allegories decoded by Deborah Madsemjsfidtional

labyrinths traversed by David Seed are ¢wifinedto the postmodern framework used

"Based upowvinelands j oking reference to Gilles Deleuze an
Guattarian discussions of spatial captur&ason & Dixon Judith Ryan puts forward the thesis that

Pync hfoincbtsi on doesné6ét merely parallel cont-e-mporary
cheek, inspiration from them. See: Judith RyEime Novel After TheorfNew York: Columbia University

Press, 2011). These parallels between Deleuze and Ddkuattarian philosophy are developed to a much
greater extent i n Stliees & Rlighfuthame Bukei Uoivedsis/ Prass) 2002).i o u s

13



by those criticdéwh at t hese critics uncover are ele
crucial precursors in the Gothic form, which dramatised theps#laf order, deployed

dark allegories, and lost itself in fictive labyrinths centuries prior to the invention of

post moderni sm. As Sascha P°hl mann suggest
ones that are paradigmatic for theorizations of postnmegter [...] always more than
postmodernist as well, 0 his novels presen
moving beyond the postmodern circumstances of their initial receb@uoilifying this

point, PGhimann rightly warns that this exit from thetpoodern literary paradigm brings
with it a new prpoobsltemoadteircn oo fa ntdh et hiiep opsrte d i «
the ANext Big Thing. o6 In contrast, Il  wi sh

what has been passed over in this focushermpbstmodern.

Foll owing the current critical turn in
criticism has focused inordinately on [ hi
the grotesque, horrifying, and desperately sincere moments of s ftTihe
proposition of a posthuman Gothic approac
rigid hermeneutical account of his work, but only seeks out the ambivalent aesthetics and
excessive imagery which compose his novels in combination with welleworn forms.

With this in mind, we may return to a more pressing question: what does it mean to

ascribe a posthuman mode to the Gothic, or a Gothic style to the posthuman?

8 Molly Hite, Ideas of Order in the Novels of Thomas Pyncf@olumbus: Ohio State University Press,
1983);Deborah MadserThe Postmodernist Allegories of Thomas Pyndh@icester: Leicester University
Press, 1991); David Seethe Fictional Labyrinths of Thomas Pynchd@ondon: Macmillan, 1987).

Sascha P°hl man n ,-P ofisPtynmoccheorfime ilenRynaivpiSnidiesdited by Joanna
Freer (Cambridge: Cambridge University Press, 2019), 29. Further still, based on the mocking references to
critics and critical theory in Pynchonés | ater no

worked to dstance himself from his postmodern reputation.

Mi chael P. Maguire, fASeptember 11 andgainstthe Quest i
Day and Bleeding Edge Gritique: Studies in Contemporary Ficti&8, no. 2 (2017): 95.

14



Why Posthuman Gothic?

Although the possibility of a Gothic Pynchon has notrgetived the benefit of a full

length study, his work has not gone entirely unnoticed within the field of Gothic studies.

In his history of Gothic fictionThe Literature of TerrgrDavid Punter describes
Gravityoah@B8ai hbowf eovih i calf-cofissiousheanddoften
ironicallyo toys with the fictional tact.i
impenetrable System at work in everythiddven as Pynchon6s magn.
situated deci dedl ythgammsgtoesdevices ofthe Gathewsl er ni s n
reapppeéatlt @ngth to compl i cat?ntakingeneements 6fd s p
t he Got hi c, \What®Pynehon haselone agkis like Maturin, is taken an
apparently taut structure and used it for aln@wdirely paranoiac purposes, as a sustained

and varied demonstration of the ways in which the apparently natural is under the
dominion of the unifat Pruanlt eard ss lamenrl ryasti wsr, a I
interjects itself within his seeminglyoptmodernist form, to draw the postmodern

di sbelief in totality back to an archaic

in which Aindividbals count for nothing. o

|l f Pynchonés | atent Gothicism is readi
exact nature of this style, and in what sense Pynchon may be described not only as
borrowing from the Gothic style but actively participating in the conventions of that

gene. The first possibility, that Pynchon might be seen as an inheritor of the American

1 David PunterThe Literature of Terrarvol. 2, The Modern Gothic2nd ed. (London: Routledge, 1996),
134. On the possibility of a Gothic Pynchon, see also: Thomas MbloeeStyle of Connectedness:
AiGr avi t y 6candRlomas PymehqColumbia: Univesity of Missouri Press, 1987), 227.

12 punter Literature of Terror 182.
B punter Literature of Terror 134.

14 punter Literature of Terror 133.
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Gothic of Hawthorne or Poe, is not altogether satisfactory. Punter makes clear that
APynchonds wor k tcaledvAmerigan Gothic, arid partiythis ik dynps o

a matter of scope, 0 as his novels more of
and towards a global historical perspecfi¥Becourse to a more traditional definition of
Gothic fiction is even | ess heGopt hiasdo®ync
distaste for the classic Gothic tropes of decayed castles, ghastly aristocrats, religious
institutions, and the spectre of Jacobin revolt. Lacking both the limited national character

of American Gothic and the grdiag of old Gothic tropes andatiés, the Gothic
gualities of Pynchon6s work must be ident

appearance.

Thankfully,-litshte @éghopacimgt o the defini
Eugenia DeLamotte has described the inventorial methddfining the Gothic
according to its recurrent tropes, has largely given way to a series of structural definitions
of the Gothic which seek to uncover the guiding logic that connects the many disparate
Gothic tropes without restricting the genre to aerghecklist of archetype8 Perhaps
best typified by Hheeohérenseoof Gothig CoBverdigpsti ¢ k 6 s
also finding representatives in Anne Wil |l
account of Gothic form, the structural definition o€ Gothic treats the checklist of
Gothic tropes as merely a language or reservoir of symbols united by a common
grammar, which is not itself restricted to the clichés in which it is commonly expréssed.

For DeLamotte as for Sedgwick, this deep structutebfe Got hi ¢ i s deri v

15 Punter Literature of Terror 135.
18 Eugenia C. DeLamott®erils of the NightOxford: Oxford Univerdly Press, 1990), 5.

17 Eve Kosofsky Sedgwicklhe Coherence of Gothic Conventighew York: Methuen, 1986); Anne
Williams, Art of DarknesgChicago: University of Chicago Press, 1995); Maurice Légyroman

igot hi g u €éTouloasa: ddsaxiation desiBlications de la Faculté des Lettres et Sciences Humaines
de Toulouse, 1968).

16



anxiety about boundarieso which PFimthis comp
view, the common Gothic tropes of veiled women, hidden identities, loss of memory,

nested narratives, live burial, and the descent h@ctypt are all united by their

preoccupation with spatial rifts of one form or another, stretching from physical
imprisonment all the way to psychological schisms and narratorial gaps, united in a

terrified obsession with the assorted barriers and sgféat shape these divisions.

One notable advantage of the structural account of Gothic conventions is that it
allows the central Gothic dynamic to be identified beyond its original historical form, and
in texts not normally associated with the readpparent tropes of classic Gothic fiction.
As Sedgwick writes of her intentions in defining the Gothic as more than éggpbf
tropes, Al want to make it easentwynovel®r th
to write 6Got hxttedrtain especidleintareatinggpassages,eand to make
that notation with a sense of linking specific elements in the passage with specific
el ements in the const élindead, theostructordl ac@ontdi i ¢ ¢
the Gothic allows fothis constellatiorto spread far beyond the nineteenth century, and
for Gothic elements to be identified far outside the historical, generic, and national
literary cultures within which they first formeWhile Pynchon does not merely replicate
the oldGothic formulas of Ann Radcliffe, Matthew Lewis, or Charles Maturin, much less
the specific tropes of castles, dungeons, and villains, his fiction does obsessively revolve
around a structural anxiety concerning the coherence of selfhbedodus of the Gthic
structure in Pynchon is no longer fixed to the sebistorical setting of early modernity,
having been transposed into that of late capitalism, though the anxiety of that structure

remains identifiably Gothic. Fol owi ng Sedgwi c k Gndyyetheg ent i on

18 DeLamotte Perils of the Night13-4.

19 Sedgwick Coherence of Gothic Conventigrs

17



scrawled in the margins of Pynchonds worKk

have been inherited from an earlier time.

| n Py nc hoacorisideretl asavorks ofisothic fictiahe Gothic is focused
upon the functions and fare of the human subject as it is caught up in outside forces
which compromise its rationality, senses, and bodily composure. But having passed
through the shocks of modernity, and set adrift in the still waters of postmodernity, these
conventions are no ihger merely Gothic in their archaic form. To put it another way,
Sedgwi ckbs constellation of Got hic conve
of structural anxieties, which share with the Gothic a preoccupation with the collapse of
the humangbject into multifarious outside forces. This setderm goes by the name of
t he O p o andtenatea the constellation of structures, subjectivities, anxieties, and
affects associated with the passing of the human subject as it has formerly been

coneived

The terms of the posthuman are not altogether unfamiliar, as its own structure
displays an isomorphism with that of the Gothic. As N. Katherine Hayles ndtesin
We Became Posthumahe posthuman is pestuman because it no longer allows for a
stable separation of human life from its environmamb, d makes it i mposs
a selfwill that can be clearly distinguished fromanother 1il @ t he post hur
Hayl es writes, fAthere are no e betweant i al di
bodily existence and computer simulation, cybernetic mechanism and biological
organi sm, robot tefPkeonl Pgymchoddobhumaatgoa] s
into other is dramatised to great effect, often to the point of horror, asdrecters

discover themselves to be mere puppets of suggestions and desires implanted within them

20N. Katherine Hayles{ow We Became Posthum@@hicago: University of Chicago Press, 1999), 4.

2! Hayles,How We Became Posthuman
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from without. According to Sean Bolton, this posthuman integration into mechanisms of
control stands in contrast to the earlier stage of the postmodern Gothiuch fear is
produced by the prospect of an fderadicat.i
t e ¢ h n o#Whild the pastimodern Gothic posits an infernal machine working to
eliminate the human, the posthuman Gothic turns inward, and discozerstht he At he
no inside except as a folding of the outs
through us and within us without our knowledd& | t hough Bol tonds di
postmodern and posthuman forms of the Gothic is not the focus ohésis, it does
demand that some account becoggsedpestimodefn Py nc
gualitie® in contrast to which the posthuman and Gothic elements of his style stand out

more starkly.

What Posthuman Gothic?

In more ways than oné&je contemporary mod# the Gothic may be called a posthuman
Gothiccand the intersection of the two terms
only to the relatively abstract, structural level discussed above. From out of the structural
affinity between the posthuman and the Gothic emerges the possibility of further affinities
which function not merely as convenient parallels between the two fields but as additional
entanglements growing from their shared structure. For the purposes of this lieesis, t

constellations of the Gothic and the posthuman touch on four main.points

The first of these is their structural isomorphisentredaroundthe disturbed

disjunction between personal interiors and inhuman outsides. From out of this common

2Mi chael S. Bolton, f@AMonstrous Aeemin: TheloynaloDef i ni n
Contemporary Gothic Studids no. 1 (June 2014): 2.

23 Mark Fisher,The Weird and the Eerigondon: Repeater, 2016), 11.
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structure éllows a combined aesthetic style, a unifying preoccupation with riven

subjectivities, and a shared focus upon the existential limits of those subjectivities.

The second is aesthetic, wherein the aesthetic categories of the Gothic (the
sublime, the eeriggnd so on) pass over into the experience of the posthuman, and the
associated affective modes of the Gothic (terror, horror) take on new roles for the subject

attempting to navigate the aesthetic shocks of a posthuman world.

The aesthetic content of thesthuman is already ambiguous in nature, as
evidenced by Hayl esdé specul ations on the
AWhat to make of this shift from the huma
and exci t #AsApyh dese/ander Rippe has argued in her foundational
book onPosthuman Gothjahis ambiguous feeling created by the posthuman is not
unfamiliar to scholars of the GothigCiting Fred Botting and his typification of the
Got hic as a mode of -VondeglLippeidefires theeGathihbg itsi ¢ s
ambivalent mixture of revulsion and fascination, and the cultivation of negative affects

fear, disgust, pain, confusipanxiety?® As Botting writes:

Negative aesthetics, in these terms, is double: deficiency, the absence, exclusion
or negation of knowledge, facts or things; and excess, an overflow of words,

feelings, ideas, imaginings.

Borrowing fromRosBr ai dotti 6s account of the posth

human in the wake of destabilising technological and ecological shocks;Judeisker

24 Hayles,How We Became Posthumah
25 Anya Heisevon der Lippe, edPosthuman Gothi¢Cardiff: University of Wales Press, 2017).

%®AnyaHeisev on der Li ppe, 0 Whhitdatest Nawkblog), Praiversith of Wiales Go't
Press November 21, 201 https://www.uwp.co.uk/whais-the-posthumargothic.

27 Fred Botting,Gothic 2nd ed. (New York: Routledge, 2014), 7.
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Lippe argues that these same negative aesthetics of the Gothic inhere within posthuman
experiencé® As Braidtti makes clear, the posthuman in this sense encompasses both the
negative and the reformative aspects of life freed from the strictures of the human as a
transcendent, universal category, out of which a myriad inhuman and unhuman forms of

life may emerge® The overflowing mixture of joy and horror at the end of the human is
typical of Pynchondés work, which as we sh
Luddite desire to return to a prelapsarian humanity and a-geiterdisavowed

fascination with tle monstrous products of technology. Chapters Two and Three will take
on the aesthetic di mensions of Pynchonos
describingthe manner in which his novels put the traditional aesthetic categories to new

use in the age aur obsolescence.

The third conjuncture of the posthuman Gothic is concerned with this very
guestion of subjectivity and its transformation, which has remained a preeminent concern

for Gothic literature, and today lends to posthuman discourse readynodeésfor

%A As a theoretical figuration, the posthuman is a
and the discursive manifestations of the mutations that are engendered by advanced technological
developments (am | a robot?), climate change (wgillrvive?), and capitalsm (can | afford this?). The
posthuman is a work in progress. I't is a working
Rosi Braidotti,Posthuman Knowledg€ambridge: Polity Press, 2019), 2.

2% Rosi Braidotti,The Pethuman(Cambridge: Polity Press, 2013)er ms such as fAunhuman
Afabhuman, 6 and fisuprahumano wil |l be used when nee
posthuman. Of these secondary terms, inhuman is defined below, in natelZ®human is defined in the
introduction to Chapter Two. FollowinipanFrancois Lyotard1991) and Reza Negarestani (2014), the

inhuman is used to describe the Amman elements which precede and compose human subjectivity, while

the abhuman is derivdéicom the Gothic criticism of Kelly Hurley (1996), and describes a state of being that

is notquite-human. Unhuman and suprahuman are used in this thesis purely in a descriptive capacity,

without theoretical complications. The unhuman denotes that whagpssed to the ideal of the human,
taking the place of the colloqui al use of Ai nhuma
size or power than humanity, yet composed of human actors. For the purposes of this thesis, all of these
terms lave been subordinated to the overarching figure of the posthuman, which, as the unknown space
beyond human subjectivity as we know it, is able to encompass all of these conflicting transformations of

humanity into something other.
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understanding the sometimes horrifying, sometimes edifying transformations of the

human subject.

To focus upon the structure and aesthetics of the posthuman Gothic is to give the
false impression that it is defined purely in formal terms, amtbstract it away from the
substance and plot of the texts. If at its heart the Gothic is a genre anxious about structural
coherence and stability, this structure is instantiated within its riven characters and the
dramas which follow their attempts to pie through the veil to discover the hidden
nature of their being. As Eugenia DeLamotte suggests, the great power of Gothic fiction
lies in its moments of revelation, of the
hi dden e prndWillams, too, the Gothic speaks to the secluded zones of the
human subject, but is not necessarily limited to the individual subject: in the
psychological drama of the Gothic the personal is overreached by the social on all sides,
which spills overintotherpot agoni st 6s secret t publmoi |l as

dr e d8m. o

The posthuman Gothic marks no great departure from the classical form of the
Gothic in this respect, and only transports the assorted Gothic character archetypes and
plotsintoanews et t i ng. As David Punter has remar
about history; and so it is. But it has also come to be about the future, about the various
trajectories along whi c h®wRynchon, this subjective o ur
aspetis also evident, and is likewise transposed from the era of early modernity with its
fears of an undead past to that of late modernism and the diabolic powers of the future. As

will be seen in the chapters ©he Crying of Lot 49Chapters Two and Threahd the

30 DeLamotte Perils of the Night 90.
31 williams, Art of Darkness71.

2David Punter, AOn the Thr &heBaHicénddteor@s. eroldcE: A Ref
Hogle and Robert Miles (Edinburgh: Edinburgh University Press, 2019). 307.
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chapter orBleeding Edgé Chapt er Si x) , Pynchondés prota
heroines, frequently return not only to character archetypes inherited from Gothic fiction
but also to the deeper questions of subjectivity and selfhood whick tigpifGothic

heroine and hero, now modulated through the language of posthumanity.

The fourth point of convergence is the existential, in the sense that both the Gothic
and the posthuman look to modes of existence not only beyond the human as we know,
butbeyond the bounds of human perception and cognition entirely. The existential
dimension of the posthuman Gothic charts the limits, and-érperiences, common to
both fields. Here, we arrive at the terminal point of the Gothic, where all the horror and
torture border upon the wholesale death of the human and the triumph of the outside
forces, be they natural, social, or otherwise, which lurk beyond. This sense of the Gothic
finds its expression in Devendra Wptcmaods
character, which always threatens to cast its characters and readers alike into servitude

and Ahumble obeisance®before the great Un

This idea of the Gothic as a meditation upon extinction is elaborated upon and
secul ari sed iThe GathicjSabhmeMlI s hMaébr adés cal cul a
much Gothic fiction becomes the charting of the outer limits of human life 3tsetiis
sense of the Gothic as a literature of extinction has obvious resonances with posthumanist
thought, notleds t he fAspecul ative posthumani smo o
posthuman not as a preserglyisting state of being but as a limstbncept, signifying that
place where human reasoning and experience become insufficient and a new, by

definition incomprehenble, being takes hol®.By this account, the posthuman takes on

33 Devendra P. Varma he Gothic Flame(New York: Russell & Russell, 1957), 15.
34Vijay Mishra, The Gothic Sublim@Albany: State University of New York Press, 1994).

35 David RodenPosthuman Lif¢éLondon: Routledge, 2015).
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additional Gothic resonances, as it no longer merely describes a present state of
posthumanity as in the formulations of Hayles or Braidéttbut the end of an ongoing
process beyond which veannot see. In Pynchon this consciousness of a limit to the
human is evepresent: over the long span of his historical novels he tracks its slow
approach, and in his contemporary novels he depicts people pushed to that limit, never to
discover what liesmmthe other side. This existential crisis of the posthuman Gothic is
mapped out in greater detail in the chapterMason & Dixon(Chapters Four and Five),
which take as their subject the slow emergence of a global machine, and the extinction of

humanitywhich follows in its wake.

These four points of convergence between the posthuman and the Gothic are by
no means complete, and necessarily leave by the wayside the pos#mjaant
discourses of the inhuman found in the works of JFagamcois Lyotard, @ire
Colebrook, and Reza Negarestani; the ahumanism of Patricia MacCormack; the post
humanist theory of Stefan Herbrechter or Cary Wolfe; and the thicket of transhumanist

philosophies® Likewise, the domestic Gothic of Kate Ferguson Ellis, the dark

36 JeanFrancois LyotardThe Inhumantrans. Geoffrey Benington and Rachel Bowlby (Stanford: Stanford
University Press, 1991); Claire Colebro@eath of the PostHuma@inn Abor: Open Humanities Press,
2014) ; Reza Negarest ani ,#AGCEULERATEea.lRobin Mackay and &rmdnn h u ma
Avanessian (&lmouth: Urbanomic, 2014) andtelligence and Spiri(Falmouth: Urbanomic, 2018);

Patricia MacCormackihe Ahuman Manifes{condon: Bloomsbury, 2020); Stefan Herbrechter,
Posthumanism: A Critical Analysf{dlew York: Bloomsbury, 2013); Cary Wolfgyhat isPosthumanism?
(Minneapolis: University of Minnesota Press, 2010). In terms of significance to the terms of this thesis, the
inhumanisms of Lyotard, Colebrook, and Negarestani are of some interest for their recognition of the inner
and outer limits of thuman. Whereas posthuman theory speculates upon a future (or already present) state
after the human, the inhuman instead denotes thexpsgence of the inhuman within the human and the
dialectic of selfextinction and redefinition which already composése human. For this reas@vlebrook

and Negarestani have critiqued the concept of the posthuman for positing an ideal of the human that is both
too rigid and too ill defined, sutured onto a pasefix without adequately defining what it would mean to

even surpass the human. As apt as this critique is, it is beside the point for this thesis on two fronts: firstly,
as | am looking at the posthuman in fiction | am not concerned with the philosophical rigour of the concept

so much as its aesthetic and thémeomponents; secondly, the charge that the posthuman is all too human
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Romaricism of Mario Praz, and the assorted theories of Gothic visual art are here passed

over for being of secondary interest to the core of this theésis.

What Pynchon?

To return to the structural heart of the posthuman Gothic, we may see that the folding of

the inhuman outside into the human subject is a movement that resonates throughout
Pynchonds novels, which chart the ght he en
t he -ditseedrfi ng and yet wutterly subjectl esso
technological mastes T hi s process is not treated ide
novels, due to their widely varied settings and styles, and the changing nature of
Pynchondés preoccupation with the i nhuman
situations and settings of the novels also poses some difficulty in terms of giving a clear
overview of Pynchondés oeuvre as dandetdiiol e.
in this thesis have been restricted to only thidex Crying of Lot 49Mason & Dixon

andBleeding EdgeThese three novetach typifya cer t ain period wit
work: The Crying of Lot 4%unctions as a distillation of the themedfofy nc hondés ear
novels, introduced iN. and further developedi@r a v i t y 6.#8asBna&i Dixdnfasw

bet ween Py n c-hiaus dogeVihelamdant hisgnbeaminably complekgainst

is perfectly true in Pynchonés case, who does app

which is capable of being degraded or destroyed, as shall be made cledrapter Three.

37 Kate Ferguson EllisThe Contested Castle: Gothic Novels and the Subversion of Domestic Ideology
(Chicago: University of Illinois Press, 1989); Mario Prahe Romantic Agonynd ed., trans. Angus
Davidson (London: Oxford University Pred®951); Wilhelm WorringerAbstraction and Empathyrans.
Michael Bullock (Chicago: lvan R Dee, 1997), &mm Problems of the Goth{tNew York: G. E.
Stechert & Co., 1920); John RuskBelected Writingsed. Dinah Birch (Oxford: Oxford University Pegs
2004).

38 Benjamin NoysMalign VelocitiesAlresford: Zero Books, 2014), 44.
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the Day which upon its release appeared to be a final bursboic creativity meant as a
capstone to the auBleeding®Bdge 4 itfleeg n men dif c avtrii &
late style, inaugurated by the hardboiled thrilfdrerent Vicein which the interests of

plot and character return with a vengeamsePynchon settles into more easily defined

gererict r opes. The periodisation of Pynchonos

chosen from each period to typify his changing attitudes and styles:

Early novels, prehiatus: V. (1963),TheCrying of Lot 491966),Gr avi t y 0 S

Rainbow(1973).

Middle novels, posthiatus: Vineland(1990),Mason & Dixon(1997),Against

the Day(2006).
Late genre novelsinherent Vicg2009),Bleeding Edg€2013).

The choice of three novels is also convenient for mapping the two major styles
that run through Pynchondés fiction, which
novels (or historiographical metafictions, as some would ha¥yenitjich run from the
eighteenth century dflason & Dixon throughAgainst the Da§ s -dé-dieale, to the
mid-twentieth century o6 r a v i t y 63%® amidis @abfarnian novelThe Crying of

Lot 49, Vineland andinherent Vice® Of this division, which cuts through all the gés

¥ l'n regard to the form of Pynchdhe®slitickafst ori cal no
PostmodernisnjLondon: Routledge, 1989), and Amy J. Elisiblime DesiréBaltimore: John Hopkins
University Press, 2001). Tore Rye Anderson has also suggestively describddgsbat& Dixon Against

the DayandGr avi t y6lse Rméadoas figl obal novel so depicting

story of the gestationandemergce of our contemporary gl obal real
the Worl d: Thomas P it A darnalsof ABkricdn hiteratiNdy noell(2016) 37.

40 Since the publication dhherent Vicepossibility of a Californian style has also become apparent, as
suggested in Scott McClintock and John Miller, eBsy, n ¢ h o n 8 s (lo@aCity: Uriversity of lowa
Press, 2014). A survey of criticalalsdgivencby ssi ons on
Mc Cl i ntock and Mi |Thanas PynthoriiMeosteed. Gigeats. Dalsgaard n

(Cambridge: Cambridge University Press, 2019)645
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of Pynchondés career, onldyV.dndBleddingEsigé sin ov e |
uncomfortably outside, as they are set primarily in New York rather than California,

while still retaining much of the charactiexcus of the Californian novefs.More
troubling for any attempt at defining Pyn
embody aspects of both the historical and Californian novels. On the oné/hseeins a
premonition of this split in Pycaaglbenodés st
trotting chapters and contemporary New York chapters, whBiteading Edgen the

other hand offers a tentative synthesis, as it casts the Californian style backward into the
near pastofeal 00 0s New Yor k. Pynchoedonotwoi cti on

distinct styles, and one narategory of novels partway between the two styles:

The historical epics:Depicting the birth of modernity iMason & Dixon the
triumph of capitalism irAgainst the Dayand the late capitalist apocalypse

ofGr avi tyod.s Rainbow

The Californian novels: The real San Francisco and fictive San Narciso as
settings forrhe Cryingof Lot48s conspiracy mystery,
Californian family drama o¥ineland and the Los Andes hardboiled

story ofInherent Vice

The intermediate New York novels:V. with its split narrative between historical
and familial plots, an@8leeding Edgevith its mixed style of historical

novel and conspiracy thriller.

“Pynchondés complicated and personal rel ateraimship
summari sed by Christopher Leise, who suggests tha
as a place of origin, both for the colonial Pynchon family (and their fictionalised counterpantsanv i t y 6 s
Rainbowd the Slothrops) and of¢h Amer i can empire as a whole, the i
control, and capital i ssued. o0 This function of th
explaining its intermediate position, suggestive of both the communal and despeimesxbf the

American political i magi nat iTbhomas P¢ghbhon irsGordeeith bnger L ei s e
H. Dalsgaaard (Cambridge: Cambridge University Press, 2019), 31.
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The choice offhe Crying of Lo#t9, Mason & Dixon andBleeding Edge¢hus
reflects the broadest variety of both the
variations of style which exist throughout his work. Obviously, this limitation means that
no claims to a totally comprehnn si ve r eadi ng of Pynlthtughn 6 s w
it also allows for the novels in question to be examined in far greater &t it is
unfortunate that this thesis is not able
novels or his collgmn of short stories with chapters of their own, | have limited myself
to these three for the sake odhosenioeelst hesi s
may be examined in more detail than if they were forced into a more crowded thesis. The
idealwork of scholarship runs up against the limits of both space and time, and so we
must make do with work produced under these linfitsated intensively, each of these
novels is revealed to contain multitudes, and to shoot off in different directions,afom

which presage or recall the novels set a&ide.

As we shall seeThe CryingofLot49 uncti ons as a compact e
early preoccupations with humanity and death, and as the earliest example of the
psychedelic yet intimate style of hisdaiCalifornian novelsMason & Dixon set further
in the past than any of Pynchonds other h
through which to see its generic companions, for which it establishes the genesis of the
great hideous machine which would pursue the characté&gaaist the Dayand
consumethose @r avi t y 0.Simi&taneocudhyldason & Dixonstands in for the

othermiddleper i od novels as an expression of P\

42 possibly the most glaring omission from the novels dealt with h&@eiea v i t y 6 @97%.aThen b o w
inclusion of this novel would have undoubtedly been necessary in an earlier stage of Pynchon scholarship,
but now the scholarship dar a v i t y 6 everfRwas| amdits mclusion would only distract from the

more importanttas k of i nterrogati ng HiyemguestionroBhereGmoarve tryedcse nt
Rainbowfalls in the structures and schema propdsethis thesis is left open for a more complete study of

Pynchonés Gothicism.
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family life and intimate personal relations, adding new stakes talleevwase nihilistic
philosophy of the early novelBleeding Edgein turn, may be seen as a convergence of

these two styles, as it returns to the labyrinthine conspiracy theoiié® @@rying of Lot

49, repeats the familial concernsMbason & Dixonandb r i ngs Pynchonés h

narrative up to the twentiyrst century.

Chapter Overview

The first chapter looks to the experiences of terror and the sublifrei@rying of Lot

49t o argue for a fruitful readiicsgfthef Pynct
feminine Gothiét ypi fi ed by the drama of reason,
from manipulatory forced. ar gue t hat the novel s prota
as a Gothic heroine whose trials of terror and confrontations withrétienal drive her

on a quest to interrogate the nature of her world. Throughout the novel, Oedipa not only
performs the role of the Gothic heroine who must navigate a dark world in search of truth,
but also undergoes a process of posthuman communigéatioforces outside herself

and her own understanding. Oedipa repeatedly comes in contact with a thought from the
outside that interrupts her normal existence, and in each encounter with this outside force

is spurred on her search to unmask the shiftingodoscure powers which have cast a

shadow over her world. In this chapter | argue that these encounters are best understood
through thdrameworkof the feminine Gothic and its aesthetics of terror, with the Gothic
heroine here encountering the terrora apecifically technical environment, which do

notwork to elevatethesdula s i n Ann Rad cdlbutftofawaBenittb or mu | a

other posthuman modes of existence.

The second chapter continues the analysishefCrying of Lot 4®egun in the

previous bapter, but focuses not on the main protagonist, Oedipa, but on the broader
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post human Gothic condition of the novel 0s
aims to read Pynchonos 0preocorgied aith thatrialsefmi ni n
terra and enlightenment experienced by its central hedothés chapter seeks out those

places where the Gothic is deployed in its masculine form, with its characteristic

thematics of horror and abjection. The imagery analysed in this chapter belongs in the
domain of horror and the masculine Gothic, | argue, because of its focus upon the direct,
bodily destruction of the human sub@as opposed to the private psychological drama

of the feminine Gothic. These aspects of the novel also lack the intellectually

empowering resolution of Gothic terror and the escape from danger which it entails.

Whil e Oedipads plot | eads from one revel a
epiphany of the inhuman nature of her universe, the various depthless and destitute people
who she encounters find themselves in far less edifying positions. Each in their own ways
are determined, denigrated, and dissolved by the forces which surround them and course
through them. The argument of this chapter does not so much contradict that of the
previous chapter, as it shows the possible paths of posthumanity within the Gothic nexus.
While The Cryingof Lot48s her oi ne can be read as char
the technical systems of her world, the people around her sink and falierdabyss,

discovering alongside the doomed villains of Lewis and Maturin the one horrifying truth

of the masculine Gothic: hell is real, and we are living in it.

The third chapter takes up Pynchonds n
place angurpose of Gothic literature in making sense of our increasingly posthuman
wor |l d. In his 1984 essay fils It O.K. To B
toward technology becomes overt when it converges with the literary aesthetics of the
Gothic. Fo Pynchon, technology on the one hand holds the key to positive change and
the realisation of utopia on earth, but on the other threatens to bring forth new forms of
control. This dynamic is | ongstanding wit
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technologyfor its dehumanising effects while exhibiting a fascination with the myriad
combinations that spring from the convergence of humanity and machine. The

ambivalence between condemnation and fascination lies at the core of the Gothic genre,
the negative aestfics of which thrive on the mixed feelings of disgust and desire. In the
ALuddi t eo0 e s-Hateythis Gdthiaaitjunation in explicitly posthuman terms:
even while obsessing over the degradations of modernity, capital, and industry, the Gothic
nvel is in Pynchondés t e*lms tahiwsaymaron &ird,e nF
nonfiction functions not only as a commentary upon previous works of Gothic fiction

such ag-rankensteirandThe Castle of Otrantdut also explicitly places his own fioh

within that same nexus of Luddite politics, Gothic fantasy, and posthuman fears.

I n the fourth chapter of this thesis,
early work to the environmental themesudson & Dixon Crucially, | suggest that
Mason &Dixond oes not abandon the cybernetic co
but rather places the forces of machinery in contest with the powers of the earth itself.
Telluric and subterranean fl ows of energy
narrative, as the titular protagonists unwittingly work to place the planet under the control
of a vast territorial machine. My anal ysi
spatial dynamics of the novel with its explicit critique of Enlightenmerdladgy. As the
novel progresses, the space of the frontier takes on inhuman qualities, as the titular line is
revealed as a mere focal point in a vast network of territories that slowly creep across the
continent, shaping t heitsdauwdtetodomic,dibidmdl,arc e t o
otherwise Concurrentlythe age of Enlightenment is given a terrifying aspect, as all the
proclaimed ideals of rationality are discovered to hide a manipulation of desire on a
geocosmic scale. Through the eyes of Dixon in particular, whose youthful dreams of

mapping the world slely give way to a guilty complicity in the capture of the earth, the

43 OK
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post human Gothic character of Pynchono6s f
proportions, but also attains its clearest expression as a plea for alternatives to the

machine.

The fifth chapter expands the theme of spatial capture and the Gothic line in
Mason & Dixonn nt o t he novel 6s depiction of ti me
notes that ATime is the Space that may no
Battlefi el ds we know, situated in Earthods thr
in TH¥@even the weight placed upon the str
the novel, the question of time opens the way for greater and more terrible meshainis
capture and control. While the preceding
complicity with the powers that be, this
emphasis which his melancholic disposition places upon the themes tddinrtene
regained, and the assorted minutiae of time measurement and temporal order. Central to
this nexus are the various hauntings experienced by Mason, not least of which is the
constant return of his deceased wife to soliloquise the passing of thike ava his
melancholic journeys outside of cletikne. In a particularly surreal series of events,

Mason finds himself caught within the eleven days lost in the English switch from the
Julian to the Gregorian calendar, which now lie parallel to our sesept, empty of all
original inhabitants, but wherein he discovers all the twisted escapees from our rational
world. Within this nexus of time, the thematics of the posthuman Gothic abound, as other
worlds and other times are folded into our own proseadity, either as fuel for further
expansion and control, or as reminders of the terrifying, transfixing worlds which lie just

outside our own.

44MD 326, 190.
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The sixth chapter t uBleedingEdgecoBrimgrc honos |
Pynchonds Got hi ¢ nac dcewrmtn od fo ghyu manrtiot t hae di
treatment of technology, business, and government in the years of the early web reveals a
dark undercurrent of haunted websites, illegal dealings, and official collusion beneath the
increasingly sanitised veer of the surface internet. The specifically posthuman Gothic
character of the novel comes increasingly to the fore as, in typically Pynchonian fashion,
technology folds into conspiracy and new systems of communication beget increasingly
subtle methods afontrol. Functioning both as a loletter to the cyberpunk fictions of
yesteryear, and as a pastiche of their most overhyped predi&leadjng Edge
juxtaposes the heightened unreality of di
nightmares,lal against the backdrop of the new 1

with which it was charged.

Inthe conclusion return to the question of Pyn
literature as the figurehead of the postmodern style, and the possibility of reading his
work as part of a Gothic literary tradition both more archaic and more alien than his
postmodern reputatiowould suggest. In the traditional postmodern reading of Pynchon,
the novelistds rejection of historical me
languagere read as signs of a fundamentally unspeakable object at the heart of his
fictiond theunrepresentable trauma of modern history or the horrifying collapse of self
into structureBut the unspeakable has a much longer literary history, and as if by a trick

of the light reveals within the postmodern mistrust of representation the hiddemcerese

of the Gothic tropes of the subl i me. I ar
unspeakable is as much a sign of his debt
and suggestive absences as it i s ructordli cat i

anxiety within the recent fictions of postmodernity and posthumanity.
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Chapter One

ANThe darkest , sl casv@othic Henomelandthe®estbeatick iofp a

Terror in The Crying of Lot 49

Much has been made ©he CryingofLot48s | abyrint hine plot, <
protagonist, Oedip®aas, and of the paranoid structures built by its heroine and readers
alike to uncover the hidden (or perhaps nonexistent) meaning of the novel. For all the
weal th of detaill packed into the novel 0s
reception ofThe Crying of Lot 4&as been marked by an incapacity to make adequate

sense of its interminable complexities. At its heart, the novel seems to revolve around an
ambiguity that motivates both its protagonist and readers to sort through its scattered
elemmnts in some hope of making sense of it.
reader encounters Oa secret richness and
more concrete or verifiable. [...] In this way, Oedipa, or anyone hovering at theolldresh

of such knowledge is total I'yikeaiseyMolfyHite wi t h
has remarked that although Pynchondés nove
or his readersé, expectat i o mschmearsngthdt | AOe
the novel cannot reaso’Mdbley beecexpmadtfed
of critical reappraisals, this central ambiguity appears indissoluble, but has not for this
reason lost any of its power. On the contrary, aredplé t € many an ambi ti

attempts to give a definitive reading to the novel, the core ambiguttigeoCrying of Lot

! Peter L. CoopelSigns and Symptoms: Thomas Pynchon and the Contemporary Berktley:
University of California Press, 1983), 151.

2 Molly Hite, Ideas of Order in the Novels of Thomas Pyncf@olumbus: Ohio State University Press,
1983), 78.
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49 has only been strengthened, and its mystery further obscured, by the weight of critical

material piled about its twisting passsg

|l f, as Deborah Madsen suggests, fAambig
for the reader of Pynchon, o6 this is not t
element of his fictiorf.For the purposes of this thesis in particular,itredlucible
ambiguity of Pynchondés novel presents an
absence of final meaning and the uncertainty it creates as the beating heart of the novel.
Like The Crying of Lot 4%9the classic works of Gothic fictioneaoften driven by the
dramatisation of the desire to know or uncover some hidden truth. But coterminous with
this search for knowledge is the desire to continue the search, and to thrill in the unknown
itself. As Eugenia Delamotte argues, although theemrsagind characters of the Gothic
desire knowl edg e, nofkmowingithat theyhfied exha@ateng. Then c e o
desire not to know is one of the great appeals of Gothic romance; behind it, perhaps, is a
hope that there may be something, aftettalth at ¢ a n n ¢ Eromboat ofkhiso wn . 0
generative absence of knowledge spill the
elements, such as hauntings, hallucinations, madness, and the sublime, which have as
much to do with failures of reason as theydotvh r easonédés sl ow prog

understanding.

SMadsen cont itosayeambiguify Thiaracterizessvery aspect, formal and thematic, of
Pynchono6s n a forreatersbah insideapdeoutside the storyworlds his narratives create. As
Schaub points out, characters are caught between facts or actions andssiblepneaning(s), as is the

external reader of narratives that refuse to align literary form with meaning.1 These fictional worlds not

only lack certainty but are constructed to suggest that an order exists but is withheld and remains unknown
becauseit s unnamed, experienced only in suFhgmnati ons. 0

Pynchon in Contexed. Inger H. Dalsgaard (Cambridge: Cambridge University Press, 2019), 298.

4 Eugenia C. Delamott®erils of the Night: A Feminist Study of Ninetide@entury GothiqOxford:
Oxford University Press, 1990), 64.
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It is in this context, that | propose a Gothic readingled Crying of Lot 4@s a
novel which dr amat i s eSpeciically,dargue thantide novel a s o n 6
replicates the conventions of tfe@minine Gothic, as typified by the works of Ann

Radcliffe, whose fictions so often revolaesounda her oi neds struggl e

her world, Ato distinguish real from appa
6real i zeo6 htehre pvear ITDedpiinti fyonmtsé.cammon tropes of
Radcli ffeds fiction, Peter Otto defines t

[Firstly,] female Gothic locates the source of terror in the present, in the

possibility that the paternal gtector (whether father or lover) is untrustworthy or
immoral. [Secondly,] supernatural terrors are discovered to be illusions, fabricated
by the heroine's imagination, a consequence of a culture that shelters her from the
truth. [Thirdly,] terror evaporas as the heroine learns of her true identity.
Alternatively, it modulates into awe, as the heroine glimpses the divine order

behind naturé.

Pynchonds novel does indeed replicate the
up t o a p cstorg begins @ith the gisappesarance and potential subterfuge of a

male lover, whose spectre hangs over the novel and torments Oedipa in her search for

5 Anne Williams,Art of DarknesgChicago: University of Chicago Press, 1995), Jadlowing the work

of Susanne Becker, I have opted to use the term A
a shift from Athe (traditional) critical interest
speaking subjectihhe text (feminine gothic). 0 Whereas the
tended to focus upon the cat égndmore prdblentaticallp,the t e x t s
sorting of texts by the perceived sex of their authdie categoryofi f e mi ni ne Got hi co mar
toward a less essentialist view of gender and authorship. See: Susanne Bettkerf-orms of Feminine

Fiction (Manchester: Manchester University Press, 1999), 10.

Peter Otto, i T er r dspthicaFictibn: RaverPrinted WdBks fromithe SadHBieckn
Collection of Gothic Fiction at the Alderman Library, University of Virgjreds. Peter Otto, Marie
Mulvey-Roberts, and Alison Milbank (Marlborough: Adavtatthew Publications, 2003),

http://www.ampltd.co.uk/digital_guides/gothic_fiction/Introduction8.aspx
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signs of his passing. This spectre is nev
reason tdnis haunting she punctures the other illusions of her culture which have hidden
from her the underbelly of her world. The novel reaches its crescendo not with the
revelation of the divine order of nature, but the uncovering of a vast and secret world
comnunicated through wires and waste. This is to say that whereas the feminine Gothic

as typified by Radcliffe is capable of navigating its trials of terror and moments of
unreason, to arrive at a final point of r
novel follows the same path without ever reaching its end. Of these three points, the first
will be the focus of the first section of this chapter, which deals with Inverarity and his
ghostly influence over Oedi pandlandthirdf e; t he
sections, which examine Oedipab6s producti
finally, the fourth and fifth sections tu

the nature of her world.

Oedipa Maas, Gothic Heroine?

If TheCrying of Lot 4Fefuses to complete its performance of the feminine Gothic plot,

there still remains the one central element upon which these conventiénthee&othic
heroine. I n Radcliffeds novels, the el eme
psychological drama of the heroine, whose journey is defined by her anxious encounters
with figures and symbols of authority and her eventual overcoming of that anxiety by

means of her faculties of reason and empathyw Py nchonés noformesl , t o

therole oftheheroine, who struggles to break through the spectral world she knows and

" This is in contrast to the conventions of the masculineiGoth t ypi f i ed ThegMokkandt hew L
its preoccupations with the reality of the supernatural, the ruin of reason, and the ensuing torture of the

body. This other form of the Gothic is examined in detail in the following chapter.
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arrive at some new understanding of what lies befdut. having refused the traditional
resolution of the feminine Gothic pldthe Crying of Lot 48hstead leaves Oedipa caught

within that moment of derangement, of terror, and takes her further into the realms of
uncertainty and uneromessverwoutd aaewvenRie.d\s Debdrah e 0 s

Madsen observes,

for Oedipa, the discovery of unanticipated ruptures and discontinuities within her
culture leave her poised between the signs that she tries to interpret and their
culturally constrained poteiadifor meaning. But as her descent continues, the

perimeter between reality and fantasy becomes bldrred.

As reality and fantasy grow indistinct, a
reality spiral away into ever more complex fantasié® Cryirg of Lot 49%ecomes what

AllanLloyd-Smi t h has described as @M% controll eo

In The Crying of Lot 4%he conventions of the feminine Gothic are, therefore, not
so much replicated in full or avoided entirely, but allowed to run oabwofrol, unbound
from the rationalist ends to which they typically lead. What ensues is an intensification of
the feminine Gothicbés prevailing interest
and perception, and t het hiiek nposwlcehdeg ei no fi ttsh e

which emerges from the her Hinitsdagesed seaaxygunt e

8 The similaritiesbetween Oedipa and the typical Gothic heroine have not gone unnoticed. As Susan
Sweeney remar ks, Oedipa performs the role of AfAher
against her, but whom no one believes. Unable to verify the patteshthatas deduced, she cannot help
doubting her sensations as well as her sanity.o S
Met aphysical Det ecti ve St oThgCrying bféot4aennda | Ga Rzdsbioenudtsh i
Recognition @rbit: A Jaurnal of American Literaturd, no. 2 (2016): %.

9 Deborah L. MadserT he Postmodernist Allegories of Thomas Pyndheicester: Leicester University
Press, 1991), 60.

0 Allan Lloyd-Smith, American Gothic Fiction: An IntroductiofNew York: Bloomsbury2004), 62.

11 Delamotte Perils of the Night90.
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Oedi pads search is as much driven by a de
in the | ack perceinsedatthatlassidanewmddeai d fAr econm
exper Pwhcehois to say that Oedipads story
education, in which the confusions and ex
centrestage, as she learns tesieuate herseldmidst a dark and inhuman landscape. Not

only is Oedipa bombarded by signs, but each sign she encounters is defined by its
paradoxical fusion of excess and insufficiency, and at every moment she is tested to

expand her powers of perception and understgrdiniecipher what little she can.

I n an added twi st upon the feminine Go
frequently reverses the priority of the human subject and its encounters, giving the latter
precedence, and letting the former be shaped tgyiexforces. In a sense, Oedipa is
Afonly incidental o as a conduit for the fI
| eading David Seed to remark thTeCniingi t] i
of Lot 49should be a figure with a minimaagt and social context since the narrative
takes her through an extended present where she is constantly trying to decipher the
cultural signs®hich Rathbhi t6fbkBés. account
experience fNexpandsfabel soek, tand awgkedes
the case of Pynchondés novel this higher d
human life altogethel: In her precipitous descent into the realms of terror, Oedipa
navigates the inhuman mechanisms ofcanelogical society and communes with

faceless masses over wires and through waste.

12 illiams, Art of Darkness150-1.

BTCL 13; Davi d Se eTheCryiniylef Hot 49 0 mesidcare Fostmotennity: Essays on
the Recent Fiction of Thomas Pynched. lan D. Copestake (Berreter Lang, 2003), 19.

“Ann Radcliffe, @AOn tNeweMdBthlyMagaziaeé, na B(1826):049.Poet ry, O
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Li ke the Got hi c TheMystariegsef UdofphoR®d dil paf abs
impelled forward by forces beyond her control; her trials involve confronting the
demandsoferel circumstances both natural and
even separated from herself, by being made to doubt her own reason, and in moments of
crisis, by losing®8onswheusnsesfRadkcloféebs
these ttials by recomposing herself and surmounting the terrifying forces which threaten
her, Oedipa delves ever deeper, seeking w
of her sear ch,occatecanminieatidn bdiween otherwfis@incbmpadssib
af fects, pertaptBoughdOediemads 0search end
it cannot be said to have failed for this red@sdor in the absolute acceptance of paranoid
(un)reason, she affirms herhiddenraogesefnt ary i
existenceod which because of YThiustintothggepct ¢ a
of impossibly vast forces of conspiracy and control, haunted by fragments of an
irretrievable past, Oedipa does not attempt to reduce their catgpdewn to her level,
but instead attempts to incorporate herself into the overflow, to become a conduit for all
that she can sense but may never understand. In typical Gothic fashion, the text vacillates
between excess and emptiness, providing at omcetah and too little for any sense to
be made of it. Yet it is precisely this negativity which drives the novel forward, which
compels Oedipa in her search for one more sign, one step further removed from the

ordinary. As much as the suspense of terrocks Oedipa and confuses her

S williams, Art of Darkness163.
16 Joshua Ramey;he Hermetic Deleuz@®urham: Duke University Press, 2012), 135.

"Broadly speaking, art itself must Aaffirm other
generally passes for life, and will discover life within uncanny imbrications of past and future, and at
partc ul arly tense conjunctions of affect, in order

Hermetic Deleuzel 35.
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understanding, it nonetheless points to the great fecund darkness outside of her perception

and thought, which leaves its signs scattered throughout her limited human world.

The Shadow Visits

The theme which dominat@$ie Cryng of Lot 49s that of death, and beneath its

shadow, the encounter with an outsiéi&t the core of these themes is the figure of

Pierce Inverarity, who at once disappears from life and ceaselesgipears as a

spectr al p r e walch The novehbedine WhermpCedipa is struck by the death

of her former lover and in her grief searches Southern California for some shred of his
passing. A year before his death, as Oedipa recalls, Inverarity made one last early

morning call, to deliveonly a barrage of nonsense and character imitations. Quite
l'iterally fulfilling his | ast persona, La
into Oedipads story as both an entity whi

out before her:

Silence, positive and thorough, fell. So it was the last of his voices she ever heard.
Lamont Cranston. That phone line could have pointed in any direction, been any

l ength. Its quiet ambiguity shifted ov
cal,iowhat had been revived: memories of
things she had now and then pretended
and to the verge of being forgotten. The shadow waited a year before visiting. But

now therewasMetger 608 | etter .

®The CryingofLot4has been | abelled a Abook about |l oss, at
moment in theThkdamaamSoliadh mefi®A GeThe Crgng 6fhdt4916, An
in Critical Essays on Thomas Pynchead. Richard Pearce (Boston: G. K. Hall and Co., 1981), 66.

TCL 6-7.
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In her grief, Oedipa recalls Inverarity as a ghost: Missing from the world, yet unbearably
and inexplicably still there. What is devastating for Oedipa in his death is not that he is
gone, but that he is strangely present, yet unable tmimmunicated with. He takes on

the traits of his | ast persona, who David
which can flit from place to place with limitless versatility. In other words, we have the

case of Pierce simulating an artist mhslations, one of the earliest instances of recessive
layering inThe Crying of Lot 49°° As we shall see in this chapter and the next, the novel
returns to the Ashadowd as an ambiguous i
unfamiliarity, boundogether in the one space. Whether as a shade returned from the

dead, or as a mere trick of the light, Inverarity the shadow forms an indeterminate space
within the novel, which can never be fully inhabited by the characters or expunged from

their lives.

Although by no means a villain of the sort typically found in Gothic novels,
Inverarity occupies much the same role, as a figure of paternal power whose potential
untrustworthiness sets Oedipads quest in
overOeli pads | ife is recognisable in two ser
wealth and influence are such that even in death the suspicion remains that he may be
pulling off an enormous prank, funded by his millions pilfered as a real estate. mbgul
second is more intimate, as it concerns t
mind, as a shadow which hangs over her, and which she struggles to dispel. It is in these
two senses that Inverarity occupies the same place in the novel aghief&hers and
husbands of old, having traded his titles and castle for a sprawling business empire, while
still mai ntaining an uncertain control oV
means a Bluebeard or a Schedoni, the Gothic patiiaeetma i ns one of || nve

character masks, which he performs with some humour but not without defusing the

®Seed, fAMedia Systems, o 22.
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Gothic elements of this character altogether. Even as Inverarity is presented as a
decidedly silly (or even, typical of Pynchon, a zany) cttara his death and its

aftershocks transform his bizarre antics into something more unsettling.

More than anything, t he ilifetsipresentedim o f I
the language of the uncanny. The familiarity of his memory, and the unfamiliarity of his
return, erupt into the domestic setting o
homeliness uprooted, the revelation of somethinguomdly at the heart of hearth and
h o m#& This revelation of the unhomely within the homely is not disturbing because it
upsets domestic norms, but rather because it reveals the instability at the heart of the
home itself. | n d e armances blecomesirresolvable, ydlengema n i ¢
reducible back to the one person behind the mask. As Oedipa is soon to discover, whereas
once Inverarity seemed able to put on any voice and perform any character in a comic
mode, now it is impossible not to see tasnouflaged face in all her surroundings. As
Ni cholas Royle writes,iA[the uncanny] i s a
that one might have thought was Opart of
nature of rea®As yl mnar ahiet wbs [ slp®dctre spr
Oedi pads quiet existence, and over the pa
refuses to resolve the tensions of life and death, presence and absence, which burrow

through the text.

2! Nicholas RoyleThe UncannyManchester: Mnchester University Press, 2003)Rloy | ed6s use of
uncanny is, of course, developed from that of Sigmund Freud, who characterises the experience by the
persistent theme of the double and by tdsammptiemmpul s
of the AShadowd persona takes on both of these tr
returns to the story in the most wunlikely ways. O
reading of Hoffman in: Sigund FreudThe Standard Edition of the Complete Psychological Waidks

James Strachey, vol. 17 (London: Hogarth Press, 19552226

22Royle,Uncanny 1.
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Inpart, COedb ad6s story is one of mourning and
which perpetually returns to her. But on another level, it is a willing of this same, partial
return, and an attempt to reconstruct what has been lost even if only in fragraenos.
Berressem suggests th@he Crying of Lot 48hould be read as a study of dissolved and
fragmented subjectivity. He writes that i
simulacrum [...] A return to a real Pierce is not possible; every approach todosgéy
entails a deflection into cultural space, a dynamics that in a very Derridean gesture puts
every utopia of a return to a stable origin under erasure, because every meaning one might
want to attach to Pierce is endlegslgnd hopelessy d e f e 3 meem@rityds a man
deferred; always announced within the text, but never fully arriving. But it is this
i mpossibility of return which becomes the
of a void within the t extthepldcaof @anrordearingt y 6s u

principle, around which Oedipads search t

Oedi pabds experience of the uncanny f al
phenomenol ogy, 06 which |lies at the edge of
implicitunder st anding of it s ?RoaRodentBisnwodeot he e x p e
phenomenological experience is dark because it pertains to no fixed or identifiable object,
and instead functions as the apprehension of the limits of human perception. In this
interzone, fAa dark phenomenon could influ
experiencer without i mpr ot®ltislgrethatthe capaci t
ambivalent aesthetics of the Gothic make headway into the territory of thepasthiis
we shall see, what begins as a merely uncanny confusion of presence and absence quickly

gives way to other, equally disturbing, experiences of a world outside the human. Drawn

23 Hanjo BerressenP y n ¢ h o n 6(€hicRgo:dJniversity of lllinois Press, 1993), 89.
24 David RodenPosthuman Lif¢éLondon: Routledge, 2015), 85.
25 Roden,Posthuman Life85.

44



out of her domestic isolation by a ghost, Oedipa must learn to reckoth&imaterials

and networks through which I nverarityds h
has been assumed. To follow Oedipa in her aesthetic initiation into the hidden

machineries of posthuman life, we must first lay the groundwork gbdreeption of the

world.

The lllusory Tower

Having encountered in Inverarityo6s return
life, Oedipa turns wholly to this otherness, and to the limits of apprehension beyond those
tied to her personal relatidmp with Inverarity. Although Inverarity never makes a full
returninto the novel, his uncanny presence sparks something in Oedipa which sends her

on a revelatory path.

As things developed, she was to have all manner of revelations. Hardly about
Pierce liverarity, or herself; but about what remained yet had somehow, before
this, stayed away. There had hung the sense of buffeting, insulation, she had
noticed the absence of an intensity, as if watching a movie, just perceptibly out of

focus, that the projeicinist refused to fix®

Neither I nverarity nor herself are the ob
on the outside of this dyad, which Ahad s
subject to a spatial divide, between what is nearcantprehensible, and what lies just

beyond the imperceptible. This divide is described in aesthetic terms, as Oedipa feels a
Asense of buffeting, i nsulationdo and t he

just perceptibly out of focus, thatthepj ect i oni st refused to fi

26TCL 12.
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the world that she knows, and is no longer affected by it in the ways that she once was.
This is not only a symptom of her grief, but a shift in the way she interacts with her

world.

What has until nowiglided Oedipa from this flood of revelation is expressed in
Gothic terms. Not only does it replicate the spatial rift which Eve Kosofsky Sedgwick
identifies as the basic structure of the Gothic form, but this rift is expressed within the
novel in terms reimiscent of the Gothic tropes of castles, imprisonment, and e$tape.
Oedipa imagines herself at the beginning of the novel as a damsel locked in a tower, and
Inverarity a hero come to rescue her. But the fabled escape does not take place. The tower
assums epistemic proportions as it comes to entrap her everywhere shé gaesall
|l nveraritydéds manic tricks, and Oedipads d
Aall that had then gone on between thiathem h
t o w & ®nceagain the Gothic dynamic of inside and outside is in play, as each escape
merely folds a new |l ocale into the inside
seeks rescue, which never comes, or at least not in the form she elfpecetsarity
could not rescue her from the tower in life, as a ghost his return sparks a productive

encounter with the outside. In a recollection of her early days with Inverarity, Oedipa

’Sedgwick writes that under the conventions of th
blocked off from something to which it oughtnoringt t o have access. d This son
all, but pertinent to Oedipabs plight, @it can be
self is pinned in a deatlike sleep. Typically, however, there is both something goimgnside the isolation

(the present, the continuous consciousness, the dream, the sensation itself) and something intensely relevant
going on impossibly out oThe Gokeerchof GothE Canveltighew f s ky S
York: Methuen, 1986)]12.

2%Roger Henkle agrees that Oedipa's tower is pri ma
prisoners in a world of phenomena, able only, at best, to devise cinema scenario parodies of the literary
excesses of the past or to projecbelate conspiratorial fantasies that crackle out like bizarre short circuits

of the brain.od Roger Henkl e, nPPmchdénoAnColectidnafpest ri e
Critical Essaysed. Edward Mendelson (Englewood Cliffs: Prentital, 1978),110.

2TCL 13.
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remembers their attempted escape to Mexico, and her reactigaitatiag by Remedios

Varo.

In Mexico City they somehow wandered into an exhibition of paintings by the
beautiful Spanish exile Remedios Varo: in the central painting of a triptych, titled
ABordando el Manto Terrestreartshapeder e a
faces, huge eyes, spgold hair, prisoners in the top room of a circular tower,
embroidering a kind of tapestry which spilled out the slit windows and into a void,
seeking hopelessly to fill the void: for all the other buildings and creaalréise

waves, ships and forests of the earth were contained in this tapestry, and the

tapestry was the worf¥.

Varods painting expands the terms of the
inside and outside are involuted and turn in uponamather. On the one hand, the girls

in the tower spin a world into existence from the confines of their tower. Trapped, like
Oedipa, they nevertheless, from this position of solipsistic interiority, spill a tapestry of
images into the void outside. The anagaranoiac creativity of this inside works outward to
compose its surroundings, as the land, sea, and people outside are all created by the
tireless hands of the captive women. But on the other hand, there is nothing to say that
this inside is truly distict from what spills out of it. The ground upon which the tower
rests is nothing but cloth, and so the very foundations of the prison are themselves
composed from within, while maintaining from without the conditions for this ceaseless
production. The ouide folds in to compose the walls that keep the interior contained, and
it will take a more radical jolt from a more distant outside to sever the bonds which keep

the cursed looms in motion. Lacking this escape, Oedipa turns to despair:

0TCL 13.
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What did she so d&e escape from? Such a captive maiden, having plenty of time
to think, soon realizes that her tower, its height and architecture, are like her ego
only incidental: that what really keeps her where she is is magic, anonymous and
malignant, visited on hdrom outside and for no reason at all. Having no

apparatus except gut fear and female cunning to examine this formless magic, to
understand how it works, how to measure its field strength, count its lines of force,
she may fall back on superstition, orealkp a useful hobby like embroidery, or go
mad, or marry a disk jockey. If the tower is everywhere and the knight of

deliverance no proof against its magic, what éfse?

Far from being removed and safe witrdte n th
is attributable to a fAmagic, anonymous an
everywhere and inescapable, but Oedipa begins to imagine herself from this outside

perspective. Stefan Mattessich writccs t ha
di spl acement beside oneb6s self that <char a

fundamentally i¥¥rational exteriority.o

As in Inverarityds return, an encounte
place, but the perceptions and communications which could make it sensible slide past
and into the shadows. This failure to make contact is, as we shall see in the next section,

the key criteria in the Gothic aesthetics of the eerie. Mattessich goes on to suggest that in

Oedipabs silent moment of despair before
Ai nci dent al per son, a projectwhingh a6 khed pg
where she is,6 suggests a terrifying comp
and 6malignantd soci al power. [€é] To be O
3LTCL 13.

32 Stefan MattessicH,ines of Flight:Discursive Time and Countercultural Desire in the Work of Thomas
Pynchon(Durham: Duke University Press, 2002), 47.
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in the form of a fantasm installed at the center of barfgntasm that destabilizes any
clear sense o fOedpacorhes tmknow herself moeaa & distinct and
human subject, but as the subject of vast and incomprehensible forces which course

through her.

Whil e I nver ar ity dopfrdmaherevierydaydife dhie spectrerob s C
the tower awakens in her some dark consciousness of the unreality which has always
haunted her worlBefore she sets out into San Narciso, Oedipa comes face to face with
this uncanny disturbance in her life, ander encounter with it she takes on the task of
giving it a name by which to understand it. The uncanny shadow and solipsistic tower
lead her out of her mundane life, and into the eerie mechanisms of the city. As the novel

progresses, Oedipa further ¢skon the qualities of the Gothic heroine, who must

undergo the effects of this disillusion, doubting the nature of the powers that
consume them, uncertain whether they originate internally or from external forces.
Without an adequate social framework tstain a sense of identity, the wanderer
encounters the new form of the gothic ghost, the double or shadow of himself. An
uncanny figure of horror, the double presents a limit that cannot be overcome, the

representation of an internal and irreparable iwign the individual psych&

As a Gothic heroine Oedipa navigates a maze of mixed meanings and affects, guided and
propelled by the uncanny figure who traces her steps. As is the nature of the uncanny
double, the horror lies not only in seeing onesegifored, but in discovering oneself as a

reflection of that other figuré& Likewise, even as her epistemic tower imprisons her, it

33 MattessichLines of Flight 47.
34 Fred Botting,Gothic, 2nd ed. (New York: Routledge, 2014), 85.

®AThe double is never a projection of the interio
is not a doubling of the One, but a redoubling of the Other. It is not adwgtion of the Same, but a

repetition of the Different. I't is not the emanat
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also alienates her from the normality from which that prison springs. As in the feminine
Gothic plot, the prisomwhich constrains the heroine is as much psychological as it is
physical, constructed by a patriarchal structure of authority and its representatives who
exercise control over her thoughts as well as her movements. As Emma Miller remarks,
fitisthedominah 1 deol ogy which really constitute
cannot see outside of the definitions and interpretations of her culture, to do this would be
to break the magic she i maMhile@edpaskeeksopts her
thetraces of Inverarity, his ghosixerts an influence over her: leaving a trail which she
consciously or uihereseentitodallis thesundarmy d] genesl. A
acknowledgement that our lives, our experiences, the comings and goings within and all
around us are increasinglyogrammedd and so Oedipa sets out into the city to discover

what sense lies behind the programmihg.

The Eerie City

This sense of not only being haunted by something other, but of having been programmed
by something outsideneself is present throughout the novel, and over its course expands
from Inverarity to encompass Oedipads ent
Oedipa encounters is no longer merely uncanny, but deseas the uncanny is more

than a strang experience, and carries with it connotations of repetition, doubling, and the

return of the repressed, the eerie is more than an unsettling feeling, and may be further

always other or a Noegelf. It is never the other who is a double in the doubling process, it is a self that lives
meastte doubl e of the other: | do not encounter mys

Deleuze Foucault trans. Sean Hand (Minneapolis: University of Minnesota Press, 1988), 98.

Emma Miller, AThe NoniiAlurnalfof A@kcdniLiteemturblane.sl (2012).
https://doi.org/10.7766/orbit.v1.1.12

37 Royle, The Uncanny?23.
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defined as an aesthetic categdtrynlike the uncanny, the eerie does not seektiarn

the unfamiliar to the familiar, by Aproce
of t he*Rantshiedre,. 0t he eeri e fallow[s] us to

o u t s* Wihae.thé uncanny unsettles Oedipa in her isolattatior space, and reveals

the manner in which this interiority is situated within a vast and threatening outside, the
eerie upsets the very composition of that inside. Something programs her, which is to say

it guides her movements and shapes her vengbbint that something communicates

through her, not to her, and hides its agency behind a veil of eerie signs.

It is this question of communication and agency that leads us out of the uncanny
haunting of Inverarity and into the aesthetic experieritke eerie as it has been

described by Mark Fisher. The category of the eerie, for Fisher, is

constituted by dailure of absencer by afailure of presenceThe sensation of the
eerie occurs either when there is something present where there should g nothi

[or] there is nothing present when there should be something.

I f |1 nver ar tappgadasce and doabling id unsetling because of its strange
twisting up of human and inhuman (un)life, then the eerie is unsettling precisely when

this encourdgr with the other fails to take place. And yet, despite this failure, sométhing

%l n using the term fAaesthetic categoryo Ourborrow
Aesthetic Categorieg€Cambridge: Harvard University Press, 2012), which situates the experiences of the

zany, cute, and interesting under late capitalist consumer culture against the classical aesthetic categories of
the beauti ful aesdnwhidheiscsrsive practnes and inddss oShurhan intersubjectivity
routinely intersect with avopdddt HoofNgahatwrArtersdt ace
make up the fAvocabulary for shariindcg eond eaxodn f(i2r9mi.n
uncanny and the eerie, although by no means as prevalent as the aforementioned aesthetic forms, may be

described broadly as the aesthetic categories of the Gothic.
39 Fisher,The Weird and The Eeri&O0.
40 Fisher,The Weird and The Ee, 10.

41 Fisher, The Weird and The Eerié1.
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some Thin@ is still there just perceptibly out of focus. This sense of the eerie is likewise
detectable iThe Cryingof Lot48s f i rst chapter, whnen Oedi

over the city of San Narciso

She looked down a slope, needing to squint for the sunlight, on to a vast sprawl of
houses which had grown up all together, like atesided crop, from the dull

brown earth; and she t htoaosstorradiotd repglabee t i
a battery and seen her first printed circuit. The ordered swirl of houses and streets,
from this high angle, sprang at her now with the same unexpected, astonishing
clarity as the circuit card had. Though she knew even less edzbas than about
Southern Californians, there were to both outward patterns a hieroglyphic sense of
concealed meaning, of an intent to comn
the printed circuit could have told her (if she had tried to find oat &ier first

minute of San Narciso, a revelation also trembled just past the threshold of her

understanding?

As i n Mark Fishero6s account of the eeri e,
encounter with San Narciso is one of agency. From heniostent of looking across the
skyline, she sees the buil ditnegnsd esdp rcirnogpi, nog
fiordered swirl &Butihtleyasescwps,donwhons arertheyeplastedd

From whence does this order arise? In hengitdo answer these questions, Oedipa is

overwhelmed, as the totality of the city surpasses the capacity of her understanding. Such

an image of the interminable complexity of the contemporary world is suggestive of what

Fredric Jameson has called the pastthe r n s ubl i me, which repl a
traditional object of nature with a techn
“2TCL 14-5.
$TCL 14.
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to become a glossy skin, a stereoscopic illusion, a rush of filmic images without

d e n s* Buywhereas for Jameson the postmodern sublime is engendered by the failed
attempt to perceive the totality of gl oba
unrecogni zable forms, o Pynchonds i mage of
the perception of magnitude but on the attempted communication with an alien &gency.
Within Oedipads failure to communicate an
icl ari t y*®Reovfelvaitsioomn.seems to emerge tover
the centre of an odd, religious instant. As if, on some other frequency, or out of the eye of
some whirlwind rotating too slow for her heated skin even to feel the centrifugal coolness

of, words wertfe being spoken. o

How does Oedipa come to understamd situation? The eeriness of the city is
explained by means of an extended metaphor, in which the transistor radio and the pattern
of streets become identified with one another. The radio carries in its electrical circuits a
hidden message, the soundsmfsic and speech coded into radio waves and then
transmitted through a series of wires and mechanisms to produce its message. The city too
seems to contain a message, which flows through its streets like wires, modulated by its
buildings, interrupted anehhanced by the movement of people and cars. Yet the
frequency in which this message is transmitted is unknown to Oedipa, and the precise
process by which her receiver shall translate it unknown to her. The radio and the city
stand apart from Oedipa, asragulous inventions, which function beyond her

comprehension and speak without care for her participation. As Peter Cooper writes of

44 Fredric JamesorPostmodernism, or, The Cultural Logic of Late Capital{@arham: Duke University
Press, 1991), 34.

45 JamesonPostmodernisim3s.
46 TCL 14.

47TCL 15.
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Oedi pabdbs predicament, the Acommon individ
can see no pattern and feel no pagd influence in the direction of events; but an
inscrutabl e power “rThigidectity between sitg andmacttine e x i s
brings to the fore the precarious position in which Oedipa finds herself: situated within
networks of communication arekchange, but with no agency over the information that
passes by her and through her. Unlike the ghostly presence of Inverarity, who speaks to
Oedipa from beyond the grave through random objects and images, the eerie city is alive
yet totally mute. The rad receiver and the city are not subject to human will, but speak

among themselves in frequencies lower than Oedipa may know.

Oedi pabds eerie experience of the city
communication technologies and the effects th@yg about in human life as we come to
know ourselves through our technological media that work to recompose us within their
systems. As Oedipa gazes over San Narciso, she not only feels a sense of purposefulness
in the distant hum of the city, but thigtuher very presence as a spectator, she
understands herself as a component in this mechdhiBon.Hayles, the integration of
humanity into communication networks brings about-eamceptualisation of what it

means to be a human subject. She writes that

48 Cooper,Signs and Symptoms 1 32. Commenting el sewhere upon Oedi
highlights the i mperceptible sense of order which
Oedipa senses some higher, nearly perceptible order, sapieglprinciple hidden beneath the surface
disorder of the landscape. But she cannot quite hold onto the entire picture and comprehend it [...]

Moreover, the alluring intimption of order | asts

49 As N. Katherine Hayles remarks, whatrified the first generation of cyberneticists was their

unintentional demolition of the liberal subject as an impartial observer of the world, and the core discovery

of seconeorder cybernetics that even a spectator is part of the system they oBseiHag/les quotes from
Humberto Maturana: AThe observer is a living syst
phenomenon must account f blowWelBecame blerg@hicago: and hi s
University of Chicago Press, 1999), 143
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every day we participate in systems whose total cognitive capacity exceeds our
individual knowledge, including such devices as cars with electronic ignition
systems, microwaves with computer chips that precisely adjust power levels, fax
machines that wale to other fax machines, and electronic watches that
communicate with a timing radio wave to set themselves and correct their date.
Modern humans are capable of more sophisticated cognition than cavemen not
because modems are smarter [...] but becénesehtave constructed smarter

environments in which to wor¥.

In their totality the machines come to surpass the capacity of any one human caught

within their networks, in some ways enhancing human cognition through integration in
suprahuman computatiorgystems, and in others overwhelming the human in its limited
cognitive and perceptive abilities. The ambiguity of information technologies in
Pynchondés work has not gone unremarked, b
of posthuman studies. Dav@ked makes cleartildat ol | owi ng McWBuhano6s
Athe spectator becomes part of the systen
this is exactly what happens to Oedipa. Throughout the novel she is shown to be
surrounded by a dynamic environmen whi ch bombards *her with
Likewise, Francisco ColladRo dr i gue z i d e rcanilafion & the cditymandOe d i p
radi o a connect i-enowntcansideratibnuohhamadssas dleatredes in

the communicative circdFrom ohetBéanew @k
investigation into the doatdhgrwihmd vasteysteamof nv e

communication, in which she is an integral component.

50 Hayles,How We Became Posthum#89.
5’Seed, fAMedia Systems, o 22.

52FranciscoColladlRodr i guez, #Alntratextuality, Trauma, and
Bleeding Edgge Gritique: Studies in Contemporary Fictid?, no. 3 (2016): 233.
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The eeriness and unreality of Oedipabds
an emerging aesthetic experience which can only be described as posthuman. What
hauns Oedi pads world is the idea of the hun
itself. The posthuman subject recedes into its environment. It becomes caught up in
processes much larger than itself, and the boundaries between its own facultieseand thos
of its surroundings grow more diffuse. While in the case of Inverarity, Oedipa witnesses a
human subject distributed across time and space in uncanny fragments and refractions, in
San Narciso she discovers herself undergoing a parallel process. Asityvestattered
across the landscape, Oedipa is drawn into it, and finds at the limits of her perception a
hidden code that distributes the pieces of humanity. Her experience is marked by an
incapacity to fix all that passes within her senses. Whetkgraperate at magnitudes of
scale far greater than Oedipa, or function at frequencies lower than she may know, the
mechanisms of the city remain just perceptibly out of focus, in spite of their seeming
readiness to communicate to her. Whereas the tradegesfirity constitute uncanny
presences, the city is altogether characterised by an eerie aesthetic: where there is a

presence, it is ungraspable; where there is an absence, it is ineffable.

Yet, within the eeri eds fliasialspeculatse of pr
moment, which even as it confounds Oedi pa
her attempts to make sense of the systems and circuitries now barely perceptible.

Although the eerie disturbs the senses in its refusal to commeiaicé¢ar message, it is
nonetheless suggestive of a vast and inhuman world that lives at the blurred corners of our
vision. Looking over San Narciso, Oedipa experiences what Heather Davis calls the
idefamiliarization and &&ndethgpestheman of sen

condition, Davis writes, we experience 0t

*Heat her Davi s, 0 Ar tPosthnmah Glessafedst Rosi Braidotd &and Mayiad i n
Hlavajova (London: Bloomsbury, 2018), 63.
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qualities of the world. In other words, the world that we are born into is receding in front
of our eyes, causing a-egrangement of the sengapparatus of our organisre) Such
becomes Oedipabds task over the course of
conspiracy or the traces of her former lover, but to learn how to perceive that which
eludes her. Descending into the city, Oedipa tisrberself into the machinery and places

herself at the disposal of whatever eerie agency is turning the gears.

In Praise of Paranoia

Oedi pabs descent into the city is soon ac
sense that amidst the noise a lidarder is taking shape. The sense of revelation which
hovered at the edges of Oedipabds percepti
the city. AThat's what would come to haun
together. Asif(asshd6d guessed that first minute 1in
progr ess af Muchhasalieady bekerewritted about the theme of paranoia in

The Crying of Lot 49and the endless vacillations which Oedipa experiences in choosing
either b pursue this revelation or to dismiss it as mere fantasy. But for all the explicit
discussion of paranoia in the novel, it is apparent that it is not-as@mpassing as it is
suggested to be, and i f anyt hi ngartdoglems o0n
thought that nothing will be solved, that the expected revelation will never properly take
place. Jonathan Rosenbaum is right to sta
Oparanoiabd (the myth that Adtewhearty thhei ntge rinss
paranoia, where nothing is connected to a

important; to omit this dialectic, which dictates his entire structure, is to overlook the

“Davis, AArt in t4he Anthropocene, 0 63
55TCL 29.
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wo r k 7 Thss eyindmic ¢s stated even more clednyyPynchon in final pages of the

novel: ifiAnot her mode of me¥ning behind th

This choice, between a paranoid pursuit of revelation and a collapse into disbelief,
structures the main part of @ednNaraiss narr
From the moment she perceives the eerie forces at work in the city streets, Oedipa is
confronted not only with the possibility of a hidden order, but with the realisation that this
order is notgiven, but must be actively sought and petogether if its ever to be
understoodO e d i Ipillop \8sion of San Narciso is a quintessentially Gothic experience
of the city, as whaimodkaespateyf ndanindlessynoise,al | s a
activity, sensation in which narratives indiscriminately crowd one another and no one
narrative has angnore significance than the next [which] has its inverse in the paranoid
fantasy of [the city] whosseemingindifferentiation masks a network of deejdyd and
i nf er na P®The mimlt gf noads, dights, peoples, and factories is experieneed in
Gothic fashion as indicative of deeper, eerie forces which drive the seeming chaos of the
streets’® Whatever is at work in the chaosmos of the city is either a brute randomness,

begéting a dearth of meaning, or it is a mute and hidden order which at once overflows

%Jonat han Ros enbRBynchon: AfCélleckoa gf CriticalEssayad. Edward Mendelson
(Englewood Cliffs: Prenticélall, 1978), 67.

STTCL 126.

8 Kelly Hurley, The Gothic Body: Sexuality, Materialism, and Degeneration aFihe&le Siécle
(Cambridge: Cambridge University Pre$896), 165.

59 As Fisher writes, it is precisely this landscape emptied of meaningful human activity which is most
conducive to the eerie experience: AA sense of th
spaces; we find the eerie more ri&ath landscapes partially emptied of the human. What happened to
produce these ruins, this disappearance? What kin
recurs of what agent is at work behind the movements and sensations which negvejaiteay their
origin. fAWhat kind of agent i s Theleirdrand Thed&eri@l? | s t h
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with meaning while denying access to it. In either case, the choice then falls to Oedipa to

pursue this hidden meaning or else herself fall into a hopeless quietude.

This disjunction between reality (hidden or dull) and unreality (paranoid or
abyssal), for all its appearance of mutual exclusivity, ultimately blends together into a
single whirling desire for understanding. Either Oedipa has discovered a vast conspiracy
to ezape the mundane life of governments and society, or she is hallucinating it all, or the
hallucinations are part of a deliberate plot to fool her, or the plot itself is a figment.
AREi ther way, t h%¥®Fodalltheir diffeteticesjetchgmhilityasn oi a . 0
positioned against a ATheyo who would shu
flight, and return Oedipa to stultifying normality. Whether the hidden order is real or not
does not matter, because both outcomes return to the langulrgamfand escape. To
have stumbled upon a vast underground network of communication is, Oedipa reasons, to
have happened upon fia secret richness and
from a mere hallucination of that dredhEither Oedipa has diegered a real and pre
exi stent escape or she has effected that
richnesso or hallucination of it amounts
alternative[s] to the exitlessness, to the absence pfisaro life, that harrows the head

of everybody America® you know, and you t

Given this false choice, between exit of one form or another and total exitlessness,
Oedipa once again takes on the role of the Gothic heroine who hesitates at theleelge o
unknown before diving headlong into its liberating darkness. As Molly Hite writes of the

worl d which Oedipa | eaves behind, Al f thi

0TCL 117.
61TCL 117.

62TCL 117, 118.
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progress serves in part to restore it, for Oedipa rises above her vasaliyy
interpreting aspe c’vhatmbststanea®edipagsadt ihe syblimes s
terror of conspiracies, networks, and machines, but the possibility that these signs will
ultimately be empty. In this respect, Oedipa mirrors theihex&@ of Charl ot t e
Jane Eyrewhose greatest fear is not simply dispossession or destruction, but damnation
to a meni al exi stence. nAt the threshol d
fear of they know not whawh,id ewriint ecso n& urgaesn
heroine is struck by fear of the A®¥i ewles
Paranoia, even when it appears to create a vast totalising system of interpretation,
nonetheless appears for Oedipa as a form of fragtfom the mundane world and even

from herself. Although she experiences terror at each step, she is still drawn inexorably

further on her search, and one stepcgloset o0 an exi t redlitym her spu

The paranoid | ogi c odnce@eretd theaadsthetis e ar c h
dimension of the novel and the encounters which spur Oedipa on her search. Some
encounters merely disturb, as in the uncanny, and some fail to take place, as in the eerie,
but each takes Oedipa out of herself into the vast umetksublimity at the edges of her
world. Oedipa returns time and again to the experience of terror at the enormity of this
outside, but a terror which stems from the psychological recomposition of herself in the
face of this enormity. As Anne Willamswries, A[ t] error or the s
which threatens corporeal integtyone's being as a bodlybecause] the sublime
overwhelms the self with thideaof an overwhelming powéP.While the horror of the
abject depends on a disturbed physioldgg terror of the sublime lies in a psychological

experience which overpowers the faculties of the mind. Terror, then, is the experience of

63 Hite, Ideas of Order74.
64 DeLamotte Perils of the Night205.

85 Williams, Art of Darkness76.
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an encounter which compels the mad scramble of the faculties to comprehend what is
before them. Asasourceofteor , t he aesthetic category
contradiction experienced between the demands of reason and the power of imagination
[...] When imagination is confronted with its limit by something which goes beyond it in

all respects it goes beyond itwe | i mi®To surpassetie 1imit® of comprehension

is the object of the sublime experience, which floods the mind and senses with the

iounrepresentabled feafures of subjectivi

Il n Ann Radcliffeds original drmerhasncti o
the connotations of both liberation and edification, as it both elevates the soul and purifies
the mind of its misjudgements. As Radcl if
far opposite, that the first expands the soul, and awakeifadiiées to a high degree of
life; the other contr act s%Adrotoymgcal exampleand n
of sublime terror i TheRbad c Iwihfefne @ h ewmroks ed ®dC
Ellena briefly, escapes her imprisonment by lagkipon the vast mountainside upon
which her prison rests. W th a fAdreadf ul
and in that moment Athe consciousness of
the wide and fr eel5Asbeuison fates frent consaousmess, h o u t
she grows aware of the spiritual freedom that resides within herself, inviolable to the
world outside. fAWith a mind thus el evated

transactions and the sufferings of tmsrld! [...] Thus man, the giant who now held her

66 Gilles DeleuzeKant 6 s Cr i t jtrana.[HugR Tomlinsos ang Bagpara Habberjam

(Minneapolis: University of Minnesota Press, 1984), 51.

%Antonie Peroikou, AOf Crakers antheRdsiinMarkaretagi ni ng
At woodds MaddA dRbsthumah GotHjced gAnya bleisevon der Lippe (Cardiff: University
of Wales Press, 2017), 37.

88Ann Radcl i ffe, @AOn tNeweMdthyMagaziaes, na B(1826):0449.Poet ry, O

8 Ann Radciffe, The Italian(Richmond: Oneworld Classics, 2008), 99.
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in captivity, would shrink to the diminutiveness of a fairy; and she would experience that
his utmost force was unable to rhicférmi n he
of terror is at once negeag, as it diminishes the stature of humanity and its works, and
positive, in that this diminishment also releases the heroine from her psychological and

physical bondage.

Oedi pabds experience of terror and the
points, without entirely leaving behind the form of terror as it has developed since
Radcliffeds formulati on. First, whereas t
of resolution, for Oedipa this resolution is refused so that it may continue on its
destructive side, as a moment of panicked speculation without end. This refusal of the

ends of terror is not without its precedent in Radcliffe, as DeLamotte suggests,

the |Iife of her [Radcliffeds] work ema
revelation® the noment of not knowing for sure, when everything, including the

mind, is neithemor. That is the moment of imagination, when the boundary

between self and the other has no meaning, the moment when what matters is not
real ity but t he wardofberfeae @fgealiyrthe jmententiino n o

short, of negative capability.

Even in Radcliffe the | ibidinal pull of t
negativity, more so than its wultinogetely d
does not present terror as a process which is entirely rational or willed. Whereas
Radcliffean terror works to dispel superstition in favour of rational explanatioibgin

Crying of Lot 4%he powers of terror turn back upon themselves to undeitimenecry

notion of the rational human subject. This loosing of terror from its rationalist ends also

70 Radcliffe, The Italian 100.

" DeLamotte Perils of the Night48.
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has its precedents in classic Gothic literature. Kate Ferguson Ellis, for example, notes that

t he char act Melnsoth,the Whhaddreu r il anedesterdlly outvof their

minds by the thoughts that possess them; their waking lives have the unwilled quality of
dreams, while their dreams propel them to
wi || i's not onl y un faginatien, dlotring@a sacummm, dilis thed wh i
space with i t?Ferribyiwgthoiights ceasq tebe the possessions of a

rational subject, but themselves come to possess those who attempt to think them. Terror
becomes involuntary, because it doeshappen on the terms of the thinking subject, and
rather arrives from outside to force the occurrence of thought. The experience of terror is
not sought, and it is not begun voluntarily, but it is nevertheless encountered by the

Gothic heroes and heroinetio must reckon with it or perish.

By reading Oedipabés fiparanoiad as a mo
ourselves of the longstanding prejudice critics have held against Oedipa for her supposed
delusionsWhile it is understandable that Pynchoitics may see his paranoia as
somewhatold as hi oned, as a-rulsric @ld WarfPynéhonithatstglar an o
constrains his popular reception, o to do
postmodern invention, and miss the much longer |geneatory from which Pynchon
draws’® Furthermore, to have done with paranoia is ultimately to have dondketh
Crying of Lot 4%altogether, and to have put Oedipa back inside her tower. As a method of
terror, a way of ¢ ontramwiismoga fitethsrucere dfl i me ,
thought, but a devastating line of escape toward all that exists outside the walled

interiority of the pacified subject. AChe

72 Kate Ferguson EllisThe Contested Castle: Gothic Novels and the Subversion of Domestic Ideology

(Chicago: University of lllinois Press, 1989), 180.

BAli Chetwynd, @Pyn dhedNew Pirfchor Studj@h JoannaoFrear (Cambiridye:
Cambridge University Press, 2019), 34.

63



dear, for when you lose it you go overtihhat much to the others. You begin to cease to
b e’*Were this terror to be dispelled, and the paranoia fade into the dark, Oedipa would

be left with nothing else but fAf®eath and

The reclamation of paranoia as a means of ideological escape also alters the
Gothic form from which it borrows. Unl i ke
rational interrogation of the world, but recognises the place of the irrational within her
worl d. What is at stake, and what i s most
the line between the productive irrationality of a creative wbdiding and the
bottomless depths of thenonat i onal . Her e Oedipads dar Kk
behind the obviousod draw close to the pra
identifies in her Gothic Marxist reading
of the realm of a cultureds gHedofsscialnd ph
production rather than a mirage to be dis
beyond logical argument and binary opposition to a phantasmagorical staging more
closely resembl i ng’Besjamnlikens thanhodetnoldtoa her apy
dream, in which fragmentary and ephemeral products emerge and dissipate before our
eyes, with no clear relation to their place of origin or final destination. Benjamin writes
that: ACapitalism was a nat ufiledslegplcar®o men o
over Europe, and t hrough ’iThestudy ofideotogytsi v at i
thus not a practice of correcting erroneous beliefs, but of untangling the expressions of

this collective drearworld in a similar manner to the way thptychoanalysis

74TCL 956.
STCL, 126.
" TCL 126; Margaret Cohefrofanellluminations(Berkeley: University of California Press, 1993), 11.

T Walter BenjamiriThe Arcades Projectrans. Howard Eiland and Kevin McLaughlin (Cambridge:
Belknap Press, 1999), 391.
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approaches the dreams of an individual. This is not the world as conceived by liberalism
and the Enlightenment, in which it is only the sleep of reason that births monsters, but a
Gothic world in which reason is always already asleep asek by irrational forces from

the start’®

The Unspeakable Word

As the novel continues, the sublime qual:i
overwhelming Even as she is liberated from the stultifying normality of her old life, she

also becomes ungrounded and unable to give a new direction to her movements. Instead,
she follows the signs of her search one by one, giving herself over to them, and abdicating
her will to the involuntary thoughts and actions spurred by her encounters. Without the
rationalist resolution of terror, she spirals into the contemplation of things beyond human
comprehension: suprahuman voices, ineffable words, and all shades o¢r=opéor

which words cannot suffice. In San Francisco as in San Narciso, a sublime immensity

hangs over Oedipa, but is never fully communicated.

At some indefinite passage in night's sonorous score, it also came to her that she
would be safe, that sometlg, perhaps only her linearly fading drunkenness,
would protect her. The city was hers, as, made up and sleeked so with the

customary words and images (cosmopolitan, culture, cable cars) it had not been

®ACivilisation does not e x cdinvedtethemarhelclaanging and sava
configurations of cities, crowds, commodities and
metaphor of the magic lantern from the eighteenth century reactivated by Walter Benjamin to signal the
uncertain extent to whiicthe modern world involves a blurring of perception and hallucination, a flux of
impressions, realities, machines and media forms, in which both a sense of solidity of things and security of
selves is supplanted by multiple and sometimes monstrous motgetihanhengender apprehension but

cannot be easily apprehended. It is as if the uncanny disturbances, spectres and ghosts that once were
limited as effects of gothic fictions extend, via other media, into the fabric and shadowy formation of

modernlife,&k i nd of Ophant o@otidceld9ni ty. 60 Botti ng,
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before: she had safeassage tonight to its far bldedbranchings, be they

capillaries too small for more than peering into, or vessels mashed together in
shameless municipal hickeys, out on the skin for all but tourists to see. Nothing of
the nightds could touch herwastobeg hi ng d
enough, without trauma as well perhaps to attenuate it or even jar it altogether
loose from her memoryhe was meant to rememb8he faced that possibility as
she might the toy street from a high balcony, retleaster ride, feedingme

amongthe beasts in a zéoany deatkwish that can be consummated by some
minimum gesture. She touched the edge of its voluptuous field, knowing it would
be lovely beyond dreams simply to submit to it; that not gravity's pull, laws of
ballistics, feral raveninggromised more delight. She tested it, shivering: | am
meant to remember. Each clue that comes is supposed to have its own clarity, its
fine chances for permanence. But then she wondered if the gemlike "clues” were
only some kind of compensation. To malefar her having lost the direct,

epileptic Word, the cry that might abolish the night.

Once again a vast unknown city spreads out before Oedipa and prepares to speak to her in
languages she either cannot hear or cannot decipher. Unlike the mutenicead®an

Narciso, San Francisco works at the level of the body, as if it were an enormous organic
mass of blood vessels, folds of skin, and hidden capillaries. But even here the core
metaphor of revelation is still at play, when Oedipa is assumed inbmthye given safe

passage through the thickly pumping arteries of the city, hidden deep in the private flesh

of that great beast.

As in San Narciso the city remains a vessel of some eerie order, whose signs and

symbols pass by and through Oedipa on herrjon e y . AThe consequent

®TCL 81.
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passaged she feels at | arge in [the city]
a |living thing 6made u-pody thatfis sttamgely absraca nd i n
without affect or impersonal, breatly and pumping blood yet chimerical, as empty and
unreal as Oedi pa h &% Osdiph i preninentlyt obsessed withe | i t
these signs, which, following Mattessich, are revealed in a material semiotics irreducible

to human language. Thegsis which Oedipa attempts to decode are not merely textual,

but manifested in a base materiality which speaks to her from out oflangarstic

medium®! The city speaks, the wires of a radio speak, even the body speaks, but the
language spokenisofandrer or der from the human. Oedi
on the edge of this bottomless abyss of meaning. She is awash in a sea of communication,
but without the means to make sense of those signs which push her onward. Mattessich,

for example, notethat

Oedi pa MaasO0s search for the meaning o
system known as WASTE is never far away from an impoverishment of sense that
threatens to collapse the novel i nto a
undermining its own narrate and analogical consistency, the novel dramatizes a
social order that subsumes subjects in immaterial nexuses of discourse,

communication systems, and informatfén.

Di sregarding Mattessichés unfortunately n
dscour se, 0 but taking the r eleetCrymdoflotidda st uoc

human subject subsumed in a system of communication. Everywhere in the novel there is

80 MattessichLines of Flight 59.

81 This theme of base material signdlwécur inBleeding Edgeand my discussion of it in Chapter Six, in
which the information networks of the web ultimgteollapse into a material cosmos of wires and

databanks.
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an excess of possible meanings, a semioti
escape. There iIs a potency to this excess
that #fAthe repetiti on 2@he overflombfcdmmunivadienist o b e
the source from which Oedipads t etswhiohr spr

it brings upon her.

A distinction should be drawn between the sublime and the eerie, even as they
intersect and provoke the same terror in
has no objectod because iaclustesof meareng, ofcaorsf | o w
of words, #Fhecaubbksme. 0bject Adissolves, 0
it, as soon as | name it, the sublime triggeitshas always already trigger@d spree of
perceptions and words that expands memounnttessly. | then forget the point of
departure and find myself removed to a se
amd del i ght 8 @he sublimecamot be fully grasped, because in the moment of
perception it explodes in our hands aralkes us tumbling from one fragment to another

in search of the whole.

In contrast, the eerie has an object, but an object which overpowers us with
communications that never quite |l ead us b
to do with the owgide, and here we can understand the outside in a straightforwardly
empirical as wel |l as a more abstract tran
never within our grasp, even in the first moment of perceffi@oth the sublime and the

eerieobjects slip from our hands, and both overwhelm our perceptive capacities, but

83TCL 81.

84 Julia Kristeva,The Powers of Horror: An Essay on Abjectitrans. Leon S. Roudiez (New York:
Columbia University Press, 1982), 12.

85 Kristeva,Powers of Horror 12.
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whereas the sublime overwhelms us in its plenitude, the eerie overpowers us with its
silence. We drown in the sublime, and suffocate in the eerie. Even as Oedipa is immersed
in the sublime, she also experiences the eerie as an unsettling contact with a world which

is not for her, in a nigh% of which fA[not

Just as the sublime and eerie converge in their overpowering of the senses, and in
their core logics of incomprehensible communication with something outside ourselves,
they are drawn together on one other point. Both bring about a radical dispossession of
the senses and of the self, which finds itself awash in perceptions and communications to
which it can never be equal. Writing of the sublime, but in a manner just as applicable to
the eerie, Kristeva elaborates on the profound othering which takesmp@zae
apprehensiaoh or misapprehensignof t he subl i me object: #fANC
always with and through perception and words, the sublimeasnathing addethat
expands us, overstrains us, and causes us to badreths dejects, anithere,as
ot h&dssd as Oedipads paranoia takes her o

through the city transports her out of herself, to hover precipitously on the edge of

something totally other, and in that proximity knowing herself as other.

In the sare moment that she considers the bare repetition of signs, Oedipa reacts
with mixed terror and joy at the thought
touched the edge of its voluptuous field, knowing it would be lovely beyond dreams
simplytos u b mi Wi ¢ hi ta@&h sign, each fclued she
order which takes shape around her. Such is the terror of the eerie, the realisation that a

hidden agency works through human subject, and the willed dissolution into gsTakl

87TCL 81.
88 Kristeva,Powers of Horror 12.
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eerie sends a shiver down our spines not only because its object surpasses us, but because

it composes us: fthe mirror ®racks, | am

Somewhere beyond herself, her search, and its, si@Bpa imagines the agency
whichs peaks through her. She wonders #dAif th
compensationo for the refusal of this age
traces, the uncanny remnants and eerie murmurs which make up the stuff of heaparano
They exist fito make up for her having | os
abol i sh “tShnewhere gniidst thé noise, the indirect messages, and inferred
meanings, must lie this singular Word which would speak through it all and dispel the
shadows that haunt Oedipads worl d. I f Oed
Tristero, WASTE, oeven Inverarity, but this ineffable Word which lies utterly outside
all that she may know. If only it could be spoken, she would give herself over to it, to
become a conduit to its unknown ecstasy. She is not alone in her thirst for the final
proclamatiorof an outside, or in her possession by its compensatory signs. Just as
|l nveraritydéds ghost I ies hidden in the tra
courses through the roads and tunnels | ik

so Oedipa comes to recognise the medium that carries the Word.

She remembered drifters she had listened to, Americans speaking their language
carefully, scholarly, as if they were in exile from somewhere else invisible yet
congruent with the cheered laske lived in; and walkers along the roads at night,
zooming in and out of your headlights without looking up, too far from any town

to have a real destination. And the voices before and after the dead man's that had

phoned at random during the darkesinast hours, searching ceaseless among

% Fisher,The Weird and The Eerié2.
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the dial's ten million possibilities for that magical Other who would reveal herself
out of the roar of relays, monotone litanies of insult, filth, fantasy, love whose
brute repetition must someday call into beingttigger for the unnamable act,

the recognition, The Word.

The Word is no transcendence of the world, but something which would erupt through the
bare electric materiality of this world, at last dispelling the illusions which keep it all

together. ThidVord would not be passed down by priests or psychiatrists, but by the

drifters, hobos, and craaks who people the underworld in which Oedipa finds herself.

They speak as though in exile from somewhere deeply connected to the world Oedipa
knows,yetalso ut si de i n At hat O&éexteriord darkne:
bani s WBeretr y&wvhere she sees that there fis
outside, 0 and whatever small fragment she
immensity®* Here at last the eerie gives way totally to the sublime, as the empty roads

and cities of Oedipadbs America begin to s
outside. Through the driftersdé speech, an
the revelation which would flood through the walls of her world, her epistemic tower.

Not only is the Word materially instantiated, it is mechanically aided in its
materialisation. Although distant, the po
somevoi ce might be assembled from the scat:Ht

arrival of the Word over the telephone wires.

Pynchonds Gothic mode remains tied up

clear split between his character and the machiwceedsingly over the course of the

92TCL 1245.

93 Maurice BlanchotThe Space of Literaturérans. Ann Smock (Lincoln: University of Nebraska Press,
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novel, Oedipa is implicated within the chaosmos of the city. She never learns the arcane
codes which pass through its networks, but she learns to wire herself into that system, and
let the hidden agencies of the city ps®ugh her. Whether in the form of an impersonal
paranoid search, or the mute revelation o
6ourselvesd are caught wup i n thhuemarnh yftohrntse,:
and whatever we take ourselveie is but a palimpsest of vast inhuman moventénts.
Stefan Mattessich suggest that nOedipa is
processing computer that organizes or links the elements of the textual world through
which O0shed6 BBeekpsstamsweof t DFPAlthdughr o and WA
suggestive, this metaphorical equation of Oedipa with machinery runs the risk of eliding

the subjective and aesthetic elements of her search, or of ignoriagtiverparticipatn

in the machinerylf Oedipais essentially a machine, the questions remainat/gort of

machine isshe& What is flowing through her? And to what extent does this machinic

metaphor break down in the extreme overflow of the sublime?

The price of fulfilling the Gothic plot, and uncovsg this mechanism that gives
sense to the senseless city, isshesumptioo f Oedi pads pers-on int
board. Trembling fAjust past the tRAAeshol d
world that is not for us, but which passes thtoug and drives us. It is what Francois
Bonnet has labelled the infimo r | d : AREverywhere, at every
Everywhere, it 0ozes, it crouches in the shadows. Beneath language, beneath sensations.
A quaking world. [...] It is the world aéxiled impressions and actions, but it is not an

absent world. The infravorld is the world that withdraws from the infraliminal world of

9% Fisher,The Weird and The Eerié1.
9% MattessichLines of Flight 48.
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perception. It i s Wrhis infrafvald is ototiro make a wo
phenomenological world, but it is intinedy tied up with and implicated in our world. It

is what evades perception, what falls outside our ken. Shimmering on the surface film

bet ween this world and that other, there

which is

an accumulation of fordgten things, of losses which continue to make themselves
manifest, lingering behind. It is an intermediate space, a space of disappearance
and of survival. A spectral woddghostly, because it can never be actualised. For

a ghost is an entitwhose apparion is not a presenc¥

With Bonnet 6s f or mul a-warlds we nal sketdn eut edopgsidet r a |
the semiotics of Oedipads search an equi v
metaphoric tower, Oedipa imagines herself trapped nitbrself, always looking toward

the dim shapes and scattered lives which she cannot reach. The primary movement of the
novel is outward from this imprisonment, as Oedipa ventures forth to grasp at the signs

and symbols which suggest an outside, and &= thiejects invade her own inner space. It

is in this encounter that the spectral world of the novel takes shape, in the interplay
between halperceived apparitions, undeciphered codes, and the struggle which Oedipa
undertakes to comprehend the flashethefoutside. The uncanny, eerie, and sublime
signs and objects of Oedipabs search comp
dangerously on the cusp of her understanding, like the sparkle of waves on the surface of

a dark water. There, outside herself, justely perceptible past the ghosts and through

the mur mur s, Oedi pa senses an alien and i

occult dimension, not only because of what is hidden, but the layered folding of the secret

% Frangois BonnefThe InfraWorld, trans. Amy Ireland and Robin Mackay (Falmouth: Urbanomic, 2017),
90.

%9 Bonnet, The InfraWorld, 75.
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upon itself. The outside is newvonly outside, but as an indvzorld intersects with the
world we know, leaving strange and overpowering sensations in those places where its

marks remain.

From her haunted tower down through the spectral city, Oedipa escapes by means
of paranoia and d¢eends into the underworld that sings of the great impersonal outside
forbidden to those above. She is not granted direct access to the Word, but she hears in
the darkness and detritus the revelation
outofhe roar of relays, monot oné®Homthani es o
start, revelation has precipitated around her, not spoken from on high, but within the
fragments of signs which she attempts to piece together. There is no one person who
wou d speak the Word that Oedipa seeks, so
symbol so which may fall i HtOedipadomes® odzupy t h e
the space which Blanchote s er ves f or At he speaking sub,
anonymous mur mur . 't is within this mur mu
subject exists no I onger as the Al o6 who s
fishe sYEharkashinie metaphor suggested by Mattessich here appears
insufficient, as it reduces Oedipadbds sear
stimulu® making her into just another cog in the machiraad in doing so it fails to
identify this subjective spacwhich Oedipa inhabit&\midst the floating ambiguity of
language and meaning, puppeteered by hidden agencies and overwhelmed by sublime
experience, the individual subject dissolves into its surroundings|sopasses some

part of itself into the impaonal, inhuman outside to which it now returns.

100TCL 125.
101TCL 81.
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Land, Sea, and the Natural Sublime

By the novel 6s end, Oedipa finds herself
crying of Lot 49 has even begun, the plot of the novel has drawn to a closeQethpa

experiences one last epiphany to shatter whatever of her sense of self remains:

She stood between the public booth and the rented car, in the night, her isolation
compl ete, and tried to face towardls t he
pivoting on one stacked heel, could find no mountains either. As if there could be no
barriers between herself and the rest of the land. San Narciso at that moment lost (the
loss pure, instant, spherical, the sound of a stainless orchestral chime betlthen

stars and struck lightly), gave up its residue of uniqueness for her; became a hame
again, was assumed back into the American community of crust and mantle. Pierce

Inverarity was really deatf*

Here at last Oedipa reaches the end of her journasiate not quite of revelation, but
disillusionment. For all his haunt s, | nve
matter now if heod @& Whaeremaiasismerelyatr8cngoftNe r c i
man, a strange outline made of fragmeptsperties, memories which orbit around his
absence. In a final twist on the conventions of the feminine GatheCrying of Lot 49
culminates in the dispelling of a ghost, and the freeing of the heroine from her paternal
tormented but as it also signalthe end of her entire endeavour, this disillusionment does

not elevate her, but deflates and defeats her. It was the speepgaarance of

Inverarity that spurred Oedipa on her search, but by the end of the novel the fact of his
death has become umapable. Even in death, Inverarity leads Oedipa into the city, to

spiral out on her search for a guiding pattern behind the urban morass. Now too, San

103TCL 1223
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Narciso |l oses its lustre, and yFovjestsas up it
t he dealosntanwas gonly the faint outline of
name; an incident among our climatic records of dreams and what dreams became among
our accumul Rsdtthaylci gyosouni gueness fade
dispelled, Oedipa i%ft alone in the scene which structured the whole novel from the

start: a fragile human subject | ost amids
back into the Ameri can Y baikeBaniNartisgo, @etlipadsr u st
only Ai,mciademtladl i n the fabric of the ear:
subject to the fluctuations of this vast

bet ween herself d8¥d the rest of the | and.

At this limit, Oedipa attemptsto orienthers f , t o f ace the Paci
sheod | os tmheoughdutethe noveh, the acgan was guersent, but sensed
only as a fisubliminal pull 6 or fAas a stimn

sens aPDeoxpidot e Oedi p athesswifl af Bousesnaadtinmpereeptillé t h

105TCL 123.

06 TCL 123. If San Narciso becomes a name once again, it is awhicteitself signifies narcissism and
solipsism on one hand, and the total loss of self on the other. As Maurice Blanchot writes of the myth of
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his mystificatior® desires. And if he does not recognise himself, it is because what he sees is an image, and
because the similitude of an image is rikghess to anyone or anything: the image characteristically

resembles nothing. [...] Does Narcissus die? Scarcely: having turned into an image, he dissolves in the
immobile dissolution of the imaginary, where he is washed away without knowing it, losiadn@ does

not have. 0 MaheiWrtiogeof tielDesastettarmstAnn Smock (Lincoln: University of

Nebraska Press, 1986), 185
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communications of the city, she senses th
sweep of thrededroom houses rushing by their thousands across all the dark beige hills,
[...] lurked the sea, the unimaginable Pati'¢! Out there, beyond the haunted streets of

the city, beneath the hadensed ghosts, drifters, and all others who pass Oedipa on their
descent into the earthds I mmensity, @0some
and eardrums, perhaps tmase fractions of brain currents your most gossamer

mi croel ectrode i s Y Evenheretoe elgatricatbsizzifigmfrsonfei n d i
outside force is felt, if not by way of the senses, then in some intimate and unspeakable
suspicion that there reain whole other realms as yet inaccessible to the limited human

mind. Here the mechanical imagery of the novel is also pushed to its limit and collapses
back into the natural mode of the sublime. The brain conceived as a tangle of wires and
electrodes iswerpowered and shecircuited by the terrible enormity of the ocean, in
which all Oedipads mechanical metaphors f
revelation which descends upon Oedipa from the earliest pages of the novel, never given

a solid fom by the spectral signs and figures she encounters, here at last runs steadily

toward the sea.

Oedipa had believed, long before leaving Kinneret, in some principle of the sea as
redemption for Southern California (not, of course, for her own sectithre of

state, which seemed to need none), some unvoiced idea that no matter what you
did to its edges the true Pacific stayed inviolate and integrated or assumed the

ugliness at any edge into some more general truth. Perhaps it was only that notion,

HITCL 36.

H2TCL 37.
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its aridhope, she sensed as this forenoon they made their seaward thrust, which

would stop short of any sé&

Here, as | ater in the novel, Oedipa treat
h o p'& The redemptiomffered by thesea is posited as something absolutely external to

the whims of those on land, whgserambulationsf the shore cannot impinge upon the
Aunvoicedo and Ainviolateodo depths. Whatev
sea is eveready to assume¢m into itself. The sea figures as a source of hope, but an
Afarid hopeo alien to us, emanating from A
monument t¥ Adaesite ofeosmit exile,dhe sea is figured as a great rift in the

earth, where &the refuse of the land may flow.

I n this theme of exile the sea is also
which is spoken of, but not directly spoken, by the outcast and downtrodden of the fallen
territory of America. Like rivers to the sea, th@aes of this hidden America flow
together in a Aroar of relayso to bring f
the Word and the Pacific draw Oedipa past the bounds of her perception into that dark
unknown® The subliminal pull of the searares in those moments of uncertainty, when
Oedipa stumbles from her search and begins to withdraw into her original state of

isolation. In her later encounter with the ocean, when she turns from sea to land only to

spiral away from all soteriological hope Oedi pa finds that it m
U3TCL 37,
MjanD.Cpest ake, fAo6Our Madmen, our Paranoid: 6 Enligh

Mason &Dixon 6 Tha Mul ti pl e WdMasod&Dixof 0o PgdchBhbdzgabet h Jar
(Rochester: Camden House, 2005), 173).
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her the comforting possibility of redemptive meaning, but reveal[s] to her the presence of

its absence. 0

In its final appearance in the novel, the sea thus appears as the opposing number to
the Word, no longer as redemption, but as anranglation, or disillusionment of
Oedi pabds quest entirely. As Deborah Madse
the Pacific Ais a presence that indicates
so reifies the position in which she is located by her Trisgerst, poised between
presence (her clues) and a%®Whebcasdanvord (t hei
and its rush of relays promises a final ¢
an endless deferment or a sign of the que
final desperate desire to turn to the sea is a moment of hesitattamiof her back
upon her gquest and sinking into the silen
wonoét, admit that she |l ives in a world th
identity she can legitimately lay claim to will necasly come both fronwithin andin
oppositionto that world, a possibility she contemplates but steps back from near the end
of the novel : tryi n§intheoGothi¢ cartest, howewerqthedssa t h e

functions as more than an equivocatibrt. appear s the novel 6s s

AThe seads role in the novel changes and becomes
willing to accept the changed status of meaning in her world. For her to achieve a true sense of the reality
around her and her own relationship to it resitates resisting any desire to retreat to her former state of
insulation. Her willingness to continue will thus be reflected in her attitude to the sea which, the narrator
implies, should no longer indicate to her the comforting possibility of redempgaging, but reveal to her

the presence of its absence. 0 | anCobscioushespandt ak e, 4]
Insanity inThe Crying of Lot 4&ndMason & Dixon 0 American Postmodernity: Essays on the Recent

Fiction of Thomas Pynchged lan D. Copestake (Bern: Peter Lang, 2003), 198.

118 Madsen Postmodernist Allegories of Thomas Pynchei

WKostas Kaltsas, @Of 6 Maas MaxinesTarnow,radd the Pogsibilitgaf Oedi p a
Re s i st amomas,PynchonnSex, and Gendals. Ali Chetwynd, Joanna Freer, and Georgios
Maragos (Athens: University of Georgia Press, 2018), 46.
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sublime in its negative form, as an fHocea
narrative, and of history0%inoonttadtte Mddsen a | t
and Kaltas, f or mplatonofth©eebn ip @é last vaallationel argue
that it presents the only fitting end to
against the logic of terror to reveal an ultimate outside to her world. Ultimately, however,

it is an exit wich Oedipa does not take, as she elects to pursue her paranoia without end.

In the end, Oedipa is left with nothing: no grand conspiracy, no key to the puzzle,
no redemptive escape. Nothing save for the search itself, which leads not to a final end or
ansver, but spiralling onward according to its own arcane laws of motion. If anything of
the seads original promise of redemption
herself, to tap into the oceanic flows which pass through her, and the outsegevitiich
compose her. Even as the ocean recedes and she sees all the spectral fragments assumed
back into Athe | egacy America, 0 Oedipa kn
was an alien, unfurrowed, assumed full circle into some par&fidiae progress of
Oedi pad6s search is not in finding proofs
discovery of new signs and encounters that make her world unreal, and which disillusion
her of her attachment to the interiority imposed upon her. Her pariarmiaa A pr oc e s
error, |ike everything which is I|Iinked to
hope remains, it is for [she] who advances, not against the current, in futile opposition,
but in the ver!Thddescentftoihes towenis oneenarkem at.every
stage by missteps, accidents, and confusion, all in the service of shattering the bonds

which keep Oedipa insulated from the outside.

120Vijay Mishra, The Gothic SublimgAlbany: State Univeity of New York Press, 1994), 3.
21TCL 126.
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The paranoia to which Oedipa surrenders herself is no simple madness, but an
impersonalogic of connection between these disparate pieces, which broadens the
domain of understanding to include things utterly exterior and inhuman even as it
confounds her bounded senses. #fAln short,
informing princige of the Female Gothic plot, even as they construct this faculty as one
threat enedd dayr k tpsa sosoit thtesOdédipa dhe Gathic Beroine
embodi es the fimodern subject ¢&irkod asplhet we e
whichOedipppushes to the point where rational.|
power so and delirium explodes in a fAcol |l

creat  on. o

Beyond this delirious creation, the ex
to he and place her in community with the forgotten members of her barren world. No
longer the damsel locked in her Gothic tower, Oedipa descends to the streets to take her
pl ace among those who cry into the night
Wordo'”®*What she finds in her search is #fthe
communicates, the broken machine that links only by unlinking, that posits as the basis
for community a reversal of communasl valu
absolute afdl orcgnnmaygt 0to the male hero
Gothic heroine] is herself transformedo b
of the ambiguous lines that separate good from bad, and the appearance fsbeither

their true substancé’Oe di padés final | oss of the sea &

123Williams, Art of Darkness170.
124Ramey,The Hermetic Deleuz01.
125TCL 81.
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Earthos surface is not the end of her sea
world, and her final escape from her imagined tower into the universel®@uErom two
sides, Oedipads paranoia functions to fre
of disillusion to dispel all interior fixtures of her psyche, and by a positive principle of
salvage and reconnection of the scattered fragmentsanfradd world. It is this first,

negative function which has been the main focus of the present chapter, whereas the
foll owing chapter will take up the sorrow
Ultimately, knowi ng hostionsupoh the facs of some vast nc i d e
exterior system, Oedipa allows herself to become part of that chorus of voices who speak
toward that outside, | earning at |l ast to

decentering prism of a schizophrenic multiglia?®

The Crying of Lot 4% at its most Gothic in those dreamlike sequences of
speculation, confusion, and terror when Oedijpaggles with the inscrutable details and
unspeakabl e meanings thrust upon her. Beg
uncanny disturbance of her mundane existence, Oedipa becomes increasingly aware of
the unreality of her world. The uncanny retuttaspite or because of its perpetual
deferment, spurs Oedipa from her isolation, to seek some hidden reason for the dead
manods partial apparition. This search con
Francisco by way of variously alien communiocas and incomplete signs. Here, the
personal haunting of the uncanny gives way to the expansive experiences of the sublime
and the eeri& the former overflowing with noise, and the latter depriving Oedipa of
anything to firmly grasp. These encounters,@ltfh impossible to decipher, begin in
Oedipa a process of thought which attempts to make itself equal to the forces that swirl
about her. With much hesitation, with terror, Oedipa passes by way the of the spectral

signs of the uncanny, sublime, and easigdrd an awareness of what lies utterly outside

128 MattessichLines of Flight 67.
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herself: the geocosmic forces of the sea and land which hide within themselves all which
may not be in the ordered world above. Sh
surface of civilizations, the nurtmg horror that they attend to pushing aside by

purifying, systematizing, and thinking; [...] the sublime point at which the abject collapses

in a burst of beauty that overwhelm®us nd 6t hat ¢ an d®Thsugloutr e x
The Crying of Lot 490edim plays the role of the Gothic heroine whose terror is a
transformative process, whose search charts a tenuous balance between madness and
reason, who discovers the inhuman within the hunidre outside folded i and in so

doing comes to some rapprochementt h t he f orces, fAmagic, a

visited upon her from Butside and for no

129 Kristeva,Powers of Horroy 210.
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Chapter Two

AnNo wonder vou were replaced: 0 The Abhuma

The Crying of Lot49

Whi | e Gseadch ip @mmaunicated primarily through the language of terror, of

outside forces working through her to instigate thought and expand perception, other
elements offhe Crying of Lot 4®bey the far less amenable logic of horror. As Oedipa

learns to compge herself in accordance with the eerie and sublime encounters that drift
around her, she is repeatedly confronted with failed attempts to achieve this same entente
with the obscure outside of thought. Although she charts a tenuous course through
paranoigo some unspoken revelation, all those around her are seen to slip away into the
tangle of clues, to be ruined by their own private revelations, or to simply dissolve into
the same Pacific where Oedipa invests her
me, she said subvocally feeling like a fluttering curtain in a very high window, moving up
to then out over the abyss théAsmachas strip
Oedi pabs plot charts an escape fmdifep t he n
there remain elements of another form of the Gothic which drag &eagk down to

earth, to perceive the horrors of a life which remains trapped within the confines of her

deathly reality.

A staple of contemporary Gothic criticissit r et chi ng back at | ¢
structural reappraisalfody dd years ago, is the fact tha
plots, two sets of narrative conventions, two tales to tell about the desires and fears of the

selfin the worl® talesdeterimned by t he g?Asldamguediothe t hat s¢

1TCL 105.

2 Anne Williams,Art of Darkness: A Poetics of Gothi€hicago: University of Chicago Press, 1995), 96.
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previous chapter, the main plot e Crying of Lot 4@onforms to the conventions of

the feminine Gothic plot, with its concerns for terror, psychological trials, and the
expansi on o fowershofthouyglet.rBot this is Bosto gay that the conventions

of the other, masculine Gothic plot are a
uncomfortable performance of the feminine Gothic plot, which is often twisted or

intensified beyond thecope of its original formulation, it is little surprise that moments

of the masculine Gothic and its aesthetics of horror begin to seep in. Regarding the
conventions of the masculine Gothic, Peter Otto defines them by the prevalence of horror,

the realityof the supernatural, and the oedipal struggle with the past.

Horror is a result of the persistence of the past in the present: it is engineered by
the patriarchal father (the priest, tyrannical father), religious institutions, and
tyrannical (often arisftcratic) families. Supernatural terrors are real; yet at the

same time, the experience of horror shatters everyday reality and reveals the
unmanageable depths of the human psyche (rather than the guiding hand of God).
As this suggests, male Gothic is ofsructured as an oedipal struggle between

sons and patriarchal fathers, whether familial, religious or divine.

Of these traits, not all are given egqual
each nonetheless make an appearance. Lacking aligitexgberences to the supernatural

or the oedipal struggle between sons and fathées Crying of Lot 4%onetheless allows

the affects of masculine horror to develop: the persistence of the past in the present
evokes horrgrrealities are shatterednd the depths of the psyche are revealed in all their

sickening inhumanity. In this sense the novel does not entirely depart from the model of

SPeter Otto, i T e r r dspthicaFictibn: Rager Prinbdr\Woikofrorh thecSaddeBlackn
Collection of Gothic Fiction at the Alderman Library, University of Virgjreds. Peter Otto, Marie
Mulvey-Roberts, and Alison Milbank (Marlborough: Adam Matthew Publications, 2003),

http://www.ampltd.co.uk/digital_guides/gothic_fiction/Introduction8.aspx
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the Gothicsetby he qui ntessenti al wor k oTheMank c ul i
(1796) If The Crying of Lo49lacksTheMonk s patri ar chal Eur opea
anti-Catholic suspicinsof the culturallyforeign, it does retain the central anxieties of
Lewi sO0 novel: namely, the horror of invol
bodily functiors. The full weight ofThe Monk s horror i s felt i n i
devil himself appear®mc | ai m t he monk Ambrosi ods soul
devil 6s supernatur al appearance seems fAto
decl aration to the monk that Al | ong have
movements of your hearto announces the pe
Ambrosi ods seemi*Agl wepshahltesdesijast as
discove s t he horrors of being a slave to one
body scattered in fragments, so too do the characters encountered by Oedipa on her search

experience similar fates of horror, shock, and dissolution.

If, as | have argued,®©d i padés pl ot follows a | ogic
moments of her search just as often lead to the dead ends of horror. While the distinction
between the feminine and masculine Gothic is an invention of Gothic critics to categorise
t he gwarred @ndestions, it is a distinction founded on the difference between
experiences derror andof horror. Ann Radcliffdamously writes that terrdiexpands
the soul, and awakens the faculties to a
freezesand near |l y aXmi IRaldatle § ftelbsm.account , t
fundamentally opposed in their philosophical réleéke one edifying the reader, and the
other stultifyingher. In contrast, later critics have formulated terror and horror not as
opposing principles, buitsmoments which may lead into one another as easily as they

may stand alone. DevendraVarma r mul at es the difference a

4 Matthew Lewis.The Monk Ed. Christopher MacLachlan (London: Penguin, 1998), 369; 375.

SAnn Radcliffe, i Oer t tNew NdthipMagazieg6, na. A(1826): 449.P o
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apprehension and sickening realization: between the smell of death and stumblintg agains
a c¢ o fFAorghe pubposes of this chapter, both of these definitions will be of use, as
horror makes its appearance in Pynchonos
andas a direct product of terror6s suspens
undertakes her search according to the logic of terror, in her investigations she happens
upon discoveries which are incommensurable with that logic, and whichHeane

choice but to circle back in disgust and horror.

Without contradicting the argument of the previous chépteh at Oedi pads
is an aesthetic education in communication with an inhuman odtsiie chapter takes
as its object the purely negagimoments of the novel, in which nothing may be learned,
and no escape is to be found. The line separating these moments is thin, as Oedipa
suspects what distinguishes her from thos

act of metaphor then wasthrust at truth and a lie, depending where you were: inside,

safe, or ‘Futrsifde,m lumdto.ithg t he generative
moments of annihilating horror are fundan
sensetothedar choi ce with which Oedipa is confr

reached, in some kind of dignity, with the Angel of Death, or only death and the daily,
tedious preparations for it. [...] Anothe
Just as tb uncanny remnants of Inverarity lead Oedipa toward productive encounters

with the eerie and sublime, they also lead downward to the categories of horror: namely,
the weird and the abject. While the aesthetic categories of the previous chapter are
primarily of a psychological nature, dealing with the frustrations of failed

communications, these latter categories are essentially material and physiological, having

6 Devendra P. Varm&he Gothic FlaméNew York: Russell & Russell, 1957), 130.
"TCL 89.

8TCL 126.
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to do with disturbing presences and bodily-jJde o mposi t i on. Il n contr
experiencef terror, which uplifts even as it disturbs, the moments of horror in the novel

remind her of the tedious fndeat ho which a

The abject in particular is deployedThe Crying of Lot 490t only to evoke
horror, but to furter build upon the anxieties of interiority and exteriority discussed in the
previous chapter. Whereas the sublime and the eerie are aesthetic categories ultimately
defined by their generative powers, of setting in motion lines of speculation and
investigaion, the abject describes the lireixperience of violence at the threshold
between what is self and what is other. The term as it is used here has its roots in Julia
Kr i s tPeweis Of $lorror where it is defined as the horrified reaction to the blgrrin
of subjective boundaries. Neither object nor subject, the abject appears both when the
bodily periphery is in some way contamina
slips outward to become perceivable as other. For Kristeva, this experienaméunidlly
upends the perception of the self, because it disturbs the dividing wall between self and
other both from without and from withiic 1 f it be true that the
beseeches and pulverizes the subject, one can understand thgtetrisreed at the peak
of its strength when the subject, weary of fruitless attempts to identify with something on
the outside, finds the impossible within; when it finds that the impossible constitutes its
verybeing thatitsn one ot h e r°As Jersold Hoglb ¢xglains, thig abjection
functions both bodily and psychologically, asthe haot i ¢ mani f ol d dee
unconscious is projected outwards into an

though a fundamental otherndssm-ourselhes within ourselves can appear entirely

9 Julia Kristeva,The Powers of Horror: An Essay on Abjectitrans. Leon S. Roudigklew York:

Columbia University Press, 1982), 5.
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outside us and |*Acchrdir bolKostevagthe sdurge ofthe ialgent is 0
the awareness that Awe are moving towards
we also emerge from and partly retaein e ment s from the dyling b
In The Crying of Lot 48this abjection is expanded from the domains of the personal and
familial to the social and technological, without losing the original sense of the term in

the process. Everywhetethe novel 6s characters feel t he
death, but composed by dead matter and are invaded by the nottliaggjn their

technical environments.

As we shall see, the logic of horrorTihe Crying of Lot 48naintains the Gothic
corfusion about and transgression of inside and outside which drives its parallel plot of
terror, but shifts emphasis fronvenedsi s tr a

The horror ofThe Crying of Lot 4% deflationary, and instead of revealing the hidden

meaning of things, it confirms Oedipads s
|l ies nothing but a base, material death.
communicatesisthejoke of t he novel, and the messeng

presented as either the scraps of a vast inhuman system or thesharelyng drifters of

this fallenworld*?l t is in this cruel irony of prop
logcof horror is best encapsulated. The hor
but that it is entombed within matter, and made indistinguishable from the deadly forces
from which it urges escape. Just as there are powers which speak to Oedligh the

city, the sea, and the earth, which work from without to recompose her to better

participate in their alien communications, there are also the forces which decompose and

Jjerrold E. Hogle, fAAbjection @he GdhictandiTheoryada.d t he G
Jerrold E. Hogle and Robert Miles (Edinburgh: Edinburgh University Press, 2019), 108.

“"Hogl e, oMmAajse oGtoit hi c, 0 108.

2 Molly Hite, Ideas of Order in the Novels of Thomas Pyncf@olumbus: Ohio State University Press,
1983), 93.
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destroy all those who attempt contact, scattering rather than enlargindpjbet svho

happens upon them.

To make sense of this dynamic between waste and revelation, it is first necessary
to expand upon the idea of communication in the novel. It is the argument of this chapter
that Pynchonds treat me mrorofdding @ luman trapped at i o n
within systems of communication, conforms to a distinctly posthuman conception of
informationandh umani t yds relationship to it. Thi
formulated by N. Katherine Hayles as a disembodiment of infaomatcompanied by a

denigration of the embodied, which she summarises in four points:

First, the posthuman view privileges informational pattern over material
instantiation, so that embodiment in a biological substrate is seen as an accident of
historyrather than an inevitability of life. Second, the posthuman view considers
consciousness [...] as an epiphenomenon, as an evolutionary upstart trying to
claim that it is the whole show when in actuality it is only a minor sideshow.

Third, the posthuman wethinks of the body as the original prosthesis we all

learn to manipulate, so that extending or replacing the body with other prostheses
becomes a continuation of a process that began before we were born. Fourth, and
most important, by these and other meahe posthuman view configures human

being so that it can be seamlessly articulated with intelligent macfines.

I n other words, in Haylesd notion of the
interchangeable with information at large: the humastylie conceived as a malleable

and disposable vessel for this mind, and the biological organism is made subject to
cybernetic mechanisms far beyond the measure of either human body or mind. The

second of & that human@ongriousneds & the eftédan outsidd is

B N. Katherine Hayles;low We Became Posthum@@hicago: University of Chicago Press, 19993.2
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integr al to the previous chapterds concep
fourth points wildl be of key i mportance t
however, will need to be qualified to maintain a particularyh® approach to the

posthuman. Far from disregarding material instantiation in flesh or machine as
inconsequential to the information which passes through it, the horror of the posthuman
Gothic is precisely that information can never be free from thathadntombs & and,
conversely, the material world is never entirely free from the remnants of what has passed
through i1it. I f Haylesd posthuman sees inf

Gothic demands the concession that everywhere it is ingHain

In The Crying of Lot 4%the disembodiment of information, and its free passage
outside and through the human subject, is coupled with the horrifying image of bodies
rent by freefloating information, and information haunting the vessels throughhathic
has passed. Throughout, the Gothic trope of live burial returns in a new and cybernetic
form: no | onger the Aknock of | ive buri al
Sedgwick identifies in the writings of Thomas De Quincey, but the entombrhent o
information itself in the sarcophagus of the flé&3R.y nc hon 6 s ecinfldcted net i ¢
Gothicism here dramatises the lireitperiences of speculative posthumanism, which
rejects Haylesdéd claim that we are already
pst human breakdown of distinctions betwee

6heteronomousd things, [ an ovpirddddtheiinmite s o wi

¥ The horror of the matiality of information is returned to again in my examinatioBleeding Edgén
Chapter Six. In that novel, the utopianism of the posthuman vision efié@éng information is all the

more evident, and the puncturing of that dream all the more pdimfa crucial distinction witfThe Crying

of Lot 49 howeverBleeding Edg@ever quite reaches the same heights of horror in the depiction of
informationmade fleshand instead retains a comparatively clear split between the realm of the body and

the virtual voyages of the web.
15 Eve Kosofsky Sedgwickihe Coherence of Gothic Conventighew York: Methuen, 1986), 95.

16 David RodenPosthuman Lif¢London: Routledge, 2015), 37.

91



of human cognition and perception, where Oethipars the fallen chorus of the outside,
she also encounters misshapen horrors of
shapes of increasingly dehumanised environments, machinic doubles and violent

psychotic f'yagmentation. o

Traces in the Machires

What is it like to experience the lapsing of the human into something other? E&nky in
CryingofLot49 t he protagonistos husband Mucho
salesman, experiences a haunting by the past in which human traces persist of a kind

unl i fe. I n parallel to Oedipads own haunt.i
Mucho discovers that in each vehicle resides some ghostly residue of its former owner.

He encounters:

[The] most godawful of tradms: motorized, metal extensionstbémselves, of

their families and what their whole lives must be like, out there so naked for
anybody, a stranger like himself, to look at, [...] and when the cars were swept out
you had to look at the actuasidue of these lives, and there was no wéy o

telling what things had been truly refused (when so little he supposed came by that
out of fear most of it had to be taken and kept) and what had simply (perhap
tragically) been lost [..d it made him sick to look, but he had to look. [...] Even if
enowh exposure to the unvarying gray sickness had somehow managed to
immunize him, he could still never accept the way each owner sbaclow filed

in only to exchange a dented, malfunctioning version of himself for another, just

17 Fred Botting,Gothic (New York: Routledge, 1996), 102.
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as futureless, automotive projection of somebody else's life. As if it was the most

natural thing. To Mucho it was horrible. Endless, convoluted iféest.

Where Mucho expects to find only inanimate machines, he sees fragrhbaman life

caught up in anechanical process. The owners of the cars have their lives laid bare for
Mucho, who is able to imagine them caught inside motorised shells. But they do not

appear to Mucho fulfformed. They are not whole ghosts, returned from a previous life
tomakethemel ves known. I n contrast to Oedipa
spectre, which is concerned with the defamiliarising return of the familiar, Mucho
experiences here what can only be describeédeaweird As Mark Fisher writes,
whereas the uncansyt ems from t he central metaphor
outer divisions, 0 t haevhickddesndtbeloagdWhilethent r us i
uncanny is marked by an unwelcome repetition which is altogether too familiar, the weird

is never meely the recurrence of something known and recognisable. As we shall see, it

is this weird of intrusion of machines into human life, and the strange montage of
fragments which persist within the machin
the caryad. Moreover, the weird entanglement of human and machine which Mucho
encounters is characterised by two ambiguous and overlapping tesnmsieand

shadowsBoth of these terms bear further reflection.

The medium by which Mucho is haunted is not soneespl substance, but the
materi al Airesidueodo and traces | eft by the
the lives of the motorists from the various scraps which have been discarded without

notice or care. This residue is nothing out of the orgtlinarfact, it is quite the opposite,

BTCL 8; emphasis mine.

9 Mark Fisher,The Weird and The Eer{&ondon: Repeater, 2016), 10.
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and it is the normality of it that haunts Mucho the most. The items that he finds are listed

as

clipped coupons promising savings of 5 or 10c, trading stamps, pink flyers
advertising specials at the markets, buttstiishy combs, helgvanted ads,

Yellow Pages torn from the phone book, rags of old underwear or dresses that
already were period costumes, for wiping your own breath off the inside of a
windshield with so you could see whatever it was, a movie, a womaar gog
coveted, a cop who might pull you over just for drill, all the bits and pieces coated
uniformly, like a salad of despair, in a grey dressing of ash, condensed exhaust,

dust, body waste?.

These objects are defined not by their status as wagtelmage, but by their tenuous
connection with a life departed from their presence. The cigarette butts speak of a mouth
which once held them. The rags recall their lost utilities in clothing and cleaning,

alongside the bodies that used to wear them. Tfeedaof dust show the years that have
passed by, storing each fragment in its own milieu. What should only be the forgotten
remnants of a routine, refuse to give up the life momentarily imparted to them. These
objects are not mere waste, but aclvagd traces and residuef a life that has in all

other ways departed, and their weirdness lies in the strange juxtapositions of various
scraps which never quite make a whole. Si
return, and Oediepuardcting maformh mamorkesy Mueho seeks out a
reconnection with those lost lives which is made impossibly difficult by their fragmented
form. As Manlio Della Marca suggests 0@t hi
by mel anc ho lhgavyfworld which idad besntthe lasi receptacle of memory.

But this world, like that of Marx and Bauman, seems to be dissolving alongside the debris

20TCL 8.
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of i ts past. Or even wor se, al | stored in
beswepta@y i n order t o 2T eardwhees ark noadea, lilkeg ai n. 0
Inverarity, but like him their lives are stored in scattered fragments which the Maas

couple then attempt to reassemble in vain.

The detritus ranges from scraps discarded from adsrfumption to the waste
of body and machine settled into dust. But what stands out among the list of items are the
pieces of text that have been lost in the recesses of the vehicle. Coupons, stamps, flyers,
ads, and torn pages all settle onto the inngase of the car. Unlike the other waste,
these scraps are not wholly empty of meaning in themselves. Contained in them
piecemeal are the patterns of consumption and exchange in which their owners
participated. Together, these scraps create a map afekeari which they once took part,
showing travel, jobs, and habits in their most patedn form. A kind of automotive
metadata jumps out at Mucho, who is perturbed by the intimacy of the kind of
information left behind. When Mucho encounters this wdmsdinds an abstract
individual emerging from the bits and pieces of information that remain. In the car, the
motorist imparts a fAmalfunctioning versio
ifautomotive pr oj ect i?Aninferhl copyngiakéspldcg, ine | s e ' s
which human life is partitioned into the machines that support it, and an image of the

person takes the place of the person themselves.

David Seed has remarked on the potential influence of Marshal McLuhiEmeon

CryingofLot®i n t he description of the cars as

2Manl i o Della Marca, f@dAFluid Dest i heCryiefmaddy amd S
AgainsttheGran: Readi ng Py nc hced &asch&rRobimanre(AnmsterdamaRodopi,e s
2010), 255.

2TCL 8.
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beings®*For Seed this passage mirrors McLuhan
extended hiskeywordt he human consci ous rélschnolognt o t
is not merely a toaéxterior to its user, but an addition to the body and mind, which

expands their capabilities. But what happens when this extension no longer adheres to the
human, and in the decoupling takes something essential with it? The metal extensions
which Mucho seg are not organs of other humans, but their severed limbs which have
taken on |ives of their own. Perhaps mor e
Aprivileg[ing] of information in human |
to the relabn between human and mach#iéucho, in a dark twist on McLuhan,

rediscovers his fellow motorists as packets of information held hostage in unhuman
vessels. Further still, what at first appears to be the inconsequential and anonymous
transfer of inform#on into waste is revealed to be all too intimate, as each motorist sheds

something of their soul into the machine. Mucho catches a glimpse of what Franco

Berar di ciahli e maehiibeo® which Ai s no more
mind, becauset i s no mor & Beyond Emply extemdimd oursetves via 0
BTCL 8.

“David Seed, fi Whe Cryireg of L gt 49t oeAmerican Rostmodernity: Essays on the Recent
Fiction of Thomas Pynchoed. lan D. ©pestake (Bern: Peter Lang, 2003), 17.

A T hr o ugpdemstanding Mediathe work that bears most directly ®he Crying of Lot 49McLuhan

stresses how. Pynchon tocTihe Cryingof Lot4@lescr i bes motor cars as Omot c
therovner s. McLuhanés new emphasis comes with his ir
information transfer. Predictably this conviction leads McLuhan to privilege information in human life:
o6Under electric technol ongeys tlheearemitn g ea rbdu sk moevsisn @.f ¢

AUnder standing Media, o0 17.

26 Franco Bifo BerardiAfter the Futuretrans. Arianna Bove, Melinda Cooper, Erik Empson, Enrico,

Giuseppina Mecchia, and Tiziafarranova (Oakland: AK Press, 2011), 23.
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mechani cal medi a, we di scover our sel ves ¢

Machiné is us. o

The becomingnanimate of human life, the disappearance of people in machines,
I stoodceived by Mucho as a grand act of violence or revolutionary overthrow of an old
order. He is far from the sudden and erotic transgression of body and automobile seen a
few years later iThe Atrocity Exhibitior{1970) orCrash(1973) by J. G. Ballard. Rather,
Mucho recognises the slow and distributed
owner, each shadowo | oses pieces of thems
or comprehension. Stephen Hock, writing of bheader significance of automobile
culture in Pynchonés fiction, suggests th
marks the freeway as a carrier of death and destruction in the service of modern capital
and p % vamue that the sametisie of the cars themselves, which express a greater
death of humanity itself. Mucho witnesses the fading of living bodiesh@dows
haunting the world in strange presences and scattered fragments. What pushes Mucho

over the line is the recognition thiae is not exempt from this process. He too is

2’ Di gi t atechrologikes Have durned the external machine of iron and steel into the internalised and
recombining machine of the binfo era. The bignfo machine is no more separable from the body and the
mind, because it is no more an external tool, but an internal transformer of the body and of the mind, a
linguistic and cognitive enhancer. Now the nanomachine is mutating the human brain and the linguistic

ability to produce and communicate. The Maching u s . AfteBtberFaturgl3. ,

2%Stephen Hock, AMaybe Hedd Have to JuPynkbdemoBriv
California, eds. Scott McClintock and John Miller (lowa City: University of lowa Press, 2014), 202. The

role of the cain producing pliable subjects is remarked uporGies Chéatelet for whom roaeculture is

not only a matter of ideological indoctrination but the redoubling of capitalist society on an individual scale:
AThey form a perf ect | yonedhing:ioldreve freglys.s] The domesticatidrioh g o n |
gigantic human masses, the forging of thousands o
mentalitiesé, aping day and night the fl be dities
| ands c a pGhataet,TGLivie And Shink Like Piggrans. Robin Mackay (Falmouth: Urbanomic,

2014) 85.
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becoming a shadow, usurped by a mechanical copy, leaving residue of his life wherever

he goes.

This experience of becoming residue, (
horror for two reasons: Firstly, it punctures his familiar sense of self by way of the
vi ol ence done to other human subject s. A
tradein, week after week, [...] were too plausible for the impressionable Mucho to take
f or 1 d@hedall @f humanity from whole subjects into an amorphous mess of
fragments and shadows is all too much for Muchoeta; land so he quits the job. But for
tha time, he uncovers a weird (un)life at the heart of humanity, and the unsettling truth
that what we take to be single and discrete people are only ever the shifting palimpsests of
other inhuman lives. As Kelly Hurley describes these conditions infitlkhée-siecle

Gothic novel:

Within such a reality [...] bodies are without integrity or stability; they are instead
composite and changeful. Nothing is left but Things: forms rent from within by

their own heterogeneity, and always in the process of beceDrtimegy *°

The violence that Mucho uncovers is nothing particularly bloody, but no less unsettling
for its bloodlessness. It is the twisting up of human lives with an outside or other that
produces an abhuman subject: one which is discernibly human yexttéafl by weird
influences, i ntrusions, and i rruptions.
Aruination of the human subjecto by force

and recomposetti The ab human -gitebhymancstibjeg charaeterizea dy

2TCL 8.

30 Kelly Hurley, The Gothic Body: Sexuality, Materialism, and Degeneration aFihe&le Siécle
(Cambridge: Cambridge University Bsg 1996), 9.

31 Hurley, The Gothic Body3.
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morphic variability, continually in danger of becoming+#ot sel f, or 3*hecom
The prefix ab signals this move away from the human, as something cast off from it, yet
inextricably bound to the form to which it once belond&@ihe prefix is also intended to
carry connotations of Kristevads abject,
object, in the space which #dAdisturbs ide

borders, positions, rules. Thelietween, theambguous, th® composite

Like the weird, the abject denies a marked distinction between the inside and the
outside, or between a body and what threatens its integrity. It is this transgression of the
sel fds composition and 9rocassesnoi thegnomtsoe It fho o
which, for Anne Williams, marks the abject as a key source of horror in Gothic fietion.

The discovery of a dead and bloodied body is a prototypical instance of this horrifying
moment of shock, not only because it signalsoé&nt danger, but because the body itself

is, in this instance, an instance of abjection, of something cast away as so much dead
flesh®* Muchoo6s cars haunt him in this regist

humanity totally abjected from it$elThe weird and abject fold into one another, as the

32 Hurley, The Gothic Body4.

B¥AThe topic of this book is the ruination of the

relentless destruction of Atfiwkatlilcalbtolborrawrad t he wunf
evocative term from supernaturalist author Willia
a notquite-human subject, characterized by morphic variability, continually in danger of becoming not

itself, orbecomg ot her. -dhei pnaf s xadmbvement away from a
loss. But a movement away from is also a movement to@wamsards a site or condition as yet

unspecified and t hus entails both TheGoticrBedy84.and a pr omi s

34 Kristeva,Powers of Horror 4.
35Williams, Art of Darkness76.

%3 Thus the conventional sources of Gothic O6horror
corpses) echo the O6abject. & Kriscevergofacorpseisbopaenty s ug
and so familiar a source of horror. Not only does it serve as a sign of violence and murderous passions; but
the dead body is also, as Kristeva remarks, the m

w a s tWalliands, Art of Darkness75.
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sense thathis does not belongouples with the abject realisation tithts was once

living, feeding into one another with growing dread. In the caryard, Mucho looks upon the
machines much as he mighfpile of corpses. He observes the ways in which human life

is discarded and distorted by the machines it occupies, and realises the extent to which

those lives are mutilated by the machines which increasingly compose them.

NADA

This leads to a secondgeeper point of horror, which lies in a barely formed question:
iwhat if we are as®Muehads arse @t ehlea tmaacriine s
are being erased by they, t hdéhumaabemgsmres . F
machines, orgainc and nonorganic matter o are CO0mMmMf
replicates itself in endless patterns without referéhde.cruel inversion of humanist
philosophy takes place, by which the ghost in the machine is brought down to the level of
base mder, and revealed as nothing more than a product of a greater mechanism. It is
this that brings a shudder down Muchodbés s
the common fate of all the spectres scattered across a wasted world, and seeondly th
mute machinery working through his own soul. Escaping from the caryard, Mucho takes
up the job of a disc jockey, but never entirely quietens his suspicions of the world that

moves around him.

I n perfect parall el to h-ensounterstMachs a wa k
later in the novel, he is in the middle a dinduced epiphany. Under the influence of
LSD, he believes himself to have come into contact with a multivalent chorus of love

sung through the pop and muzak that now scores his life. Withsitien, he comes

37 Mark Fisher Flatline Construct§New York: Exmilitary, 2018), 2.

38 Fisher,Flatline Constructs2.
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Aon | i ke a whole roomful of peopledo to te

upon him over the airwaves.

That 6s what I am, [ .. . ] right. Everyhb
now, [...] | really do understandhat | find there. When those kids sing about
AShe | oves you, 0 yeah well, you know,
over the world, back through time, different colours, sizes, ages, shapes, distances
from deat h, but s he erybody. Arsd.hersélih Qedipahtiee iy

A

human voice, you kn®w, ités a flipping

Both Oedipa and Mucho experience revelation amidst waste, and seek out a redemptive
voice amidst the cacophony, yet i n Much
halluo nati on. Muchods revelation contains n
encounters: everything happens at once, is communicated clearly, and Mucho is in no
doubt that a miracle has been revealed t
confa c t wi t h somet hing out si de hersel f, M
kaleidoscopic vision of oneness and salineness with the universe. If the haunting of

the car yard reminds Mucho of the utterly inhuman forces which persist all around him,
barelyvisible yet always ready to interrupt the world that he knows, then the revelation of
the airwaves presents him with the perfect escape from that realisation. While the
weirdness he experienced in his old life brings him in contact with objects, meraodes,

signs which did not belong, and upsets the normal order of things, the banality of the
radi o counteracts this dread with a uni ve
bliss, nothing is out of place, and nothing comes through from outsigeséd lis cosmic

home. Wh a t sounds at first l i ke the ecst

¥TCL 99.

40TCL 99.
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l'ives is Holyodo is in fact far cl oser to

iEverything that appears i4% good; whateve

Yet , I n ecktatic &ssuingtion of the universe into a safe and familiar
interior, he does not wholly escape the base material horror that lies outside. In another
parallel to Oedipa, Mucho understands his awakening in primarily aesthetic and
technol ogi caude you baamasd seefittngs, even smell them, taste like you
never coul d. Youbre an antenna, sending
and theyor e “jEBvanras Heidnavessthe putsiole into his private viewing
theatre, heconformm t o t he core metaphor of Oedipabd
human conduit for an impersonal Word. Through the electric sparks of love, something
darker |l urks beyond Muchob6s understandi nq
stench of decaywas t oo close fAfor the i mpfBdsion
now, at the furthest remove from the cars, the dust, and the waste, at the highest point of
abstraction from the bare abhuman remains of life, he is able to look back at what had

hauntechim all along.

Let me tell you. The bad dream that | used to have all the time, about the car lot,

remember that? | could never tell you
any mor e. It was only that stihgen dirne atm &
be going about a nor mal dayds business
the sign. We were a member of the Nat

41 william Blake, The Complete Poemed. Alicia Ostriker (London: Penguin, 1997), 195; Guy Debord,
The Society of the Spectadiens. Donald NicholseBmith (New York: Zone Books, 1994), 14.

42TCL 99.
4TCL 8.
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NADA. Just this creaking metal sign that said nada, nada, against the blue sky. |

usel to wake up hollering?

Not hi ng. Deat h. At the heart of Muchoos
clings to, but the nothingness which was first revealed in the caryard, and which
continues to hang over him even as he disavows it. Within®Macls dr eam of t h
the NADA sign exerts a weird influence. Far from the soft and welcoming revelation
Mucho encounters on the radio, the sign is an incomprehensible and unassailable presence
which shocks him with its bare absence of meaning. ltspgoclamation erupts into
Muchodos worl d, without warning, to throw
works in conjunction with the cars to drive Mucho from the lot, the sign differs from the
waste in its content: while the waste signifies lossvay of fragmented wholes, the sign
functions absolutely negatively, as the absence of any whole to which Mucho might
return. This apparition of NADA is weird
appearance of something which does not belonghasrruption of an outside force
within the ordinary, but also that it 1is
estrange the world, as in the experience of the uncanny, but in its coupling of the
mundane with that which is utterly other toit brings about the shock discovery that
fithere is no WorldWhat we caltheworld is a local consensus hallucination, a shared

dr edmhe& sign doesndt merely enter Muchobos:s

over his everyday life as remindertbe dreardike nature of his reality.

Beneath it all, inhabiting the machines, driving his customers to and fro, and
literally inscribed in the initials of the National Automobile Dealers Association, is a

mut e, met al not hi ngn desed by thMuntrdsiond f the weemd, i t vy

44TCL 100.

45 Mark Fisher K-Punk(London: Repeater, 2018), 325.
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sending him in flight through fantasies of meaning and care which could distract him
from the horror he can never forget. As she charts her own journey among inhuman

presences and mute machines, Oedipa reflects on lukhoh op el ess escape

[My] husband, on LSD, gropes like a child further and further into the rooms and
endless rooms of the elaborate candy house of himself and away, hopelessly away,

from what has passed, | was hoping forever, for fSve.

Mu ¢ h o 0 stionrisedefméd ey three coinciding movements: he moves away from
Oedipa; he moves away from her love; and he moves into himself. Whereas Oedipa
searches for the cracks in her tower which may guide her toward an outside, which is to
say that she moves thugh her individual fantasies toward some vast and collective
enunciation, Mucho moves in the opposite direction, hopelessly into his own head. The
|l ove which he hears over the radio stanct

Wor do whi c Hs a®@angl thepdafters danahrelays of a forgotten, dying Améfica.

Muchobs | ove hovers I|li ke a mirage, l eadi
perceives inhabiting his worl d. As i n Oe
mi nd, Mu ¢ hoo éeealls the GetHicarope of live burial within the self, as he

wanders further i nwar d, entrapped Vi thin

Al t hough the candy house metaphor sacrifi
tower, it nonethelesretains the imagery of fairy tales in which children are lured to their
deaths by their taste for the sweet and
then twofold: not only does he encounter annihilation in the cardyfgdred in the

decayed hsks of the automobiles, the spectres of their owners, and the mantra of

4 TCL 105.
47TCL 81.

48TCL 13, 105.
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nothingness which hangs overh&dout in his attempted escape from that life, he
discovers new ways to imprison himself in his fantasies, to construct ever more elaborate

dreamworlds © distract him from the horrific truth that his entire world lies suspended in

the void. This horror persists throughout
in the domain of terror. As she spteddoks t
climb out of a dark region i1 n her head, C

should she fall from her tenuous sedtth.

Actors and Puppets

Leaving Mucho behind, we can return to Oe
places whre her fabulation falls away, and a horrific nothingness begins to occupy the

heart of the novel. One such moment is found when Oedipa confronts the actor Randolph
Dribletteabout the presence of Trysterchis performanceof he Cour i er 6s Tr
Seekng for the next clue to propel her on her search, Oedipa could not be more

di sappointed by Dribletteds response. Aga
Driblette offers a philosophy only of blind mechanical movement, in which there is no

meaniry, only performance.

AYou don't understand, 0 getting mad. T
the Bible. So hung up with words, words. You know where that play exists, not in
that file cabinet, not in any paperback you're looking fordbut a emarged

from the veil of showesteam to indicate his suspended léeatli n her e. Th
what I'm for. To give the spirit flesh. The words, who cares? They're rote noises to
hold line bashes with, to get past the bone barriers around an actor's memory,

right? But the reality is in this head. Mine. I'm the projector at the planetarium, all

49TCL 99.
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the closed little universe visible in the circle of that stage is coming out of my

mouth, eyes, somet¥mes other orifices

Il n contrast to Otodofhe@Viosd Dribletteederides altmeaniagr e | a
which resides in words, whether they appear singularly, in fragments, or spoken
collectively in the night. But even as he denies words and their meaning, there remains a
use of information in his philosophwhereas Oedipa formulates the Word as something
which speaks from the outside to awaken something strange and otherwordly within,
Driblette sees words as the mere surface of a much greater and more impersonal process.
Although words may be present in herformance, they are mere incantations used in
service of a deeper ritual. The role of the actor is not to recite words, or to transmit them
from the knowing author to an unknowing audience, but to undergo a possession by
something far deeper thanthosewsds : A To gi ve&Theacwrissnpi ri t f |
speaking subject but a mere vessel, not for the Word, or even words, but for a spirit which

pre-exists any semiotics or siggystem that would attempt to contain it.

If, in the city of San Narciso, Oedipa perceives around her vast systems
information which attempt to communicate with her, but which fail in that attempt, here
she confronts the possibility of a far more alien type of information, which may possess
and pass through without adding anything to that which it passes throitgbut¥he
compensatory revelation of terrdie Crying of Lot 4¢apses into the domain of horror,

in which the outside does not inflate or transform the inside, but merely possesses or

anni hilates 1it. The | anguaderons ttthe dlbjoec
bet ween inside and outsideo coll apses, an
S0TCL 53-4.
SLTCL 54.
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within®?0Oedi pa shows a wary fascination with
contain an entire universe, while sequestering its secrets awayahyrinthine depths:

AShe couldn't stop watching his eyes. The
incredible network of lines, like a laboratory maze for studying intelligence in tears. They
seemed to know what shP®rwantead,e 0esv ébro diyf bs
a much greater mechanism, serving as the machine from which an entire universe may be
projectedHis body isabjected as a series of orgdrsyes, hand, orificés which

perform their respective roles in this projection, whatthough otherworldly in its own

way remains grounded in its fleshly vehic
puncturing of her fantasies, but the perversity of his apparently voluntary abjection. But in
his forfeiture of selfDriblette expee nces, much t o Oedi pads di
in his dissolution, or what Kristeva cal/l
many victims of the abject are its fascinatétimsd if not its submissive and willing
one*incontrastttuc hodés gl i mpses of human figure
unknowingly ceding some part of themselves to an inhuman process, Driblette casts
himself into the role of a puppet, whose strings are pulled by some incomprehensibly

distant will.

Inthe placeoDedi padés paranoid speculation, w
attributable to the outside forces which
nothing except the interplay of inside and outside, without any meaning or reference.
Instead of parasia, which attempts to fashion a system sufficient to explain an
increasingly senseless world, the primary

anxiety. As Sianne Ngai writes, anxiety a

52 Kristeva,Powers of Horroy 53.
53TCL 52.

54 Kristeva,Powers of Horror 9.

107



betweerinsdke and outside, 0 by which the subjec
from, yet emergent from, the world that it encountérsor all the material which
Driblette could furnish for Oedipabs para
mute emptiess which haunts her husband, which reveals an inhuman order working
through the human, but in terms that can never be made commensurable to the human
foom.Dr i bl ette is adamant: Oedipads search i
with nothing to gound their meaningi But she coul d®edipal et it
demands a resolution to her anxiety, and a meaning given to the mute interpenetration of

inside and outside. To this Driblette gives a still harsher response:

Alf | were epodspseoluivated hbke voice ol
washed down the drain into the Pacific, what you saw tonight would vanish too.

You, that part of you so concerned, God knows how, with that little world, would

also vanish. The only residue in factwia be things Wharfinger didn't lie about.
Perhaps Squamuglia and Faggio, if they ever existed. Perhaps the Thurn and Taxis
mail system. Stamp collectors tell me it did exist. Perhaps the other, also. The
Adversary. But they would be traces, fossils. Deaitheral, without value or

potential. [...] You can put together clues, develop a thesis, or several, about why
characters reacted to the Trystero possibility the way they did, why the assassins
came on, why the black costumes. You could waste your dfteathy and never
touch the truth. Wharfinger supplied w

He fell silent. The shower splash&d.

55 Sianne NgailUgly Feelingg(Cambridge: Harvard University Press, 2005), 211.
56 TCL 54.

S’TCL 54.
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Dri bl ettebds defl ationary account continue
structure of the searchelts away it flows toward the sea. This is not the redemptive

ocean by which Oedipa attempts to orient herself, but another equally dark and

unknowing Pacific into which one can only diss@ve o mi cal |y prefi gur e
disappearance intotheshew . Just as Oedipads redempt i\
her search as the sublime surface that hides ever deeper and more hidden truths,
Dribletteds ocean is positioned at the ed
memory vanishes into the #awWhatever material may be salvaged from the edge of this

abyss would be hatfuths, fossils which preserve the shape of some living thing but

which crumble into an undifferentiated ea
0 nolongerthestrapnel y | iving fragments of Muchoos
remains of whatoncewd%l n Dr i bl etteb6s monol ogue, a c¢
and Oedipabs encounters is revealed. The

hidden truths, whichra communicated either in the language of terror or horror, but
which i n Dribl et ttee@sssibdity af agreater hggronvhearingay t o
Dribl et t e 6 s mo nentertamaitiee grimpesdibility thahatever meaninghe

or Mucho may find within the residumnly belies its true nature as dead mafféris
suspicion does not entirely foreclose Oed

where her fantasy ay come crashing down to earth.

For Driblette, any information which passes through us does not edify us, and
even as some part of us is stored piecemeal in the fragments we are not preserved in any
meaningful sense. The relation between inside and eutsidonger takes the form of an
escape, as it is for Oedipa, or an invasion, as it is for Mucho, but a total indistinction
between two equally dead and meaningless zones. Deborah Madsen argues that in his

refusal of Aconceal edsciousmess, [..hQyiblettd ivasani s ubj e

S8TCL 54.
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illusion of power, a delusionofseffet er mi nati ondo t hat pl aces
world, as the projector from which everything else sprii@gut this reading confuses

Dri bl etteds di s misatsnedningfdran@gosm qnid Eart. Bvert as mp t
Driblette places himself at the centre of his cosmology, he denies himself all qualities
beyondbeingpa conduit for what fl ows from and t
Oedipa is not one of solipsism, lmftabandonment of the self in an abject and sublime
alienation from everything. Try as Oedipa might to assemble a coherent message from
Dri bl etteds performance, in the end every
Mattessich writes, forthecharact s of Pynchonés novel, Ato
experience complicity in a world that effectively depersonalizes, reduces to caricature, to
outline, Driblste, hsao acertandes ayperson, knows himself as a site
where vast and formlesgywers take shape, for a moment, and evaporate once more into

the background.

Bare Life

This loss of personhood is the source of horror which unites the experiences of Oedipa
and Mucho, and which Mattessich arokues i s
AThis di splacement of the subject (charac
around what O0is, 6 to the molded (usually
attempts to represent in his fictibra loss of substance, of affect, or rgal*dhe

threefold loss of substance, affect, and reality defines the specifically posthuman

character of Pynchondés Gothici sm, i n whiec

59 Deborah Madser he Postmodernist Allegories of Thas PynchofLeicester: Leicester University
Press, 1991), 68.

60 Stefan Mattessich,ines of Flight(Durham: Duke University Press, 2002), 43.

61 MattessichLines of Flight 43.
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with its mixed spectrality and base materiality, worlds of affects whigtass or escape

its perception,and | oss of an yddhiiimigdmess of weairdbihtrusiogs o
and eerie hauntings. As Mattessich makes
fades into the surrounding landscape, and is in turn reshapbd bygaces through which

it moves. What then remains of the human subject? Without substance, it haunts the
landscape. Without affect, it numbly seeks understanding through the networks in which
it now lives. Without reality, it disappears into divergemtrids. Human life is

everywhere reduced to shadows and residue, or a kind of bare life which only just retains
its human shape amidst the depredations of its world. It is this kind of humanity Mucho
sees shattered among the machinery, and which Oediparntewasting away in the

urban interzones of Ameri¢a.

On the trail of Tristero and WASTE, Oe
shaking with grief she couldnét hear, 0 wh
brink of deattf® The old manpnce a sailor, asks Oedipa to deliver one last letter for him

via the WASTE net wor k, whil e she stares o

by the squalid, decayed mattress upon which he lies.

What voices overheard, flinders of luminescent ggitspsed among the

wallpaper's stained foliage, candlestubs lit to rotate in the air over him, prefiguring
the cigarette he or a friend must fall asleep someday smoking, thus to end among
the flaming, secret salts held all those years by the insatialffiegtof a mattress

that could keep vestiges of every nightmare sweat, helpless overflowing bladder,

52 As shall be seen in the following chapter, this is not the last worchvihinchon has on the theme of
humanity and its dissolution. While his early fiction, typifiedHye Crying of Lot 49tends toward the
unspeakable moments of horror and revelation, his later fiction takes a more nuanced approach which
permits some degred softness and hope.

83TCL 86.
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viciously, tearfully consummated wet dream, like the memory bank to a computer

of the lost%

The mattress repeats the role of Muchoos
and by once again melding the functions of human and machine. The mattress is likened

to the memory banks of a computer, but its functioning is bound up in the maftthps

human body. Soaked not only with sweat, urine, and all manner of fluid, bodily or
otherwise, the mattress is also said to contain some remnant of dreams and nightmares, of
which nothing remains but their chance emissions onto the stinking pilee WHMu ¢ h o 6 s
encounter with the inhuman recording of human lives is marked by an overbearing,
hysterical confrontation with horror, Oed
deflated, and is characterised only by a quiet and pitiful despair. Ther isonot only

that people are reduced to inanimate fragments, but that each fragment hovers delicately

on the verge of total destruction.

In added contrast to Mucho, whose obsession with the caryard fragments excludes
all his customers from thought as mghosts in the making, Oedipa discovers reclining
upon the mattress the sailor who introduc
stuffed memoryodo of the mattress | ies prec
threatens to not only consuméthle memory stored in its fibres, but also to consume the
man who restsuponitThe presence of the man redoubl
as the grand tragedy of memory entombed in decayed matter is bound up with the

immediate and personal hormira life lived on the brink of collapse. The sailor, at once

84TCL 87.
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representing to Oedipa the redemption and the distance of the sea, is taken up by Oedipa

in whatJames Nohrberlgas i denti fied as the ®*ficentr al

She was overcome all at once by a need to touch him, as if she could not believe
in him, or would not remember him, without it. Exhausted, hardly knowing what
she was doing, she came the lastéhsteps and sat, took the man in her arms,
actually held him, gazing out of her smudged eyes down the stairs, back into the
morning. She felt wetness against her breast and saw that he was crying again. He
hardly breathed but tears came as if beingpumpedi| can't hel p, O

~

rocking him, Al can't help. o It was al

Thelife heldby the sailor,andmournedby Oedipa,s closeto whatpolitical philosopher
GiorgioAgambencallsii b d ri efUalike.the political lif e of the citizen, defendedy
lawsandcustomsandthe naturallife outsidethe city, barelife is definedby its expulsion
from theformerandexclusionfrom thelatter.Barelife is not naturallife, becausét is
definedby its relationto politics andsociety,but neitheris it properlypolitical life,

becausét hasbeenstrippedof its politically andsociallydefinedrightsto life. Thisloss

of political life, whichis thelot of the outcastsvith whom Oedipabeginsto identify, is
thecrucialstepthatprecedeshevarietiesof lossanddespairtthatareinflicted uponthe
character®f thenovel. Thesailor,alongsideM u ¢ hrmobosistsandD r i b | aetdrdjse 6 s
deniedaccesgo afully humanform of life, andis perpetuallyreinscribedanddefinedby

thisloss.

Evenasthesailorisheldin O e d i grmas@sdwhateverfragmentof life that

remainsn him is affirmedandcradled his very existencas markedby this relative

%James Nohrnber g, iPynchan:hAcColléction & ErntiealcEksgyede Eowairdn
Mendelson (Englewood Cliffs: Prenti¢¢all, 1978), 159.

57 TCL 87.
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proximity to death.Thenecropoliticalorderin which the sailorlivesis measuredy the
degree®f Glow deattdbandGlow violenceédexertedover him asanindividual,andupon
whole populationdostin the mechanismsf death?® In contrasto the haunted
mechanismef MuchoandDriblette, the sailorandthe mattressapproacha far more
permanenteath from which noreturnis possible This presencef deathin TheCrying
of Lot 49 remainsaninstanceof theweird, in theway it eruptsinto thenovelandcallsto
attentionthefrailty of theworld thatis. Justasmemorief the pastremaintrapped
within thescatteredragmentf O e d i wodd) eachparcelof informationis threatened
by theinevitabledecayof all things,andtheir eventualsubmersionn the undifferentiated
flow of matter.Theunlife of MuchoandDriblette drsachinegiveswayto the

unredeemabldestructiorof everythingby the slow forcesof entropy.

[Oedipa] remembered John Nefastis, talking about his Machine, and massive
destructions of information. So when this mattress flared up around the sailor, i

his Viking's funeral: the stored, coded years of uselessness, early death, self
harrowing, the sure decay of hope, the set of all men who had slept on it, whatever
their lives had been, would truly cease to be, forever, when the mattress burned.
She stagd at it in wonder. It was as if she had just discovered the irreversible

process. It astonished her to think that so much could be lost, even the quantity of

58 The posthuman state of life The Crying of Lot 4&pproaches what Achille Mbembe has called

necropolitics, in which death, dying, and the ability to die are made the primary markers of the political
regime, As Mb e mb ein onrrcontermaporary iorldyeapons are deployed in timterest of maximum
destruction of persons and ttxeation ofdeathworlds new and unique forms of social existence in which
vastpopulations are subjected to conditions of life conferring upon them the stéittisgptleado Ac hi | | e
Mb e mb e, fiNe 8yblis Guitureils, no. 1 (Winter 2003): 40. Christine Quinan adds to these

¢ o mme Mhese deatfiworlds, which denote not only physical death but also social and political death,
affect entire populationg...] Similarly, slow death, and slow violee, that is to say the physical exhaustion

and diminishment or elimination of certain human and-noeman populations, is a defining mark of the
contemporary era. o Chr i $osthuman Gogsargds.rRpsi Bialettcancd po | i t i
Maria Hlavajova (London: Bloomsbury, 2018), 221
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hallucination belonging just to the sailor that the world would bear no further trace

of %9

Thesailor and mattress are united by their vast memories and their common precarity.
AShe knew that the sailor had seen worl ds
knew of woul d pr@Ehesailords onetamang theonany Hrifters.wbo
swarm together at the novel 06s ednyetwith@at c o mp «
access to that chorus he stands alone, a fragile shell, in which untold numbers of

fragments remain stored and incomplete, awaiting their final conflagration. As Manlio
Marca suggests, fas in the car | ot passage
means of creating a storage device which can resist the vaporization of memory.
However, it is an att e mp#tUnlike@edipatwlaosel y c ond
search puts her on the path of revelation, which to say a path capable of connecting and
redeeming these losses, the other charaici¢h® novel are caught in a fragmentary state.

If for Oedipa the encounter with the sailor is another step tothertheffable, for the

sailor the encounter barely disturbs him from his long slide into oblivion. Marked at every
turn by their slow approach to death, the sailor and mattress bring to the fore the tragedy

of information in the novel, which could be freeflow out toward redemption, but
everywhere is fountbbel ocked up i n vessels ani mate a
revelation of the unlife of information is unsettling enough for him, but Oedipa

encounters something more nefarious at work withingtosess of recording. Not only

does Oedipa encounter a sign of the outside stored in some object, and a human
positioned as part of the circuit, but she also considers the human body itself as a means

of inhuman recording. As the sailor lies upon the rea$t, leaving some residue of life to

89TCL 88.
OTCL 89.

“"Marca, AFluid Destiny, o 255.
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remain in its rotted contours, he is also made an object of recording by forces far outside

himself.

Pynchon here mirrors the -fienedtothgmi anaeq
which Hayles identifies in the work ®¥illiam Burroughs’? Although in this passage
Pynchon resorts to the central met aphor o
tape recording, he performs the same anxieties around recording and bodily integrity
which run t hr oughc cBourrdrionugg htsod Hweryilte sn,g .B UAr 1
the body can become a tafgeorder, the voice can be understood not as a naturalized
union of voice and presence but as a mechanical production with the frightening ability to
appropriate the body'svocalpa r at us and use i t®Beyndthends
role of the human subject as witness to these weird recordings, the human body itself
becomes a site of recording, in which information is embedded in the flesh itself and
exerts adisturbingifuence over 1its movements.- AENntw
recordings6 that function as "“Fa framdbeinrgas r e
means of communication, either between fellow humans or with an inhuman outside,
information becomea means of control, which for all its disembodied freedom of
movement from and between bodies, causesmeee unsettling contortions in the

bodies through which it passes.

As Giorgio Mobili writes, in Pynchon <c
psssing, within the | arger context of the
inanimat@® unquestionably, one of Pynchon principal underlying themes. In this

framework, the body is viewed as the terrain where the ravages inflicted by the inanimate

2 Hayles,How We Became Posthumail.
3 Hayles,How We Became Posthumail.

74 Hayles,How We Became Posthumail.

116



appearmo s t ¢ P \Whatl Wish.tocadd here, following Mobili, is an account of the

body in Pynchonés fiction which does not
the organic and the inanimate, but as a bundle of warring forces which alreadgsnalu
potent mix of flesh, spirit, machine, and
figur at i on @&densibldReledziandngerdsthe hint to a dimension where

|l anguage and the body part af¥%®Beneaththendskof s a me
the subject lies a bodily existence rent by forces at once internal and external to itself,
which serves on the one hand as a space into which signs of the outside transgress, and on
the other as the volatile container for information stored-deeper within. As Dennis

Yeo writes of the posthumangsasth u man r emnant : AMore than
being, the posthuman explores not the post life of our humanity, but the possitiefalf

which we may be compelled to inhabit becauseoftten o s ci ent ["Atthe pr ogr
limits of dehumanisation, the human subject is reduced to its body, which carries on as an
automaton, moving according to a hidden logic, recording what it can in incommunicable
memory, and everywhere giving way to anuntan form of life which operates

according to its own mechanisms.

As Oedipa holds the sailor, she grasps
mind's plowshare, 0 as he s'tEven asthe baretharrort h e

of the manodés | ife is revealed to her, Oed

5 Giorgio Mobili, Irritable Bodies and Postmodern Subjects in Pynchon, Puig, Vo{paw York: Peter
Lang, 2008), 35.

“"Mobili continues: AThus, at the same time that h
impinge on bodies and riddle them with scars amadkings, Pynchon calls attention to the corporeality of a
thick, o6éirritabled | anguage which exists itself a
traces of the bodnitédbke Badies88d. i ness. 06 Mobi |l i,

“"Denni s Yevd,r tiuBadi:ngrhe Tr ue PastRumantGothigedninya HSidwonw, 0 i n
der Lippe (Cardiff: University of Wales Press, 2017), 199.

8TCL 889.
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over the edge. The horror that Oedipa encounters is offset by her singular need for
generative contact with the outside, which leads hemtarace the dying man and to seek

a place in the frayed chorus of the Word. But beneath her journey through the edifying
shocks of terror, there remains that knowledge of héraodran allconsuming outside,

which doesndét only pawsasps auuthosghtslamd contorts oprer c e
bodies according to its incomprehensible will. Witfiime Crying of Lot 48wo

tendencies are in conflict: a terrifying conception of the outside as an escape from
interiority, and its inverted and horrifying doubleaof outside which ruptures inward.

Even as Oedipa follows this first path of contact with an outside, as argued in the previous
chapter, most of the people she encounters succumb to the horror of finding themselves

haunted, puppeteered, or scarred by teelranisms that work through them.

A Community of Isolates

Amidst the horror, Oedipa searches for a way out. At every turn, she finds information

and memory entombed within dying bodies, bodies merged with infernal machines, and a
whole world ontheedgef an abyss. fAOedipa senses jus
irretrievably i1 f any person is | et waste,
back into the public world. She begins to
whole quest,n fact, stems from the same impulse: to recycle bits of information

randomly scattered and lost, to sort clues instead of molecules into some system that

6 mat t € Infermatiddtits materiality, itsobscurity, and its fragiliy is once more

figured as aource of horror, but now with the possibility of an exit from the torment. If

the order of the world condemns memory to oblivion, Oedipa reasons, then another order,

7 peter L. CoopeiSigns and Symptoms: Thomas Pynchon and the Contemporary (Benkeley:
University of California Press, 1983), 90.
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and another Aseparate, silent, ufmuspecte
contrast to the posthuman condition of disembodied information that has until now

defined the novel, the WASTE network appears as a potential redemption of

informatiord if only it may be sequestered away from the world at large. As we shall see,
thistrustinii nf or mati ondo as something which can
vessels leads not into salvation, but toward an abdication and acquiescence to an inhuman

system.

Oedi pabs encounter with the sailor put
postl system, and all the hopes for another world which it represents. In contrast to the
daily deaths of the surface America, Oedi
citizens, deliberately choosing nthd to co
ordering of information imposed by that syst&mlthough seemingly written in a
salvific tone of escape from control, Pyn
its absurdity, as the escape from one of
framed as an escape from the machinatioqmouofer entirely. Since the release of
Bleeding Edgeand its dramatisation of the rise of search engines, social networks, and
digital surveillance, the absurdity of WASTE is difficult to ignét&lonetheless, for all
its apparent folly, the WASTE netwoflnctions as the (a)political heart of the novel,
which must be interrogated to make sense

information, escape, and horror.

80TCL 86.
81TCL 86.

82The depiction of the eardg 0 0 0 6 s Bleediry Edgés taken up in detail in Chapter Six, in which |
argue that the latter novel sees the posthuman fedtseo€rying of Lb49 simultaneously confirmed and

tempered by the rise of digital cultures and their own utopian follies.
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In his bookPynchon and the PoliticaBamuel Thomas identifies The Crying of
Lot49anexs of political el ements centred ar ol
analysis WASTE, as an underground pbservice, functions not only as a site of
political community but as a Aresi stance
control®Followi ng from Thomas6é analysis, | under
as an escape route from pasir America, but as a product itself of the atomisation of
society at the hands of capital. Citing Theodor Adorno, Thomas identifies in WASTE a
kind oy dékocseltates, 0 who may attempt to
but are themselves subject to the isolating and individualising forces of capitalist
society®*The focus of Thomas6 account of WASTE
Anonymous, whichbeas r ecounting, and upon which |

according to the terms of this thesis.

Upon discovering WASTEOGs exi stence, Oe
get in contact with I namorati #eworsty mous,

addi ct i %This grdup, abbreviatéd hereafter as IA, was founded when

a Yoyodyne executive living near LA and located someplace in the corporate root
system above supervisor but below vmesident, found himself, at age 39,
automated ot of a job. Having been since age 7 rigidly instructed in an

eschatology that pointed nowhere but to a presidency and death, trained to do
absolutely nothing but sign his name to specialized memoranda he could not begin

to understand and to take blametfog runningamok of specialized programs that

83 Samuel Thomas?ynchon and the PoliticdNew York: Routledge, 2007), 111.
84 ThomasPynchon and the Politicall189.

8TCL 77.

120



failed for specialized reasons he had to have explained to him, the executive's first

thoughts were naturally of suicidg.

After much dithering, the executive decides upon a method of suicide. But, dreamched
gasoline, with his lighter in hand, he is interrupted by his wife and an efficiency expert
attempting a tryst in the next room. Abandoning his planned exit, the executive happens

upon another mode of escape. He declares:

AMy bi g mi st akthes dayassveal to stag off offoven matero, homo,
bi, dog or cat, car, every kind there is. | will found a society of isolates, dedicated
to this purpose, and this sign, revealed by the same gasoline that almost destroyed

me , wi || be itdd®” embl em. o And he

The strangeness of this account is highli
that never meets,society of isolatesa voluntary form of group alienation [...] an
experiment i n communal s B The groudpmd WASTE.a3 a t
a whol e, p e r witbdramadratieer tham anfarm aksistafice 8In political

terms, this withdrawal is precisely not a resistance to the world as it is, in all its injustice

and tragedy, but a ceding of it to the forces of confrbbmas sees two ways of

understanding IA. Firstly, as a rejection of love as something appropriated by economic
forces, and thus as a liability. Or, as a
mi ni ature, dystopi a-dimenstionatvorld. A wasld of IMaless us e 6 s

i solates, of emyAtsy ,Mopr os tHh d@ tei analkiewse <.l ® ar |,

86 TCL 78.
87TCL 80.
88 ThomasPynchon and the Politicall21.
8 ThomasPynchon and the Politicall22.

%0 ThomasPynchon and the Politicall26.
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community of isolates is a paradoxo found
an increasingly totalised socieyHi t e conti nues, fdeither iso
people can take no notice of one another, or a superior force coordinates individual

realities so that solipsists move unknowingly and unwillingly toward a common goal in
accordance with a preestablisd  h a r%Thenwvthdrawal is never total, and since the
refugees from this reality fAcould not hayv

into another reality system which binds them according to its owrPfules

To return to the anonymous foundédA, | wish to emphasise the manner in
which this ambiguity between withdrawal and resistance dramatises not only the
depoliticisation of modern life, but its concomitant dehumanisation. Most tellingly, the
first step taken in his story is not a rejectafrsociety, but his replacement in that society
by a machine. His life prior to IA is one of increasing automation, in which his entire
purpose is to sign his name on documents without care or understanding. Even before his
outmoding he is more like a nfane than a man. When his job is eventually automated, it
is as if one machine has replaced another. In response, the unnamed executive does not
undertake an active revolt against his situation, but passively retreats from the unbearable
conditions thrustipon him. The potential Luddite in him surrenders. The cruel irony of

his decision is voiced by the efficiency expert who interrupts his suicide:

ANearly three weeks it takes him, 0 mar
You know how long it would'véaken the IBM 7094? Twelve microseconds. No

wonder you Were replaced. 0

%1 Hite, Ideas of Order91.
92 Hite, Ideas of Order91-2.
9BTCL 86.

%4TCL 79.
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Even in dying, a computer could do better. Under the pressures of a mechanised society,
the human spirit retreats. The | A founder
Driblette,the sailor, or the motorists, but he does cede something of himself to them.
Unable to compete, he takes himself out of the equation. He elects not to die, but to fade
into the background. By opting out, even as a form of resistance to love and italibidin
cooption by capitalism, the executive is not truly free from the wider forces at play.

Rather, he embraces the isolation and alienation of humanity as its one last virtue, the one
thing it can do well. In this manner, the apolitical communities of IA\WASTE work

to make pliable the subject who ssékresist the emerging mechanical order. As Philip
Gochenour argues, Athis order also requir
order of corporate capitalism depends on the creation afcshyho perceive
themselves as isolated mon ¥Hvenasthe ezecutivee t i t
and the WASTE community as a whole attempt an escape from the decidedly political

and economic factors which drove them into exile, the supposeceasegiply completes
internally a process of dehumanisation begun from outside. The WASTE network plays
into the fAultimate fantasy of Capital o6it

free from the contingencies of atlo-human needs and ptdial demands$®

Aside from being a community for the incommunicado, the WASTE network is
doubly paradoxical for its figuration as an escape from malevolent forces by means of
withdrawal further within those forces. Not only does it make claims to arigxie
defined by its reclusiviy a community of isolatés it attempts to chart out an
independent interiority which is in fact determined by what lies outside. WASTE is no

refuge for a recalcitrant humanity, but a network operated by those at the fiarthe sif

%®Gochenour, Phi | iepDistriduted Gommunities, tNodil iSubjeats|@hg Crying of Lot
49. Bynchon Note52-53 (SpringFall 2003): 43.

% Fisher,K-Punk 603.
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dehumanisation. The name of the network becomes quite literal: its users are the

discarded trash of an American underworld, barred from entry to its official channels of

communication Aout of hate, i ndes bimper ence
ignorance, 0 and in any case forced to ret
wor PPl © was not an act of treason, nor po
calculated withdrawal, from t h%Butlthisf e of t

withdrawal, even as it sequesters these isolates away from the machinations of the visible
world, is also what completes the processes of dehumanisation, disembodiment, and
disintegration begun out there. Far from positing the possibility of a wholly independent
form of human life, freed from the strictures and expectations of an increasingly
dehunanised politics and economy, the WASTE network forebodes a coming state of

exi stence inhabited by the fitechnol ogical
bet ween a dehumani zed r*naGothitfashicmthe a vi rt u
posthuman seskexit from the dark castle of technical moderityut with the outside in

sight, the trapdoor slams shut and the means of escape become another source of

imprisonment.

WASTE figures inThe Crying of Lot 4@&s both utopia and as a distraction, as a
rejecton of a hideous world and as a literal instance of the waste which composes that

world.1°° As much as its existence and purpose constitutes the core mystéry Gfying

9" TCL 86.
%8 TCL 86.
®Yeo, ABeing Virtual, o 200.

100The ambivalence of WASTE has not gone unremarked upon, even by those critics who see in it a more
hopeful form of escape from the deadening powers of this world. As Paula Martin Salvan argues, the
community embraced by Oe ésamatima,inside hne outsidevtie lsydtem, e n d i
linked to the Trystero in some way, but also part

nor wholly outside of it, Oedipabs newfound commu
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ofLot4®s pl ot , it is only one among omaaofy f a
the novel to locate a genuine outside to their posthuman nightmare. From the horrors and
ecstasies of Muchob6és false gospel, throug
Driblette, the sailor, and Inamorati Anonymous, to the core conspiracy of WAST

Tristero, Oedipa encounters all about her the wasted figures of those who attempted to
either survive within or to escape from this reality and in one way or another met an
obstacle in their path. Muchoos npasmadode ss i
search for meaning in a darkened world, just as his broadcast revelation recalls the
collective enunciation of an outside which Oedipa hears whispered across the wires. Yet
his wild flight from the horrors of machinery and death lead him onthéu into a

dreamworld maintained by that very machinery, and headed toward that same death that
he cannot bear to face. The same fate awaits the actor who drowns himself in the vast
Pacific, the sailor who sinks into a final drunken stupor, and thetlesaranonymous

voices of the postal undergrounas all find themselves face to face with the posthuman
horror of a world ceded to the inhuman whims of machines. Everywhere in the novel,
bodies become storage banks, minds become processors, and a ggedthodidess

information passes through them without distinction between human and inhuman life,

animate or inanimate matter.

Yet, as we have seen in the previous chapter, this failure to escape is Boototal
at least not foOedipa. Even as the various characters she encounters embody different
horrors and different failures to maintai
not toward a questionable maintenance of the human status quo, but into the otherness
and alimation that destroys those around her. The weirdness which runs through these

encounters, which mangles humanity with machine, is not only an unpleasant source of

mddl eso and, |l argue, as a compromise with the po
Community inThe Crying of Lot 4® Pynchon Note56-57, no. 1 (2011): 84.
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horror, but contains within @ sense of the outside which drives Oedipa on her search. As
Mar k Fisher writes, the strange contortio
we are in the presence of the new. The weird here is a signal that the concepts and
frameworks which we have previously employed are now obsolete [and] there is an

enjy ment in seeing the familiar YEpedastthee co
desire for an outside is cut off, left fragmentary and mutildtbd,Crying of Lot 49
performs what Robert Sklar dubs the fAanar
fanot her worl doés [9Thiginirssioroengeriderd alh thet Gothics o ne .
feelings of terror and horror, as thendoOedipa knows is revealed an illusion that

hides beneath it the machinic programs, bodily contortions, and psychic pulsichs wh
maintain the orderly facade. And yet, in the revelation of a horrific nightmare

posthumanity, a crack is made in the collective dream which made it possible, and which
makes all other worlds seem impossible. From out of this experience of horror @merge
the novel 6s most subtle vision of utopia:

but its longawaited destruction in the onrush of the horrifying, incomprehensible new.

101 Fisher, The Weird and The Eerié3.

2RobertSklar A An Anarchist Miracl e: PynehonNoGolkedtisnofof Thon
Critical Essaysed. Edward Mendelson (Englewood Cliffs: Prentitadl, 1978), 95.
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Chapter Three

Denying the Machine: Luddites,Monsters,and Pynchondés Got hic TI

Literature

Despite the critical celebration of Pynch
them, Pynchonds essays and reviews have b
underread. ® mpar ed to his f i ct i on shaveBegnmrecdivedn 0 s

by critics as secondary, minor writings of only incidental importantettoe aut hor 6 s
primarily novelisticoeuvreWor se sti |l |, the suspicion rer
norfictional writings are not only of secondary importance, but present simplified or
trivialised di st i-tahgad andconsplerarfrativesy mh c Py m @ $ o wid
representations of technological horror tend to revolve around what might chésgably

caleda Mani chaean struggl e (oreunchaitabty,addduectivéd a n
and simplistic opposition between these two terms), at first glance his nonfictions do little

to dispel thisappearance of dualism I n hi s 1984 essay on Lud«¢
of S h érbnkemsted($818)a n d Wa [The €astie @fOtrant@il764)as fictive

meano f fAdenyi ng t herephcatethis bmaryg with thepmaraculous

works of fantasy arrayed agairise grim realities of the world. So too do his 1988 review

of Gabriel Garcia MarquézLove in the Time of Choleand 1997 preface to Jim

Do d gSobesJunctioh ake as their respective centra
world of death andthewi t er 6s fi ght against a mechani
itself as a topic appears to confirm what Pynchon scholars have long suspected, that the
aut horoés fascination with machines, of bo
rooted in a Gndg abhorrence for the world as it is contrasted against the world as it

could be.
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The apparent simplicity of Pynchonds n
the complexities of his fiction, is something | wish to challenge. Although today read
merey as footnotes to his acclaimed novel i s
writings occupy a singular place in his oeuvre at the turning point between his early
fictions and the fictions following his pe&r a v i t y 0 lsiatuR Alongside the
nonfictions mentioned above, this hiatus period is also marked by introductions to
Ri ¢ h ar d BeermDownfSa bosg It Looks Like Up ToM& 98 3) and Pynch
short story collectioiblow Learnei(1984), and essay on sloth for tdew York Times
Book Revies (1993), and liner notes f@pike! The Music of Spike Jor(@994). This is
to say that throughout much of the sevent
publications were primarily nonfictional, and to miss the import of these writings is to
miss nearly two decades of the writeros o
Pynchonds writing car eerGrhheti we emndhRise ntbvoov
& Dixond and in his writing hiatus between the release of the former in 1973 and
Vinelandin 19918 his nonfictions may be taken for more than their surégmareancas

itinerant essays by a novelist on leave from his vocation.

Before addressing how Pynchon6és nonfic
understandingf the posthuman Gothic, | wish to make clear two key contentions
regarding their place in his oeuvre. Firs
nonfictions of he eighties and nineties are enriched by their place they occupy between
his two main periods of novel writing. In these nonfictions, the terms which diéne
a u t hearly ficgon are taken up and transformed in ways that anticipate his later fiction.
With this in mind, the present chapter also attempts to bridge the gap between the
previous two chapters ofhe Crying of Lot 49focused as they are on the various
personal responses to contact with impersonal forces, and the following two chapters on
Mason & Dixon, in which the anxieties whiathefine the early novels becommre
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abstract, and the personal stakes of his characters more clearly align with a wider

historical perspective. Second, | treat the nonfictions not only as incidental bridges
betweerntwo periods of novelriting, but as commentaries upon and attempts to resolve
certain tensions within the early fiction. As much as these essays and reviews offer
thematic bridges between the two halves o
asdes offered to the novels, and must be considered as active and dynamic works in their
own right. I n t his &ethegmundwBrl fotlte ltancefitssandn o n f i

concerns further developed in t hl@atuseovel s

The value of Pynchan sonfiction has been considerably understated within
Pynchon criticism, typified by remarks su
in the slim nonfictional mar gi nskeof Pynch
building material o for his novels, althou
work and the occasions oJMuthéspamdugtoos
assessment, that Pynchonds nonfictibatn pr o
nevertheless discloses something of his methods, is one which | will not attempt to
resol ve. Il nstead, | suggest that the ambi
his nonfictional writingsaboutfiction, demands closer inspection in the sa®rms as his
notably ambiguous fictions. | f Pynchonos
blocks of his fiction, oras grand rdagonso f t he wr i ter ds practic

it does notomment in some roundabout way upon theestak that writing.

To return to the opening topic of this chapter, and the perceived simplicity of

Pynchonds thematic oppositions between hu

liWe are accustomed to thinking aboungd asastatementi st 0s
of craft, ideology, or aesthetic theory. [é] Nonf
which to better understand an aut hoThémsRyrchoeihi st i c

Context ed. Inger H. Dalgaard (Cambridge: Cambridge University Press, 2019), 27.
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how his nonfictions comment upon that disjunction as a cause ofguitinalso how
they problematise that very division. What at first appear to be light or even flippant
overviews of t d&whetheouthel lwel@dismj stoth, ®rldees t s

nonetheless contain ambiguities and contradictions which do not so muchgaankt

Pynchonds stated intentions as reveal cer

these complexities | have put Pynchonos
of the Gothic and the posthumeuth whom he shares a complicatedstrust of technical

novelty.

The essay thas the primary focus of this chapterfsy n ¢ h1884 éssay for the
New York Times Book Review t | ed Al s | t Olfokus updrothiskessay A
becausét is both a text preeminently concernedwily nc hondés abi ding
technology andalsobecause it is closest that Pynchon comes to putting forward a theory
of literature. In a continuation on the main threads of this thesis, | argue that the

technological and literary themes of this esalagyn in multiple ways with the

n

L

S

overarching themes of the posthuman and the Gothic. In the essay Pynchon not only takes

up a defense of the Luddite cause, but by his association of that cause with both the
Gothic fictions of Walpole and Shelley and thehtealogical dreams of immortalithe
transforms Luddism into a far more ambivalent philosophy. In what follows, | argue that
Py n ¢ hibudd@ted essay charts out the dialectical relationship between humanity and
machines, producing progeny both monstrous and revolutionary, all the while functioning

as both a speculative work of posthuman politics and a statement on Gothic aesthetics.

| wish to ague that in giving a contemporary voice to the Luddite cause, Pynchon

simultaneously proposes both a Gothic aes

mi racul ousodo and a paradoxically posthuman
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someofitsciams o°Thesedotwo notions, taken toget
living things, earthly and otherwise, may on occasion become Bad and Big enough to take
part i n tr an§dlevmngoa fram mg examingt®n obthikuddited essay,

| turn to the nonfictions which immediately follow it in the years priavieison &

Dixondbs publication. I n those writings, the
present in thélLuddited essay are further problematised, even to the point of shrinking

away into a darkened Romanticism or weary humanism. Finally, in the closing pages of
this chapter, and as a premonition of the
fictions may in turn be read through the posthuman Gothic formula set ostspdradic

nonfictional writings.

Luddite Fiction as Gothic Fiction

The A6Luddited skepticism that -mbtedni nat es
elsewhere, but nowhere is it clearer thathm1984 essay just what a fraught and

ambiguous conceptionf Luddism Pynchon adheres“&ar from espousing a simply

anttt echnol ogi cal position, Pynchonbés essay
from the revolutionary hopes of Byronds p
to the ends of anventual entente between humanity and machine. In one paragraph

Pynchon suggests that Aif the | ogistics <c

and in another reveals that promise of pe

2Thomas Pynchon, f#il s TheNew.Y#k TinEoBodkKevi@cthbar @8] 1984e ? 0

https://archive.nytimes.com/www.nytimes.com/books/97/05/18/reviews/pyrakdite.html As a

digitally archived copy of Pynchondéds essay, page
simply as OK.
3OK.

4 SamuelThomasPynchon and t Political (New York: Routledge, 2007), 146.
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technopolitical ordertat mi ght or mi ght nPdnthekpaceof wh a't
theessayodos final paragr aph, Pynchon -switch:
IndustriatflCo mpl ex06s fAper manent power establishn
and unpr e dibiltigs aperecup bygeztsological change, and back to the

revolutionary proclamation of Byron with which he ends the essay:

As the Liberty lads o'er the sea

Bought their freedom, and cheaply, with blood,
So we, boys, we

Will die fighting, or live free

And down with all kings but King Lud8!

Pynchonds equivocation between these two
speculative utopianism has not gone unnoticed. As Pieter Vermeulen remarks, less than

expressing a ALuddite thgeeadaohsPyhbakoma
Aanticipate[s] the posthuman erosion of t
in which fAour machines may thems'@rves bec

Christopher Coffman, too, this qualification of Ludditgra A poi nts t o t he

5OK.

6 Showing some restraint for hisew York Timeaudience, Pynchon omits the following stanza, which

leaves no doubt concerning the price paid for Liberty, and from whom that price is to be extracted:

When the web that we weave is complete,
And the shuttle exchanged for the sword,
We will fling the winding sheet

O'er the despot at our feet,

And dye it deep in the gore he has pour 6d.

Lord Byron,The Works of Lord Byrqivol. 7, ed. Ernest Hartley Coleriddl.ondon: John Murray, 1905),
43.

"Pieter Vermeul en, f@APynchoThéNewPymchonlSudimxnloannafregeor al i t
(Cambridge: Cambridge University Press, 2019), 69.
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optimism of the former Boeing employee with regard to the separation of power and
information technologies, and troubles any certainty in readings that understand
Pynchono6és attitude to tecHRphobygnas tuamtat
optimism paradoxically dampens the essaybo
relevant but necessary to the present moment, this is not to say that it undercuts his
professed Luddism entirely. Rather, if the essay refusestipiesmage of the Luddite

as technophobe, it remains to be seen what exactly a Luddite is or is to become in the age

of themachine®

I n contrast to the Airrational fear an
is often accused, Pyncharsists that Luddism is better understood as a politically and
materially conscious revolt against the growing obsolescence of the AtiRyarchon
reminds us that fithe knitting machines wh
been putting peopleut of work for well over two centuries [...] Everybody saw this
happening i t became p dlFarfromfbeind a mdmgntaty barrieadeon the
road to progress, or countevolutionaries fighting an evéosing battle against
progress, Pynchomsists that the Luddites be considered both in the context of modernity
and capitalism and as conscious actors who knew exactly where they stood in that long
history of dispossession. What was clear then, as it is now, was that behind the mirage of
progres stood an unholy alliance between the order of the day and the increasingly self

reliant machines. In this union of the propertied classes with rapidly advancing

8Christopher K. Coffman, fAAnmtdhénrathcp PHhaNgvpne 0 Ding i
Pynchon Studie®d. Joanna Freer (Cambridge: Cambridge University Press, 2019), 127.

*Pynchon makes no secret of his disdain for the pe

of industrial capital, whodeply it #fAto call those with whom they d
anttc api talist at the same timeo (OK).

0 OK.

1OK.
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machinery, the lives of workers became increasingly interchangedbléheir machines
in the eyes of the owners. Under this new regime, each machine represents a
Aconcentration of capital o and a podver to

to be Owortho that many human soul s. 0

This equivalence between the machine and the humanssoot only poetic, but
a reality of the class system against which the Luddites were pitted. As Andreas Malm
notes, the dAcritical years of transition
wilful damage to a coal mine or an engmenishable bydeat 6 meani ng t hat
destruction of a machine was quite literally translated into the destruction of humdn life.
I f the Luddites have been remembered by p
analysis hews far closer to that found in the labour histories of E. P. Thompson, who
makes clear the violence wagagonthe workersrior to their revolt. As Thompson
writes, Athe workers felt that the bonds,
the community in reciprocal obligations and duties, were being snapped one after another.
They were being thrust b é&yiewsk Pyahleo péad e of
insistence that the reyoedtclodss hwaladwdotle

image of these workers as political reactionaries with their heads buried in thé had.

2OK.Passages such as these recall Mar x6s satirical
to distinguish between workers and machine, and t
irritants who keep hi E£xphiatiooof thedwonkes lry thé maetsne is therefoet i o n
identical for him with exploitation of the machine by the worker. Therefore whoever reveals the real

situation with the capitalist employment of machinery does not want machinery to be employeshdt all,

is an enemy of s oc Capital Volume grans. 8en'Fawkek @ondon: Menguin, 1976),

569.

13 Andreas MalmFossil Capital: The Rise of Steam Power and the Roots of Global Wafhtndon:
Verso, 2016)224.

4 E. P. ThompsonThe Making of the English Working ClagNew York: Vintage, 1966), 546.

S OK.
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historical goals of the Luddites were never purely technical, theiwords of historians
Christophe Bonneuiland Jegna pt i st e Fressoz, the Luddite
technology as such, but against a particular technology and its ability to crush others, and

we need to unfold the spectrum of alternativesth e xi st ed &t each mo

Today the conflict continues as it ever has, not between human and machine, but
between humanity and the inhuman forces of capital, industry, and veggataphras of
Ei senhower 6s de n udndustaal Coaplex, Ryhchon Wwriges thEt theret a r y
is Anow a permanent power establishment o
against whom us average poot'Thedasgeraderais ar e
one reflected by Deleuze and Guattari a decadegdhat there is now only one class
with any true power to speak of: the serv

and feed from it, and against whom we are all effectively Luddites.

Yet, in the face of thikbongue duréef industrialisatio, Pynchon does not see a
Asi mple unreasoning horroro among its vVvic
andwele ar ned resentment, fAthe | ove/ hate tha
ma ¢ h i ¥ @mrthe one hand, Pynchon depicts the growing mightawhines and their
usurpation of humanity as their own category of (un)life, while on the other he envisions
the myriad lost possibilities of a history which has produced technological marvels for
ends more base. Such is the dynamic which Pynchon atsibuthe earliest of Gothic

novels, which were grounded, he suspects

16 Christophe Bonneuil and Je@aptiste FressoZ,he Shock of the Anthropocene: The Earth, History and
Us, trans. David Fernbach (London: Ver2016), 261.

7 OK.

18 Gilles Deleuzeand Felix GuattariAnti-Oedipus(Minneapolis: University of Minnesota Press, 1983),
245,

9 0OK.
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in deep and religious yearnings for that earlier mythical time which had come to
be known as the Age of Miracles. In ways more and less literal, folks in the 18th
century believed thatnze upon a time all kinds of things had been possible which

were no longer s&.

Pynchonds characterisation of modernity a
surface a Weberian disenchant meythd,toof t he
overthrow f ant a?sBut hevdo¢smot &lowahislfoendilgtion ob

modernity to sit easily. What was once posgiblee miraculous and the magiéais

made impossible in its old form, while simultaneously being made possible in ahother.
fact, Pynchondés vision of modernity is fa
iGot hic Mar xi s mo??inthis Wea | the disillusBrement af the n .
Enlightenment was accompanied by the mystifying forces of capital, by which, in

Benjani n 6 s wo r d s ;filled skeeprcame overrEarapa) and through it, a

reacti vat i on Zdfs withig thih iewfouhdsleep that thedGothic novel

spins its most enticing dreams and most horrific nightmares, as it both recalls the earlier
age of miracles while inhabiting a newly mystified era. As Leslie Fiedler writes, the
Gothic form emerged fAat a moment when eve
theory and madness reigned in fact, [in which its writers] were plagued by a hunger for

thei nexplicable, a need of the marvel?us wl

20K.

21 Max Horkheimer and Theodor Adornbjalectic of Enlightenmentd. Gunzelin Schmid Noerr, trans.
Edmund Jephcof{Stanford: Stanford University Press, 2002), 1.

22 Margaret CoherProfane llluminations: Walter Benjamin and the Paris of Surrealist Revolution

(Berkeley: University of California Press, 1993);4.1

23 Walter BenjaminThe Arcades Projectrans. Howard Eiland and Kevin McLaughlin (Cambridge:
Belknap Press, 1999), 391.

24 Leslie FiedlerLove and Death in the American Nog&brmal: Dalkey Archive Press, 1997), 138.
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To insist upon the miraculous, then, is an ambiguous act which at once restores past

myths while delving evedeeper into the unconscious mythologies of the présent.

Alt hough Pynchondés key reference in reg
and his germinal Gothic nov&he Castle of Otrantan equally fitting comparison is the
late Romantic writer Thomas De Quincey, who inSuspiria de Profundidescribes
dreans i nvaded by machinery. According to D
technological development reduces us to a
by some jealousy of gho#%mhboth DéQuincegand movi ng
Py n ¢ h o rudtss maahenesare never merely technological, and in addition occupy an
occult position within the rationalist logic of modernity. The practice of Gothic writing
thus not only dramatises the horrors of modernity in a dreamlike style, but also works to
unover the occulted mechanisms of that mo«
performacountemagi ¢ to the sorcery of capital . |
in the way it invisibi l?Regaslingithe paragman mon st
magicof capitalist modernity, Pynchon proposes that machinery itself functions as a dark

magi c nestled at the heart of modernityos

i Py n c h o shidnsmn aadkniofiuaanist world, in this view, is litedglbeyond belief. It renders

beliefs and believability irrelevant, or at least places them at a distance from the preconditions of coherent
reading. Such a world cedes no ground to any discourse that attempts to frame it within hurtdairrath
Thosechi ms are not thereby rendered meaningless or t
technological state are neither granted a blanket pardon for their bureaucratic participation in the atrocities

of that state [...] nor treated to blanketccre | i t y t oward their systems of Dbe
ADel ineations of MMenkmD®s Paynndc hSocniieannc eSpace and t he
in American Postmodernity: Essays on the Recent Fiction of Thomas Pyecdhdéan D. Copestake (Be

Peter Lang, 2003), 113.

26 Thomas De QuinceyGonfessions of an English OpitlEater, and Other Writingsed.Robert Morrison
(Oxford: University of Oxford Press, 2013),-21

27 David McNally, Monsters of the Market: Zombies, Vampires and Global @@hgin (Chicago:
Haymarket Books, 2011}114.
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What had once been true working magic had, by the Age of Reason, degenerated
into mere machinery. Bla&k6 s dar k Satanic mills repr
like Satan, had fallen from grace. As religion was being more and more

secularized into Deism and nonbelief, the abiding human hunger for evidence of

God and afterlife, for salvatién bodily resurrectia, if possiblé remained?®

Pynchon posits that in our secular age the religious yearning for another world is not
dispelled, but displaced. Into the void left by religion and the supernatural rush all the
dubious hopes and fears of the technological, wpromises to perform miracles of a far
more materi al natur e. |l f Pynchondés refere
fanciful, this is not to say that this f a
fascination afforded by the Gothic andafsen spurious visions of the past. As Fredric
Jameson has argued, the paired themes of salvation and resurrection are not religious in
themsel ves, but are conceptual forms, fAwh
new meanings and uses that hagthimg to do with the historical origins of their

borrowed articulations. [...] Resurrection expresses the euphoria of a secular salvation
otherwise inexpressible in material or social terms, religious language here offering the
means of renderingamated possi bility rathéwWhathan t he

appears as an archaism in fact expresses a wish which cannot find be voiced in the

| anguage of the day. Paradoxically, Pynch
history isnotsomuch nostalggcs it i s futuristic, o as wit
28 OK.

29 Fredric JamesorT,he Antinomies of Realisfhondon: Verso, 2013), 198.
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hopes and mechanical acceleration, we discover the past haunting the present and

continuing to inspire dreams of the futdfe.

Frankensteindbs Monster, or , the Post human

For all its insistence upon the miraculduis one form or anothér the Gothic retains
another purely negative aspect. Alongside its miraculous hopes for a world saved from
the predations of capitalist modernity remains the Luddite desire to not only estape
destroy that which threatens human life. The dreaorid of capitalism lapses into a

nightmare, but in that moment of horror lies the possibility of waking from the dream at

last. To illustrate the destructive powers of the Gothic, Pynchonturnsjo M&h el | ey 0
Frankensteims a prototypically Luddite novel,
technology, and those Whewiestacti ce it, ge

[Frankensteihremains today more than well worth reading, for allresons
we read novels, as well as for the much more limited question of its Luddite value:
that is, for its attempt, through literary means which are nocturnal and deal in

disguise, taleny the machin&

What the Gothic nov e lulousensunesis rotasimmesretungooan t
mythic past or the inspiration of a new age of wonders, but a critique of the world as it is
at present and a deni al of the machineds

to work through nocturnal, stdrranean, and hidden means, as did the original Luddites

%Justin M. Scott Coe, fAHaunting and Hunting: Bodi
Thomas PMasen®&®xod, so Tha Mul ti pl e WaoMasod&Dixorf O Pgdchonos
Elizabeth Jane Wall Hinds (Rochester: Camden House, 2045),

31OK.

320K.
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Afahead of their time, using the night, an
their mul ti pl3HeraPRynchon assigng defmife paitical ends to the
Got hi c 6 s yaligied agsthetiess dnd suggests that it is only by way of this

darkened passage that true alternatives to the status quo may be expressed. To write in the

Gothic style, is then, in Pynchon6s ter ms
Wi | | i a nrdyto fifidmewtsubjects, themes, and literary models, a change

revolutionary in itself [...] 't was al so
anew**By way of its profound negativity, it:s

redoubls the strength of its critique of both a tyrannical past and an inhuman3uture.

Pynchondés idobstyhcsabLuddheeohaicti on i s
powerful and dedicated enough to destroy that which would destroy them. The foremost
example othe Badass in the essay is of course King Ludd, who Pynchon imagines using
a fAcontroattes,tympetamyger 0 tBotpedhapsinareoy t he
intriguingly, the Badass does not always originate from among a humanity beset by
machines. Pynadhn wr i t es that fAVictor Frankenstei
major |itéFamnkRadaes nds monster certainl
tonguein-cheek criteria which Pynchon sets for the Bada¢gse 6 s Bi g @and heo
although thesdescriptors perhaps raise moregst i ons t han they ans
of the Badass (a term capitalised throughout the essay), is perhaps owed to their Gothic
multiplication of effect mentioned above, and their larger than life appearance as heroes

incontestwiththeworld t sel f. What maéaélseappdaris ® hijaahas s C

3OK.

34 Anne Williams,Art of Darkness: A Poetics of GothiChicago: University of Chicago Press, 19980.
35 Eve Kosofsky Sedgwicklhe Coherence of Gothic Conventighew York: Methuen, 1986 i.

36 OK.

37OK.
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their exaggerated ability: ABad meaning n
work mischief on a large scale. What is important here is the amplifying of tale,

mul ti pl i c at®Bubthis ability toewbrk mischief an a large scale itseiggests

a second me aatas@amoraddvil batla aegativ@ attitude, and a willingness to
fight against the supposed goods upheld by an unjust sdai¢fye context of

Frankenstein t h e ofthe mianstes doés not denote an innate evilness on his part,
but his status as a perceived aberration rejected by the society which birthed him.

Li kewi se, as Da v fodradidatlibeeals bf the WalistogeerafBodwjn
variety, Luddite revolt and governmemgpression were merely different symptoms of the
sickness inherent in Britainbés system of
pr op e¥PIf thedBadasd whether Luddite or masted is capable of wanton

violence, it is a violence which has its precedent in the social world against which the

Badass fights.

As a key example of the Badass, Franke
Luddism back to the core uncertainties of thel@otThis Gothic quality begins not only
with the social composition of the monster as an outcast, but his literal, bodily
construction as a composite being. As David McNally has rightly observed, the bodily
imagery ofFrankensteirrecalls the contemporapractices of medical experimentation
and punitive mutilation exerci s eldalignng t he
him with the surgeons, anatomists and gralebers reviled by the labouring poor,
Shelley stamps a decidedly antdrking-class identity on Frankenstein. Andh the
anatomistbés assembly of the monster, she
the working class was created: first dissected (separated from the land and their

communities), then reassembled as a friginigioollective entity, that grotesque

38 OK.

39 McNally, Monsters of the Marke87.

141



congl omer ati on kno wAThatdshe mdnster gpeakslinetite aoiceé c n 1t
a Byronic revolutionary is then of little surprise, as the body he has been given is nothing
but a mass of limbs and organs stdiem the graves of the poor and hungry, now turned

in revenge against the man who robbed them of peace in death.

As a monster, and as a technological ¢
Luddite appeal to humanity with the posthuman fascinatitimthe more than human,
and by association reveals the demand for
The Badass, whether in the form of King L
someone or sometig made monstrous by the order of the @ayman possessed by a
Afit of insane rageo abentormtre desteuctibniohite s, or

creatod to whom all the powers of multiplied effect are made available.

What gave King Ludd his special Bad charisma, took him from local hero to
naionwide public enemy, was that he went up against these amplified, multiplied,

more than human opponents and prevdited.

The Luddite cause thus demands that we become superhuman, even monstrous, if it
restores our power to strike back against theseniaimuenemies. Jack Halberstam notes

t h ahe mdnster's body [...] is a machine that, in its Gothic mode, produces meaning and
can represent any horribl e ¢t r*rlhetteri hat t he
Amachined here not 6eninmgndé addtesge cbimgosednonn s t
of flesh instead of metdlbut also his place in the text as a locus of a productive
contradiction between the terms of the hu

society) and t he mo rssdtredofuhat sdciaty).df camtenhporaryh e

40 McNally, Monsters of the Marke®5.
41 OK.

42 Jack HalberstanSkin Shows: Gothic Horror and tAechnology of Monstef®urham: Duke University
Press, 1995), 21.
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Gothic studies place an undue emphasis on the utopia of monstrosity, and the celebration
of alterity found 1 n t Fankenseinm tceorg,ni Byrsc Hid n
of monstrosity as a site of contaigon, [and] a field in which different social accents and

val ues cont &%fthe monsterisaBadassed. Df Pynchonds B
monstrous, it is not of their own volition. Rather, they are states of being entered out of
necessity, when the merely human is too limited a category to encompass or rescue the
effluvia of society: its outcast, deprived, andmus populations made the raw materials

of industry and® capital dos expansi on.

The superhuman capabilities of the monstrous Baalasdraws them closer the
figure of the posthuman, in that their monstrosity never entirely severs them from a
conception of the human, which needs to be defended by inhuman means. As George
Haggerty has suggested, within the narrativErahkensteinthe monster functions less
as a figure of total separation from humanity than a negative image of humanity deprived.
Ultimately, the violent travails experienced by Victor work to his intellectual benefit, as
At he violence of t heaceteackea Erankeesteis finally whata n o f
means to be human. It teaches, that is, the horror implicit in life and the terror of all that
lies beyond human understanding, translating a private Gothic experience into publicly
horrifying terms. Itis Frankehse i nds own ver si on “®@hileia myst |
Haggertyds assessment the monster functio

limits of humanity, this altooh u man aspect of Shell eyds no

43 McNally, Monsters of the Market.0.

“I'n this respect, Oedipabds aspiration to discern
retrospectively Badass. Just as Frankengtsin monst er i s amassed from the I
poor, the roar of relays ifihe Crying of Lot 4% a conglomeration of voices severed from their desperate

and destitute bodies.

45 George E. Haggertyothic Fiction / Gothic FornfUniversity Park: Pennsylvania State University Press,
1989), 661.
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fromthosewhowis t o escape the human al together.
monster, 0 writes Donna Har away, At he cybo
a restoration of the garden; i.e., through the fabrication of a heterosexual mate, through its
completion in a finished whole, a city and cosmos. The cyborg does not dream of
community on the model of the organic family, this time without the Oedipal project. The
cyborg would not rect#gmliizket Har Saayés oyb
rejects & | hopes of a restoration of paradise,
demand the realisation of this dream. Whe
ultimately a concession to the patriarchal terms of his creator, Pynchon adheres to the
Promethea qual i ties of the tale, embodied in

salvation be granted and miracles be performed once more.

If they differ from the cyborg in their ultimate recapitulation of humanist values,
t he key f i gur eryhistofy ndhgthelesk sharevath their ¢yleernetic
cousins their composite character: as both flesh and machine, and as conceptual fusions of
the human with the inhuman. It is in this mannerthgtn c honés essay pi t
against one another: tharaculous and the mechanical, and the human and the
monstroud but also proposes resolutions of those oppositions in the paradoxical figure

of the Badass.

t

=]
(2]

Provisionally, the key terms of
a semiotic square (s&égure 1, beginning with the traditional humanity lost to the
machines, and extrapolating nRboman (monstrous) and nomachine (Luddite)

positions fromthat binary’Got hi ¢ fi cti onds appeal to th

“DonnaHarawayi A Cy bor g MManifedtheHarmvayMinngapolis: University of Minnesota
Press, 2016), 9.

0n the function and significanceeedfedriddJagesandas J ul
AAppendi x A: Th e Allegorg andnldeslog@ qndam:rVerso 2019), 3499.
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utopian space of the complex term, in which the miscalculations of the machines may all

be resolved in time, achieving at last in the union of humanity and machine all the dreams
of diibloy r e g8Thisrinepossiblecunity @f opposites functions as the core
problem of Pynchondés essay, which dr eams
complicating and undermining that dream. While the complex term describes the fusion

of two incommensurable concepts, its opposite number, the neutral term, sits at the edge

of this conceptual nexus, where the negation of negation allows new conceptual
formations to become visible. Il n Pynchono
Badasswho is monstrously morthanhuman, and able to harness this negativity of the
Gothic to strike back against their simply inhuman foes. As neither human nor machine,

the Badass is released from the strictures of those terms, and paradoxically freed to

achieve miracles by negative means. In this manner we may see the hidddimésuif
Pynchondés essay, and make some sense of w
between a Luddite technophobia and a transhuman tetbp@mnism. From within the

binary conflict between humanity and machine, whole new worlds of posthuman dreams

and Gothic nightmares take shape.

48 OK.
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Posthuman life
"Miracles may yet be possible™

Human age Mechanical
of miracles age of reason

Luddite Inhuman

conscious- monstrosity
ness

The Badass
"To deny the machine”

Figurel. A semiotic square mapping the relations between the key terms

of Pynchon's "Luddite” essay.

Later Nonfiction: A Romantic Turn?

But what of the Luddite cause today, over two centuries on from the birth of its Gothic
defenders? Pynchon warns that any revitalised Luddism must come to terms with the
changing face of t e aserdrientltlpyeyven thenmosth i s now
unreconstructed of Luddites can be charmed into laying down the old sledgehammer and
stroking a f*Morekbreblematid stillsthee aethaind the possibility that

Ai f the | ogistics cayn et woe kpds oiuldl, e dni am

9 0OK.
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Luddite hope of miracle has now come to reside in the computer's ability to get the right

data to those whom th¥® data will do the n

In his turn toward the utopian, Pynchon draws close to the visiaipo$thuman
future described and critiqued by N. Katherine Hayles, in which we are seduced by the
Afantasies of wunlimited power and di sembo
cybernetic haze! Occupying the impossible space in which human and imaciie
unproblematically united, this posthuman vision drifts into fantasy, and threatens to
undermine the otherwise sombre assessment of Luddism and its continued relevance. If
thefiLuddited essay spends some time expounding upon the monstrous powes of
Badass, in the end it returns back to the utopian dreams of uniting humanity and machine
at last. Are we to believe that these Gothic antinomies are all to be resolved in time? As |
argue below, this utopianism also defines the nonfictional work$tethon would
write over the following decade, in which the dialectical negativity of the Badass is
nowhere to be seen. This is not to say that the later nonfictions totally undermine the
conceptual work of théLuddited essay, but that they instead tuomew figures and new

solutions to the Luddite problem of human

50 OK. As | argue in Chapter Six, this tentative optimism for digital solutions is ultimately undone in
Bleeding Edgewherein the dream of another world online is revealed as one more means of capture
deployed by the powers that be.

5IN. Katherine Hayles{ow We Became Posthum@rChi cago: University of Chic
her bookHow We Became Posthumatayles discusses how the model of the human since the

Enlightenment has been subjected to alienation by cybernetic machines and artificigémtellHayles

brings together both scientific theories and fictional narratives of literature that equally construct ideas

about the posthuman in the computer age. She discovers two tendencies. On the one hand, there is an
apocalyptic narrative that indites the fear of the loss of humanity, loss of control and the dissolution of the
human self. [...Pn the other hand, Hayles emphasizes (scientific and imaginary) stories that propose a
contrasting vision of the human in relation to the contemporary¢eehar | d: 6 When t he hum
part of a distributed system ... it is not a question of leaving the body behind but rather of extending

embodied awareness in highly specific, local and material ways that would be impossible without electronic
prosthes . 6 0 Patrici a Pi st e rPasthuniaB Glassaretlgi Rosi Braidottiadd gans, 0
Maria Hlavajova (London: Bloomsbury, 2018), 75.
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Pynchondéds nonfictional writing after i
includingare i ew of Gabr i elLoveGrtheditnaof GChBle@P88gaz 6
second essay for tidew York Times Book Review the topic of Sloth (1993), and
i ntroduct i on sStodedunctiadfi 1n® 9080) d gaentds GlO8AERAPE. Or we |
I n each of these works the global system
mahi nery, was the real and major result o
of another? The mechanisation of death on a massive scale is the order of the day which
Pynchon sees both M8rquez and Dodede wr it
romar@aedot wo novels under review are in P
resi stance, even of sworn opposition, to
of life against deatff* Doubling as both a generic designation and a fio$ipve,

romance is the watchword of these later nonfictions.

The renewed interest in romance, even
nonfictional writings after dAls It O. K. T
aesthetic and politic@lommitments of that essay. Most notably, whereas in 1984
Pynchon was glad to take on monstrous allies in a Gothic fusion of the human and
inhuman, the essays that follow eschew this dynamic to cast their lot wholly with the
human. The first victim of thishift is thefilLudditebe s say é6s central f i gu
whose fiethic of machi s mo 0 >®Wsatevempswersafs i d e
resistance the badass held in their amplifications of affect, and whatever ability to seize

that amplification from the machines they may have possessed, the macho and monstrous

52 OK.
53 SJxi.

%Thomas Pynchon, #Th &he Nevarork Tones BobokdRevigaril 10\1988:. o
https://www.nytimes.com/1988/04/10/booksHtnearts-eternalvow.html. As a digitally archived copy of

Pynchonds essay, pagé&henextinheeenftercitedas HEVot avail abl e.
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is traded for the tragically human faith of the loverclont r ast t o Pynchon
adoption of Frankenst ei nddsoflLodoite sevokt, Gardas t h e
M8 r q sipeotagonist Florentino stands as a new and decidedly unambiguous figure of

humanity in its purestchdowmaamtend xePymehor

FIl orentino, Ahe insists on his autonomy,
humah. o
I f the new hero of Pynchonoés ideal fic

old-fashioned humanism than acgnception of the posthuman, this does not indicate that

the driving force behind the fiction has at all changed. In the later essays as in the earlier,
Al ove and the possibility of I oveds extin
worthwhile ficion>’Wh i | e Py n ¢ h @GaréissMarguestresses theifmportance

of love all the more, it also stresses the danger of its extinction in even greater terms.
Under assault from an inhuman outside, the human figure is stripped of everything but its
Amee exi stence, 0 and is left only with wh
grace OFff |liovmetldbe fALuddited essay Pynchon
made real by technical means, here the only midaolethe only miracle availableis

that of human life itself and the desperate devotion of one fragile life to another.

What draws Pynchon GarciaMarquez s hi s daring Ato sug
love made under a presumption of immortdityouthful idiocy, to somé& may yet be
honored, mah later in life when we ought to know better, in the face of the undeniable.
This is, effectively, to assert the resurrection of the body, today as throughout history an

unavoidably r &WAoihhisfLudditedzssay, Pyndherareads fictios a

S6HEV.
STHEV.
58 Hannah ArendtThe Origins of TotalitarianisniNew York: Harcourt Brace Jovanovich, 1973), 301.
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demand for the miraculous, the enchanted, and for the suspension of this world for
something other. The lover and the badass are not so different in these terms: both
duplicate the powers of affect to turn the world upside down, to sustain worldgapart

which undying love is possible, and in which the death march of history may be halted by

a single act. As Pynchon writes of Floren
i nto | ove adatimawhah imesotablytdissolees the bonfifowe but may

be halted if only for a moment to push back against théday.

I f Pynchondés renewed emphasis upon | ov
of the Gothic miracle, his focus upon the desolatioBafcia Marqued landscape also
retains smething of his earlier concerns for the posthuman. The trials of the lover stand
out against the background of an utterly loveless environment, which has been devastated
and made inhuman by human hands. As Fredric Jameson has remarked of the peculiar
ennuof | ate capitalism, fiwe must ponder t hi
completely humanized environment, the one most fully and obviously the end product of
human labor, production, and transformation, that life becomes meaningless, and that
existent al despair first appears as suchH in d
At the precise moment when the landscape is wholly a product of human action, the dread
of an inhuman world becomes overbearing. Here something of the posthuman slips back
into Pynchonds ¢ oncept-exinttionrofehumasity bygesvnt he p
humanisation and domination of the earth. The posthuman in this sense no longer
occupies the positive, utopian space that it did irfithueldited essay, but appears only in
the negative, as the state of being which comes after the death of thelifienvand.

Further still, even a s-affitsihe recalatéast huRanityaon c e

SOHEV.

61 Fredric Jamesort,he Political Unconscious: Narrative as a Socially Symbotit(Bondon: Routledge,
1983), 2401.
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its protagonist, it also works to incorporate landscape and scene into the drama, to the
extent that the environment itself becomes the motivating férceb he nar r ati ve

As Jameson writes,

we might say that in romance the category of Scene tends to capture and to
appropriate the attributes of Agency a
something like a registering apparatus for transformed sibtesng, sudden

alterations of temperature, mysterious heightenings, local intensities, sudden drops
in quality, and alarming effluvia, in short, the whole semic range of transformation
scenes whereby, in romance, higher and lower worlds struggle wooweeach

other®2

In the Romance narrative, therld andenvironment take onfarce of their own,

displacing agency from characters onto the scene itself. In a manner not so different from
Oedi pabs transformati on | nnaoative becommesi t ry, t
conductive of a higher order whi cGlarcim@peaks
Marquez this position is taken up by Florentino in his performance of the role of lover,

who speaks in grand terms of an ideal Love against the abgalwers of Death. He

does this not only out of personal volition, but because something irreducibly human
possesses him and drives him on his obsessive attempt to revive love in all its salvific
power. The yearning for the true ideal of love foundinyacn 6 s revi ew i s t
isomorphic to the nostalgia for an age of miracles found four years earlier in the

ALuddited essay. Both yearn for a time now long mutilated by capitalist modernity, and,
being unable to realise a return to that time, instead tuhetotopian promises of love

and miracles.

62 JamesonPolitical Unconscious99.
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Far from indicating a total transition
turn from the celebration of the monstrous badass to the adulation oftbelaliman
lover marks a layering of Romantic hopegioGothic fears at the precise moment when
those fears are realised. While fikeiddited essay ends on a note of ambiguous hope,
AThe Heartds Eternal Vowo balances bet wee
from the path of ivaydosvnstream, intd wes @&nd pestileriteaand t h
urban confusions to the edge of a Caribbean haunted less by individual dead than by a
history which has brought so appallingly many down, without ever having spoken, or
having spoken gone unheard, or having deena r d, | e f%Wwithontioeec or de d .
without the forceful maintenance of life and memory, there is only the abyss of history

from which the silent and defeated may have no return or recourse.

If the central terms of theLudditebe s say are absent from P
nonfictions, this is not to say that they are entirely supplanted by a new framework
opposed to Luddite fiction and its posthuman Gothic style. Just as the Gothic appears in
the earlier essay as a narrative space of dissent from the laws of a rationalised and
mechai sed world, in AThe Heartds Eternal V
heterogeneous form opposed to the order o
Pynchon decl ares that #Ait is a daring ste
folly, imprecision and lapses in taste, at all seriodidlyat is, as well worth those higher
forms of pl ay t h%lftRomaace today seems silly or misptated, dia . o
nevertheless, as Jameson r e ficationkobrealisiminn t he
late capitalism thatomance once again comes to be felt as the place of narrative

heterogeneity and of freedom from that reality principle to which a now oppressive

S3HEV.

S4HEV.
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realistic repr es®&misavn way,he forsof Romancelparfermsa g e . 0
the same rejection of realfiyor what amounts to denial of the machirée as thatwhich
motivates Pynchon6és prior adoption of the
remains caught in the Gothic dynamics of reality and fantasgndasd nightmare, as

the Romantic flight into fantasy i s beset
nullification. If Pynchon turns toward Romance as a fictive escape from the machine, it
remains @ark Romanticism which is eveaware of the enr o a ¢ h nhe bleakeo f i

interests of that consensus ever tHB/robbin

Despite the changed terminology, the t
nonfiction is not parti cuA alrd d/dictheemdg eldu tf r
iservice of an expanded vision, nfaAsthe ed,
world grows darker, and the space open for action becomes ever slimmer, the mortal cry
for the miraculous continues to ring out. Wheztimiracles may belong to machines or
humanity alone is no longer of much concern, as the barest loving act is made impossibly
mi raculous by all the forces mounted agai
characters who fail to do what theyosiid because of the effort involved. How can we
not recognize our world? [...] Persisting

isinning against what now escehenndd oignycroeasi n

A Romance now again seems to offer the possibilit

Utopian transformations of a real now unshakably sptina c e . 0 Pdliteahiénsonstious91.
6637 xi.
5"HEV.

%Thomas Pynchon, AThe Deadly SiTmedNtwsYork TimesBodke ar er
Review June 6, 199%ttp://movies2.nytimes.com/books/97/05/18/reviews/pynesioth.html As a

digitally archived copy of Pynchonds essay, page
NMC.
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Fiction / Nonfiction

Whether they are read as expressing Dark Romanticist or outright Gothic philosophies,
Pynchonds nonfictions of the eighties and
approach to literature as both a reader of tales which demand the miraculous and as
himself a fabulist of love in the time of machines. Given the overt statements on the
significance of fiction and fantasy given by Pynchon in his sporadic reviews and essays, |
argue that these writings deserve to have a closer attention paid to thelexites, and

to the manner in which their concepts wor
main periods of novel writing. dAls It O.K
greater scrutiny, both for its manifedike quality as a defence otulddite literature and

for its apparent commentary on the goal s
betweerGr avi t y 60 @978 andmélamd(1990), and published the same year as

his retrospective short story collecti8iow Learne1984), theiLuddited essay casts a

new light on the gesric conventions of his early works, and presages the new directions
taken by the novels published laterhis career. Likewise, if the nonfictions which follow

Als It O.K. To Be A Luddite?d0 seemingly wu

essay, they only do so to further | ay out

way for the novels #&n under preparation.

Il f Pynchon6és nonf-groundbetween his earlyuapdylatea mi d d
writings, what problems are present in the early fictions which these essays attempt to
resolve? The answer, |  wi sh t ogattitudes e , ma y
toward humanity and machinery, and in particular the new place he affords to human
agency within his later novels. Fromas earlyas 1 9 6 3 ) Pynchonds fi

expressed anxieties around the -+wagflomni sat
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what i s® Aswefave seénin Chapters One and Two of this thesis, this process

of dehumanisation is most often presented in apophatic terms, as moments of mute
revelation of a vast and inexpressible exterior to human lifeEhénCrying é Lot 49
Pynchon dramatises the discovery of the n
process of divestment, by which Oedipa loses herself and surpasses herself in the
circuitries that engulf her. The totalising vision of the mactaisdivinity reaches its

heightinGr avi t y 0,s iRmiwhioowh fAvast quantities of
into Athe Systemo so that it may fAkeep it
and not only most of humanéiymost of the World, animal, vegetable antheral is laid

waste in Phe process. 0

I f Pynchondés early novels readily enga
abhorrence and fascination in their sublime descriptions of the machine, they also hold
little of the Luddite potentiality demanded the author in the following decades. Instead,
Pynchonodés fictions frame the decline of h
inevitability, decadence, entropy, and a misanthropism which elevates the mechanical to a
natural law even as its universalreigni | ament ed. As much as Py
protest the assumption of the world into the System, and the coming apotheosis of the
machine, they also illustrate the impossibility of exit from that System in its totality. Even
as the System isrevealedi a | | its horror, the refrain
knew HAmomg the protagonists of Pynchonos
ability to navigate the intricacies of the System, but perhaps only by going over to the
other side ath losing herself as a component in the machine. The only other alternatives

areescagka s i n S| aéntolition prd exit Boenlthe novel itsélfor a grim, if

89V 405.
GR 419.

" GR 233.
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defiant, commi t ment to humanityds fading

losesi ght of what | ies beyond the?)System (i

From beyond this pessimistic framework
needed nuance, and a way forward taken up by his later novels. As Inger Dalsgaard has
noted, criticsremi n di vi ded on whether or not fthe
earlier years may still haunt his recent work [and] whether his fiction allows for
constructive/ist hope for a counterfoice a b | e theoSystem fabeaface’ Even if
the spectre ofleterminism still haunts his later novels, as trefigrate the themes of
machinery and control, | argue that the form of the novels themselves have chaamged in
way that refuses the pessimistic conclusions of their precurso¥éadon & Dixonthe
insisk ence upon the miraculous finds voice i
for history to be written by Afabulists a
iMnemoni ck Deepd of memory to deny" the po
Throughout thenovel, and as | will argue in the following two chapters, the style of
Gothic romance is turned from merely describing the horrors and terror of the world
toward attempting to deny some measure of

end,thecry o deny the machine is raised agains

Continento into which the whole globe is

?GR42.Gr av Rdinpddvdoes contain premonitions of Pynchono
the miracle of love in particular, although one of the great cruelties of the novel is that it is a love idealised
but never achieved by amaglepoirtis that leversnawnays get thgethea c t er s :
isolation is overcome, and like it or not that is the one great centripetal movement of the World. Through

the machineries of greed, pettiness, and the abuse of dowenccursAll the shit is transmuteabtgold.

The walls are breached, the balconies are sgdled st en! 06 GR 447.

®l nger H. Dal sgaar d, i R¥eenlasFyrxchoaih @nteen.dngerH.e | nt er ne
Dalsgaard (Cambridge: Cambridge University Press, 2019), 165.

“MD 3045.
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humanity to an inhuman destiWh er eas each of Pynchonds f
silencé of the sublime and inhuman Mediterranea¥inof the moment before an

infinitely deferred revelation iifthe Crying of Lot 49and in a sudden lacuna in the text
itselfinGr a v i t y ddstheRaeveélsnafieo his hiatus allow themselves some degree of

closure, and an end (however ambiguous) to the nightmares they have traversed.

Il n t hi s ma nowa laterfictns fuliil$itiee dé&mmands of the Luddite
novel, aghey workby means of subrfuge, terror, and fabulation to both reveal the
workings of the machine and to deny some part of its hold on the narrative, the reader,
and the text itself. But i f Pyifoddinodés f i c
essay, it is not in the tygal sense of Luddism. Rather, drawing from the dark romances
of Gothic fiction, Pynchon | ayers atop th
fascination with the monstrous system against which he prétdstsmachine is not only
denied, but something @& power is summoned and turned back against itself. What
Pynchon deploys in the service of King Ludd is a dark alliance between humanity and
machine, to the benefit of both, and to the detriment of the masters and owners who profit
from their squabbles As Wil Il iam Millard writes, fAPyr
an explicit wish not for any renunciation of scientific progress, but for a revolutionary
technol ogi cal change, 0 a change wh-ich adn

human into the lman itself’®

With some irony, Pynchon ends up on the same page as transhumanist philosopher

Keith Ansell Pearson who declaresthavh en t ha't perenni al spec
that they are o6not intod t echhmore@guestiont hey
SMD 772

BMi Il ar d, ifiDelineations of Madness and Science, 0
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of technol ogy "Mesi nogn Srremkenbsisnhésieamph of

technology over its creators is figured by Pynchon not only as the ultimate vindication of
Luddism, but the most potent conditions for its revival. Aschnical creation, and as the
amalgamated body of hangedrkers Fr ankensteindés monster i
as the nightmare i mage of technology run
negatio® destroyed by its owmonstrous progeny. In&r ¢ 2 a  Bl®vednudhe z 6

Time of Choleratoo, Pynchon locates an ambiguous figure of resistance, whose undying
love is defined by its opposition to the world at large, and its ceaseless movement against
the tide of history. In both the Gothic and thenRance, Pynchon locates the need for

miracles in fiction, and the necessity of demanding the miraculous of a world which

works at eery turn to make them impossible

It is for these reasons that | dub Pyn
Gothic, as it inhabits the interzone between the archaic and the futuristic, between the
human and inhuman, and works by night, negativity, and subterfuge to imagine a world of
mracl es born from the dissolution of our ¢

0. K. To Be A Luddite?: 0

If our world survives, the next great clelbe to watch out for will condeyou

heard it here firgt when the curves of research and developnmeattificial
intelligence, molecular biology and robotics all converge. Oboy. It will be
amazing and unpredictable, and even the biggest of brass, let us devoutly hope,
are going to be caught ftaoted. It is certainly something for all good Luddites

to look forward to if, God willing, we should live so lor).

7T Keith Ansell PearsorViroid Life: Perspectives on Nietzsche and the Transhuman Cong¢litimmlon:
Routledge, 1997), 152.

8OK.

158



With somewhat | ess giddy anticipation, Py
Luddite spirit, looking forward to the day when miracles may yet become possible, and
by the grace of love or otherwise the world will be turned upside down. Whether framed
in terms of a monstrous negativity or a r

returns to this Gothic nexus of integration and disintegration. In the chapteicitha,

Pynchonds insistence upon the miracul ous
recognise the enclosure of his worl d, Ma s
mechani sed time of modernity, andarowWw i nally

amidst the glowing lights of the digital age.
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Chapter Four

A Vector of Desire: Ecogothic Scenes and Spatial Machines Miason & Dixon

As || have argued throughout this thesis,
participating in certain conventions of the Gothic genre by way of its recurrent imagery of
humanityo6és dissolution into an inhuman en
theorised by critics such as Sean Bolton and Anya Hesealer Lippe, may be

di stinguished from an earlier postmodern
fears ofdisintegrationby machines for a broader concern abouirtegrationof

technooy and self. I n Pynchondés fiction this
characters and readers become increasingly aware of their complicity in vast machineries
of control, and the possibility that their seemingly autonomous sense of humanity was
always already incorporated into a mechanical order. While previous chapters have
discussed this order in specifically technical terms on a personal scale, this chapter and

the next turn to the global scope of mechanical control, and the metaphoric expdnsio
Pynchonds mechanical i magery to encompass

institutions, and territories.

I f the anxieties concerning humanityods
acknowl edged i n Pyncho rexasined is the rolewhich natrenp a r
plays in his novels as an additiorahd no less inhuman force opposed to the force of the
machines. This dynamic is appardedespitedss ear
preoccupation with specifically mechanitiateatd e nds on a vi si on of
wrath.InVé6s c¢cl osing scene, situated off the ¢
succumbs to the inhumaeaversionto the inert oneness of earth and sea. As Tony Tanner

suggests:
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Just as the main characs move towards the rock of Malta, so more generally the
human race seems to be hastening to re
ambiguity of Malta as described in this book that while on the one level it is an

image of an island of life undeiege, attacked by the levelling bombs of the

Germans, and constantly eroded by the sea, on another level it is an image of a

central point of inanimate rock and death drawing people back to that ineft state.

A full thirty years later, in his historicaovelMason & Dixon Pynchon returns to these

images of landscape and desire. But where&stine earth is figured as an inert mass

into which all the dead and forgotten of history disappedvlason & Dixonthe

landscape overpowers the living nottisinanimate enormity, but in the surprisingly

dynamic role in plays within human affairs. If the posthuman Gothic may be
characterised by its dramatisation of hun
Mason & Dixoncharts out an environmentalpnsious space within this Gothic
subgenre. As Christopher Coffman has show
regul arly appears fias a |iving source of
mechanical structures which loom over the landséapdlason & Dixon too, the

natural world is figured as a place in which the dreams of the human world may be
realised, but i1t is also granted a darker
l anguage of estr an g eYThenmbivalentetofenatureMasom& b e | o
Dixon allows its Gothic elements to be read additionallg@syothic as Py nchono
anxieties over technological transformation are coupled with competing imagery of the

dissolution of humanity into the natural and gemlogical worlds. As we shall see, this

Tony T &ramd&‘R , OPfrichon: A Collection ofritical Essaysed. Edward Mendelson
(Englewood Cliffs: Prenticélall, 1978), 256.

2Christopher K. Coff man, oThoeras Rynclyonia Godted.Hngerl Env i r on
Dalsgaard (Cambridge: Cambridge University Press, 2019), 188.

3 Andrew Smith and William Hughes, edE¢ogothic(Manchester: Manchester University Press, 2013), 2.
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di ssolution takes place i n opposition to
that the novel embodies both the technological and ecological strands of the posthuman
Gothic. Seen only in glimpses througle thicaresque events of the novel, and only

becoming properly visible in its final pagédason & Dixont el | s t he story

precarious place on an earth at war with a parasitic and global machine.

Pynchondés return tostmhevkelr tdloesfn drho denrl
typical concernsiboutmachinery and control within another historical epoch, but situates
them within a more identifiably Gothic context. By casting his gaze back to the
Enlightenment, Pynchon offers an archaeologicebant of the historical processes
already weHestablished by the time of his other novels. If the early ndelghe Crying
of Lot49,andGr a v i t y 0 all edRibitipredcaupations with a humanity made
mechanical and a planet under the thrall ofadagl capitalist ordetMason & Dixon
unearths the monstrous conditions which brought about that bondage. Not only is the
Asupposedl y emMasog&hlixennedeagepowbifch madness
thereby revealing the irrational which lurks even witthie purportedly rational project of

the Enlightenment, it is also one in which perfectly rational yet utterly inhuman forces run

amok? As David Cowart suggestslason & Dixonmaybe under st-paged as i
expansion of sentiments previously articulated Py nchondés 1984 art.i
a Luddite?60 in which Pynchon writletsis | ar g
chapter and the next | wish to show that
philosophy of higiLuddited essay but thatMason & Dixonalso puts into practice the

theory of Luddite literature identified in the previous chapter of this thesis, which is to say
“lan D. Copestake, fA60Our Madmen, our Paranoid: 6 Er

Mason & Dixon 0 Tha Mul ti pl e WaéMasod&Dixonf O PgdchBhbdbsabeth Jar
(Rochester: Camden House, 2005), 176.

SDavid Cowart, fi Mdsen &Dixadh) doi Btl en oMnidssi oMo:der n Critical V
Pynchon edited by Howard Bloom (Broomall: Chelsea House, 2003), 264.
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that the novel spins a Gothic tale which works by fantasy, exaggeration, and subterfuge to

ideny tkeé wmhcbhnpreys upon® modernity and

Just as in his fALudditeo essay Pynchon
are nocturnal and deal in disguiseodo to de
extravagant, so too dodtason & Dixoncontain seeds of this Gothic retelling of history
against the graihEchoing these sentiments, the narrator, The Reverend Wicks
Cherrycoke, decl ares: AWho c¢claims Trut h,
only in Interests that must ever prdvase. She is too innocent, to be left within the reach
of anyone in Powed, who need but touch her, and all her Credit is in the instant
vani shod, as i%nhisdeferitenoflthermere rantasticat etements of his
tale, Cherrycoke sideshesme | f wi th those who practice t
Taproom Wito against the forces of power

Trutho upon the fragile truths of history

Within this narrative nexus, the titular characters of the nmvele A amphi bi i
ageo caught between worlds of Areason and
positions as imperial subjects and professional commitments to a conquering rationality,
and pulled in the other by their proclivity to speculation onspiracies far darker than
their Enlightenment trappings would otherwise re'dshs Davi d Cowart wr
paranoia of Mason and Dixon, at first the measure of their inconsequence, becomes the
gauge of their sensitive resistance to rationalist exddss come to see that their Line

does a great deal more than signify where Pennsylvania ends and Maryland begins. They

5 OK.

"OK.

8 MD 350.

9 MD 349-50.

OCowart, AThe Luddite Vision,o 267.
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recognize in the Line an epistemit waters
Beyond the problematisation Bhlightenment rationality, this folding together of the

spatial and the epistemic into a single boundary line is, | will argue, the core Gothic
element within the novel. As Mason and Dixon journey into the wilderness tgaytbe

discern the strange powers of the line which they chart: to mark the division between
worldly possessions and to set in place the barriers between this world and those that lie

outside.

The AVistoodo which the pairr tchuet ntohvreol ubgsh
Enlightenment Luddism with its ecogothic sensibilities in a single image. Figured as an
intrusion of the measured world into the as yet unmapped and unconquered frontier, the
l ine functions as both a Imsaionlofdhe eattlfandah e En
site of violence against the inhabitants of that peripheral Zab&the two surveyors, the
discovery of the truth of the line falls to Dixon, whose youthful interest in mapping is
perverted by the greed of empire, and whasen@tic arc hinges upon his eventual
disavowal of the global order which he helped to btil@radually, the line is revealed as
a monstrous warping of space which, although fashioned by human hands, assumes a
power of control over its makers. Variablysgebed as a machine, a monster, and a

conduit of power, it is the spatial construction of the line which I&&aison & Dixon

1Cowart , AThe Luddite Vision,o 277.

2AMost importantly, even Mason and Dixon themselyv
colonial statement of imperialist aggression and supgridespite the fact that they have been hired to

settle a political issue, they retain a belief in their autonomy, as if embarking on a rational, independent
pursuit of knowledge in the ideal of the Enlightenment that just happens to be paid for byepeopn p ower
Sascha P°hl mann, f Ge oThomapRynchos in @onteed. Vhgep tp. Dalsgaard i n
(Cambridge: Cambridge University Press, 2019), 71.

BWhile this chapter is focused primari bpatalupon Di x
conqguest of the earth, the following chapter mirr

temporal dimension to the Enlightenment subjugation of the world.
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toward a Gothic account of nature, the earth, and the capture of planetary systems. In its
orientation t o (tttingaspgecds ofauruntetactiongwith mowhuman s e
ecol ogi es ,Masoh & Rixorgprovkdestam ecdount of space, nature, and
humanity which aside from conforming to the posthuman Gothic terms of previous

chapters also ventures into a specifically etbig territory*

Vectors of Desire

Set in the middle years of the eighteenth century, a decade prior to the American
Revolution, the novel follows the travels of the astronomer Charles Mason and the

surveyor Jeremiah Dixon. Over the course of the ndkelduo journey into the

American continent to chart the border between several colonies which would, a century
hence, be the frodine of the American civil war. As events progress, the duo come
increasingly to face the dark forces that inhabit thgapssed era of Enlightenment.

More specifically, the protagonists | earn
and embracing reason are forever linked, forming the necessary bond between the
irrational and t he r atfEnightanmendaresbatdne sideaft t h
a Janugaced process of monstrous rationalisatfohey discover that it is not the sleep

of reason which begets monsters, but this age of reason itself which begets the monstrous

systems of contr ol tYAp Stafan Mattessich Pag arguédptied s ¢

4 Dawn Keetly and Matthew Wynn Sivils, ed&gogothicin NineteenthiCentury American Literature
(London: Routledge, 2018), 1.

BJason T. McEntee, @ Rgsonc@Dixondisd Ame oif c R@saasRBinse of |
Di s ¢ o Bynchan Nate52-53 (SpringFall 2003): 2023.

8To borrow Deleuze and Guattars phr ase, we might say that in Pyn
reason that engenders monsters, but vigilant and
Anti-Oedipus trans. Robert Hurley, Mark Seem, and Helen R. Lee (Minfisapmiversity of Minnesota

Press, 1983), 112.

165



novel is preeminently concerned wittetlitechnological drive to master the processes of

|l ife, o and in turn functions as fa narrat

correlative concepts of transpHrency, tru

This drive to mastery takes the formaomechanicalre r gani sati on of
surface to advance the causes of capital and empire. Reflecting on his youth in the

countryside, Mason recalls the reshaping of the landscape to accommodate waterworks:

Living in a Paradise, they chose to eraéturgatory [...] the Flow of Water
through Nature, along a Gradient provided free by the same Deity, [wadira p 6 d
to drive a Row of Looms, each working thousands of Yarns in strictest right

angularityd as far from Earthly forms as possibfe.

The idyllic home of the young Mason is transformed from a world of natural harmony to

one of mechanical rigour, in which the very flow of a river is contorted to better suit

growing industry. This technological domination of nature is parallel&€liinx o n 0 s
recolectionsof hi s own training as a surveyor . \
loss of an idyllic nature, Dixosummons his own idyll in the form of a secondary world

overlaid upon the one he inhabits.

He must, if one day call 6éd upon, produ
was, intrutAl i ke detail, one heodddaMapentregly i n s

within his mind, of a World he could escape to, if he had to.

Although framed as youthful fanta®yof escaping his newfound profession to chart a
fictiveuniversé i t 1 s precisely this secondary wor

produces. Charting otite borderlines of empire, reducing the earth to a mapped globe,

17 Stefan MattessicH,ines of Flight(Durham: Duke University Press, 2002), 231
18 MD 207.

9MD 242
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Mason and Dixon unwittingly partake in the rationalisation of the earth which marks the

birth of modernity and the end of their youthful idylls. As argued by Pedro Gaaria
thesepassage rei terate the main themes of Pyncl
essay not only by returning to the topic of originary struggles over space and control in
the era of industrialisation, but because
Pynchonopenly establishes the social consequences of technologies, old and new, to
certain eco % anbing Agornaand Hokreisner,dGararo suggests

t hat Pynchonds L ueykdencounteewitatme chexus afratiomgl-era

rational,and irrational elements which compose the logic of the Enlighterfhent.

Il n Pynchonés novel, this dialectic of
metaphor of waking and dreaming and the ensuing troubling of that binary as waking life

falls into fantasyand the deepest slumbers rise to shape daylight reality.

| hope you are preparo6éd for the possib
anything over here will ever get, Dixd@n,observe you not, as we move West,
more and more of those Forces,whi€h t i es upon Coasts hayv
away, and leave to Back Inhabitadts|...] We trespass, each day ever more
deeply, into a worl dodonblaw, msmvengenseupom i nt

any idea of how life is to b&, an Interior that grows sanwhile ever more

OpedroGarciCar o, fHO0America was the only place...: 0 Ame
Polti cs of HWMason&ieandsTha Mul ti pl e WaMasod B8Dixorf 6 Pegch.c hond s
Elizabeth Jane Wall Hinds (Rochester: Camden House, 2005), 109.

2iln this sense, his [Pynchoné6s] political agenda
Enlightenment inside Enlightenment: we need to know, to liberate ourselves, to get out of the immaturity of
the Enlightenmarto,i tislerher.ioc aGarkExXcaepti onal i sm, 0 10¢
the Enlightenment proposed here possesses ofi@retopian character than the present readifdason

& Dixon allows, but is of interest for its nesting of Enlightenments within Enlightenments. In the Gothic

fashion, we may wonder how deep these recursions go, and if there is ultimately an simde graund

upon which this process might rest.
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forested, more savage and perilous, untiberhaps at the very Longitude of your
6 Ci & we niust reach at last an Aility,0 some concentration of Fade,

some final condition of Abandonmedt,wherein all are unredeemably alone and
atHazard as deep as their souls may Bedost Creatures that make the very

Seneca seem Christian and mercitul.

Although at first this passage appears to replicate the familiar vision of the

Enlightenment, in which a waking European consciousness ssdatsblf across a
darkened gl obe, this waking mind quickly

| ess r est r aiFartfrom possessing a rgtibnlaliagercy over its motions, these
European trespassers epcaundt eerahousbeeky
nevertheless more free than its enlighten
convergence upon any idea of how I|Iife 1is
hazards, figures into the novel as an anarchic spgoessfbility, analogous to the Zone

of Gr avi t y 0 andtReadeep Wweb @fieeding EdgeAt the heart of this deep

wil derness stands the doQibt goosothlramwadaesn e
or so crowded with ahlbhvehiehbhrinGdtitespupabn
appearance may be spoken only in negative terms: the unchristian and unmerciful other of

Awaking Philadel phiado and its mother coun

This negative, unknown space of the unmapped frontier functions as both an
objectof desiré® a zone to be explored and captuérezhd as an unsettling presence
within the Enlightenment imaginary. It is a space which seems to defy the powers of
reason both in its persistent existence outside of colonial control and as the location of all
which reason desires but cannot admit. The postulated@iytiat the heart of America

is thus caught in an unresolvable drelagic, as both the terrifying double of the coastal

22 MD 608-9.
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settlements and as the place where all the fantasies refused by realityt tadg yeot. In
Mason & Dixont he frontier fAdemarcates a zone of
phantasmic portion of the world, o6 as this
known world, releasing into an imaginary place all that we havget managed to
pacify, all that i s st?2Whatbihdsthewakingeancod us a
the Enlightenment to its dreaming double is this movement of desire, which

simultaneously compels the rational mind to search ever further bégelidor an
irrational exterior delineated only from
functions as a perfectly irrational tool of reason, which reduces a continent to a territory
while exercising an irresistible pull upon the supposedigmat subjects caught in its

pat h. I n what is perhaps the most anal yse
speculates upon the unconscious geographies that draw the old world of Europe toward

America, and by what mechanisms the nascent nation égweesvestward.

Does Britannia, when she sleeps, dream? Is America her dieam#hich all

that cannot pass in the metropolitan V
the restless Slumber of these Provinces, and on-Wast d , wherever 06
mgppoéd, nor written down, nor OJdeserging, by

as a very Rubbisfiip for subjunctive Hopes, for all that may yet be tidie,
Earthly Paradise, Fountain of Yout h, R
ever behind the sunseiafe til the next Territory to the West be seen and recorded,
measur 6d and t i e-WorkohRointareaty knownt tbat slowle N e
triangulates its Way into the Continent, changing all from subjunctive to

declarative, reducing Possibilities Simplicities that serve the ends of

Governmentsy winning away from the realm of the Sacred, its Borderlands one

2 Francgois BonnefThe InfraWorld, trans. Amy Ireland and Robin Mackay (Falmouth: Urbanomic, 2017),
60-1.
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by one, and assuming them unto the bare mortal World that is our home, and our

Despair?*

What process is this? It begins not with thd Agaerica, but with all that America could

be for its European settlers. The Western frontier framed as the materialisation of all the
Old Worl dbébs dreams. Beyond the horizon |
of in myth. In its most abstrasense, America here functions as a vector of desire for all

that cannot be found in the swiftly modernising metropole. Crucially, this movement of
desire is envisioned not as mere fantasy or pretext, but as the realisation of fantasy in
material realityAs Lesl i e Fielder remarks of the fr
inhabits a country at once the dream of Europe and a fact of history; he lives on the last
horizon of an endlessly retreating vision of innocence [and] the margin where the theory
oforignal goodness and the factLkefmmanpri gi nal
American writers before him, Pynchon figures the frontier as a space of miracles and sin,
in which the drama of the fall is-enacted alongside dreams of redemptfsJustin

Coew ites: Athe Line that Mason and Dixon
turn draws their desires, and especdally
personal depth of the age of faith, in which miracles such as bodily resurractiaghe
transfiguration of flesh into spirit are possibilities rather than mere theological

n e c e s & Journegirgy westward, the dreams of one world are supposed to be realised

in another, and all that is desired rendered in flesh, blood, stone/aded

24 MD 345.
25 Leslie FiedlerLove and Death in the American Nog&brmal: Dalkey Achive Press, 1997), 27.

%Justin M. Scott Coe, fAHaunting and Hunting: Bodi
Thomas PMasen®mxahso Tha Mul ti pl e WaoMasod&Dixorf O Pgdchonds
Elizabeth Jane Wall Hinds (Rochester: Camden House, 2005), 150.
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However, this i1s only the beginning of
is never realisedAs much as Pynchon plays into the mythic imagery of the American
frontier, he ultimately subverts its utopian thrust by saddling it with a muglerdasion
of reality. What the drive toward the west entails is not the actualisation of possibility, but
its foreclosure. The desire that courses along this vector, seeking eternal life, riches, and
pleasure, is but the motor that drives an altogetiggatmarish mechanism. What follows
this |Iine into t RMordkormtfi nPeontntiss ad rwasdty kN
Afall from subjunctive to declarative, red
ends of GdBeneathithsexpesd.ithg territory, there or
spatiality that disappea?Eserwentevadrhd ouiit h e
of the Sacred, [and] its Borderlandso ret
deadening eyes of EmpiféAs Jef frey Howard remar ks, fia
spaces are explored and demarcated, the possibilittesadfulous events these areas
di sapPlari.mbiately, fwe are |l eft uncertain \
this Europeartontrived nethekingdom is an embodiment or a fantasy of moral

corruption, 0 as desi r entertvdnecimancommompdocessiofg ht

capture and contrdt:

2TMD 345
28 MattessichLines of Flight 240.
22MD 345, 741.

Jeffrey Howard, nAThe A Masonc&DixentByrdion Nowe$2&3 (pnirgy Magi ¢
Fall 2003): 167.

S'Coe;iHaunting and Hunting, o 156.
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Gothic Spaces

I n this brief example of spatiality in Py
Firstly, t he manner i n which -Whrk spfatP @il n
takes on the qualities of the Gothic line. Borrowing from the theorisation of Gothic
architectural ornamentation as developed by Wilhelm Worringer and passed on through

the works of Gilles Deleuze and Felix Guattari, the Gothic line is at its simplest a
Ageetm i ¢ for mo whi ch i n -réeptesentational foldsdbangsedo a b
l ight the inorganic vitality of the suppo
common to the living andthendni vi ng K2l mg®demeua eshamls, Guat
the Gothic line is extracted from stones
far afield as in the abstract formations of space in expressionist cinema and the territorial

wanderings of nomadi c b andsing, siaking,feverisht r e a m

|l ine of wvariation | i berates a-orgaoioNiefandpf | i
potentialises space, whi¥f™tetume\Masong it son
Dixon, it is this uncontrolled potentiality of spacewhthn i s most sal i ent

depiction of the line. As the line moves into the continent, all the movements of
populations, armies, goods, and capital that follow it and intersect with it are understood
at their most abstract as lines of movementdugh the line is cut at a straight line, the
paths of those who follow it constantly diverge and wander, spiralling around the central

line as if in orbit, and turning the line from a edienensional vector into a nexus of

2Andrea Pinotti, fGot hi RuskirsandModefnisneds.dtovannicCiaacsandCr y s t
Peter Nicholls (London: Palgrave Macmillan, 2001), 23.

33 Gilles Deleuze and Felix Guatta#i, Thousand Plateau®linnegpolis: University of Minnesota Press,
1987), 399; Gilles Deleuz€inema | trans. Hugh Tomlinson and Barbara Habberjam (Minneapolis:

University of Minnesota Press, 1986), 111.
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forces. They meet, they conneand they branch off, endlessly cre®ssing and

inscribing evergreater territories upon the eafth.

Second, and flowing on from the first point, is the pure mechanism of this process
of spatial capture. The network of lines triangulates its way sithescontinent without
any clear intent. At most it is driven by some mass accumulation of desire, but without
any singular will at its core. As the line propels flows of energy along its surface, it takes
on the form of a mechanism which is both fuelblyddesire and which manufactures the
desire required for its functioningi The f uel that drives this
desire is shaped and orchest r &tHavihghdeguni t s
with the individual dreams of escap#d some idyll of the distant past or hidden in the
recesses of the imagination, we now encounter the collective desire which lies at the heart
of Mason & Dixon which harnesses the need for miracles to expand ever more widely the
domain of a profane reasoEven as the novel offers dreamlike images of the world to the
west of the frontier, these dreams are perpetually harnessed to the line, lthplaoey
upon which their ambitions intersect, and the Gothic monster which lures wayward
dreamers into its mw . | n Enlightediment, éhe sleep of reason begets monsters,

but the workings of sleep and reason are barely extricable from one another, and the

341iLine is neither that which divides an otherwise formless space fasgabstraction), nor does line

merely trace the already divided and organisgeakte of the world (as in the empathy of organicism). There

is not a spacéa Newtonian absolute) that is then divided by line, for it is througkahiations and

wanderingof | ine that spaces unfold. o W Al iremC8l akebs
Imagination ed. Chris Bundock and Elizabeth Effinger (Manchester: Manchester University Press, 2018),

90.

Kennet h Sur iThe DeléusedDictionapyevoed.edited by Adrian Parr (Edinburgh:
Edinburgh University Press, 2010), 28 the State as a megamachine on the grandest scale, see Deleuze
and GuattariA Thousand Plateayd28.
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monstrous fruit of their union works tirelessly to capture all dreams of escape within its

inhumanly ational folds®®

The spatial imagery dflason & Dixond oes no6t only evoke the
inhuman in its antrationalism, but also directly evokes the figuration of space in prior
works of Gothic writing. As Eve Kosofsky Sedgwick has noted, the dispdestests of
the Gothic formula are all conjoined by <c
novel the dream, the imprisonment, [and] the suppression of language become potent by a
relation of correspondence to a reality outside the dream, thedifuading the prison,
[ or] the same word present in other minds
communication, which is seen as impossible; instead it moves by relation of counterparts
and doubles, and is subject to dangerous distortiaths an n t e r 3f Ifethe Sothice s . 0
seems at first to replicate various unrelated tropes purely out od hthleitdream
becomes a nightmare, the heroine is imprisoned, language fails to describe what she sees,
and so ol Sedgwick argues that each of thesedsojm fact replicatethe same spatial
dynamics of privation within the various overlapping psychological, physical, and

narrative spaces of the Gothic text.

Nowhere is this spatial equivalence be

unspeakable, [and] the sublime of priati 0 c| ear er, Sedgwi ck s u(

3¢ The drearrlogic of the novel is redoubled and turned back upseifione last time late in the novel,

when an Indian encountered on the line rebukes the surveyors for their guileless belief in the power of their
dreams. In a Gothic twist upon the earlier passages, the dreamers find their gaze returned, and themselves
made subject to the dr eam -with-Pigdoms. Long before any 6fjoust en t
came here, we dreamdd of you. AlIl the people, eve

before everwe sawyauiwe bel i ev 6 d omlsane otheoWorlde oa thieeSkyt You had Powers

and we respected them. Yet you never dream'd of u
us. [...] Now you begin to believe that we have come from elsewhere, possessing Powers yéu do not

Thoseof us who knew how, have fled into Refuge in y
no different at their Hearts from yours, we are a

37 Eve Kosofsky Sedgwickihe Coherence of Gothic Conventighew York: Methuen, 986), 40.
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hallucinatory writings of Thomas De Quincey and those of his-tong admirer Jorge

Luis Borges® Under the influence of opium, and inspired by the impossible spaces of

Gi ovanni B a tlImagisaty #1sofd(seeaFig@espiDé Quincey would

describe the space of his dreams as having a recursive -jikisgpiality, in which space

is distended and divided in such a way that it is both immensely vast and suffocatingly
claustrophobic. shntbedgwiaalsds opmalby ai of L
extends to the very language which he uses to dedcabéail to describd their
unspeakable depths. AA darkness within a
within a slaughter, a tragedy within atg e @ gveér object, event, and point in space
circles in upon itself, so that the subje

recursion of inside and outsides, none of which ever properly reach the surface or the

bottom of that spac€.InBore s 6 st ories, the linguistic
made an explicit part of the narrative it
argues, the orderly yet indecipherable st

Piranesian Gdiic in the contrast between the wretchedly confined spaces for satisfying
oneds human needs and the inf{Athoaugh spaces
intelligible in the abstract, as a universe composed entirely of symbols, in actuality the

library is a nightmare without an inner meaning or an outer limit to its terror.

38 Sedgwick,Coherence of Gothic Conventiqgr.
39 Sedgwick,Coherence of Gothic Conventigrd-2.

40 Sedgwick,Coherence of Gothic Conventigns 5 2 . Ultimately, however, Sed
fiction moves beyond the Gothic dynamiachase it nevertheless deals with semiotic structures which

woul d be cut short in the Gothic. AThe real verti
postulating of a semiotic situation of dizzying instability, one in which the fawt®f meaning exists in the
absence of any reason to mean or to interpret, or

Borgesdé6 wrietfilregciive selefms t o carry oreflexivdbess. Qui nceyd

Borgesdé perbDe rQuainncceesy Gasr epossi bilities: Borges can

De Quincey, in turn, must tell us why he does not
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Figure2. Giovanni Battista Piranesthe Gothic Archc. 174958. Etching, 41.0 x 54.0 cm.
Melbourne, National Gallery of Victoria.

https://www.ngv.vic.gov.au/explore/collection/work/28341/

It is via the infinite library that we may work circuitously back to Pynchon, who
cites Borgesby name @r av i t y 0is a pgassage whatwfunctions as both an
obvious homage and a partial hi storicisat
thelanguage which he will use to describe the North American frontidiason &
Dixon, Pynchon describes the pampas of Argentina as a space of freedom swiftly

enclosed in a prison of roads and fences:

In the days of the gauchos, my country was a blanlemépaper. The pampas
stretched as far as men could imagine, inexhaustible, fenceless. Wherever the
gaucho could ride, that place belonged to him. But Buenos Aires sought

hegemony over the provinces. All the neuroses about property gathered strength,
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